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“I hovno zacne bejt po dvaceti letech legendarni. | hovno.™

1 “Even shit starts to become legendary after twenty years. Even shit.” Zabrana, Jan, Cely Zivot, Torst, Praha,
2001, p. 733.
3



Introduction

“Ja jsem si tento zptsob
tvoreni vzal za motto, membra
disiecta, kolaz, ale textu, o kterych si

myslim, Ze vytvori celek™

The term “Disiecta membra”, derived from Latin and meaning “scattered limbs”,
historically applies to fragments of ancient poems, sculptures, and manuscripts. This
phrase originates from the Roman poet Horace, who used “disiecti membra poetae” in his
Satires to denote the fragmented remains of a poet. Jan Zabrana appropriated this
expression for his diary entries from the 1970s, likely feeling metaphorically akin to a poet
in ruins, fragmented by the oppressive contemporary situation, the communist regime, the
destructive impact of censorship, and his existential and personal challenges.

Zabrana was born into a family of democratic parents in Heralec and later moved to
the nearby town of Humpolec, in the Vysocina region, in the central part of the Czech
Republic. Following the communist coup of February 1948, which resulted in the
establishment of a communist regime in Czechoslovakia, his parents were arrested.
Consequently, he was barred from university studies and compelled to move to Prague
and seek employment in a factory. However, Zabrana's literary talent, cultivated from a
young age, enabled him to become a freelance translator in 1954, his first translations
being Sergej Yesenin’s poetry. Translation soon became his primary profession. Despite
publishing his first poems in the 1956 anthology Zivot je v$ude (Life is Everywhere),

Zabrana was largely prohibited from publishing his work throughout most of his career. His

2“l have taken this method of creation as my motto, disiecta membra, collage, but of texts that | believe will
create a whole” Hrabal, Bohumil, Sebrané spisy Bohumila Hrabala, Praha, Prazska imaginace, 1993, p. 173.
(all the translations from Czech, from this point and for the rest of the book, if not stated in the notes, will all
be mine)



diaries became one of the few spaces where he could freely express himself, a practice he
began in the young age. Apart from the aforementioned 1956 anthology, which included 39
poems from the collections Analy (The Annals), Cerné lyrika (Black Lyric Poetry), and Léta
s Helmutem (Years with Helmut), he managed to publish these poems in separate
volumes during the 1960s under different titles (Pages from a Diary, Fixed Black Icons,
and Lynch, respectively), albeit with modifications. The 1968 Warsaw Pact armies invasion
into Czechoslovakia made further publication impossible for him. The worsening political
climate post-1968, which saw many of his friends go into exile, deepened Zabrana’s sense
of isolation and led him to intensify his focus on his diaries. During this period, “Disiecta
membra” emerged, comprising dozens of blue notebooks filled with political reflections,
poem fragments, aphorisms, and literary criticism, spanning from 1970 until his death in
1984. For Zabrana, the act of journal-keeping transcended mere routine and assumed the
character of an existential necessity. This compulsion arose not only from the oppressive
political climate that defined his external reality but also from his intrinsic disposition, which
left him feeling fundamentally displaced. Zabrana experienced a profound sense of
alienation, one that extended beyond political and moral dimensions to encompass his
individual existence. In response to this multifaceted dislocation, he sought refuge and
solace in the intimate space of his diary, which became a vital sanctuary for his self-
expression. His diaries reflect a dual form of isolation—both personal and political—that
permeates his writings. This sense of estrangement also informed his translations, which
became an additional outlet for articulating his complex inner life. His literary style,
constrained from the outset to private expression or the role of a translator interpreting the
words of others, developed in accordance with these limitations. As a result, his work
reveals a continuous negotiation between the urge for self-expression and the external
forces that sought to silence him, ultimately shaping his distinctive voice.

During the 1990s Zabrana was known primarily for his diaries (Cely zivot, 1991-
1992) and translations. He devoted nearly his entire life to his work as a translator, which
served, as the author often mentions in his notes, as a substitute for the literary career he

never realized:

Kdybych byl nékdy v zivoté mél ctizadost pfekladatele, mohl bych byt — mozna, mozna, kdo vi —

spokojen. Kdybych byl byval nékdy v zivoté mél ctizadost prekladatele... ale takhle.... Samozifejmé, ze



se Clovék proméni v to, co dél4, samoziejmé. Ale je «ndhradni Zivot» v té nevysvétliteiné zadhadé

Zivota vubec vZdycky tak velké nestésti, za jaké je ¢lovék povazuje??

Zabrana translated approximately 150 books, primarily from English and Russian,
establishing himself as a prolific translator and cultural mediator. His translation work was
enriched by a series of critical essays in which he offered in-depth analyses of the poetics
of the authors he translated. In these essays, Zabrana not only explored the stylistic and
thematic elements of the original texts but also examined the ways in which these stylistic
features were preserved, adapted, or transformed in the process of translation. A selection
of these critical reflections was later published in the volume Potkat basnika (Meeting a
Poet).* Zabrana’s translations were the primary means through which he made a
significant impact on Czech literary culture of the time. His efforts were instrumental in
introducing Czech readers to a wide range of works from Russian and Anglo-American
literature. Without Zabrana’s meticulous and nuanced translations, many of these classics
would have remained inaccessible. His work played a vital role in expanding the Czech
literary canon of translated works, significantly shaping the cultural landscape of the period
through the careful selection of authors situated outside the mainstream literary context.

Gradually, he has gained recognition as a full-fledged author, with his works being
incorporated into Czech literature study programs. This recognition is largely due to the
efforts of scholars since the 1990s, who have delved into the extensive material he left
behind, including unreleased poems and short stories. The contributions of Jifi Travnicek,
Jan Sulc, Dusan Karpatsky, Marie Zabranova, Adéla PetruZelkova and others have
resulted in publications that introduced Zabrana's hidden literary treasures to a broader
audience, accompanied by detailed critical commentary outlining his biography and
poetics.® The burgeoning interest in Zabrana's oeuvre has catalyzed the publication of
numerous critical studies and dissertations, both within the Czech Republic and

internationally.® Prominent foreign scholars, such as Jonathan Bolton and Justin Quinn,

3 “If I had ever in my life had the ambition to be a translator, | might have been—perhaps, perhaps, who
knows—satisfied. If | had ever in my life had the ambition to be a translator... but as it is... Of course, a
person becomes what they do, of course. But is a 'substitute life' in the inexplicable mystery of life really
always such a great misfortune as one considers it to be?” Zabrana, Jan, Cely Zivot, Torst, Praha, 2001, p.
418.

4 Zabrana, Jan, Potkat basnika, curated by Antonin Pfidal and Vladimir Novotny, Praha, Odeon, 1989.

5 see for example Zabrana, Jan, Jistota nejhorsiho: vybor z basnické pozustalosti, curated by Jifi Travnicek,
Praha, Ceskoslovensky spisovatel, 1991; Zabrana, Jan, Basné a povidky, Host, Brno 2021; Zabrana, Jan,
Sedm povidek, curated by Jan Sulc, Brno, Atlantis, 1993.

6 see for example: Kavi, Samuel, Basné a deniky Jana Zabrany: Zivot ve znameni smrti, Olomouc, 2012;
Dolezalova, Z. Sovétska préza v prekladech Jana Zabrany. Praha, 1980. Diplomova prace. Univerzita
Karlova v Praze. Fakulta filozoficka; Elias, Petr, Jan Zabrana — prekladatel a basnik. Inspirace beatnickou
poezii a jeji preklady. Praha, 2012. Diplomova prace. Univerzita Karlova v Praze. Fakulta filozoficka.



have dedicated significant efforts to translating and analyzing Zabrana’s work. Bolton is
currently working on the first English translation of the diaries, while Quinn recently
published The Lesser Histories (2022),” which contains translations of Zabrana’s poems
from Pages of a Diary. A significant milestone in Zabrana studies was the 2015 conference
“Jan Zabrana: Poet, Translator, Reader” organized by the Institute of Translation Studies at
Charles University in Prague. This conference gathered scholars from various fields to
offer diverse interpretations of Zabrana’s work, resulting in a richly informative volume
edited by Eva Kalivodova and Petr Elia$.8 This volume offers a series of scholarly analyses
that examine various facets of the poet's oeuvre, personality, and stylistic approach,
establishing itself as a foundational work in the field of Zabrana studies.

Efforts are currently underway to release additional materials from Zabrana’s literary
estate. Notably, in commemoration of the 40th anniversary of his death, the Torst
publishing house released a facsimile edition of a typescript containing excerpts from
Zabrana’s earlier notes, curated by Jan Sulc and titled Excerpce (Excerption, 2024). This
paginated typescript, dating back to the early 1970s, comprises Zabrana’s curated
selections from his reflections on poetry, prose, and his planned diaries, drawn from the
extensive collection of notebooks, loose papers, journals, and diaries he had amassed
over the years. Created at the onset of the normalization period, this work reflects
Zabrana’s attempt to organize both his records and his thoughts. It seems that Zabrana
began working on Disiecta Membra concurrently with compiling these excerpts, as part of
a broader effort to consolidate his previous diaries and written observations into a more
coherent and structured form. The selections span the years 1960 to 1971, culminating in
the manuscript’s completion.®

In a recent interview, Sulc disclosed plans for Torst to publish four additional
volumes of Zabrana’s work. One of these volumes will compile all of Zabrana’s critical
essays on translation, a portion of which was previously published in 1989 in Potkat
basnika, representing only one-third of the material. The remaining three volumes will
feature Zabrana’s complete diaries, presented without cuts or omissions. One volume will
encompass diary entries from 1946 to 1970, while the other two will include Disiecta
Membra in its entirety, free from editorial intervention. The publication of these works is

expected to be completed by 2030.1°

7 Zéabrana, Jan, The Lesser Histories, translated by Justin Quinn, Prague, Karolinum Press, 2022.

8 Kalivodova, E., Elia$, P. (eds.), Jan Zabrana: basnik, prekladatel, ¢tenar, Karolinum press, Praha, 2015.
9 Zabrana, Jan, Excerpce, curated by Jan Sulc, Torst, Praha, 2024.

10 The interview is accessible at the following link: https://www.youtube.com/watch?v=iPNLAKY3Uac.



https://www.youtube.com/watch?v=iPNLAkY3Uac

This study seeks to contribute to the ongoing scholarly discourse by critically
examining the intersection of Zabrana's diaries and his translations to trace the
development of his poetic style, particularly within the specific historical and existential
circumstances in which it evolved. Employing various conceptual, methodological, and
theoretical frameworks, this research will analyze Zabrana’s growth as a writer by
identifying and examining the stylistic features present in his diaries. These features will
then be compared to those found in his translations to explore how his poetic style
interacted with and was shaped by the styles of selected authors. This comparative
analysis will provide insights into the mutual influence between Zabrana's original writings
and his translation work, revealing how his poetic voice was molded by the literary voices
he translated. Each section of this study will include more detailed biographical information
pertinent to the corresponding phase of Zabrana’s artistic evolution. The analysis will be
grounded in the principles of Genetic Criticism, an approach that will be briefly outlined in
the subsequent sections. Before proceeding, however, it is necessary to delineate the

primary material upon which this analysis will be based.

The diaries’ editorial history

“In the end, it's up to the reader to accept
Zabrana's challenge and seek out the meaning

of this remarkable 'diary’ for themselves. !

The editorial history of Zabrana’s diaries commenced in 1991 with the publication of
a selection of his notes in the volume Jistota nejhorsiho (Certainty of the Worst) edited by
Jifi Travnicek. This volume also included unreleased poems from Zabrana’s legacy.
Subsequently, excerpts from the diaries began to appear sporadically in the magazine
“Literarni noviny,” edited by DuSan Karpatsky. These excerpts were referred to as “modré

sesity” or “blue notebooks,” named after the covers of the notebooks in which Zabrana

11 Bolton, Johnathan, Rozhazené udy Jana Zabrany, in: Tvar, N°1, 1995.



wrote his notes during the 1970s. In 1992, two volumes titled Cely Zivot (All My Life),
comprising a comprehensive selection from the diaries, were published.? These volumes,
totalling 1103 pages, garnered significant critical and public acclaim. The initial print run of
6000 copies was reprinted the following year due to high demand. In 2001, these volumes
were consolidated into a single edition, also titled All My Life. In 1998, the Publishing
House Junak released Naruc pina viesu (An Arm full of Heather), which contains
Zabrana's juvenile diaries from 1945 to 1947.

This study will focus on the most recent edition of All My Life (2001) as well as on
An Arm full of Heather. The most recent edition of Cely Zivot (2001), edited by Jan Sulc
and DuSan Karpatsky, offers the most extensive selection from Zabrana’s diaries,
spanning the years 1948 to 1984. This edition is divided into seven parts: the first part
features Zabrana'’s diaries from his high school period (1948-1949). The second part
includes articles published by Zabrana in the high school magazine “Vykvét” between
1947 and 1949. The third part collects notes written during the early 1950s. The fourth part
is akin to the third, containing various notes from 1966, which are more fragmented and
often undated. The fifth part comprises two essays published between 1968 and 1969:
Tvorba jako mira humanismu and O knize Stranky z deniku. The sixth part, the most
substantial, includes a selection from 127 A5 notebooks Zabrana kept between 1970 and
1984, named Disiecta membra. This section is further divided into two sub-sections: the
first covering notebooks 1-45, and the second encompassing the remaining notebooks.
The seventh and final part (May-July 1984) contains meticulously dated notes written by
Zabrana from the day he was hospitalized in the Motol Hospital, concluding a few months
before his death. In A Handful of Heather, on the other hand, we find the following material:
“‘Denik je napsan do predtisténého skautského zapisniku vydaného v roce 1945 ustredim
Junaka. Z tohoto zapisniku také pochazi vétsina ilustracniho doprovodu knihy [...] Dopis J.
Wolkerovi byl otistén s laskavym svolenim prazského nakladatelstvi Torst z vyboru ze

Zébranovych deniku Cely Zivot 1.3

12 This release was part of a vast editorial project that aimed to publish a great selection of texts (mainly
unreleased poems) that were found in Zabrana’s legacy. An editorial process that was concluded in 2022
with the release of the volume The Raven (Havran). An editorial project that is still the object of public
debates, see: Spirit, Michael, Pozlistalost — edice = nezviadnuta rovnice, in “Kanon”, 28 March 2024,
available here: https://i-kanon.cz/2024/03/28/pozustalost-edice-nezvladnuta-rovnice/
13 “The diary written in a pre-printed scout notebook published in 1945 by the central office of the Boy Scouts’
organization Junak. Most of the illustrations in the book also come from this notebook [...] The letter to J.
Wolker was printed with the kind permission of the Prague publishing house Torst from the selection of
Zabrana's diaries, Cely Zivot |.” Zabrana, J., Narué piné viesu, E-book ed., Praha Junak, 1998. location 670
(character size 5).

9



Analyzing pre-existing literary material, particularly diaries, poses a range of
methodological challenges. These challenges will be addressed in the subsequent section,
where | will examine how the principles of Genetic Criticism have been adapted to

accommodate this specific type of material.

Concepts, Methodology, Theories

1.1. Diaries and Endogenesis

“Co jsou tyhle zapisy, poznamky, nahodné zachycena slova,
pfipichnuta do téchhle sesitt

Jjako motyli? Suspendované dilo™*

As | mentioned, the primary objective of this study is to trace the evolution of Jan
Zabrana’s poetic style by integrating elements from his diaries and translations, thereby
mapping the progression of his written expression over time. | argue that Zabrana’s
meticulously maintained diary entries, spanning his entire life, serve as crucial evidence of
a writing style in continuous development. This study, therefore, delves into the trajectory
of Zabrana's stylistic evolution as it emerges within his diaries. It ultimately investigates
how the stylistic features identified in these personal writings intersect with his translations,
which themselves constitute an integral component of Zabrana’s broader literary oeuvre.
To achieve this, the study is grounded in the principles of Genetic Criticism, a French
linguistic approach that emerged in the 1970s, drawing from the traditions of structuralism
and formalism. Genetic Criticism is dedicated to the analysis of preliminary materials—
such as manuscripts, sketches, and private documents—to uncover the processes that

underlie the creation of the final artistic product:

Princip textové genetiky zni: zaméfit co mozna nejvétsi pozornost na tvarci aktivitu spisovatele, jeho
gesta, emoce a nejistoty — a jejim cilem je znovu odhalit text dila ve sledu &rt a Uprav, z nichz se dilo
zrodilo a v nichz dospélo k finalni podobé. Pro¢ to v§e? Kvlli lep$imu pochopeni dila: kvili tomu,

abychom zevnitf poznali jeho skladbu, viditelné i skryté umysly autora, postup jeho invence, jeho

14 “What are these entries, notes, randomly captured words pinned into these notebooks like butterflies? A
suspended work” Zabrana, Jan, Cely Zivot, op. cit., p. 754.
10



tvrci procedury, rozhodnuti, slepé ulicky, peclivé budované dil&i slozky, které nakonec vyskrtne, i ty,
které dale zachova a dale rozvine, kvuli pozorovani chvil, kdy nemize dal, lapsu a navratl, odhaleni
jeho metody a pracovnich zvyklosti, zjisténi, zda si napfed ur&i plan, nebo se do pasni vhrne rovnou,
odhaleni pfesnych stop dokumentu a knih, jichZ vyuzil, atd. Diky textové genetice pronikame do

spisovatelovy tajné laboratofe, do divérného prostoru psani, které se teprve hleda.1s

According to Genetic Criticism, a text must leave tangible traces to be subjected to
such an analysis.® Textual genetics involves the sorting, deciphering, and analysis of
manuscripts, while genetic criticism interprets these findings, aiming to reconstruct the
formation of the text in its embryonic state and elucidate the process of its conception and
composition. The primary focus of this methodology is on tracing the evolution of the text:
“Geneticka kritika si za téma bere tuto ¢asovou dimenzi stavani se textem a prijima pfitom
hypotézu, Ze i ve své konecné dokonalosti dilo z(istava vysledkem svych promén a
uchovava v sobé pamét viastni geneze”. 1’ In Genetic Criticism, the object of study is
referred to as the avant-texte or “pre-text”. This term applies to collected material only after
it has been analyzed and classified. Prior to this, the collected material is typically called a
dossier de genese. Genetic analysis comprises two dimensions: endogenesis and
exogenesis. Endogenesis describes all internal movements of writing, including the
morphological structure of sentences and themes. Exogenesis pertains to the writer's use
of external texts or information, their selection, appropriation, and incorporation.

By applying the methodologies of Genetic Criticism, this study seeks to illuminate
the intricate processes and influences that shaped Zabrana’s literary development, offering

a comprehensive understanding of his evolving poetic expression. For the purposes of this

15 “The principle of textual genetics is to focus as much attention as possible on the creative activity of the
writer—their gestures, emotions, and uncertainties. Its goal is to rediscover the text of a work through the
sequence of sketches and revisions from which the work was born and in which it reached its final form. Why
do this? To gain a deeper understanding of the work: to understand its composition from within, the author's
visible and hidden intentions, the course of their invention, their creative procedures, decisions, dead ends,
carefully constructed components that are ultimately discarded, as well as those that are preserved and
further developed; to observe the moments when the writer cannot move forward, the lapses and returns, to
uncover their methods and working habits, to determine whether they first outline a plan or dive straight into
writing; to trace the exact sources of the documents and books they used, and so on. Through textual
genetics, we penetrate into the writer's secret laboratory, the intimate space of writing that is still in the
process of finding itself.” Biasi, Pierre-Marc, Textova genetika, Praha, Ustav pro &eskou literaturu AV CR,
V.V, p. 9.
16 “| am proposing a more general and economical definition of the diary, one that fits into three words: a
diary is a series of dated traces [série de traces datées]. [...] An isolated dated trace is a memorial rather
than a diary: the diary begins when traces in a series attempt to capture the movement of time rather than to
freeze it around a source event.” Lejeune, Philippe, On diary, University of Hawaii press, Honolulu, 2009, P.
179.
17 “Genetic criticism focuses on the temporal dimension of a text's development, positing that even in its final
form, a work continues to reflect the processes of its transformation and preserves within it the traces of its
own genesis.” Biasi, Pierre-Marc, Textova genetika, op. cit., pp. 11-12.

11



study, the concepts of endogenesis and exogenesis serve as the structural foundations for
analyzing the dual dimensions of Zabrana’s poetic evolution over time. This approach
provides a comprehensive understanding of the internal and external elements and
influences that shaped his poetics. This study will explore these dimensions through four
genetic dossiers, containing Zabrana'’s diaries and selected translations, which will be
structured as follows: The first genetic dossier will analyze the early phase of Zabrana’s
work, from 1945 to 1949, and Zabrana’s translations of Sergey Yesenin's poems in the
1956 collection Basné (Poems). The second dossier will contain Zabrana'’s diaries from the
first half of the 1950s, and Zabrana's translations of Yuri Zhivago’s poems contained in
Boris Pasternak’s novel Doctor Zhivago. The third dossier will focus on the 1960s and
analyze the intersection of influences of created by Zabrana’s translations of Allen
Ginsberg’s poems contained in the collection Howl and Other Poems (Kvileni a jiné basné)
and his own writing. The fourth and final dossier will examine Zabrana’s written expression
in the diaries from the 1970s and 1980s, and the manifestation of Zabrana’s own poetic
voice in his translations of poems from Sylvia Plath's collection Ariel. Within each dossier,
the collected materials are categorized into two distinct types of texts: the diary entries,
which serve as “pre-texts” that document the evolution of Zabrana’s writing style, and the
translations, which function as “post-texts”, meaning that these translations represent the
space in which Zabrana applied the stylistic elements he was refining in his diaries, further
enhancing them through his engagement with the works of the authors he translated. The
primary criterion for selecting the translated texts was therefore their temporal proximity to
the periods documented in Zabrana’s diaries, ensuring alignment with the phases of his
literary development as discerned in his notes.

The consideration of diaries as genetic material in literary analysis hinges on their
inherent instability and their role as dynamic records of the writing process. The
justification for such a study is rooted in the inherently evolutionary nature of diaries, a

point underscored by diary theory:

[...] It rather means that for many authors this literariness of the diary doesn’t acquire meaning in
relation to themselves [...] but in relation to their works, of which the diary is a working bench [...]. The
diary is no longer the confession of a man, but the elaboration of a text, a text which seems to reveal,
more easily than others, its own functioning, because it’'s not resolutive, but evolutive; it's not the

finished text, but the text in its making.18

18 Didier, Beatrice, Le journal intime, Paris, Presses universitaires de France, 1991, p. 46.
12



Diaries, by their nature, are in a state of perpetual evolution, with each entry
representing a slight shift in the author's perspective and expression: “Text je lidsky
artefakt, a jako takovy podléhé drsnému zakonu prace, déjinnosti a touhy. Zadny text
nepfedchazi psani, jez mu dava formu: toto je evidentni fakt, a nuti nas nazyvat vse, co
mu pfedchazi pre-textem. [...] Psani jakoZto technika i hybris, jakoZto exces i hnaci sila
metamorfozy”.1® Diaries are often considered one of the purest forms of writing, free from
external constraints, and thus provide fertile ground for aesthetic experimentation. They
capture the evolving inner world of the author, reflecting the growth and changes of the
self. Several recurring traits characterize diaries, allowing us to identify them as such. One
key feature is the fragmentary nature of their content, consisting of discrete notes that may
be written regularly or at varying intervals. Each entry typically begins with a date, a
ritualistic act that anchors the diarist's life in a specific moment. At the heart of a diary is
the immediate present, albeit viewed from a slight temporal distance, as diarists often
record events retrospectively—either later the same day or the following day. This focus on
daily life results in a form of writing that can appear monotonous and obsessive, a trait
Philippe Lejeune describes in his exploration of the genre. The primary aim of diary writing
is to document everyday activities, yet within this repetitive framework, a compositional

code and continuity emerge:

The diary’s thematic obsessions are reinforced by the regularity of its forms. By definition, writing a
diary is free, totally free. But in fact, each diarist quickly settles into a small number of forms of
language that become “molds” for all of his entries, and never deviates from them [...] All of these
considerations go toward asking that the diary be studied some day as a rhythm. [...] The internal
dimension would begin with an analysis of the diary text itself, to establish its internal morphology
(themes and forms) and how the links between them are organized: precisely what one does in

musical analysis when parsing a sonata or a fugue.?°

In essence, diaries serve as a reflective space where the author engages in self-
observation and introspection. They not only chronicle daily occurrences but also provide a
canvas for the diarist to experiment with narrative techniques, explore personal thoughts,
and articulate evolving ideas. This dynamic nature of diary writing offers a unique vantage

point for understanding the author’s literary development and the intricate interplay

19 “The text is a human artifact, and as such, it is subject to the harsh law of labor, historicity, and desire. No
text precedes writing, which gives it form: this is an evident fact, forcing us to call everything that precedes it
pre-text. (...) Writing as a technique and hubris, as excess and the driving force of metamorphosis.” Biasi,
Pierre-Marc, Textovéa genetika, op. cit., p. 39.
20 Lejeune, Philippe, On diary, op. cit., p. 189.

13



between lived experience and creative expression. This continuity and the act of daily
recording form a cohesive narrative thread, despite the inherent fragmentariness of
individual entries. | contend that it offers profound insights into the formative processes of
writing, shedding light on the evolution of the author’s distinctive literary voice. By
examining these entries, scholars can trace the evolution of the author's style, thematic
concerns, and artistic experimentation, thereby gaining a deeper understanding of the
text's genesis and the complex interplay of factors that shape literary creation.

As indicated by Lejeune, it is true that diaries cannot be the direct object of genetic
study, but the notes they are made of inherently function as pre-texts, resulting from the
immediate and spontaneous act of writing. Arranged in a chronological sequence, each
diary entry can be viewed as a pre-text for the subsequent one, as each entry, shaped by

distinct circumstances, exhibits subtle variations from its predecessor:

From this perspective, we cannot speak of any “genetic” study except by displacing the meaning of the
word. Each diary entry constitutes a unique text, but because the succession of entries is controlled by
a system of variations, it can be a site of learning and evolution. | can see how the entries’
construction strategies (periodicity, length, internal structure) change or do not change. The same
thing goes for the phrasing and the style. | cannot compare the text of August 13 to its avant-textes -

there are none — but to the texts of August 12, or 11, yes.??

Each diary entry builds upon the preceding one, positioning the former as a pre-text to the
latter. Given that every diary entry can be seen as a pre-text, the endogenetic analysis of
Zabrana's diaries will focus on examining several key elements within them: the internal
structure of the entries, recurring themes, prevalent poetic imagery, commonly used verb
forms and tenses, and metaphorical language. The goal of this analysis is to try to identify
specific patterns and continuities in Zabrana’s writing and to explore how these aspects
are shaped by his approach to managing the diaries. Additionally, this study will trace the
evolution of these elements over time, trying to demonstrate that, despite the diverse and
varied nature of Zabrana’s work, a coherent continuity runs through his diary writings.
Another criterion that this analysis will employ to distinguish traces of a poetic voice from
“regular” entries is the concept of the “chronotope” as described by the Russian scholar
Mikhail Bakhtin. This approach aims to identify what | term “aesthetic conglomerations”, or
points where descriptions of external space converge within the entries. Considering that

time in the diary serves as a constant framework, the emergence of these

21 Lejeune, Philippe, On diary, op. cit., p. 224.
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“conglomerations” of spatial description may indicate the author's growing awareness of an
artistic purpose, aiming to achieve a deliberate aesthetic effect. According to Bakhtin's
theory of the chronotope, the aesthetic value of an artistic work emerges from the interplay
of spatial and temporal elements, which are meticulously controlled and arranged
according to the author’s will. Thus, identifying these conglomerations can reveal deeper
insights into the formation and expression of Zabrana's poetic voice.??

However, as outlined in the section discussing the material under analysis, this
study draws upon private texts that were published posthumously and without the author’s
consent. Despite the challenges inherent in this approach, | maintain that Zabrana'’s
published diaries offer compelling reasons to be considered suitable for such an
examination. Although these diaries were published and underwent editorial alterations
and reorganization, their private nature was still from the beginning tainted by Zabrana's
awareness that they might be read by unintended audiences. Zabrana himself
acknowledges this possibility within his entries?3. Therefore, it is likely that he composed
these texts with a certain level of intentionality and self-stylization, which allows for the
discernment of distinctive stylistic elements within them. | argue that this intentionality in
his writing was both stimulated and intensified by the cultural context in which he
maintained his diaries, specifically the Czechoslovakian communist regime. 24 Possible
self-censorship, entangled with the literary sphere, brings forth several methodological
problems, that significantly shape the way particular literature is produced and

experienced:

22 “\We will give the name chronotope [...] to the intrinsic connectedness of temporal and spatial relationships
that are artistically expressed in literature [....] In the literary artistic chronotope, spatial and temporal
indicators are fused into one carefully thought-out, concrete whole. Time, as it were, thickens, takes on flesh,
becomes artistically visible; likewise, space becomes charged and responsive to the movement of time, plot
and history. This intersection of axes and fusion of indicators characterizes the artistic chronotope”. Bachtin,
M. M., Voprosy literatury i estetiki, Chudozestvennaja literatura, Moskva, 1975, p. 234.
23 |In a diary entry from 1948, he reflects on the possibility that his diaries might one day fall into the hands of
others, stating: “I cannot imagine my diary in the hands of strangers. Perhaps in the hands of friends, yes,
but absolutely not in the hands of disinterested people. It is true that | am not completely honest in this diary.
There is something timid within me that, except for a few unguarded moments, prevents me from writing
everything with complete sincerity. Something that warns me this diary (especially in today's times) could end
up in the wrong hands. [...] This diary, too, is distorted by the same dishonesty. It is full of it, and only
occasionally is it written as | truly am. Not so much in my thoughts on books, but elsewhere. The entire
posture from which | write this diary is false.” Zabrana, Jan, Cely Zivot, op. cit., p. 126.
24 “The productive outcome of censorship activity, in general, is that its actions not only subtract meaning but
always add meaning as well. This applies from the elementary level of a single sign or text to the entire
literary culture. The most commonly cited example of the productive impact of censorship on literature
(reflected even in contemporary literary criticism) is the cultivation of means of indirect expression and the
corresponding hermeneutic mode” in: Wégerbauer, Michael; Samal, Petr; V obecném z4jmu: cenzura a
socialni regulace literatury v moderni ¢eské kulture 1749-2014, Svazek |, Praha, Nakladatelstvi Akademia,
2015, p. 26.
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Tim, co podle Bourdieua (a dal$ich klasiku, ktefi pfispéli k poststrukturalistickému obratu humanitnich
véd, zejména Michela Foucaulta) reglementuje vypovédi, neni totiz subjekt, ale pfedchiidné sily, které
formuji podminky vypovidani, strukturuji pole, kde se vypovidani déje, a udéluji subjektiim

komunikaéniho procesu — institucionalnim i individualnim aktérim — pozici v ném. Zatimco znamenim

uspéchu cenzury v Uzkém pojeti je védomy a uvédomovany zakaz (to, ze text neni), znamenim

zadna prekazka, nebot dokonale fika vSe to, co se podle pravidel daného literarniho pole fikat ma €i

musi.?>

One pertinent issue is the reception of the work of art. Given that these works are
forbidden and often kept hidden for extended periods, compelling authors to produce them
in secrecy, they reach readers with significant delay, thereby creating numerous
methodological challenges in analysing their impact. Writings produced in such a
communicative sphere are likely intended for a specific audience, but not one constrained
by censorship. Moreover, this prospective audience could also include the authors

themselves:

[...] because the diary is not only the recording of successive presents, opening onto an indeterminate
future fatally closed by death. From the beginning, the diary also programs its own rereading. It might
in fact never be reread, but it could be. It’s like a radar signal that you project towards the future and
feel strangely coming back to you. Without this presence of the future, you wouldn’t write. The diary no
longer leads to the contingency of an absurd ending, but toward the transcendence of one or several
future rereadings. You don’t imagine it finished; rather, you see it reread (by yourself) or read (by

another).26

The readers could be outsiders or contemporaries of the diarist, to whom he might
be addressing a message should they eventually come across the diaries. However, the
diarist's intended audience could also reside in the future. The future holds particular
significance for the author of a diary, as he does not—and cannot—know how the diary will
conclude, except perhaps with his own death, assuming he does not tire of the recording

activity. Consequently “[the diarist] cannot do more than see what the accumulated effects

25 “According to Bourdieu (and other classical scholars who contributed to the poststructuralist turn in the
humanities, especially Michel Foucault), what regulates statements is not the subject, but preceding forces
that shape the conditions of enunciation, structure the field where enunciation occurs, and grant positions
within it to the subjects of the communicative process—both institutional and individual actors. While the
mark of success for censorship in the narrow sense is a conscious and aware prohibition (i.e., the text does
not exist), the mark of success for censorship in the broadest sense is that the text does exist and
encounters no obstacles in the process of semiosis, as it perfectly conveys everything that the rules of the
given literary field dictate it should or must say” Wégerbauer, Michael; Samal, Petr; V obecném zajmu:
cenzura a socialni regulace literatury v moderni ¢eské kultufe 1749-2014, Svazek |, op. cit., p. 24.
26 Lejeune, Philippe, On diary, op. cit., p. 191.

16



of diary writing might mean because the diary has the future as its ultimate addressee.
This future must always be a horizon, since the diarist will never reach it, but it is also a
promise to that future and to whoever reads the diary then.”?’ In all these cases, we can
assume the reader is a constant presence within the cognitive horizon of the writer,
thereby instigating a degree of self-stylization in the diary. This self-stylization, along with
its intended audience and corresponding rhetorical strategy, is projected towards the
future.?® It is worth noting that Zabrana could have chosen to destroy his diaries—an old
habit among diarists to shield themselves from both past and future judgments. The fact
that Zabrana did not make this choice, despite the risk of the diaries being discovered by
the STB agents,?° reinforces the notion that his desire to reach the future was inherent in
his diaries. The diary's nature as a work projected towards the future, without a

predetermined end (save for the diarist’s death), further renders it “open”:

Obecna tendence k ,otevienému dilu“ — abych pouzila znamy Eclv vyrok —v uméni dvacatého
stoleti najde zvlastni uplatnéni ve skutecnosti totalitniho rezimu, kde autor nechava dilo oteviené (ne
ve smyslu interpretacnim, ale konkrétnim: oteviené, protoze nedokon&ené) uz jenom proto, ze je

nemusi dokongcit, nebot je nemuize/nesmi zvefejnit.30

The freedom afforded by the diary form is not only oriented towards the future, but
is also concealed. This concealed space offers genetic possibilities of creation despite its
hidden and dislocated nature. Cosentino underscores this aspect by stating that “Do
tohoto prostoru patfi vée, co ma pro basnika vyznam a potrebuje umisténi oddélené od
toho, co basnikovi nepatfi; kreativni sloZzka basnikova Zivota nesmi existovat ve stejném
prostoru, kde prebyvaji ti povéstni ,oni“a jejich spolecnici”®!. This dislocation offers the
writer a privileged vantage point from which to observe unfolding events and allows for the
expression of judgment. The desire to provide testimony is a crucial element of the diary’s

writing process, inherently embedded within the cognitive processes that produce it.

27 Rak, Julie, Dialogue with the future: Philippe Lejeune’s method and theory of diary in: Lejeune, Philippe,
On diary, op. cit., p. 24.
28 Lejeune, Philippe, On diary, op. cit., p. 190.
29 The State Security (Statni Bezpecnost in Czech) functioned as the secret police force in communist
Czechoslovakia.
30 “The general trend toward the 'open work,' to use Eco's well-known statement — in the art of the twentieth
century finds a particular application in the reality of totalitarian regimes, where the author leaves the work
open (not in the interpretive sense, but concrete: open because it is unfinished) only because they do not
have to finish it, or they cannot/must not publish it” Cosentino, Annalisa, Zvlastni mista v Zabranové poetice,
in op. cit., p. 23.
31 “This space includes everything that holds significance for the poet and needs to be placed apart from
what does not belong to him; the creative component of the poet's life must not exist in the same space
where those notorious "others" and their associates reside” Ibid., /bid, p. 24.
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Testimony is intrinsically linked to the future, as a diary is intended to be read by future
generations, serving as a warning and a prayer for those who come after. Annalisa
Cosentino, for instance, observes an overabundance of diary literature in 20th-century
Czech lands, attributing its prevalence to the “potfebé podavat svédectvi o déjinach, byt
,0Citymi svédky“ udalosti, které z historickych (respektive politickych) ddvodu byly nebo
jsou ¢i budou zamliéené, utajené nebo pokrivené.” 32 As Tomas Kubicek asserts, the
aspect of offering testimony is particularly relevant in Zabrana’s Disiecta membra. It
becomes evident upon reading that the author’s need to denounce the crimes of the
regime and the horrors of his time, as articulated in his diary entries, was directed beyond

his own personal experience:

Za spleti jednotlivych zaznam vyrlista obzaloba systému tviréi nesvobody. Povaha svédectvi o
potfebé svobody fadi Zabranovy deniky do Siroké skupiny textll s moralnim imperativem. Osobni tu
ma az pfili§ blizko k nadosobnimu. V tomto smyslu nejsou Zabranovy deniky skute€nym intimnim

denikem kazdodennosti. Stavaji se spi$e poselstvim, dopisem v lahvi.33

Given the preceding discussion, it seems that our analysis may acquire an
additional dimension by focusing on published diaries rather than unpublished
manuscripts. The editorial selection of entries itself, presumably based on aesthetic criteria
as well as the preserved state of the notes, suggests that the chosen entries were deemed
most suitable for publication due to their acceptability and readability. This aligns with the
notion that “it is rare to publish a journal in its written form without rewording or cuts. Most
journals are so long and repetitive that they are unpublishable”.** An intriguing observation
made by one of the editors, Jan Sulc, suggests that Zabrana may have intended to revise
portions of his diaries, particularly the Disiecta Membra, possibly with the aim of preparing
them for future publication.®> Marie Zabranova, the writer's wife, disclosed that shortly

before his death, the poet expressed a clear desire for his diaries to be published:

32 [...] need to bear witness to history, to be eyewitnesses of events that, for historical or political reasons,
have been, are being, or will be silenced, concealed, or distorted” Cosentino, Annalisa, Zvlastni mista v
Zabranové poetice, in op. cit. p. 22.
33 “Amidst the tangle of individual entries, an indictment of the system of creative unfreedom emerges. The
nature of the testimony to the need for freedom places Zabrana's diaries in the broad category of texts with a
moral imperative Here, the personal is almost too close to the impersonal. In this sense, Zabrana's diaries
are not a true intimate diary of everyday life. They become more of a message, a letter in a bottle” Kubicek,
Tomas$, Obrana paméti: Cas a skute¢nost v ¢eské literature sedmdesatych let, jejich povaha a dusledky aneb
Co zpusobuje narativ, Ceska literatura, Cerven 2004, Vol. 52, No. 3, pp. 331-332.
34 Lejeune, Philippe, On diary, op. cit., p. 31.
35 “The notebooks were of a provisional nature, textually incomplete, and it is evident that Zabrana intended
to revise them at a later stage” Sulc, Jan, Zaknihovany Zivot Jana Zébrany in: Kalivodova, E., Elias, P. (eds.)
Jan Zabrana: basnik, pfekladatel, ¢tenar, op. cit., p. 15.
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Za prvé: my jsme o nich vilbec nevédéli. Ze je ma a v tak upravené formé&, mi ekl étrnact dnti pred
smrti a soucasné vyslovil pfani, aby se vydaly. Jakym zplisobem, o tom se nevyjadfil, ale fekl nékolik
jmen moznych editor(: Karpatsky, Justl, mozna jesté dvé. Jesté za jeho Zivota jsem se na deniky Sla
podivat do jeho pokoje. Ani jsem piesné nevédéla, kde jsou! Byly zabudovany v knihovné za nékolika
fadami knih. Prvni Cetba byla t&éZka i pro mé. Potom se o ,modrych seSitech® doslechl Josef
Skvorecky, chtél je zaslat. [...] Hlavni starost jsem méla o deniky: bylo mi jasné, Ze jim prikladal
nejvétsi vahu z toho, co udélal, co chtél fict. Pavel Sukdolak mi pomohl, ve dvou velkych krabicich je z
MaleSic odvezl a ukryval az do roku 1989, kdy jsme se rozhodli je nacyklostylovat — celé — a zadit je
zpracovavat. Velkym iniciatorem knizniho vydani v Torstu byl pravé Jan Sulc, Du$an Karpatsky vybiral

ukazky do Literarnich novin.36

This intention underscores the idea that Zabrana wrote with a potential readership
in mind. In the editorial note, Sulc emphasizes that the selection aimed to compile a
representative illustration of 37 years of Zabrana's literary development: “[...Jnebo se
pokusit sestavit Ctenarsky vybor pfiblizujici sedmatricetilety vyvoj Zabranova psani v celem
jeho &asové rozpéti”.3” Sulc explains that, to make the diaries more accessible to a
broader audience, the editors chose to exclude any text that could not be accurately
reconstructed from the author's notes. The entries that were selected for inclusion were

edited mainly with the purpose of achieving a more coherent graphic presentation:

Nakonec bylo rozhodnuto vynechat vSechny texty, jejichz rekonstrukce z moznych variant nebyla
mozna a jejicz publikovani v Uplnosti by &tenafsky vybor neumérné zatiZilo [...] Vzhledem k tomu, Ze
autenticita text(l byla porusena jiz vybérem, rozhodli se pofadatelé a editofi zvolit druhou moznost a
texty zredigovat. Znamenalo to zejména zasahy do psani velkych pismen a interpunkce u basni, ¢asté
nahrazovani tfi tecek teckou jednou, sjednoceni podobnych typu textd do shodné grafické podob, u

basni s variantami ver§d zvoleni jedné z variant apod. 38

36 “First of all, we had no idea they existed. He told me he had them, and in such an organized form, just two
weeks before his death, along with expressing the wish that they be published. He didn’t specify how they
should be published but mentioned a few possible editors: Karpatsky, Justl, and perhaps a couple more.
While he was still alive, | went to look at the diaries in his room. | didn’t even know exactly where they were!
They were hidden in the library, behind several rows of books. The first reading was difficult even for me.
Later, Josef Skvorecky heard about the ‘blue notebooks’ and wanted them sent to him. [...] My main concern
was the diaries: | knew he attached the greatest importance to them among everything he had done,
everything he wanted to say. Pavel Sukdolak helped me; he took them in two large boxes from MaleSice and
kept them hidden until 1989, when we decided to mimeograph them—all of them—and begin processing
them. A major proponent of their book publication by Torst was Jan Sulc, while Dusan Karpatsky selected
excerpts for Literarni noviny.” Zabranova, Marie, Infinitiv byl pro néj objev, in Weles, 38/39, p. 153.
37 “[...] to attempt to compile a reader's selection that illustrates 37 years of the development of Zabrana's
writing over its entire time span. This option was chosen” Sulc, Jan, Ediéni poznémka k prvnimu a druhému
vydani, in: Zabrana, J., Cely Zivot, op. cit., p. 1067.
38 “In the end, it was decided to omit all texts whose reconstruction from possible variants was not feasible,
and whose complete publication would excessively burden the reader's selection. [...] Given that the
authenticity of the texts had already been compromised by the selection process, the organizers and editors
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This suggests that the substance of the diary entries themselves remained
unaltered. Similarly, in Naruc plna viesu, editors Vaclav Bfichatek and Tomas Navratil
assert in the editorial note that the diary texts were not altered or corrected during
transcription,®® ensuring that what was contained in the notes that were published,
pertinent to our analysis, remains in the original form and is thus amenable to

interpretation.

2.1. Exogenesis and the Czech Diary

“Pritom, Ze je stale vic na svété literatury IZi,

literatury cenzury misto literatury pravdy.™°

In examining the concept of “exogenesis” in Jan Zabrana’s artistic development, this
study seeks to analyze the internal dynamics of his writing within the broader historical and
cultural context of Czechoslovakia. The term “exogenesis” refers to the intersection of
external influences that shaped Zabrana's writing style. This concept encompasses both
the impact of his literary expression on the works he translated (referred to as post-texts)
and the reciprocal influence of those translations on the stylistic features evident in his
diary entries. This analysis encompasses the latter half of the twentieth century, with
particular emphasis on the major literary currents that illuminate the evolution of Czech
diary literature during this period. Upon the publication of Zabrana'’s diaries, many critics
highlighted the persistent presence of this literary form in Czech literature, particularly
during the communist era, reflecting on its broader significance. For example, Michael
Spirit, in an article published at the time, examined the success of this genre of “truth-

literature” within the Czech context. He stated that "V dobé, kdy kazdy slusny &lovék

opted for the second approach, which involved editing the texts. This primarily meant interventions in the use
of capital letters and punctuation in poems, frequently replacing ellipses with a single period, standardizing
similar types of texts into a consistent graphic format, and in poems with variant verses, choosing one of the
versions, and so on.” Ibid., Ibid., p. 1069.
39 “The text of the diary was not altered or corrected during transcription, except for punctuation, and
therefore does not conform to current spelling standards.” Zabrana, J., Naru¢ pina vresu, op. cit., pos. 670.
40 “In a world increasingly filled with literature of lies, literature of censorship rather than literature of truth”
Zabrana, J., Cely Zivot, op. cit., p. 374.
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odpovi na anketni otazku, Ze jeho nejvéts§im ctenarskym zazitkem je Zabrantv Cely Zivot,
Ortenovy Knihy, Han¢ovy Udalosti, Kolarova Prométheova jatra, pfipadné HirSalovy,
Fugéikovy & Cerného vzpominky, je nabiledni, Ze otazka Co je poezie se stavéa otazkou
kardinalni."** Spirit's reference to Roman Jakobson's essay Co je poezie? (What is
Poetry? 1933-1944) underscores the contemporary relevance of the question Jakobson
posed in his essay.*? In this work, Jakobson challenges the conventional notion of poetry
by analyzing the shift in the perception of what is considered poetic between the 19th and
20th centuries. Jakobson focuses particularly on the diaries of Karel Hynek Macha, in
which the illustrious poet meticulously recorded scandalous details of his private life,
including his sexual encounters. Jakobson argues that, despite their content, “Machdv
denik je stejné basnickym dilem jako Maj a Marinka, nema ani pridechu utilitarniho, je to
cisty I'art pour I'art, je to basnictvi pro basnika”.** Jakobson was not alone in considering
the diary a legitimate literary genre in Czechoslovakia. In 1993, the magazine “Prostor”
dedicated an entire issue to diaries, featuring contributions from several scholars who
sought to explain this phenomenon. For instance, Sergej Machonin, discussing the work of
Jifi KolaF, stated that Kolaf’s diaries represent “stvofeni ¢eské poezie druhé poloviny
tohoto stoleti. Jeji husi kiiZze z nové citlivosti svéta a ohromujici odvaha k odliterarnéni
literatury a ke krase holé pravdy” 44

Since the end of World War II, the Czech literary system had been fractured, first by
the Nazi occupation and subsequently by the rise of communism in 1948, into three
distinct categories: “official” literature, which was produced within the official public sphere
and adhered to the criteria imposed by Czechoslovakian social realism; “non-official”
literature, which was clandestinely published within the country (samizdat) through illegal
channels; and literature published abroad by writers who chose exile (tamizdat). 4> Each
category possessed its own rhetorical system and communicative sphere, a division that
profoundly influenced the trajectory of 20th-century Czech literature. This schism facilitated

the emergence of diverse artistic movements and poetics, which examined the lives of

41 “In a time when every decent person answers the survey question by saying that their greatest reading
experiences are Zabrana's «All My Life», Orten's «Books», Hanl's «Events», Kolaf's «Prometheus' Liver»,
or perhaps the memoirs of Hirgal, Fugik, or Cerny, it is evident that Roman Jakobson’s question «What is
poetry?» becomes a cardinal one” Spirit, Michael, Béseri a pravda, in: Literarni noviny, N°44, p. 5, 1992.
42 Jakobson, Roman, Co je poezie? in: “Volné sméry”, €. 10, 1933/1944.
43 “Macha's diary is as much a poetic work as May and Marinka; it has no utilitarian aspect, it is pure I'art
pour l'art, it is poetry for the poet” Ibid., ibid., p. 223.
44 “A unique creation of Czech poetry in the second half of this century. Its goosebumps come from a new
sensitivity to the world and a staggering courage to de-literarize literature and embrace the beauty of raw
truth” Machonin, Sergej, Denikovy zapis o denicich, in Prostor, N° 24, 1993, p. 145.
45 ehar, Jan, Ceska literatura od poc¢atkt k dnesku, NLN, Praha 2008, p. 715.
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ordinary individuals. In the context of early 20th-century turmoil, these individuals
encountered an intensified confrontation with reality, fostering a renewed sensitivity to their
experiences. The tension between the individual and the surrounding reality was
exacerbated by the rhetorical strategies of the Communist regime, which propagated a
forcibly optimistic view of the “radiant future of socialism” that did not correspond with
actual reality. Writers required a new kind of literature and language that could reconnect
them with reality, as the “official” cultural sphere did not provide suitable expressive tools.
This need for truth pertains to both the interwar Czechoslovakia and the socialist period
literature, as will be examined in more detail in the individual dossiers. One particularly
relevant case is that of Egon Bondy, one of the most prominent Czech writers of the 20th
century. Emerging from the legacy of Surrealism, which held significant importance in the
Czech lands during the 1930s, Bondy, after 1948, began to feel the need for a new tool of
expression. He perceived this lack as a crisis, which he analyzed in a manifesto he wrote
that same year, entitled Notes about the Situation of Art in 1948 (PoznamKy k situaci
umeéni 1948). In this manifesto, Bondy articulated several aesthetic criteria, influenced by
his enthusiasm for Marxism, which directly pertained to literature’s truthfulness. He
advocated for art centred on its content—an art that immediately registers empirical reality
and freely represents all aspects of human life without moral constraints or inhibition. To
exemplify this kind of artistic creation, Bondy stated, “Bude doba, kdy se budou
uverejriovati jen deniky a biografie, nebot nebude potreba jinych prikladt pro poezii.”*6
The Czech critic Jan Lopatka identifies the ability to offer a truthful representation of
one’s time as the paramount literary achievement of 20th-century Czech diaries. According
to Lopatka, this accomplishment was facilitated by the outsider status described earlier,
which characterized different figures including Zabrana. This condition was shared by
many Czech writers of the era, including Bohumil Hrabal: “Outsidersky Zil Han¢ (a ¢asto to
velice pronikavé reflektoval) i Hrabal své puvodni ,Jarmilky“ a ,Krasné Poldi*, [...] Jmenuji
zamérné ty, kteri ve svych lepsich textech prinesli néco nesmirné cenného”.*” Lopatka
was a primary advocate of Jan HanC’s diaries, eventually published under the title Udalosti
(Events, 1948), which strongly resemble Zabrana’s All My Life in structure and content. In

his critical analysis, largely centered on Hanc, Lopatka explores the phenomenon of Czech

46 “There will come a time when only diaries and biographies will be published, as there will be no need for
other examples of poetry” Bondy, Egon, Poznamky k situaci uméni 1948, in: Dvorsky, Stanislav et. al.
(2001), Alternativni kultura: pfibéh ceské spolecnosti 1945-1989, Praha, NLN., p. 517.
47 “Han¢ lived as an outsider (and often reflected on it very perceptively), as did Hrabal with his original
«Jarmilka» and «Beautiful Poldi». [...] | intentionally mention those who, in their better texts, brought
something immensely valuable.” Lopatka, Jan, Pfedpoklady tvorby, Praha, Plus Triada, 2010. p. 70.
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diary literature, offering evaluative criteria®® and tracing the reasons for its emergence in
the Czech context. Commenting on Han¢&’s work, which is a “pfesunem digresi z periferie
do centra textu, kdy anekdoticky staveny pribéh neni ramcem, ale objevuje se jako
vedlejsi motiv, kdy hierarchie se prevraci tak, Ze prvnim planem je plan digresi"*°, Lopatka
emphasizes the diary’s suitability as an ideal literary vessel of its time due to the “empirical
pressure” that provoked formal heterogeneity in the author’s works and a shift in the
narrative focus.

In addition to Lopatka, several scholars have highlighted various aspects of these
diaries rooted in truth. Vladimir Karfik, for example, categorizes diary literature into two
types: intentional and non-intentional. The former, as exemplified by Karel Hynek Macha’s
diaries, is seemingly aimed at preserving memory. The latter, attributed to the texts of Leon
Bloy, from which the writer Jakub Deml drew inspiration for his diaries, is characterized by
its lack of compositional intent or unifying stylistic effort: “podobu mu vtiskuje Zivot, jak Sel,
a to, co do ného i zvnéjsku zasahovalo. Ne nahodou se u Demla objevuje slovo svédectvi.
Co je pro Demla pfiznacné, je vzacna shoda autenticity s basnickou intenci”.° Following
Deml, Jifi Orten and Jifi Kolar centered their poetic strategies on the diary form, using their
entries as a repository of empirical material to inform their compositions. These fragments
of experience constitute the bedrock of their poetic endeavors. Karfik also argues that the

polemical gestures of both Kolar and Orten influenced Zabrana:

NejnovéjSi vyznamné denikové dilo, Zabranlv Cely zivot zfetelné navazuje na tradici. Zda se, jako by
Zabrana pochopil, Ze mu nestaci dosavadni aktivita basnickd, prekladatelska a esejisticka, a saha po
formé totalné&jsi, po deniku. Je si pfitom védom vyjimecnosti a neopakovatelnosti Ortenova gesta, a

byl si védom i toho, Ze v sou€asné literatufe neexistuje jina forma, ktera by umoznila z fragmentarnich

nimz se nemuze smifit. Denikova forma Zabranovi umoznila, aby v poslednim obdobi své tvarci drahy

48 “This sheds new light on his literary milieu and on the manner in which his work and this milieu must be
evaluated, "measured". First and foremost, it is necessary to free oneself from judging the success or failure
of individual sequences. The urgency of each record, even if it seems insignificant, resists such isolated
assessment. The fundamental plan, "urgency and morality", which according to Han¢&'s formulation a literary
creation cannot lack, also illuminates the smallest of its parts” Lopatka, Jan, Predpoklady tvorby, op. cit. p.
96.
49 “[...] the shift of digression from the periphery to the center of the text, where the anecdotally constructed
story is no longer the framework but appears as a secondary motif, with the hierarchy reversed so that the
digressions take the primary focus.” Ibid., ibid., p. 93.
50 “[...] molded by the unfolding of life and external influences. It is no coincidence that the word 'testimony’
frequently appears in Deml's work. What distinguishes Deml is the rare congruence of authenticity with
poetic intention” Karfik, Vladimir, Autenti¢nost a forma, in: in Prostor, N° 24, 1993, p. 25.
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plasticky vyslovil svou konkrétni zkuSenost, své poznani a zarovern bezdéky odhalil hloubku svych

traumat, ktera urcila jeho pohled na svét.5!

It can thus be argued that Zabrana’s diaries were created within a long and rich
tradition of diary literature, a tradition of which he was fully aware and which he regarded
as the most appropriate artistic form for self-expression, much like the aforementioned

authors did with regard to their own works.

2.2. Translation and the “threshold poet”

A significant aspect of Zabrana's exogenesis lies in his translations, which for the
purpose of this study, | consider to be “post-texts” in the development of his poetic. | argue
that, through his work as a translator, Zabrana engaged deeply with the compositional
codes of numerous literary masterpieces, rephrasing and expanding these texts to better
align them with the Czech context. Moreover, Zabrana's choice of texts for translation often
served as a form of resistance against the regime: “KdyZz zakazali Kafku, budou mit
Platonova, novelu Hnojny vitr, ktera je ve své fantasmagori¢nosti a stalém dobihani a zase
couvani od konkrétni analogie stejné udésna, mozna udésnéjsi... Adal... A porad... |
kdyby aZ do smrti bez realného vysledku.”? By translating works that were ignored in
Czechoslovakia, he indirectly challenged the authorities. As suggested by Jonathan
Bolton, he could do that because of his marginal position, situated at the periphery of the
“polluted” semiosphere of the literary context of the time.>3 Using Jurij Lotman’s theories,
Bolton investigates the role Zabrana’s boundary position had in challenging the regime’s
rhetoric system, by “capturing” anomalies in any type of communication act that the same

system produced:

51 “The most recent significant diary work, Zabrana's Cely Zivot, clearly continues the tradition. It seems that
Zabrana realized that his previous endeavors in poetry, translation, and essay writing were insufficient,
prompting him to embrace a more comprehensive form: the diary. He was acutely aware of the uniqueness
and irreproducibility of Orten's gesture, and he recognized that contemporary literature offered no other form
capable of conveying a truthful depiction of a wounded poetic persona, its tragic existence in an unaccepting
world, through fragmentary records. The diary format allowed Zabrana, in the final phase of his creative
journey, to vividly articulate his personal experiences and insights. Simultaneously, it inadvertently exposed
the depth of his traumas, which shaped his worldview” Karfik, Vladimir, Autenti¢nost a forma, op. cit., p. 26.
52 “When they banned Kafka, they will have Platonov, the novella Manure Wind, which in its phantasmagoria
and constant advance and retreat from concrete analogy is just as dreadful, perhaps even more dreadful...
And on... And always... Even if until death without any tangible result” Zabrana, Jan, Cely Zivot, op. cit., s.
252.
53 Bolton, Jonathan H., Writing in a Polluted Semiosphere: Everyday Life in Lotman, Foucault and De Certau,
in: Schonle, Andreas (ed.), Lotman and Cultural Studies: Encounters and Extensions, Madison WI, The
University of Wisconsin Press, 2006.
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Over and against the drab grayness of socialist reality, language is a source of endless fascination for
Zabrana, and he carefully monitors the way words are used in conversations, newspapers, radio
broadcasts, and literature. Overall he paints a panorama of linguistic everyday life focused on informal
colloquial and unofficial usage [...] Zabrana notes moments of linguistic crossover — moments where
transient use of language fixes a funny, bizarre, or thought-provoking translation from one linguistic

realm, or realm of experience, to another5

The semiosphere, as theorized by Lotman, is a macro-system made of a “group of
texts and languages separated one from another’>>, whose closeness arises from its
inability to interact with texts that are semiotically different from its own, as such
interactions would necessitate an act of translation to incorporate them into the code of the
semiosphere. This closeness delimitates therefore a boundary, a “bilingual space that
translates the external information in the internal language of the semiosphere™®, a filter®’
which functions through the rejection or adaption of the information coming from different
semiotic systems, and through the interaction of different linguistic elements pertaining to
the different spheres the semiosphere itself is composed of; regularly, the centre of the
sphere holds a dominant position, and can impose its influence over the rest of the
semiosphere. However, a peripherical semiotic universe might become aware of its own
specificity, leading to contrast with the dominant core of the semiosphere. The struggle, or
the interaction, between the centre and its peripheries, is one of the elements that
contributes to the dynamic processes inside the semiosphere, and it is how new

information is created:

The structural irregularity of the semiotic space is the reservoir of dynamic processes and is one of the
mechanisms for processing new information within the semiosphere. In the peripheral zones, which
are organized less rigidly and equipped with “mobile” and flexible constructions, dynamic processes

encounter less resistance and therefore develop more quickly.%8

54 |bid., ibid., p. 336.
55 Lotman, Jurij, Semiosfera: kul'tura i vzryv vnutri mysljas¢ich mirov. Stat’i, issledovanija, zametki, translated
from Russian by M.A., Iskusstvo-SPB, Sankt-Peterburg, 2000, p. 251.
56 |bid., ibid., p. 252.
57 To corroborate the connection we established, for the purpose of this study, it is also worth mentioning that
the diary, in Lejeune’s conception, works also as a filter: “Lejeune tracks what some of this process involves:
as filters for everyday life since one really cannot tell everything to one’s “dear diary,” diaries are what
Lejeune calls “traces” of life where the discontinuous nature of everyday events is managed by “repetition
and variation”. Rak, Julie, Dialogue with the future: Philippe Lejeune’s method and theory of diary, in:
Lejeune, Philippe, On diary, op. cit., p. 33.
58 Lotman, Jurij, Semiosfera: kul'tura i vzryv vnutri mysljas¢ich mirov. Stat’i, issledovanija, zametki, op. cit., p.
251.
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As | have underlined, it is an act of translation which, in Zabrana’s case,
encompassed every aspect of his existential situation and literary production, thus making
the translational dimension a pivotal element in the exogenesis of his writing expression,
reflecting his marginal position and his defiance against oppressive forces. Deprived of a
normal functioning literary sphere where literary works could be produced without being
“castrated in advance”,*® Zabrana was mainly influenced by the voices of the authors he
could translate, representing at the time a worthy literary examples he could draw
inspiration from. That ensured a certain degree of polyphony in his style. ¢° Annalisa
Cosentino further characterizes Zabrana's marginal position as a critical factor influencing

the formation of his poetics:

Spole¢enska a politicka ,dislokace” neboli displacement intelektuala, ktery své povolani musel
provozovat skoro stale mimo oficialné uréené struktury a mista — at jde o studia, ktera nemohla
probihat na univerzité, nebo o basnickou drahu, ktera se vétSinou musela uchylovat do ustrani —,
koresponduje podle mého nazoru se specifickou poetikou. Od samych zacatk(i se Zabrantv zajem

o literaturu a jeho literarni talent musely konfrontovat s nemoznosti svobodného vyjadfeni.5?

Translation can be considered the “art of borders” par excellence. As the Czech
literary critic and translator Otakar Fischer aptly stated: “Prekladatelstvi je pomezna
¢innost, jeZ vznika ze syntézy pudu naukoveho a uméleckého. Originalni tvorbé ve
vzneS§eném slova smyslu nemize se rovnat, protoze neprinasi prvkd v podstaté novych:
protoZe nezmaha svét, nybrz poezii. ProtoZe neformuje Zivot, nybrz jazyk.” 2 Situated at
the intersection of multiple spheres—poilitical, cultural, historical, and semiotic—Zabrana
exemplifies what | term a “threshold poet”, a writer whose development was influenced by

his liminal position. 83 This position is also where the translator finds themselves during the

59 Zabrana, Jan, Cely Zivot, op. cit., p. 293.
60 “To understand Zabrana the poet, we also have to understand how translation was fundamental to his
poetry [...] More generally, we are reading poems that are generously open to other poems; indeed, one
might say that the poet is in part made by other voices” Quinn, Justin, Zabrana overheard, in: LARB, April 19,
2022.
61 “The social and political 'dislocation,’ or displacement of the intellectual, who had to practice his profession
almost always outside officially designated structures and places—whether it be studies that could not take
place at the university or a poetic career that mostly had to retreat into seclusion—corresponds, in my
opinion, with a specific poetics. From the very beginning, Zabrana's interest in literature and his literary talent
had to confront the impossibility of free expression.” Cosentino, Annalisa, Zvlastni mista v Zabranové
poetice, op. cit., p. 20.
62“Translation is a border-kind of activity, which comes to life both on the grounds of science and art. It
cannot be compared to the work of art in the noblest sense of the word, because it does not carry new
elements, nor does it draw its material from the world, but rather from poetry; because it does not create life,
but rather a language” Fischer, Otokar: O prekladani basnickych dél, Odeon, Praha, 1982, p. 270.
63 “Zabrana realized that significant change could filter from a boundary region into the rest of the
semiosphere; when he writes, in the same entry, “you have to work on the side, from below, from the side” he
is expressing not a sense of marginalization but rather a sense of what a “marginal” figure can achieve”
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act of translation, a process through which they are enriched by engaging with a work
shaped by a distinct set of cultural, linguistic, and historical coordinates. This interaction
broadens the translator’s comprehension of the text, facilitated by the creation of what
Marilyn Gaddis Rose describes as an “interliminal space,” wherein the collaboration

between author and translator unveils new dimensions of the original work:

Translation brings us into a literary work, in the usual sense of immersion and identification. [...] A
translation challenges readers with a boundary. But in setting a provisional boundary, it also
establishes and interliminal space of sound, allusion and meaning where reader must collaborate,

criticize and rewrite, thereby enriching their experience of literature.t

The extensive contact with numerous authors and years spent translating their
works significantly influenced Zabrana, both artistically and ethically. ¢ He identified so
strongly with some of the authors he translated that he came to regard them as his alter-
egos. As he reflected, “Clovék, ktery Cte poezii, setka se, jak se ¢as vrsi, s basniky, kteri
jsou mu blizsi nez jini. Takovych setkani jsem zaZil v Zivoté mnoho”.®® He frequently
expressed a profound affinity with authors such as Boris Pasternak, Osip Mandelstam, and
Sergei Yesenin, whose persecution under the communist regime mirrored his own
experiences, often feeling a stronger connection with them than with contemporary Czech
writers: “V$ichni, které kdekoli na svété komunismus zniCil, zmrzacil, zlikvidoval fyzicky
nebo dusevné, jsou moji bratfi. [...] Mné blizci, sympaticti lidé, s nimiz ja citim ucast. Tak
se rodi spfiznénost, tak se rodi blizkost”.8” This deep sense of identification, undoubtedly
intensified by his continuous immersion in the works of others, manifested in various ways
depending on the particular author Zabrana was engaging with. The specific ways in which

their voices resonate with Zabrana'’s will be explored in each dossier.

Bolton, Johnatan, Writing in a Polluted Semiosphere: Everyday Life in Lotman, Foucault and De Certau, op.
cit, p. 339.
64 Gaddis Rose, Marylin, Translation and Literary Criticism: Translation as analysis, St. Jerome Publishing,
Manchester 1997, p. 2.
85 “When we look at Jan Zabrana's literary work, we cannot help but ask how it was linked to his translation
work [...] At the same time, however, we feel that the translator's intimate relationship with significant works
of world literature cannot be matched by any reader, no matter how attentive. Translating immensely
enriched Zabrana and, | dare say, without an intimate connection to modern American poetry, "The Wall of
Memories" would not have been created, and without engaging with the finest prose texts, both Russian and
American, Zabrana would never have developed such a unique and sharp narrative style as we encounter in
the "Disiecta membra" diaries.” Sulc, Jan, Zaknihovany Zivot Jana Zébrany in: Kalivodova, E., Elia$, P. (eds.)
Jan Zabrana: basnik, prekladatel, ¢tenar, op. cit., p. 10.
66 “A person who reads poetry will, over time, encounter poets who are closer to them than others. | have
experienced many such encounters in my life” Zabrana, Jan, Cely zivot, op. cit., p. 418.
67 “All those who have been destroyed, crippled, or physically or mentally eliminated by communism
anywhere in the world are my brothers. [...] People close to me, sympathetic individuals with whom | feel a
deep connection. This is how kinship is born, this is how closeness is born.” Ibid., ibid., p. 379.
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The aim of such translation studies is to examine the influence of Zabrana'’s
evolving poetic style on his translations and to compare it with the linguistic data that were
found in the diaries. From this intersection of these two elements, post-texts and pre-texts,
| contend that his distinctive written expression emerged. Zabrana’s approach as a
translator was centered on achieving target acceptability through the incorporation of the
target culture's principal linguistic elements, which correspond closely to the original
elements of the source text. This aligns with what Jifi Levy terms the functional aspect of
translation, involving an understanding of “jaké sdélovaci funkce maji jednotlivé jazykove
prvky a které sdélovaci prostiedky ve viastnim jazyce mohou plnit stejnou funkci”.%®
Zabrana does not hesitate to incorporate elements of spoken Czech and alter the rhythmic
structure of the poems he translates. In some instances, these modifications are justified
by his desire to preserve specific sound characteristics of the original texts.

However, as pointed out by other scholars, there are cases where these alterations
appear in Zabrana’s translations entirely unjustified and could be viewed as either
deliberate or unconscious attempts to rewrite the text.®® These instances will be referred to
as aesthetic excesses—fragments of Zabrana’s voice embedded within the translated
texts, showing the interaction between Zabrana's emerging poetics with the one of the
alter-ego. In the comparative analysis of the translations and their originals, three distinct
categories of aesthetic excesses will be identified. These categories reveal how Zabrana

asserts his poetic voice by emphasizing certain poetic images:

 verbal dynamism (dynamization), i.e., inserting into the poem certain verbs of
movement that dynamize it.

» emotional intensification, which enhances expressiveness.

 concretization of poetic images, adding details that were not present in the

original.

68 “The communicative functions of individual language elements and the means of communication in the
target language that can fulfill the same function” Levy, Jifi, Uméni pfekladu, Panorama, Praha, 1986, p. 25.
69 “It is necessary to distinguish linguistic form from its ideological and aesthetic value. The translator should
translate ideologically aesthetic content, of which the text is just a carrier. The text itself is conditioned by the
language in which the work is stylized, and therefore many values must be expressed in Czech by means of
others [...] it is necessary to preserve those forms that have some semantic function, on the contrary, it is not
possible to insist on the preservation of linguistic forms.” Ibid., ibid., p. 47.
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Through these categories, | aim to investigate the formation of certain translation
habits, which are also an expression of Zabrana's creative personality .

In his book Descriptive Translation Studies and Beyond (2012), Gideon Toury
describes cultural, temporal, and societal norms from which the translator's strategies and
decisions emerge. Toury distinguishes various types of norms that in one way or another
influence the creation of a translation, its reception, and essentially perceives translation
as filling a cultural gap on the part of the target culture, thereby causing the translation
process. 't Toury identifies three types of norms: preliminary norms, which pertain to the
publishing policies governing the translation, and operational norms, which concern the
structural and linguistic choices made by the translator throughout the translation process.
Additionally, Toury introduces the concepts of adequacy and acceptability as two distinct
trends of the initial norm.”?> Adequacy refers to a translation approach where the target text
retains the foreign elements of the source text and context, thus presenting itself as a
“foreignizing” text. In contrast, acceptability involves modifications to the translated text to
align it more closely with the target cultural context, allowing it to integrate seamlessly
within that context or fill a cultural gap, rendering it closer to texts originally produced in the
target culture. This approach to translation aligns with a framework recognized by Levy,
albeit from a slightly different perspective. Levy identifies two primary norms that a
translator is expected to adhere to when translating a text: the reproductive norm and the
artistic norm. The reproductive norm emphasizes fidelity to the source text, seeking a
translation as close as possible to the original. In contrast, the artistic norm guides
translators to produce a target text that not only faithfully reproduces the source but also
resonates aesthetically and ideologically with the target audience.”® Remaining indifferent
in such a process is not easy, whether it is even possible, and the translator is always
tempted to add something of themselves to the text, to enhance it, to fulfill their creative

expectations:

70 “It is possible to consider translation as an expression or manifestation of the translator's creative
individuality and accordingly determine the share of the translator's personal style and interpretation in the
final shaping of the work. We can examine his poetics as an example of differences in the literary
development of two nations, differences between the poetics of two epochs. And finally, we can search for
the translator's method behind the work as an expression of a certain translation norm, a certain attitude
towards translation”. Levy, Jifi, Uméni pfekladu, op. cit., p. 31.
71 Toury, Gideon, Description Translation Studies and Beyond, Benjamins, Amsterdam 2012, p. 81.
72 |bid., ibid., p. 69.
73 Levy, Jifi, Uméni pfekladu, op. cit., p. 87
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by jednou za to, srovnat ve dvou nebo tfech pfekladech jednoho téhoz vytvoru, co prvy, druhy, tieti
pfekladatel svému autoru pfidal, co vlozil, co vinterpretoval; zkoumat, zdali pfimétky jsou konformni
s duchem spisovatele originalniho, zdali se shoduji s ostatnim razem prelozené basné, zdali tedy a do

jaké miry je v nich u¢inéno zadost onomu pozadavku tlumo¢nického taktu.”

As previously mentioned, Zabrana aimed to shape the Czechoslovak literary
landscape through his translations. It is argued that his work frequently aligned with
Gideon Toury’s concept of the “acceptability norm” and, by extension, Levy’s “artistic
norm”. This approach required his translations to be adapted in a way that allowed them to
function as literary texts closely attuned to the sensibilities of the target audience, thereby
maximizing their potential to exert a meaningful influence. These norms necessitate
significant adaptation by the translator, rendering these translations as post-texts where
Zabrana's voice is prominently featured. In this analysis, we will employ Toury's translation
norms, alongside those proposed by Levy, to evaluate the specific criteria Zabrana's
translations met. This approach will enable us to explore the underlying motivations and
objectives of these translations, ultimately assessing how they can be considered distinct
works authored by Zabrana himself.

My objective is not merely to demonstrate the coherence of one of the most
compelling voices in Czech literature of the time, but also to elucidate the mechanisms of
the author's distinctive poetics, which from the outset contended with constraints on free
expression. It is precisely within this context that the uniqueness of Zabrana's poetics is
situated—a quality that not only defines his work but, as previously discussed, also
characterizes the creative output of numerous other Czech writers of the era, particularly in
the latter half of the 20th century. The aim of this study is to shed light on this intermediary
poetics, piecing together the fragments of Zabrana's self that he has left behind for us to

examine.

74 “Even the most precise translator cannot avoid adding something of their own to a foreign work for
linguistic and metrical reasons, and precisely these necessary insertions are the most convincing indicators
of their efforts: it would be worth comparing in two or three translations of the same work what the first,
second, third translator added to their author, what they inserted, what they interpreted; to examine whether
the epithets are in conformity with the spirit of the original writer, whether they match the overall character of
the translated poem, whether and to what extent they meet the requirement of interpreter's tact” Fischer,
Otokar, O pfekladani basnickych dél, op. cit., p. 11.
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First Dossier: The Boy Scout’s diaries (1945-1947)

“In many respects, the diarist is still in-fans, to use the Latin

expression: they are at a stage of pre-language, pre-writing””®

The origins of Zabrana's diary writing can be traced back to the 1940s in the tranquil
town of Humpolec, where the young poet spent his childhood with his parents. The starting
point of this first dossier, which explores Zabrana's early creative period, includes all the
diaries he kept during his youth. Central to this examination are the Scout Journals,
published in 1998 in the collection Naruc pina viesu (An Arm Full of Heather). This
collection features selections from the journals that Zabrana maintained from June 4,
1945, until September 1947. These records reveal a different side of Zabrana, who, before
the communist coup in 1948, had not yet developed the bitterness toward life that would
later characterize his works. During this period, the author appears as a carefree boy, full
of passion for scouting and an intense love for life. It is a transitional phase marked by
transformations and new discoveries.’® Zabrana commenced his diary writing in 1945,
suggesting his immediate involvement in the Scout Movement following the conclusion of
World War Il. He notes, “Na$e druZina byla zaloZena ke konci kvétna 1945, po slavnich
revolucnich dnech. Je to vibec prvni junacka druzina, jez byla v Humpolci zaloZena”.”’
This early engagement with the Scouts marked the beginning of his lifelong habit of
journaling. Keeping a diary seemed to be a common practice in the scout world, but from a
social and psychological perspective there are more possible reasons to note: as
mentioned earlier, Zabrana grew up in Humpolec, in the Vysoc€ina region. His family,
consisting of the democratic teachers Jifina Zabranova and Emanuel Zabrana, was active
and well-known in the public sphere of the small town. This environment and the fact that
Zabrana grew up as an only child likely influenced his decision to become the author of
diaries later on. Beatrice Didier emphasizes the importance of both the suburbs and the
loneliness in the household, as factors can lead to the kind of solitude that prompts writers
to keep diaries.’”® As for his interest in literature, this developed when he was still very

5 Didier, Beatrice, Le journal intime, op. cit., p. 102.
76 Navratil, Tomas, Skautsky Zivot Jana Zabrany, in Narué¢ plan viesu, op. cit., location 24.
77 “Our troop was founded at the end of May 1945, after the famous revolutionary days. It is the very first
scout troop established in Humpolec” Ibid., ibid., 1945, location 69.
8 Didier, Beatrice, Le journale intime, op. cit., p. 67.
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young. We know, for example, that when he was ten’® he tried to write three novels from
the “wild west”.89 In the forthcoming dossiers, | will delve more deeply into the author's
relationship with the Anglophone world. However, it is crucial to acknowledge, as noted in
Jifina Zabranova's memoir Ohlédnuti (Looking Back, 1994), that the family maintained ties
with an uncle who had emigrated to the USA and married an American woman, which
contributed with an “English element” to Zabrana’s outlook in his youth. 8!

In the initial phase of his written expression displayed in his diaries, a period during
which he devoted considerable free time to Boy Scout activities, Zabrana rarely
commented on his favourite readings and authors or reflected on external realities beyond
the scouting world. These diaries primarily serve to capture the essence of the scouts'
activities, including camping, forest expeditions, training, and various tests that scouts had
to undergo. The Czech Boy Scouts movement, initiated by Antonin Svojsik in 1912,
experienced an interruption during the war but was revived afterward. The philosophy of
the Scout movement is fundamentally rooted in the concept of freedom and it is likely to
have influenced Zabrana’s worldview. We can make this assumption based on the ideals
of the Scouts Movement and its practices as they were understood at the time. Its
aforementioned founder, Antonin Svojsik, followed the example of Sir Robert Baden-
Powell, the founding father of global scouting. In 1912, with the aim of establishing the
Czech Scout Movement, Svojsik wrote a handbook called Zaklady Junactvi (The
Foundations of Scouting), in which he discussed the origins, the objectives and the
methods of Scouts education.®? As main references for the whole idea of scouting, Svojsik
mentions Frangois Rabelais, Jan Amos Komensky and Jean-Jacques Rousseau, who

were among the first to promote a return of mankind to nature:

Rabelais ve svém romanu o Garantuovi a Pantagruelovi stanovi zékladni poZzadavky pfirozeni

vychovy naproti scholastice a jednostrannému slovickarstvi svi doby. Vychova ma se diti v prirode, pro

79 One year before he started keeping the “Boy Scout’s journals”.
80 Sylc, Jan, Zaknihovany Zivot Jana Zabrany in: Kalivodova, E., Elid$, P. (eds.): Jan Zabrana, basnik,
pfekladatel, ¢tenaf, Karolinum press, Praha 2015, p. 1.
81 Zabranova, Jifina, Ohlédnuti, Praha, Torst, 1994, pp. 124-126.
82 “In his novel about Gargantua and Pantagruel, Rabelais establishes the basic requirements of natural
education as opposed to scholasticism and the one-sided verbalism of his time. Education is supposed to
happen in nature, for nature, and in harmony with nature. Whatever corresponds to nature (physis) is good;
all unnaturalness (antiphysis) is the source of all misery, all evil. [...] And in the 17th century, our Comenius
agrees with Rabelais. Nature is indeed the true teacher of humanity for him; schools are workshops of
humanity, intended to educate for life. [...] The main proponent of naturalism in education, or educational
naturalism, in the 18th century was Rousseau. His 'Emile' is the gospel of natural education, as Goethe
wrote. He awakens understanding for the peculiarities of the child's soul and calls for a return to nature. [...]
Away from the city into nature, cities are chasms of humanity.” Svojsik, Antonin, Zaklady Junactvi, Praha,
Ceské lidové knihkupectvi a antikvariat Josef Springer, 1912.
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prirodu a ve shodé s pfirodou. Jen co pfirodé odpovida (physis), je dobré, veskera protipfirozenost
(antiphysis) je pramenem vsi bidy, v8eho zla. [...] A v stoleti 17. s Rabelaisem souhlasi n4s
Komensky. Pfiroda jest mu pravou ucitelkou lidstva, Skoly jsou dilnami lidskosti, maji vychovavati pro
Zivot. Hlavnim pak hlasatelem pfirozenosti ve vychové Cili vychovného naturalismu byl v 18. stoleti
Rousseau. Jeho Emil jest evangeliem pfirozené vychovy, jak Goethe napsal. On budi porozuméni pro
zvlasnosti duse détské a vola po navratu k pfirodé. Pry¢ z mésta do pfirody, mésta jsou propasti

lidskosti.83

Svojsik underscores the advantages of nature-based education for boys, asserting
its capacity to cultivate a deep appreciation for all living creatures and to sharpen
observational skills. He further elaborates on Baden-Powell's perspective, clarifying that
the term “scouts” is not intended in a military context, but rather refers to "boys who desire
to know everything," constantly pursuing knowledge. Additionally, a crucial attribute of an
exemplary scout is a strong sense of honour, which demands that the scout serve as a
moral exemplar. According to Svojsik, scouts are envisioned as the heirs of medieval
knights, embodying their virtues.®* The influence of such an education is evident in his
earliest writings. Notably, the collection of selected entries opens with the poem Skautska
(The Scout’s Life), which is inscribed directly into his journal, reflecting the immediate

impact of these formative experiences on his literary expression:

Dnes v noci prselo dost husté,
na ovlhlé kafe stoji krlipéje.
Vitr, ktery odnasel pry¢ noc,

uz utichl; nevéje.

A dole feka rozsvécuje
kouzlivy tfpyt svUj prchavy,
spi se tu velmi dobfe
kvétiny pod hlavy,

a mech je letos na jare
zeleny, Ze nemuze byt vice,
a kroky, jez zni venku,

patfi pfechazejici hlidce.

8 |bid., ibid., pp. 15-16.
8 |bid., ibid., p. 28.
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Ja hlidam az za dvé hodiny,
vyspim se jesté, to se musi umét.
V3ak uz se tésim docela,

meésic bude svitit a feka Sumét.8s

The poem is about life in the Scouts camp, bringing a poetic description of the
sounds and perceptions of nature accompanying the young boy's falling asleep. Fellow
footsteps intertwine with other night sounds, creating a romantic image of the Scout-poet
connection with the landscape. The author aims to convey the atmosphere of the night
camp, employing imagery that evokes tranquillity and silence after the rain, while the wind
has calmed, and the river murmurs. The night watch and waiting for the moon provide
authenticity and concreteness to the poem. It could be perceived as an ode to the night but
simultaneously serves as a poetic expression of Zabrana's personal experience. The night
is perceived as a refuge, not only for physical rest, but also with a spiritual dimension. The
symbolic as well as concrete images of flowers and green moss under the head creates an
impression of comfort and tranquillity. The lyrical self uses the first person. A simple,
everyday experience blends with natural beauty, creating a poetic diary entry, written
directly inside the journal, like many of Zabrana's poetic records from that time. This fact
adds an additional layer to the journal which does not become just a tool for recording
events and memories: it might have been a workshop for developing his writing skills and
searching for an original style. From a formal perspective, it is noteworthy that Zabrana
pays meticulous attention to the musicality of the poem, establishing a solid rhythm
through the use of alternating rhymes.

The diaries also contain prose entries, in which Zabrana briefly notes daily activities,
typically with short sentences comments on the Scout group hierarchy, changes,

departures of some of members, and so on:

Jmenujeme se Jestfabi. V pavodni druziné byli tito hosi: Jarka Dusek, Standa Honzarek, Mirek

PFiborsky, Milog Cihak, Lada Stradal, Julius Kun$, Vlada Lestinsky a ja. Nasim radcem byl Zdené&k

85 “L ast night it rained heavily, / Droplets cling to the damp bark. / The wind that carried the night away/ Has
now quieted;/ it no longer blows.
And down below, / the river lights up Its enchanting,/ fleeting shimmer./ It's very peaceful here,/ With flowers
as pillows,/ And the moss this spring/ Is greener than it could ever be,/ And the footsteps sounding outside/
Belong to the passing guard./I'm on watch in two hours,/ I'll sleep some more; you have to know how./ Yet
I’'m already looking forward to it,/ The moon will shine, and the river will murmur. Zabrana, Jan, Naru¢ plna
viesu, op. cit., location 45, April 1947 (From this point forward, all English translations of the fragments or
poems are my own. Please note that these are not official translations; their purpose is solely to convey the
meaning of the texts, allowing non-Czech speakers to understand their content).
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Student. (...) Po prazdninach byly urgité zmény. Lestinsky se odst&hoval, za radce mame nyni Jarku
Duska. Podradcem je Milo$. Julka uz neni u nas v druziné, je radce druziny Kanat (vi¢at), ta jsou ale u

nas v oddile, takze se stale vidime.8

This text uses simple language and is structured to inform clearly about the
establishment of the Scout troop and the changes in its composition after the holidays.
Such records are diary-like in the narrower sense; they do not include descriptions of the
environment or attempt to create an exceptional image; they only register bare facts. The
difference between this type of record and the following one is evident: “Schiizka se
konala v nevytopené mistnosti, nazyvané mirné eufemisticky lednici. Slzy, které jsme
prolévali nad jejim chladem, nam okamZzité zmrzly na tvarich a nékomu dokonce ve
vousech, ménily se v ,tipytivé kristaly’. Bylo to nadherné”.8” The primary distinction can be
observed in the richer use of descriptive details that lend themselves to a more literary and
poetic representation. For instance, the metaphorical comparison of frozen tears to
“sparkling crystals” not only enhances the visual imagery but also transforms the typically
negative connotation of tears into something unexpectedly beautiful and enchanting. Such
figurative language contributes to the overall poetic quality of the text, imbuing it with an
added emotional resonance and aesthetic depth.

Additionally, there are instances of dynamic narration, particularly in passages
describing the Scouts' activities. These sections employ a rapid succession of verbs in the
present tense, creating a sense of immediacy and movement that vividly captures the

vitality and spontaneity of their actions:

Vysli jsme z lesa na mytinu, kde stal opustény domek. Sipka nas navedla pfimo k nému. Obdrzel jsem
rozkaz prozkoumat diim. Zatimco ostatni hoSi patraji v pfizemi, ja se vySplhavam na pudu — a objevuiji
vedouciho. Na jeho pokyn sestupuji dold, hlasim ,nic* a mi¢im. Par krokd od nas objevujeme zpravu,
Ze poklad je ukryt tam, kde dva stromy vytvareji X. Tyto stromy nachazime rychle — indikaci vedouciho
k péti bodlim.88

86 “Our troop was founded at the end of May 1945, after the famous revolutionary days. It is actually the first
Scout troop ever established in Humpolec. There was no Scout presence here before the war. We are called
the Hawks. The original troop consisted of these boys: Jarka DuSek, Standa Honzarek, Mirek PFiborsky,
Milo$ Cihak, Lada Stradal, Julius Kuns, Vlada Lestinsky, and myself. Our leader was Zdenék Student. (---)
After the holidays, there were some changes. LeStinsky moved away, and now Jarka Du$ek is our leader.
Milo$ is the assistant leader. Julka is no longer with us in the troop; she is now a leader in the Cubs troop,
but they are still part of our group, so we still see each other”. Ibid., ibid., 1945, location 69.
87 “The meeting took place in an unflooded room, somewhat euphemistically called a fridge. The tears we
shed over its chill immediately froze on our faces and even on someone's mustache, turning into 'sparkling
crystals.' It was beautiful.” Zabrana, Jan, Naru¢ pina viesu, op. cit. 1946, location 80.
88 “We emerged from the forest into a clearing where there stood an abandoned cottage. The arrow led us
straight to it. | received an order to explore the house. While the other guys searched on the ground floor, |
climbed up to the attic — and discovered the leader. Following his instructions, | descended and reported
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However, there are also entries in which Zabrana directs his attention outward,
focusing on the external physical environment and its transformations. In these records, he
lingers on the shapes, forms, and spatial configurations that surround him, while
simultaneously contemplating the passage of time—a central element of the diary form.
These entries capture the intricate interplay between space and time, which | have
previously referred to as “chronotopic agglomerations”: “Dopoledne bylo zachmurené a
chladné. Po obédé vysvitlo slunko a trochu hialo, ale studeny vitr neustaval vati.”®; “Je
bezvétrno, jasna obloha, nad chatou se naklanéji vétve a je mi hezky. Poticek stéka po
kamenech a bubla. je tii ¢tvrté na sedm™?; “Les je krasné zeleny a mech nemuze byt
svézejsi. [...] Mam hroznou chut do prace a hezkou naladu. Sluni¢ko uz slusné hreje” %t
Entries that may initially appear as mere observations of weather conditions and
atmospheric phenomena, accompanied by the author's reactions to them, can actually
provide profound insights into the foundational existential concerns of the young Zabrana
during his brief involvement with the Scouts. It is reasonable to suggest that Zabrana's
preoccupation with these elements during this period reflects his nascent poetic
sensibilities. Much like the themes discerned in the earlier poem under analysis, these
entries exhibit a distinct focus on the sensory and visual dimensions of the natural world.
They echo the core of his poetic voice as it begins to emerge in the Scout’s journal— a
voice that expresses a deep-seated affinity with nature and its relevance in his life. This
connection is not merely observational but indicative of a broader existential engagement
with the natural environment, which serves as both a source of inspiration and reflection.
The continuity of this theme is further elucidated in the subsequent poem, where Zabrana's

sensitivity to the natural world once again manifests:
Vecerka
Zapad den.

Slunce svit

vymizel z udoli

'nothing' in silence. A few steps away, we find a message that the treasure is hidden where two trees form an
X. We quickly locate these trees — a clue from the leader pointing to five points”. Ibid., ibid., 2 February 1946,
location 134.
89 |bid., ibid., 2 February 1946, location 119.
% “The morning was overcast and cool. After lunch, the sun came out and provided a bit of warmth, but the
cold wind persisted. It is windless now, clear sky, branches leaning over the cottage, and | feel good. The
stream flows over the stones and murmurs. It's a quarter to seven.” Ibid., ibid., 1 April 1947, location 344.
91 “The forest is beautifully green, and the moss couldn't be fresher. (...) | have a tremendous desire to work
and a nice mood. The sun is already warming up nicely” Ibid., ibid., 2 April 1947, location 344.
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z temen hor,
odpocin, kazdy kdos

Bozi tvor®?

The visual imagery of the poem is marked by its simplicity yet remains evocative;
the poet meticulously captures the movement of the sun as it descends behind the
mountains, with the gradual encroachment of nightfall. A pronounced emphasis is placed
on the passage of time, underscoring a natural cycle that unfolds before the reader. The
poem offers an unembellished portrayal of the transition from dusk to night. The final verse
emphasizes the harmony among all creatures associated with the night, suggesting that
the nocturnal world is a space where all beings find rest and repose. This reaffirmation of
Zabrana's positive associations with night and dreams reveals a recurring motif in his
poetry, wherein the night serves as a realm of peace, introspection, and renewal. Zabrana
also recounts that his group established a Scout magazine titled Vatra, to which he
contributed with a short poetic article.**The use of the term ¢lanek, or “article”, is
particularly noteworthy, as it traverses the boundary between the genres of poetry and
journalism. This lexical choice implies a convergence of the material and the poetic
realms, which seems to be crucial during this stage of his endogenetic development. It
reflects Zabrana's early attempts to merge the concrete reality of his surroundings with a
poetic sensibility, a synthesis that appears to inform much of his creative trajectory during

this period:

Slunce rozpaluje strang,

Zelené travniky se rozprostiraji do nekonecna,
ostfe kontrastujice s barvou zadumanych les(.
Teplé vétry rozpafuji zemi a zahaluji ji parami.
Dny se dlouzi,

v sedm je jesté docela dobre vidét,

vecery jsou svétlé,

komafi se svijeji nad zemi v celych hejnech,
tiché noci jsou ruseny jenom no¢nim koncertem
skfehotavych zab z blizkych potokd a tdni,

ktery se v8ak nakonec také oposloucha, a je mozno

92 “Evening/ Day sets/The sun's glow/vanished from the valley/and the darkened mountains/rest, everyone
who is/God's creation.” Zabrana, Jan, Naru¢ pina viesu, op. cit., 1946, location 136.
93 “Mél jsem tam krati¢ky, poeticky, nepfilis zdafily ¢lanek o junackém jaru.” Ibid., ibid., 1946, location 141.

37



pfi ném i spat.

Rana jsou plna rosy,
studené,

chladivé

a blystivé,

ktera se pod paprsky slunce vyparuje do Sumicich lesa.%

The poem presents a suggestive yet realistic depiction of the landscape, where the
creatures of the natural world are vividly portrayed engaging in their habitual activities,
interspersed with prosaic remarks on the lengthening days. The emphasis on colors,
sounds, and sensory impressions derived from observing the natural environment
enhances the poem's authenticity, grounding it in a tangible reality. In this piece, nighttime
is once again depicted as a period of harmony, reflecting Zabrana’s recurrent fascination
with nocturnal imagery. The theme of the passage of time becomes increasingly
pronounced, particularly through the detailed descriptions of transitions between days,
evenings, and nights, capturing the fluidity of temporal experience. The poem's formal
structure is another noteworthy aspect that contributes to its thematic development. Unlike
the more traditional forms encountered in earlier notes, the rhythm here is free-flowing,
devoid of rhymes. The varying lengths of the verses seem deliberately crafted to draw
attention to specific details of the depicted scenes, creating moments of pause that disrupt
the poem's overall cadence. In the latter part of the poem, Zabrana draws the reader's
attention to the freshness of the dew using three distinct adjectives, each separated to
emphasize its unique quality.

Zabrana's entries in the Scout journals frequently reveal his concerns about the
internal dynamics of his scouting group, particularly the challenges surrounding the
management of the newly established magazine, Vatra. These entries underscore the
significant role that the group and its activities played in his formative years. As the
management of the magazine became increasingly burdensome, the cohesion among
group members began to wane, exacerbated by a lack of time and a gradual decline in

interest in the Scouts’ way of life. However, the group eventually found resolution when a

94 “The sun scorches the slopes,/ Green lawns stretch into infinity,/ sharply contrasting with the color of the
pensive forests./ Warm winds heat the earth and envelop it in vapors./The days grow longer,/at seven it is
still quite light,/ the evenings are bright,/ mosquitoes swarm above the ground in entire hordes,/ silent nights
are disturbed only by the nocturnal concert/ of croaking frogs from nearby streams and ponds,/ which,
however, eventually also becomes monotonous, and one can/ even sleep through it./ Mornings are full of
dew,/ cold,/ refreshing,/ and glittering,/which evaporates under the sun's rays into the murmuring forests”
Zabrana, Jan, Naruc plna viesu, op. cit., 1946, location 141.
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new leader stepped in, revitalizing the members' commitment and allowing the group to
resume its activities. Zabrana’s own contributions to the second issue of Vatra, published
under his Scout name, Donald, reflect his deep engagement with the group and his
commitment to its cultural and literary output. °® The poem, which Zabrana transcribed in

his diary, is called The Scout’s Camp:

Junacky tabor

v protichlé vani les(
strani, jez se létem staly,
se smichem jsem béhavali

s naruci plnou viesu.

A vecler v zatoCiné teskné

se kolébaly nase Cluny,

kdyz feka pod odrazem luny
do dusi poklid bleskne.

V zeleném pfitmi zilo mladi,
pfitmi protéjSich breh.

Noc vydechla svou bilou néhu

a rozpalené tvare chladi...

PFi jasu ohnd taborovych,
az zazni bratrav hlad,
se pohrouzime do snd novych,

do nepoznanych kras.

Kraji slunny, mladim protkany!
Vidél jsem hasnout kopretiny
pod plouzicimi se stiny,

kdyz veCer padal na stany.

Tajemny kraji! Reko stfibrolici!
Slys nasi pisen vdéku!

Pod stany spali hoSi snici

% Jan Sulc surmises that one of these was Zabrana's first printed poetry: “The revised last two stanzas of the
poem 'Junacky tabor' were published [...] in the magazine for Czechoslovak youth Junaci, vpred! on
September 7, 1948. Excluding poems published in the cyclostyled magazine Vykvét from Humpolec
gymnasium, this is probably the very first printed poem by Jan Zabrana” Sulc, Jan, Doslov in: Zabrana, Jan,
Havran, Praha Torst, 2022, p. 712.
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o hrdinech novych véku.%®

The poem constructs a romanticized vision of Scout life, depicting it as an almost
dreamlike realm detached from the constraints of the real world. Within this imaginative
space, the Scouts embody an ideal of eternal youth, symbolized by the color green. Within
this poetic universe, the night is depicted as a benevolent force, with its “white tenderness”
serving as a metaphor for the evening’s coolness, offering solace and respite to the young
Scouts after a day spent under the scorching sun. This focus on freshness—embodied by
recurring motifs such as dew and night—reflects the Scout’s desire for relief following their
strenuous daily activities, thereby establishing a direct link between the poem's subject
matter and the Scout’s immediate needs and experiences. The river functions as a
metaphor for the passage of time, its continuous flow representing both constancy and
transformation. The image of daisies wilting in the evening shadows underscores a deep
sense of nostalgia and the inescapable march of time. This juxtaposition of imagery
creates a poignant tension between youthful idealism and the natural progression of life
toward maturity and eventual decline. From a formal perspective, the poem is marked by
the use of dactylic trochees, a metrical pattern that establishes a steady and rhythmic
cadence, enhancing the musicality and fluidity of the verse. The rhyme scheme follows an
ABBA pattern, reminiscent of the enclosed rhyme structure of the Petrarchan sonnet,
further contributing to its lyrical quality.

In the next poem, we once again encounter Zabrana's keen sensitivity to detail and

his capacity to intertwine the natural world with personal emotions and experiences:

Jitra byla mramorova rosou,

ktera se Sedivé roztahovala

po listcich, vétvich a kmenech, kamenech,
rosou, ktera padala na vé&né Sumici hladinu
feky,

tropické vedro za poledne a v ¢asnych hodinach
odpolednich

nam nedavalo moznost k ¢innosti

% “The Scout campl/in the contrasting scent of forests/hills, which turned green in the summer,/we ran with
laughter/with arms full of heather./And in the evening in the melancholy bay/our boats swayed,/as the river
shimmered under the moon's reflection/calmly into our souls./In the green twilight, youth lived,/the twilight of
opposite shores./The night exhaled its white tenderness/and cooled the heated faces.../In the glow of
campfires,/when the brothers' hunger is heard,/we immerse ourselves in new dreams,/in unknown
beauty./Sunlit land, interwoven with youth!/| saw daisies fade/under creeping shadows,/when evening fell on
the tents./Mysterious land!/Silver-glistening river!/Hear our song of gratitude!/Under the tents, boys slept,
dreaming/of heroes of new ages.” Zabrana, Jan, Narué plna viesu, op. cit., 2 February 1946, location 191.
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a nana$elo na nade téla barvu svétlé Cokolady.
Nejkrasnéjsi byly vecery.

Ticho se rozlévalo,

kefe a stébla travy Sumély,

stin stromd padal na hladinu feky,

meésic sypal hvézdy a probleskoval korunami
strom

a stribfil tok reky.%”

Zabrana’s poetry places a premium on the visual, sensory, and auditory elements of
the natural landscape, with the sound of rustling as a constant motif that threads through
his verses. This recurring auditory image evokes an environment that is alive and
perpetually in motion. Zabrana’s use of precise imagery—such as “marble dew” that
“spreads greyly over the leaves, branches, and trunks,” or “the shadow of trees falling on
the surface of the river’—further emphasizes the significance of color and texture in his
depiction of reality. The depiction of mornings as "marble" due to the dew, a recurring
element in his poetic representations of reality, serves as a visual metaphor that conveys
both color and the sensation of coldness. The moon, with its light filtering through the trees
and reflecting on the river’s surface, transforming it into silver, suggests an affinity with the
marble-like mornings through their shared quality of coolness. Moreover, this imagery
alludes to a deeper connection between the natural world and the cosmic realm. The
river's surface is described as “eternally rustling”, a phrase that evokes the passage of
time and the perpetual flow of life. By employing a careful repetition of motifs—like dew,
river surfaces, and tree shadows—alongside temporal markers such as dawn, noon,
afternoon, and evening, Zabrana creates a seamless flow of thoughts that mirrors the
cyclical rhythm of nature. This technique not only enhances the visual continuity within the
poem but also establishes a temporal framework that mirrors the natural world’s recurring
patterns. The tropical heat oppresses the Scouts during midday and early afternoon,
painting a vivid picture of the sweltering conditions that dominate the day. This heat is so
intense that it coats the Scout's body in the color of chocolate, a metaphor that not only
conveys the physical effects of the sun on the skin but also evokes the tactile experience

of heat and sun exposure.

97 “The mornings were marble with dew,/which spread grayly/over leaves, branches, and trunks, stones,/dew
that fell onto the perpetually murmuring surface/of the river,/tropical heat around noon and in the early
hours/of the afternoon/did not give us the opportunity to act/and it applied a color of light chocolate to our
bodies./The most beautiful were the evenings./Silence spread,/bushes and blades of grass rustled,/the
shadow of trees fell on the surface of the river,/the moon sprinkled stars and flickered through the
treetops/and silvered the flow of the river.” Zabrana, Jan, Naru¢ pina viesu, op. cit., 1946, location 249.
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In the subsequent entries, we observe that the group is experiencing another crisis,
with some boys failing to return to the camp: “Brosche odchazi z Humpolce, odstéhovali
se, a tak se stfediskovym vedoucim stava Kudrna. Mame pred sebou jediny tkol:
zachranit skauting v Humpolci, udrzet pri Zivoté tu krasnou ideu vééného mladi a vééneho
pratelstvi i mezi méné zaujatymi chlapci.”®® Awareness of the passage of time, in contrast
to the ideal of eternal youth, begins to permeate not only the poetry but also the journalistic
records of the young Scout. As the crisis within the group intensifies, Zabrana’s sensitivity
to the progression of time becomes increasingly evident. This heightened temporal
awareness is reflected in his entries, where he not only records dates but also provides
exact times. For instance, on August 4th and 9th, he notes: “Rano v 6 hodin jsme
v klubovné, v 8 prijelo auto” and “Je pdl treti rano™°. This focus on time aligns with one of

the most detailed chronotopic agglomerations observed in his writings:

Kdyz jsem vylézal ze stanu, byl jsem pfekvapen nezvyklou zafi. Nad nejvyS$Simi borovicemi stal mésic
majici podobu pIného pismene C a ozafoval tabofisté. Kajak se matné leskne. Plytka a nestala jsou
mracna na obloze, mésic je jako hvézda. At kterakoliv hvézda, zafis a vzpominas v mé dusi. Noc je
syrova a plna rosy. je 11 hodin veCer na 10. srpna. V¢&era, jak je vidét z pfedchoziho, jsem denik
nedopsal, nebot ma mala petrolejova lampitka zaprskala a zhasla a ja jiz nemél sirku, abych nalil
novy petrolej. Musel jsem tedy denik opustit a vracim se k nému az ted, kdy uplynul cely den a je zase
noc, ne sice tak pozdni jako v€era. V€era uz jsem nestacil napsat, Ze jsem od vecera lovil , Ti orli

pera“.100

Zabrana is deeply moved by the beauty of the nighttime scene, where the moon
once again takes center stage, casting its gentle light over the campground. In this entry,
he uses evocative language, such as the adjective plytky (shallow), to describe the clouds,

highlighting the coolness of the night and its comforting effect on him. The serenity of the

98 “Brosche is leaving Humpolec; they have moved away, and Kudrna is becoming the new center leader. We
have a single task ahead of us: to save scouting in Humpolec, to keep alive the beautiful idea of eternal
youth and eternal friendship, even among the less enthusiastic boys”. Zabrana, Jan, Narué& plna viesu, op.
cit., 1946, location 269.
99%“In the morning at 6 o'clock, we were at the clubhouse, at 8 a car arrived”; “it's half past two in the morning”.
Ibid, ibid., 4-9 August 1947, pos. 386.
100 “\When | crawled out of the tent, | was surprised by the unusual glow. Above the tallest pines stood a
moon shaped like the letter C, illuminating the campground. The kayak glistens dimly. Shallow and unsteady
are the clouds in the sky, the moon is like a star. Like any star, you shine and dwell in my soul. The night is
raw and full of dew. It's 11 o'clock in the evening on August 10th. As can be seen from the previous entry, |
did not finish the diary yesterday because my small kerosene lamp sputtered and went out, and | didn't have
any matches to refill it with new kerosene. So | had to leave the diary and I'm returning to it now, after the
whole day has passed and it's night again, although not as late as yesterday. Yesterday, | didn't manage to
write that in the evening | was hunting for the 'Three Eagle Feathers'.” Ibid., ibid., 9 August 1947, location
386.
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night provides a soothing contrast to his concerns. The author expresses anxiety over his
lack of diary entries, specifically mentioning the “Three Eagle Feathers” trial. This suggests
that Zabrana views diary writing as a daily obligation, almost as if it is a self-imposed
contract.%! His concern seems to stem from a sense of wasted time and the realization
that his time at the campsite is not infinite. This urgency to document his experiences may
reflect his broader struggle with the fleeting nature of time. The tension between the ideal
of eternal youth, as enshrined in the Scout code, and the inexorable passage of time, as
captured in his diary, appears to contribute to Zabrana’s heightened sensitivity to time.
This dichotomy likely fuels his nostalgia and deepens his reflections on the transient
nature of his experiences.

A similar concern about neglecting the diary surfaces in an entry dated August 10,
where Zabrana writes: “Ani véera vecer mi nebylo doprano dopsat denik v klidu, jak je
vidét na poslednich radcich, kdy vysychlé pero uz sotva pise. Dnes rano v pét hodin jsem
vstal, vzal si denik, kus suchého chleba, knizku na cteni, sekerku, zapalky a stanovy dilec
a odesel jsem do lesa”.'%? In this entry, Zabrana provides a meticulous account of his
observations during the test, including dialogues he overheard, such as Halak’s remark “Ti
to uméji, daji do toho rybiz, angrest, tfre$né, bortivky...” or Vineta's ,Pojdte na to heslo“1%3
The incorporation of dialogue into the diary entries marks a notable development. It
introduces a new dimension to Zabrana's documentation, enhancing the narrative with a
more vivid and interactive quality. This shift reflects an increasing attention to the nuances
of his experiences and interactions, offering a richer and more detailed portrayal of his
surroundings and the events unfolding within them. The experience with the “Three Eagle
Feathers” trial serves as the impetus for this poetic creation, encapsulating all the key

elements that have characterized Zabrana's previous writings:

Jak pramen odtékas, dne,
A kdo té za ¢as vzpomene.

Pfejdou dny prazdné a Sedivé.

101 “For some, the journal constitutes a kind of moral exercise. And it is here again that we see to what extent
it is tributary, by its origins and by its functioning, to the examination of conscience and to an entire spiritual
technique that Christianity has systematically developed.” Didier, Beatrice, Le journal intime, op. cit., p. 18.
102 “Even yesterday evening, | was not able to finish the diary in peace, as can be seen in the last lines, when
the dried-out pen barely writes. This morning at five o'clock, | got up, took the diary, a piece of dry bread, a
book to read, an axe, matches, and a tent peg, and | went into the woods.” Zabrana, Jan, Naru¢ plna viesu.,
op. cit., 10 August 1947, location 412.
103 “They know how to do it, they put in currants, gooseberries, cherries, blueberries...”; “Let's focus on that
motto.” Zabrana, Jan, Naru¢ plna viesu, op. cit., 10 August 1947, location 425.
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V soumraku hledim na kmene

a smolna vuné pryskyfice

je jak dech staré balady.
Tesknosti lesa! OC€ jsi vice

nez uprasené zahrady

a parky na pokrajich mést

kazdy kout tu chtél bych znat,
vSechno prozkoumat a kopce slézt
stale vidét i a stale poznavat.
Ranni vlhkosti! Mechu v rose!
Jak znas budit ¢elo rozespalé

a kdyz chlad mraziva nohy bosé,
chtél byt zit vé&né v tomto male.
V$ak Slunce zapada a hasne,
neni uz pole, kde se ora,

je Gas zanechat psani basné

a navratit se do tabora.104

In addition to the rhymes, which resonate in an unordered sequence, several
characteristics align with the previous poetic diary. Firstly, the poet's profound connection
with nature is evident in the evocative memories that immerse him in nostalgia. This
symbiosis with nature underscores a heightened sensitivity to the passage of time, as
illustrated by the metaphor of flowing water. The poet's question about who will remember
the spring in the future intertwines natural elements with human life, posing a poignant
inquiry into what will endure in memory. This approach not only recalls but also reflects on
the concept of forgetting, adding another layer of depth to the poem. Zabrana's poems
emerge from direct observation and are shaped by reality. At the end of this poem, the
subject announces that it is time to stop writing and return to the camp, directly capturing
the real situation in which the poem was written. In this way, the real penetrates the poetic,

demonstrating the young poet's strong desire to capture a genuine fragment of

104 “How the spring flows, day by day,/ And who will remember you in time./ Empty and gray days will pass./
In the twilight, | gaze at the tree trunks,/ And the resin's sticky scent/ Is like the breath of an old ballad./ The
longing of the forest! What are you more/ Than a dusty garden/ And parks on the outskirts of cities?/ | want to
know every corner here,/ Explore everything, descend the hills,/ Always see and always learn./ Morning
moisture!/ Moss in the dew!/ How well you know how to wake the sleepy forehead,/ And when the cold chills
the bare feet,/ | wish to live forever in this realm./But the sun sets and fades,/ There's no more plowed field,/
It's time to leave off writing poetry/ And return to the camp./ "During the test of the Three Eagle Feathers.”
Ibid., Ibid., 10 August 1947, location 481.
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experience. This blend of reality and fiction highlights Zabrana’s skill in weaving intricate,
reflective poetry that resonates on multiple levels. The author does not attempt to detach
himself from the writing subject; on the contrary, he becomes both the subject and object
of his own writing. A compelling argument can be made that, in literature, deictic verbs and
temporal markers typically do not reference the real world but rather a fictional one, thus
remaining entirely detached from the empirical context in which the author is writing. 1% In
Zabrana's case, however, the creative process unfolds in a unique manner. Rather than
distancing himself from the writing subject, he consciously inhabits both the subject and
object of his narrative: “The diarist is two: he is the one who acts and the one who watches
himself act, and who writes: this second character is often endowed with a kind of
superiority over the first. But whatever the hierarchy, what remains fundamental in the
diary is that the diarist is perpetually both subject and object of his discourse.”%. This
duality, along with the direct connection to personal experience and perception of the
world, is characteristic of the diary genre, underscoring the diary-like nature of Zabrana's
writing.

In his Boy Scout’s diaries, the young Zabrana references only two authors directly:
Jaroslav Foglar and Jifi Wolker. In the entry from February 2, 1946, Zabrana mentions
Jaroslav Foglar's book Pod junackou vlajkou (Under the Scout Flag, 1940). Foglar, a
prominent figure in children's and youth literature, became involved with the Scouts'
movement in 1923 and kept diaries throughout his life. His works, often set in the Scouts'
environment, focused on the moral upbringing of boys. The main characters in Foglar's
works typically mature and grow through various adventures. Pod junackou viajkou is no
exception, telling the story of a boy whose behaviour is shaped by his experiences among
the Scouts. Zabrana regards the book as a “Scout manual” that teaches him everything he
needs to know. In the same entry, he also mentions the magazine Junak, of which Foglar
was the editor. The self-educational function is undoubtedly one of the main dimensions of
the Scout’s diary. %7 Another significant reference is Jifi Wolker, a Czech Scout and poet.
In an entry dated April 16, 1947, the young author evokes the memory of the author, noting
that he and his group are planning to set up camp near the Orlova Woods, a site where
the Scout-poet himself had once camped and where a memorial now stands in his honor.

Zabrana reflects on this connection to Wolker and quotes from one of his ballads:

105 Culler, Jonathan, Literary Theory: A Very Short Introduction, Oxford, Oxford University Press, p. 30.

16 Didier, Beatrice, Le journal intime, op. cit., p. 116.

107 «“It's a control that the author imposes on himself. But the nature of this control varies: the author can question both his moral attitude and the
progress of the work he is writing; the transition from an intimate diary to a diary of a work occurs entirely spontaneously.” Ibid., ibid., p. 18.
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Cas jako voda utika,

Cas jako more je

do San Franciska pluje lod
do San Franciska z Bombaje

a potom jesté dal...108

In the same entry, he reflects on the first two verses concerning the passage of
time, offering a melancholic observation on its relentless nature: “Ano, utika to. Dnes je uz
ta paseka, kde staly vaSe stany, zarostla a uz bychom na ni nic nemohli postavit, jen maly
pomnicek nese Tvé jméno a vzpominku...” 10°

Jifi Wolker is widely regarded as the first Czech proletarian poet and one of the
founders of the Devétsil: Founded in 1920 in Prague by a group of avant-garde artists,
writers, and intellectuals, Devétsil sought to break away from traditional forms and
aesthetics to embrace new, experimental approaches in art and literature. The group was
deeply influenced by a range of contemporary European avant-garde movements, such as
Futurism, Constructivism, and Dadaism, and aimed to develop a distinctly Czech form of
modernism. Devétsil's members, including notable figures like Karel Teige, Vitézslav
Nezval, and Jaroslav Seifert, were united by their commitment to social and political
engagement through their art. They championed “Poetism”, an artistic concept formulated
by Karel Teige, which sought to celebrate everyday life and embrace the joy, playfulness,
and spontaneity found in ordinary experiences. Wolker's poetry, characterized by its focus
on the lives of the working class and its fusion of lyrical expression with a socially
conscious message, closely aligned with the ideals of the Devétsil group, particularly in its
commitment to making art accessible and meaningful to the broader public. Wolker was
also actively involved in the Scout movement, which he joined in 1916-1917 under the
guidance of A. B. Svojsik, the founder of Czech Scouting. During his time camping, Wolker
maintained journals that were subsequently published in various editions of his collected
works following his premature death in 1924. Discussions about Wolker's personality and
work continued into the 1940s and 1950s, with perspectives diverging between admirers

and critical commentators. His popularity during his lifetime and the subsequent

108 “Time flows like water,/time is like the sea,/ship sails to San Francisco/from Bombay to San Francisco/and
then even further...”This is a fragment from the first canto of the Ballad of the Sailor, which was found in the
poet's estate. Zabrana, Jan, Naru¢ plna viesu, op. cit., 16 April 1947, location 357.

109 “Yes, it passes swiftly. Today, the clearing where your tents once stood is overgrown, and we could no
longer erect anything there; only a small memorial bears your name and remembrance Ibid., ibid., 16 April
1947, location 357.
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mythologizing after his premature death contributed to his portrayal as a figure with
mythical traits. This mythologization was partly influenced by his tragic death at a young
age, leaving behind a significant cultural legacy. For our purposes, it is pertinent to focus
on Wolker's poetic vision, which was oriented towards capturing everyday phenomena and
imaginatively reviving reality. This vision is evident in the letter that the young Zabrana
wrote to Wolker, a letter incorporated into the published parts of Zabrana’s diaries. In this
letter, it is evident that the young Scout shared with Wolker a profound awe for the
surrounding world, a deep appreciation of natural phenomena, and a keen interest in
poetically capturing the everyday. Considering the previously cited fragment from Wolker’s
oeuvre and the poetic imagery present in the poems discussed thus far, it is reasonable to
suggest that the symbolic association of time with flowing water held a particular
significance for Zabrana. This metaphor aligns closely with Zabrana’s own poetic
sensibilities, reflecting his deep engagement with themes of temporality and natural
imagery.

Several characteristic thematic and stylistic elements can be discerned in this phase
of Zabrana's oeuvre. Central to his work is a profound relationship with nature, which he
intertwines with his Scout experiences and the idyllic notion of eternal youth that Scout life
embodied for him. The symbolism prevalent in his early writings and poems often revolves
around natural elements: night serves as a refuge, providing both physical and spiritual
solace, enabling the poet to delve into the realm of dreams. Another significant theme is
time and its inexorable passage, which Zabrana increasingly reflects upon and explores in
both his prose records and poetic compositions. The practice of maintaining a diary
reinforces this awareness, as the recognition of time's passage elicits a profound sense of
nostalgia, which becomes particularly pronounced during periods of personal crisis.
Stylistically, Zabrana exhibits a distinct penchant for lyricism, manifesting through his
evocative depictions of natural phenomena, as well as his adept use of rhyme and rhythm.
Nevertheless, this lyricism retains traces of the diary form, as concrete and factual

elements often punctuate the lyrically rendered natural impressions.
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Diaries from the years 1948-1949

This section of the first dossier examines the diaries that Zabrana kept between
1948 and 1949, which were first published in 1992 in the two-volume work titled Cely Zivot
(All of My Life). Zabrana's life underwent a profound transformation following the
Communist coup of February 1948. This shift did not occur abruptly; rather, the initial signs
emerged gradually, significantly impacting his personality and life trajectory. Seventeen-
year-old Zabrana, remarkably astute and perceptive for his age, began to document these
changes. His records reveal an intricate blend of political upheaval with the experiences
and challenges of adolescence, including secondary school studies, personal anxieties,
and first loves. The brief interlude of peace that followed the end of the war and occupation
was ending. In these entries, Zabrana provides insight into his life as a student, discusses
the books that captivated him, and describes his daily activities, classmates, and romantic
interests.

He began writing this notebook in January 1948, noting: “Jak dlouho uz se mi zda,
Ze pisu denik. A je to teprve od ledna!”.*'° The selection we are examining begins with an
entry from April 29. Here, we encounter a significantly more mature Zabrana, even though
only a short time has passed since his Boy Scout diaries. This maturation was primarily
driven by the increasingly oppressive grip of the regime, making the situation in
Czechoslovakia nearly unbearable. From a stylistic perspective, the diary retains its
function as a record-keeping tool. This is evident in the detailed descriptions found in the

entries, as illustrated in the following example:

Knaute dnes nebyl ve Skole, ma Zzenu uz asi v nemocnici, bude dvojnasobnym otcem. Chtéli mé dnes
vybrat (ti pani jsou hrozné chytfi), abych Sel zitra ve€er prodavat odznaky na benatskou noc. Museli
jsme jit dolti do Feditelny a po cesté po schodech jsem uvazoval, zda mam ¢&i nemam jit. [...] Tak jsem
odpoledne probil, ¢etl v novém Kritickém mési¢niku [...] Zajimala mé tam hlavné stat’ Jaroslava Jan(
o Hrubinovi, od néhoz jsem pfed nékolika dny Cetl jeho novou sbirku Nesmirny krasny Zivot, kterad mé
zaujala svym pojetim i problematikou, snahou po novém védéni, ale i formou, ktera rozbiji byvalou

dokonalou strofu Hrubinovou..11!

110 “It feels like I've been keeping a diary for so long. And it's only since January” Zabrana, Jan, Cely Zivot,
op. cit., 1 June 1948, p. 29.
H1*Knaute wasn't at school today; his wife is probably already in the hospital, and he'll be a father of twins.
They wanted to recruit me today (those gentlemen are terribly clever) to sell badges for the Venetian Night
tomorrow evening. We had to go down to the principal's office, and on the way down the stairs, |
contemplated whether or not to go. [...] So | spent the afternoon, reading in the new Critical Monthly [...] |
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This initial entry exemplifies Zabrana's diary habits during the years 1948 and 1949.
Here, he neither engages deeply with the external environment nor employs poetic
language. Instead, he focuses on a straightforward account of his daily activities and
interactions. He provides space for the characters he encountered and emphasizes his
impressions from the books he read. Notably, this entry lacks specific chronological
details, relying instead on general markers like “today” or “afternoon”. This structural
approach is typical of his entries, which primarily concentrate on the events of the day. A
typical diary entry is organized into three parts: a description of the day's events, his
reaction to these events, and subsequent commentary. He also reflects on the political
situation in Czechoslovakia at the time, as well as his own mood. These entries are
structured as streams of thought, with no traces of chronotopical conglomerations, aiming
primarily to display his internal reflections.

However, other entries exhibit a higher degree of elaboration, as illustrated in the

following example:

Asi o pul Sesté Sly kolem budici kapely, vstal jsem az pfed osmou. Vzal jsem si sice nové Saty, ale vyrazil
jsem az tésné pul devatou, abych to stihl. Po cesté se mi podafilo odvratit nebezpeci v podobé nékolika
prodavacek rudych karafiatl, které jsem odbyl: ,Nemam s sebou penize“ nebo ,nechci®. [...] Wendlik
byl rozzloben, nékdo mu véera ve sborovné prohledal jeho psaci stll a on neni z téch, kdoz si nechaji
libit vSechno. Zufil a fekl: ,Zamykat stul nebudu, ale jestli tam nékoho jesté chytnu, dam mu par facek,
at je to kdo je”.112

In this fragment, which delineates a more specific time frame, Zabrana provides
insights into the conditions of the period and his personal response to them. He humorously
recounts his avoidance of “danger” during the International Workers’ Day, represented by
women selling red carnations—symbols associated with socialism. The context of the newly

established regime and its increasing impact is further suggested in the latter part of the

was mainly interested in Jaroslav Jan's article about Hrubin, from whom | read his new collection 'Infinite
Beautiful Life' a few days ago. It captivated me with its concept, issues, the quest for new knowledge, and
the form that breaks Hrubin's former perfect stanza”. Zabrana, Jan, Cely Zivot, op. cit., 29 April 1948, p. 7.
112*0On May 1, 1948, around half past five, the waking band passed by. | didn't get up until just before eight.
Although | put on new clothes, | didn't leave until just before half past eight to make it on time. On the way, |
managed to fend off the danger posed by several sellers of red carnations, whom | dismissed: 'l don't have
any money' or 'l don't want any.' [...] Wendlik was angry; someone had rummaged through his writing desk in
the common room yesterday, and he's not the kind of person to put up with everything. He was furious and
said, 'l won't lock up the desk, but if | catch anyone there again, I'll give them a few slaps, whoever it may
be.” Zabrana, Jan, Cely Zivot, 1 May 1948, p. 9.
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entry, where Zabrana notes that the desk of one of his professors was searched. This detalil
hints at the intensifying scrutiny and control exercised by the authorities over citizens. An
interesting feature in this entry is the inclusion of dialogue, comprising both Zabrana's
speech and quotations from others. This dialogical aspect becomes a recurrent element in
his diaries. Typically, a diary would not include such details, as the diarist is already aware
of the interactions—they were the one who spoke and heard them. There is no need to
report them if the diarist merely intends to comment on them; they could simply make
judgments on the situation, assuming they are the sole addressee of the note. As noted by
the aforementioned KubiCek, narrating something entails selecting empirical material and
subjecting the text to creative rules. What is being described is not noted as it is experienced
but is recollected afterward.''3 Kubi¢ek also refers to the degree of stylization in a diary entry

as the “attributes of the reader’s situation”:

Co jsou to ony atributy ¢tenafské situace? Jsou to momenty, které napfiklad u deniku rozhoduji o mife
jejich stylizovanosti, a tedy i autenticity. [...] Kontextové odkazy tohoto typu maji zavazny dasledek pro
intimitu sd&lovaného. Ba co vic, zavaznym zpGsobem ovliviiuji samu povahu textu. Ctenafi si uvédomi,
Ze mezi nim a vypravécem byl umistén filtr. Sebereflexe piSiciho se ocitla pod kuratelou pohledu

étenare. [...] Dalezitym kritériem pro rozhodovani o atributech &tenarské situace je ¢as..114

Another aspect worth mentioning is that the author becomes a character in his own
narrative, as he reports his own words within particular situations while still serving as the
narrator. Comparing these entries with his earlier diaries reveals a significant shift: in the
scout journals, the author never directly took on a speaking role, although he did record
some dialogues. In the current entries, however, he appears to be gradually becoming a
more integral part of the world he depicts in his notes.

Plurilingualism emerges as a notable feature of this phase in Zabrana's writing,
evident in his diaries through expressions that showcase his proficiency in foreign
languages. Alongside English, Latin appears frequently, a language he studied and
seamlessly integrates into his writings. Latin phrases are either quoted directly or embedded
within Czech sentences. Examples include phrases like “jsem rad, Ze je to all right’'1®, as

113 Kubi¢ek, Tomas, Obrana paméti, op. cit., p. 344.
114 “\What are these attributes of the reader's situation? They are the elements that, for example, determine
the degree of stylization and thus the authenticity of diaries. [...] Contextual references of this type have a
significant impact on the intimacy of the communication. Moreover, they significantly influence the very
nature of the text. The reader becomes aware that a filter has been placed between them and the narrator.
The self-reflection of the writer has come under the supervision of the reader's perspective. [...] An important
criterion for determining the attributes of the reader's situation is time” Ibid, ibid., p. 348.
115 7abrana, Jan, Cely Zivot, op. cit., 30 April 1948, p. 8.
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well as passages like “Ta tfida se zménila pres prazdniny. Inu, tempora mutantur... Ano,
tempora mutantur.”*'® These linguistic amalgamations often serve an ironic function or lend
weight to sentences through quotations from notable figures. Zabrana occasionally reflects
on Latin, extolling it as “the true measure of a real scholar’ and praising it as “an
inexhaustible well of magical water.” 17 Latin appears to have represented for him not only
a language of knowledge but also a perennial source of artistic inspiration. Furthermore,
Zabrana’s penchant for interweaving other languages with Czech text underscores a
characteristic of his early writing: the juxtaposition of colloquial expressions with more formal
sentences.

These diary entries reveal a significant use of colloquial expressions, as
demonstrated by various terms for cinema, such as “bio” or “bijak”, and nouns describing
personal characteristics, such as “Pokous je starej klid'as”,**® as well as student slang
related to academic life, exemplified by “Mimo jiné jsme psali hodné téZzkou anglickou
kénu” 1*° This prevalent use of informal language raises the question of whether it reflects
a deliberate stylistic choice by the writer or an inherent aspect of his natural mode of
expression. It seems more likely to be the latter, particularly given its prominence in
documenting daily experiences. This marks a departure from his earlier style, observed in
the Scout diaries, which featured fewer colloquialisms. Despite Zabrana's academic
engagement, including contributions to the school magazine and involvement with literary
works, his diary-keeping may have led him to adopt a more spontaneous, informal mode of
writing that diverges from his formal academic language. Philipp Lejeune highlights this

characteristic of diary writing, noting that:

Bloggers are looking for fellow feeling. They operate on the principle of live and let live, take me as |
am, trying to interest people by giving a faithful and detailed picture of a life, not by drawing the reader
in with the charm of their conversation. The composition is looser. There is often a tendency to choose
a language close to a spoken style, imitating an internal monologue or addressing a sympathetic
listener. Same observation as earlier: “oral” postures like this are not exclusive to the Internet, and

they are found in many a good old-fashioned notebook.12°

Regarding chronotopic phenomena, the language employed in certain instances

closely mirrors the descriptive style found in the Boy Scout's records. This reveals a

116 |pid., ibid., 29 August 1948 p. 45
17 |bid., ibid., 29 January 1949, p. 110.
118 Zabrana, Jan, Cely Zivot, op. cit., 14 September 1948, p. 56.
119 |bid., ibid., 18 January 1949, p. 103.
120 | ejeune, Philippe, On diary, University of Hawaii press, Honolulu 2009, p. 306.
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consistent approach to time and space, which is typically manifested in the relationship
between the poet and the natural landscape. This alignment is particularly apparent in the

following entries from 1948:

Jsou chladné a mizivé dny. Vétvemi se tfe vitr a ptakim kfehnou kfidla. Kraj pfed oknem je podzimni,
pole jsou vlhka (ale jenom na povrchu), vespod je to popel a zase popel. Kol Orliku se svijeji mraky,

zemé se chouli do kozelcl kefu. Slunce se asi odstéhovalol?t

Den voleb. Prvnich nedemokratickych voleb v CSR. K ranu byl pti$erna boufe. Vzbudil jsem se asi o
pul paté, pokoj a krajina byly ozareny blesky, hfmélo, az se vSe otfasalo, boufe byla pfimo nad
méstem. Blesk i hromobiti sou€asné. Asi 3/4 hodiny to trvalo, nebylo mozno spat. Nepamatuji na

takovou nocni boufi. Myslel jsem si: ,Hfmi, Perune, na muij svatek“122

Zabrana’s entries frequently depict autumnal landscapes that, while reflecting the
season in which they were written, also suggest a deeper fascination with wintry scenes.
The first description is particularly striking in its realism, and its style can be characterized
as both melancholic and atmospheric. Zabrana employs concrete imagery and natural
motifs to evoke a poignant atmosphere, wherein cold, misty days evoke a sense of
abandonment and tranquility. Elements such as the wind, the fragile wings of birds, and
the autumnal landscape imbue the text with a distinctly poetic quality. Specific details, like
the moisture of the fields and the movement of the branches, provide an immersive
sensory experience, drawing the reader into the scene. The metaphor “the land curls into
the horns of shrubs” adds a layer of complexity to the description, suggesting a sense of
anxiety or a contraction of nature itself. In these entries, nature regains the vitality it had in
the earlier Scout diaries, serving as a dynamic backdrop to the author’s reflections. In the
second entry, Zabrana offers a vivid depiction of a night storm, which coincides with the
elections in Czechoslovakia, creating a metaphor for the looming sense of danger. The
tumultuous weather depicted in the text reflects the tense political climate, suggesting that
the storm functions not merely as a meteorological event but also as a symbolic

representation of the nation's troubled times. This interpretation aligns with a tradition

121 “Cold and misty days. The wind rustles through the branches, and the wings of birds are fragile. The
landscape outside the window is autumnal; the fields are damp (only on the surface), underneath it's ashes
and more ashes. Clouds coil around the Orlik hills, the land curls into the horns of shrubs. The sun has
probably moved out.” Zabrana, Jan, Cely Zivot, op. cit., 19 May 1948, p. 16.
122 “Election day. The first undemocratic elections in Czechoslovakia. By morning, there was a terrible storm.
| woke up around half-past four; the room and the landscape were illuminated by lightning, thundering until
everything shook, the storm was right above the city. Both lightning and thunder simultaneously. It lasted
about 3/4 of an hour, sleep was impossible. | don't remember such a nocturnal storm. | thought: 'It's
thundering, Perun, on my feast day.” Zabrana, Jan, Cely Zivot, op. cit., 30 May 1948, p. 25.
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established in the Boy Scout diaries, wherein the natural landscape frequently serves as a
mirror to the writer's emotional state. Nature thus reemerges as a pivotal element in
Zabrana’s worldview, albeit in an evolved form. In his earlier diaries, depictions of the
natural world consistently held a positive value, both in poems and entries. However, as
the author matures, natural phenomena acquire a negative dimension, reflecting his
increasing internal struggles. This evolution in Zabrana’s writing style persists and

develops further, as evidenced in the following note:

Pondélek jesté volny. Dusickovy.

Takovy podzim, jako jsou dny ted, je bezesporu krasnéjsi nez jaro. Vzduch je ad absurdum Cisty a
svézi. Vonny. Lesy se zviditelfiuji do nebyvalé pfesnosti. A pravidelné hranaté: oblacky jdou za sebou
po nebi jako vagony nebeské lokomotivy. TiSe, pfesné. V mé zemi je vSechno krasné, zac€ lidé
nemohou. Alespon nyni. Tata byl jes§té s nami. Odjizdél navecer. [...] Na drahu jsem neSel. Rozlougili
jsme se doma. Neni to lehky Zivot, ale je hrdy. Lépe nuzovat, stradat a plahocit se se vzpfimenou

hlavou nez slouzit na kolenou23

In this entry, Zabrana contrasts the aesthetic beauty of the natural world with the
perceived degradation of the human condition in his country, which likely reflects the
adverse living conditions following the rise of communism, particularly for his family. His
father, having lost his position as a teacher, was compelled to seek employment
elsewhere, necessitating prolonged separations from his family. The passage poignantly
details Zabrana’s struggle with this separation, thereby elucidating the profound
melancholy that permeates the text. For him, the human and natural worlds become
symbolic of two polarized realms: darkness and light, corruption and purity. This contrast is
particularly underscored by the author's description of the air’s quality, which he
accentuates with the Latin phrase “ad absurdum”. This use of Latin serves not only to
heighten the impact of the expression but also to illustrate the enhanced significance of
such linguistic combinations, a technique evident in his earlier entries. This stylized
portrayal of the autumn landscape departs from earlier descriptions by introducing the

metaphor of a train, which Zabrana utilizes to illustrate the movement of clouds across the

123 “Monday is still free. All Saints'. Such an autumn, like the days now, is undoubtedly more beautiful than
spring. The air is pure and fresh ad absurdum. Fragrant. The forests become visible with unprecedented
precision. And the regular angular clouds follow each other across the sky like cars of a celestial locomotive.
Quietly, precisely. In my country, everything is beautiful, except for the people. At least for now. Dad was still
with us. He left in the evening. [...] | didn't go to the station. We said goodbye at home. It's not an easy life,
but it is a proud one. It is better to live in hardship, to suffer, and to struggle with an upright head than to
serve on one's knees” Ibid., ibid., 1 November 1948, p. 73.
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sky. This metaphor conveys a sense of calmness and order inherent in the natural world, a
stark contrast to the disorder and unrest present in the human realm.'?* Another exemplary
case of how the landscape becomes the focus of Zabrana's poetic gaze can be found in
an entry dated February 20, 1949:

V¢era a dnes masiruji dny vskutku jarni. Snéhy, o téch se pomalu da fici s Villonem: Ou sont...? A ta
jarni zemé, vydélena v cipy mezi cestiCkami a mezi¢kami pod Orlikem, zemé jesté nepokryta ristem.
VSechno, cela krajina v modravém oparu, ktery slunce vyluzuje z vhiké hliny. A trava, trava je jako
spacovy po probuzeni, zvalena a zaclumana od spanku, jaro z toho fi¢i, hvizda. Prizracné dny,
priizracna obloha, priizracné haje. Obhlizel jsem stromy na zahradce, dychal jako divy ten vzduch.
Jak by to bylo svézi, jak by to vSechno rozstasfiovalo, kdyby nebylo bfemena, které nese ma. Kdyby
byl ¢lovék sto let na této zemi, nemohlo by mu jaro zevSednét [...] A vysoky jalovec vedle cestiCky ke
vchodu do domu probodava oblohu jako injekce Stésti. Nebe je jesté Ffidce, bezbarvé jasné, ale to uz

je citit, Ze bude modrat, bude modrat.125

Zabrana's Romantic engagement with nature is, once again, permeated with a
sense of melancholy. This fragment may be read as an ode to nature; however, it also
serves as a meditation on the inevitable transition from winter to spring. The passage
further reflects the writer's personal struggles, which cast a shadow over the natural
beauty he depicts. Zabrana’s descriptions are not merely observational; they are laden
with a sense of impending change. The diarist subtly hints at the transformation of the
landscape, emphasizing the freshness of the air and the vivid colors that spring will soon
introduce. Moreover, the text employs specific stylistic devices to reinforce this sense of
change and anticipation. The repetition of certain adjectives, such as “pruzracny”
(transparent), and verbs, notably the recurring “bude modrat, bude modrat” (it will turn
blue, it will turn blue), serves a dual purpose. On one hand, it mirrors the cyclical nature of
the seasons, capturing the gradual and inevitable shift from one state of being to another.

On the other hand, this repetition underscores a sense of longing or yearning within the

124 According to Jifi Travnicek, trains are a thematic obsession in Zabrana's work. Travnicek, Jifi, Slovo
svirané déjinami, in: Zabrana, Jan, Havran, op. cit, p. 642.
125 “Yesterday and today the days march forward with a truly spring-like character. As for the snow, one could
slowly say with Villon: Ou sont...? And that spring earth, divided into patches between paths and small roads
under Orlik, earth still uncovered by growth. Everything, the entire landscape, is in a bluish haze that the sun
draws out from the moist soil. And the grass, the grass is like a sleeper upon waking, tousled and rumpled
from sleep, with spring shouting and whistling from it. Transparent days, transparent sky, transparent groves.
| examined the trees in the garden, breathing in the air like a madman. How refreshing it would be, how it
would all be uplifting, if it weren't for the burden | carry. Even if one lived a hundred years on this earth,
spring could never become mundane. [...] And the tall juniper next to the path to the house pierces the sky
like an injection of happiness. The sky is still sparsely, colorlessly clear, but you can already feel that it will
turn blue, it will turn blue” Zabrana, Jan, Cely Zivot, op. cit, 20 February 1949, p. 127.
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author, as if he is both anticipating and willing the arrival of spring as a form of emotional
and psychological renewal.

These diaries also serve as a medium through which the young author articulates
his moral values and political thoughts, providing a lens into his evolving understanding of
morality and politics, revealing how these concerns influence his perspectives on

contemporary issues and his responses to the changing landscape of his society:

Clov&k musi Zit nad$ené a vytrvale pro néco, co v ném hofi sZziravym plamenem, dava mu
zapomenout na bene, odstrariuje z ného sobectvi, a pro co je ochoten pfinaset obéti. Zivot bez obéti,

zivot chlebarsky, je Zivot, ktery musi sam degradovat ¢lovéka na uroven zvirete.126

To navigate the oppressive political climate, Zabrana entrusts his diaries with his
silence, viewing it as a necessary sacrifice. This act of self-sacrifice, living for the flame
burning within him, enables him to preserve his integrity and survive. This moral stance
foreshadows aspects of his emerging artistic expression. Even in this early phase,
Zabrana's ideals are distinctly articulated. He possesses a mature clarity regarding his
moral values and his unwavering opposition to the regime. A particularly significant
influence is a quote from Winston Churchill, “The soul of freedom is immortal; it cannot and
will not be destroyed,” which Zabrana records in his diary and elaborates on in another

entry:

Je také velmi dllezité pro spravné poznani predist si nékteré vale€né reportaze. Téch ja jsem Cetl
dost. A mam ze vSeho sv(j vlastni, pevny a vytrvaly uzavér. Jenom to, co jsem si zapsal jako motto
zapisu z 10. ledna, je neménna pravda, ve kterou véfim. Jinak jsou rizné okolnosti proménlivée,
nevyzpytatelné a klamné. Nechat ostatnim jejich slova! Ale ve svém mi€eni védét a vidét vice nez

onili27

Firstly, Zabrana's poetic imagination is populated not only by the minutiae of
everyday life but also by the grand sweep of “great history”, reminiscent of Tolstoy's
juxtaposition of individual lives against the backdrop of historical events. Secondly, he felt

126 “A person must live with enthusiasm and persistently for something that burns in him with a corrosive
flame, makes him forget about 'bene,' removes selfishness from him, and for which he is willing to make
sacrifices. Life without sacrifices, a bread-and-butter life, is a life that must degrade a person to the level of
an animal” Zabrana, Jan, Cely Zivot, op. cit, 29 May 1948, p. 24.
127 “It is also very important for a proper understanding to read some war reports. I've read enough of those.
And from all of them, | have my own, firm and enduring closure. Only what | wrote down as the motto of the
entry on January 10th is an unchanging truth that | believe in. Otherwise, various circumstances are variable,
unpredictable, and deceptive. Let others have their words! But in my silence, to know and see more than
they do” Ibid., ibid., 13 January 1949, p. 101.
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a profound moral obligation to bear witness to these unfolding events and to record them
faithfully, even if this required a temporary silence. For Zabrana, truth was an absolute
imperative—a means to endure the pervasive falsehoods surrounding him. His assertion
that one must read war reports to grasp the essence of events and form one's own
judgment is particularly intriguing. While it is challenging to ascertain whether the style of
such reports influenced his writing, this claim underscores a critical necessity: the
preservation of a tangible connection to reality.

One entry of significant stylistic interest is from September 7-8, 1948, where
Zabrana vividly describes the funeral of President Benes. Zabrana, along with his
classmates, sought permission to travel to Prague to witness the funeral procession. With
remarkable detail, Zabrana narrates their navigation through the massive crowds and the
pervasive atmosphere of mourning and discontent in the capital. This excerpt showcases
familiar elements such as the inclusion of dialogue from the marching crowd. Particularly
noteworthy is the thematic structure of the entry, which straddles the line between a report
and a stream of consciousness. Zabrana meticulously and journalistically depicts the
entire scene: the physical movement of people, the presence of the SNB in both personnel
and vehicles, crowd control measures, the prolonged wait, the progression of the

procession, and the complaints and swearing of the spectators:

Cas ubihal, davy byly tiché, pokorné, lidé stojici vedle sebe se seznamovali a Septem vypravéli, ob&as
se postoupilo o pét deset kricku. [...] ubihalo to pomalu, mezi osmou a devatou se rychle setmélo a
posunovani se dopfedu bylo méfeno od lampy k lampé. Dav pfili§ nehlucel, lidé jedli, muzi koufili,
vSichni jaksi ponofeni, zamysleni strnuli. [...] ,Nedejte ho!“ a zazni hymna. SNB stoji v pozoru. Jeden
Z nich, jenZ nezdravi hymnu, je odménén polic¢kem od muze z davu. Hymna koné&i a znovu buraci
skandovani: ,Pro€ nam ho neukazete! BeneSe nam nevezmete!“ [...] ,Lumpi, chcete nas podvést!“ [...]

,Drz hubo, fizle!“128

Zabrana meticulously chronicles the crowd's movement, the snippets of
conversation, and the ambient street noises. Each phase of the funeral procession is
captured in his description. He employs short, almost stenographic sentences to convey

the unfolding events. The narrative style in the latter part of the entry shifts to Zabrana's

128 “As time passed, the crowds were quiet, obedient; people standing next to each other introduced
themselves and whispered, occasionally advancing five or ten steps. [...] it progressed slowly, between eight
and nine it quickly got dark, and the forward movement was measured from lamp to lamp. The crowd didn't
make much noise; people ate, men smoked, everyone, somehow immersed, thoughtful, stood still. [...] 'Don't
give it up!" and the anthem sounds. SNB (Security Police) stands at attention. One of them who doesn't
salute the anthem is rewarded with a slap from a man in the crowd.” "The anthem ends and the chanting
roars again: “Why won't you show him to us! You won't take Bene$ from us!® [...] 'Scoundrels, you want to
deceive us!' [...] “Shut up, cop!” Zabrana, Jan, Cely Zivot, op. cit., 7-8 September 1948, p. 51.
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personal perception of the procession, leading him to contemplate the stark contrast

between the motion of the living and the stiliness of death:

Vuz s Pani Hanou, a konec¢né krokem jede sklenény pohfebni viiz, ve sklenéné rakvi, zasypan az

k prsim kvéty, lezi drahy prezident. Jeho tvar je strnula, protahla smrti, balzamovanim voskova,
nezivotna. Teprve tu, vprostred kvilejiciho davu a svétel pada na dusi hrtiza a pravé uvédoméni toho,
co si nebylo pod destém frazi Ize pfedstavit. Tu lezi Bene$, pan prezident, mrtvy, bez moci, cizi lidé jej
vezou bez jeho souhlasu mezi davy, které zbozné hledi vpalit s do srdci podobu jeho tvare, ulici, kudy

chodival, hrozné nepfirozené plsobi, Ze on, jesté pfed nedavnem v &innosti, hovofici, starajici se,

nehybnost smrti nebyl rusena [...] takto vezou BeneSe, o némz si uz neuvédomujeme stale, Zze uz

nepromluvi, nic neudéla, [...] Byli jsme zvykli slychat, co Bene$§ ucinil, rozhodl — a on nyni ucinil to, ze
zemrel, a plsobi trapné a tragicky, zoufale nas to rozbolestruje, Ze on, ktery rozhodoval o nas, lezi tu
pfed nami v jediné slabosti, bezmocny, nehybny pfed nami Zivymi, nerozhoduje on, ale jini o ném, on,

jehoz dnes lidé vidi prvné jaksi v bezmoci, ubohosti, jen v majestatu smrti. 12°

The sight of President Bene§'s corpse triggers a series of associations in Zabrana's
mind, which systematically repeat, creating a thematic coherence that connects with the
earlier description of the marching crowds. Zabrana immediately discerns the contradiction
between the moving coffin and the corpse within. Notably, the rhythm of this fragment
stands out. Terms and syntactic constructions related to the concepts of powerlessness
(bezmocné, bez moci, bezmocny) and stillness (nehybnost, bez pohybu) recur frequently.
The forced motion of death by external forces highlights the immobility of the deceased
president, who once held power over the masses. Zabrana is struck by the irony of such a
powerful and active figure being reduced to complete motionlessness. This immobility,
symbolizing being at the mercy of others’ decisions, terrifies him, underscoring a profound
reflection on power and helplessness. This sense of impotence is intricately linked to

Zabrana's personal experience of powerlessness and entrapment. His diary entries

129 “A carriage with Mrs. Hana, and finally, step by step, a glass hearse moves, in a glass coffin, buried up to
the chest in flowers, lies the dear president. His face is stiff, elongated by death, waxen from embalming,
lifeless. Only here, in the midst of the wailing crowd and lights, horror falls on the soul, and a true awareness
of what was unimaginable under the deluge of phrases comes to mind. Here lies Bene§, Mr. President, dead,
powerless, strangers are carrying him without his consent among the crowds, who devoutly gaze at the fiery
image of his face, the street he used to walk through; it looks terribly unnatural that he, not long ago active,
speaking, caring, gesturing, now lies in the car, powerless, motionless among the living crowds. [...] It might
have been more dignified if the immobility of death had not been disturbed. [...] This is how they carry Benes,
about whom we no longer realize constantly that he will no longer speak, do anything. [...] We were used to
hearing what Bene$ did, decided—and now he did that he died, and it is awkward and tragic, painfully
distressing to us that he, who used to decide for us, lies here before us in a single weakness, powerless,
motionless among the living, no longer deciding about himself, but others deciding about him, he, whom
people today see for the first time in helplessness, wretchedness, only in the majesty of death” Ibid., ibid., 7-
8 September 1948, p. 51.
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frequently reflect his anxiety and feelings of confinement within the political climate of his
time. The heightened awareness of movement and stillness might indeed be a product of
the act of diary writing itself. Indecision and resultant stillness are often central features of
the diaristic mode, suggesting that these elements may be accentuated through the
process of recording one's thoughts and observations.*° The sensation of being enclosed,
trapped, and powerless to respond emerges as a recurring theme in the diary entries from
this period. This sentiment likely heightened the author's sensitivity to this particular scene,
which deeply resonated with his own experiences.**'This fragment primarily illustrates how
Zabrana engages with empirical material and adapts it to meet his recording objectives.
Another potentially relevant phenomenon in Zabrana's writing development is the
first entry of 1949, where Zabrana recounts the New Year's celebrations. The entry is quite
extensive and demonstrates Zabrana's attempt to depict an event he himself remembers

little about:

... Novy rok. Vim jen, Ze jsme se s Jirkou, Pidou, Julkem objimali, pfali si, aby byl lep§i, Julek fval
pfipitky na adresy drahych v dal docela bezostySné. Potom se tancovalo a pil grog, viely a silny. A pak
uz se nepamatuji t¢émér na nic, jenom né&jaké Silené tancovani, potom jsem dlouhou dobu (ale to uz
jsem skoro nevédél, co délam), sedél vedle Lidy, drzel ji za ruce a stale ji néco fikal a vykladal: vim

z toho jen to, Ze jsem ji stale opakoval, zZe ji miluju a néjaké hlouposti, ale to uz je vSechno spletené a

zapada do tmy 132

Through a rapid sequence of images and actions, Zabrana endeavors to
reconstruct the events, piecing together the fragments of his memory. Glimpses of

conversations, actions, and characters intermingle, creating a tapestry of recollections:

Potom jsem chodil po ¢erné chodbé jesté s nékterymi kluky, byl jsem si védom, Ze jsem ozraly jako

sliva, ale nepomahalo to. Bézel jsem dolu a chtél jsem dat venku hlavu do snéhu, ale Skolnik mél uz
vSude zavfeno, a tak jsem si jenom na temeno to€il z kohoutkl vodopady vody, nepomahalo to vSak
ani malo. [...] ved| jsem tam néjaké Feci s Jarkou a RUZou a nakonec uz jsem jenom sedél za stolem,

uvédomoval jsem si, Ze jsem opily, vSechno kolem bylo jako za sklem, védél jsem o sobé&, ale nemohl

130 “The act of writing about this indecision prolongs it, transforming it into a state that is ultimately quite
stable and vaguely comfortable.” Didier, Beatrice, Le journal intime, op. cit., p. 99.
131 The idea of being surrounded is marked by the frequent use of the verb “obklopovat” (surrounded,
encircled): “Je to more nenavisti, kterym nas, psance ve své zemi, obklopuji” Zabrana, Jan, Cely Zivot, op.
cit., 4 October 1948, p. 64.
132« New Year. | only know that Jirka, Pida, and Julek hugged each other, wished for it to be better; Julek
boldly shouted to the dear ones far away. Then there was dancing and drinking grog, warm and strong. And
then, | hardly remember almost anything, just some crazy dancing. Later on (but | barely knew what | was
doing by then), | sat next to Lida for a long time, holding her hands and kept telling her something: all | know
is that | kept repeating to her that | love her and some nonsense, but it's all tangled and fades into darkness”
Ibid., ibid., 1 January 1949, P. 93.
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jsem si poroucet, byl jsem slaby a chtélo se mi spat. [...] Na jednom stole a pod stole byl cely zality
ubrus — Kasal tam rozbil Iahev vina, stfepy — v8ude to teklo, v praméncich jako krev — bylo to téméf
jako v putyce a zacalo se mi délat Spatné z vystfih( vSech divek, z toho rafinovaného poodhalovani,
na chodbé Julek libal Lidu Metalovou, vSude bylo pIno koufe — tancila vZdy jen jedna nebo dvé
dvojice, radio, anebo to byl gramofon, burcoval jazzovou hudbu moc hluéné. Mluvili na mne, chodil

jsem s nimi, ale v$e bylo jako za sklem a vidél jsem, Ze oni jsou opili také.133

Zabrana pays meticulous attention to his physical sensations under the influence of
alcohol, vividly depicting the disorder of the party. He captures the confusion caused by
the noise of the music, the room filled with smoke, the atmosphere, and his sensation of
sickness. Beyond the rapid succession of sensations that highlight Zabrana's descriptive
prowess in capturing a chaotic whirlwind of events, certain details warrant particular
attention: the image of the broken bottle of wine flowing like blood, with its fragments
creating a tangible, vivid portrayal. This detail stands out amidst a narrative primarily
characterized by brief, fragmented actions. Following this, Zabrana describes his aversion
to the necklines of the girls at the party. This term is revisited in another entry from January
21, 1949, where he explains that in his writing, he sought to convey in one of his poems
how a woman's body exerts an alluring influence on a young man while simultaneously
posing a threat of destruction, and how the sophisticated display of the female body

evokes a profound sense of disgust:

[...] Ale napadla mé basnicka, a tak jsem se tim zabyval. Napsana byla cela ve dvou minutach, dnes
to Slo rychle, ale sedél jsem nad ni a zatesknil si. Chtél jsem v ni fici, jak pUsobi pfitazlivé zena svym
télem na mladého &lovéka, ale jak se zase hrozi zahuby, a nechutnost nad rafinovanym odhalovanim

Zenského télal34

The experience of the New Year party was transmuted into a poem, signalling a

new thematic core in Zabrana's poetry: the magnetic allure of women's charm and the fear

133 “Then | walked down the black corridor with some guys; | was aware that | was drunk as a plum, but it
didn't help. | ran down and wanted to put my head out in the snow, but the janitor had everything closed
everywhere, so | just turned the taps and waterfalls of water on my head, but it didn't help at all. [...] | had
some conversations there with Jarka and Rdza, and in the end, | just sat at the table, realizing that | was
drunk, everything around was like behind glass, | knew about myself, but | couldn't command myself, | was
weak, and | wanted to sleep. [...] On one table and under the table, the entire cloth was soaked - Kasal broke
a bottle of wine there, shards - it flowed everywhere, in streams like blood - it was almost like in prison, and |
started to feel sick from the cleavages of all the girls, from that sophisticated exposure; in the corridor, Julek
was kissing Lida Metalova, there was smoke everywhere - only one or two couples were dancing, the radio,
or it was a gramophone, blared jazz music too loudly. They talked to me, | walked with them, but everything
was like behind glass, and | saw that they were drunk too” Ibid., ibid., 1 January 1949, P. 93.
134 Zabrana, Jan, Cely Zivot, op. cit., 21 January 1949 p. 104.
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of the ruin it could bring. This thematic core, as evidenced, emerged directly from the
diarist's personal experience.

Zabrana’s sense of isolation, as mentioned before, is another prominent element in
this set of diary entries. This isolation was not only a result of the prevailing political
circumstances but also stemmed from the diarist's own outlook. As the political situation
began to deteriorate, so too did the circumstances of Zabrana's family, which intensified
his feelings of isolation and despair, especially in the entries from 1949. This growing
sense of alienation led him to express a profound aversion to the era in which he lived, as

he articulates in the following entry:

Kolem jdou neustale zpravy, verbovarny, reformy a narazy politické! Podivuji se sam sobé, Zze mi to
sem do denikd ani moc nepronika; ja to vstfebam jen tak jednim uchem, pokud mé to nebije pres
hlavu, ale to si ani ja neuvédomuiji, co mé to vlastné stoji za namahy. Ale potom se divim, ze kdyz
pFijdu vecer domu, Ze se potom ve mné néco zadrhne, mam najednou vzdy takovy nervovy Uhoz, jako
cely zni€eny. A je to Cas tak hnusny, ve kterém Zijeme, Ze se ani povidat neda! Mimo jiné jsem psali

hodné tézkou anglickou kénu3

In this passage, Zabrana reflects on the impact of political events on his emotional
state, intertwining the broader context with his personal struggles. The fragment captures
the tension between the external world, marked by political turmoil and societal changes,
and the internal world of Zabrana's emotions and reflections. The diary serves as a space
where he grapples with the challenges of his time, expressing both his resistance to the
political climate and his coping mechanisms, such as finding moments of beauty in the midst
of turmoil. The entry provides insights into how Zabrana uses his diary as a tool for self-
reflection and a means of navigating the complexities of his life. Zabrana asserts that the
political context does not affect his diary too much, even if, as we have observed, he
frequently comments on the world at large. According to Philippe Lejeune, diaries are a filter
that the diarist uses to erase negative elements of life, in order to convey only the positive
into his writing and, in so doing, shield himself. However, in Zabrana'’s case, the influence of
these events is so strong, that they inevitably become part of his reflections. Ruminations
on the political situation are, however, always interspersed with accounts of his everyday

135 “News, recruitments, reforms, and political shocks are constantly going on around. I'm amazed at myself
that it doesn't penetrate too much into my diaries; | absorb it only with one ear unless it hits me over the
head, but | don't even realize what it actually costs me. But then | wonder that when | come home in the
evening, something suddenly grinds in me, | always have such a nervous twitch, like completely destroyed.
And it's such a horrible time we live in, that it's not even worth talking about! Among other things, we wrote a
very difficult English essay.” Zabrana, Jan, Cely Zivot, op. cit., 18 January 1949, p. 56.
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activities, as we can see in this fragment: after complaining about the horror of the time, the
author ends the note with a remark about an English test he had. The juxtaposition between
the Great History and the triviality of his individual reality is always present.

When analyzing the endogenesis of Zabrana's writing, it is essential to consider how

the author reflects upon and describes his creative process in these diaries:

Odpoledne jsem trochu pfemyslel a pfiSla mi myslenka, jak jsem se vlastné ja dostal k poezii, zajmu a
chapani nejkrasnéjsich z muz: nékdy koncem roku 44-45 pod silnymi city a pohnutimi (pfimo Ize napsat,
Ze to byla Sona, ktera to zpUsobila) jsem se pokousel vypsat své dojmy. Jak mé napadlo, Zze do vers(,
to bohuzel nevim a asi se uz nedopfemyslim. [...] Do té doby jsem Cetl rodokapsy a detektivky, ani
roman ne, natoz verSe. Snad jsem troSku autokritiky mél, napsané se mi nelibilo, sahl jsem po néjaké
knize basni, abych vidél, jak se to déla, zacetl jsem se hloubgji, nasel jsem pramen a zdroje netusenych

kras.136

His sensitivity and emotions, particularly his relationship with a girl named Sona,
played a crucial role in his creative process. Zabrana admits that, until then, he had not read
poetry and had only written popular novels while reading detective stories. However, for him,
poetry served not only as a form of testimony but also as a vehicle for reminiscence. In an
entry dated November 30, 1948, he reflects on a poem he composed while remembering
Sona, noting that it was she who inspired him to begin writing. In this extensive entry, he
provides a thorough account of the motivations and circumstances that led him to write
poetry during this period. He notes, “jediny pramen, ktery ve mné stale hr¢i svézimi barvami,
jsou ty vzpominky. Schematizovaly, prosel je ¢as, ale stale Zhnou.”'®” Memories and the
constant return to them are the primary sources of joy for Zabrana, a joy he associates not
only with vivid colors but also with the element of fire, underscoring the vitality of those lost
moments. In contrast, the present is consistently portrayed in his diary entries in terms of
pale and cool tones, set against a wintry landscape that, while offering a degree of solace
from life's turmoil, is invariably tinged with melancholy and stiliness. In this context, he
declares that “vzpominka je znovuproZziti. Mnohdy intenzivnéjsi a takove, jaké soucasnost

nedovoluje”, affirming the stark contrast, in his view, between the present and the past.13

136 |bid., ibid., 27 August 1948, p. 44.
137 “The only source still bubbling in me with fresh colors is those memories. They have been de-
schematized, time has passed, but they still burn” Zabrana, Jan, Cely Zivot, op. cit, 30 November 1948, p.
82.
138 “Memory is a re-experience. Often more intense and authentic than the present allows” Ibid., ibid., 30
November 1948, p. 83.
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He then distinguishes between two types of poems: those emerging from the immediacy of
experience and those rooted in memories, the features observed earlier during his scouting
period that continue to reappear. Zabrana describes his artistic process in a noteworthy
manner: “Clovék potrebuje vic a vic zazitkt, aby to v ném mokvalo a hnisalo, a pak uz se
basné vali ven jako hnis z protrzeného viedu”.*3° For Zabrana, creation was a way of filtering
past experiences, assimilating them into the poet's inner self until they created some
infection that could be cured by writing. Zabrana feels he is drying up because he no longer
has such experiences, as he is “navie¢en do kiiZze vydédénce. Sam jsem ji oblékl” .24° The
solitude into which he has withdrawn is caused by both his personal need and the political
situation, leading to a sense of helplessness. Inner pain, uncertainty, and the heaviness of
personal and external situations strip him of all strength and essentially his will. Incapacity
and frustration lead to a state of nervousness, isolating him from others, thus forcing him to
wear a mask of arrogant detachment. His poems serve as a remedy against the drying up
of memory, and as a way to return to a better past.

Thus, in this phase of Zabrana’s development, writing seems to primarly serve as a
remedy against oblivion. The notion of the past as a safe place, evoked through writing, is

corroborated by another entry, also related to Sona:

Ale obavam se, Ze se Sofia ve mné uz stava jen vzpominkou. Vim, co mé ¢ekd, odejde-li pamét a
vzpominani — schopnosti vé€ného obrozovani krasy pfeslé, vim to, nebot se zndm, znam v3echny ty
stagnace, krize, neschopnosti, jichZ jsem pin. Stal jsem dnes na hibitové polorozsvicéném svétylky
vzpominani blizkych a snazil se promyslet se hlinou ke zbytkim mrtvych tam dole. Nemohl odejit
vSechen zivot z toho, co kdysi zilo. A tak véky odchazeli lidé, odchazej, méni se v hlinu jejich téla;
kazdého to Ceka, a pfece se nikdo nedovede zbavit strachu a hrizy ze smrti. Je to nenavratnost a

vécénost smrti, zmlknuti nekoneéné, co dési.141

The consequences of memory loss manifest as stagnation, personal crises, and a

pervasive sense of helplessness that frequently torments the author. For Zabrana, the

139 “A person needs more and more experience for it to soak and fester in him, and then the poems roll out
like pus from a burst boil” Ibid., /bid., 30 November 1948, p. 83.
140 “Dressed in the skin of an outcast. | dressed it myself” Ibid., ibid, 30 November 1948, p. 82.
141 “But I'm afraid that Soria is becoming just a memory to me now. | know what awaits me if memory and
recollection fade away — the ability to perpetually renew the beauty of the past. | know it, for | know myself, |
know all those stagnations, crises, incapacities with which | am full. Today | stood in the cemetery, dimly lit
by the lights of memories of the departed and tried to contemplate with the earth towards the remnants of the
dead down there. All the life that once lived couldn't vanish entirely. And so people departed for ages,
leaving, transforming into the soil of their bodies; everyone faces it, yet no one can rid themselves of the fear
and horror of death. It's the irreversibility and eternity of death, the infinite silence, that frightens” Zabrana,
Jan, Cely Zivot, op. cit., 1 November 1948, p. 74.
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erosion of memory is not merely a passive forgetting but a profound threat to his very sense
of self and continuity. These feelings of disorientation and paralysis emerge repeatedly
throughout his diary entries, suggesting that for him, memory serves as a vital anchor
against the encroaching void of the present. During this period, in addition to his affection

for Sona, Zabrana also harboured a passionate love for another classmate, Lida:

Hodné se v téchto dnech pokousim psat verSe: podnéty, které pfichazeji a témér nuti psat, jsou Casté a
neobycCejné zivé. Je v tom jesté néco z tragické krasy té bolesti (nebylo to vic) k Lidé. Ale marné se
pokousim uchopit vyraz. Jindy mé posloucha., nemame-li co fici. Nyni je s nim tfeba svadét zapas, aby

neucesal vSechno pudové, necesané a horké.142

Zabrana yearns for an authenticity of emotion that he endeavors to capture in his
poetry. This aspiration for genuine expression arises from the profound despair he
experiences due to the unattainability of his beloved, Lida. The love that Zabrana is unable
to openly declare compels him to craft verses imbued with a newfound intensity and
vividness. Notably, he describes his creative process in terms of a struggle, referring to it as
“fighting with” his poetic material. He emphasizes the importance of resisting the impulse to
embellish his writing, highlighting the imperative to convey his emotions with the utmost
clarity and simplicity. During this period, we can argue that love and the contemplation of his
beloved became a fundamental driving force behind his poetic creativity, particularly in

relation to Lida. This is evident in another entry from October 4:

Boze, z té Lidy se stava den ze dne hezcli dévce; je vidét, ze umim dobfe odhadovat, ma nadherné
modré oci v Uzasné& soumérném obliceji (...) Ale uz je to jen objektivni pozorovani krasy, jako zezloutlé
listi, jasné dny atd. Nic vic pro mé. Ja vzdycky zabiji a ukfi¢im v sobé& svou ladsku a touhu a vzdam se ji.

A snad jediné proto mlze zUstat tak krasna 143

142 “In these days, | am trying a lot to write verses: the impulses that come and almost compel writing are
frequent and extraordinarily lively. There is still something of the tragic beauty of that pain (wasn't there
more) towards Lida. But | vainly attempt to grasp the expression. At other times, it listens to me, when | have
nothing to say. Now it is necessary to wrestle with it, so it doesn't smooth out all the instinctual, uncombed,
and hot” Ibid., ibid., 17 September 1948, p. 57.
143 “God, Lida becomes a more beautiful girl day by day; you can see that | can estimate well, she has
wonderfully blue eyes in an amazingly symmetrical face (...) But it's just objective observation of beauty, like
yellowed leaves, bright days, etc. Nothing more for me. | always kill and scream my love and desire within
me and give up on it. And maybe only because of that, she can remain so beautiful” Ibid., ibid., 4 October
1948, p. 65.
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The impossibility of attaining his desired love compels Zabrana to renounce these
feelings, relegating them to the realm of objective facts that can be documented in reality,
deprived of any emotional charged. For Zabrana, the suppression of emotion and the
withdrawal from personal engagement appear to be the only means of preserving the beauty
of the beloved. It is as though external reality inevitably corrupts all that is beautiful in human
existence; thus, only by maintaining a distance and observing from afar can the purity of the
poetic image be safeguarded. The poet channels his emotions into both his verses and his
diary entries, which together create an idealized space for contemplating these phenomena
while establishing the necessary separation from the contaminating effects of reality.
Zabrana elaborates on the significance and value of such distance in another entry,
suggesting that it is this detachment that enables the preservation of poetic purity and

aesthetic integrity:

21. zafi 1948 Chladny den. Sviravy Sedivy vitr v krajiné a dojem podzimni opusténosti. [...] Divame-li
se tfeba na podzim z léta, vidime jenom vétrné dny, jefabiny na stromech, zorana pole a lesy v mlhach,
kouzlo té&snéjSiho Zzivota v domové, které vrcholi v zimé. Tento pohled zjiné ro¢ni doby je ale
schematizujici. Kdyz zrovna je podzim, nelze dost vyrazné vidét vSechny ty jevy, ponévadz jsou pfili§
samoziejmeé. A citit krasu a zabyvat se ji Ize 1épe tehdy, kdyzZ je vzdalena a nedosazitelna. Je jaksi
idealni, zbavena vSech objektivnich vad, které jsou patrny tvafi v tvar, pohled z dali vidi jen to, co chce,

co mu bylo pfijemné, odtud uz zasadni subjektivnost.144

Viewing from a distance permits Zabrana to perceive the object of his contemplation
unburdened by the limitations imposed by objective reality. This distance enables a
subjective reinterpretation of memories, wherein the recollection is reshaped according to
the poet's inner experience rather than the constraints of external facts. The act of
maintaining a diary plays a crucial role in fostering this sense of detachment, offering a
refuge where the author can momentarily withdraw from the pressures and demands of the
external world. In the diary, Zabrana is able to craft a space for introspection and creative

reflection, allowing him to engage with his experiences on his own terms.

144 “September 21, 1948. A chilly day. The air is tense, gray, with a sense of autumnal desolation. [...] When
we look at autumn from the perspective of summer, we see only windy days, rowanberries on the trees,
plowed fields, and forests in mists, the enchantment of a closer home life, which culminates in winter.
However, this view from a different season is schematic. When it is actually autumn, one cannot distinctly
perceive all those phenomena because they are too obvious. And to feel the beauty and engage with it better
when it is distant and unattainable. It is somewhat ideal, devoid of all the objective flaws that are apparent
face to face. The view from a distance sees only what it wants, what was pleasant to it, thus emphasizing a
fundamental subjectivity” Zabrana, Jan, Cely Zivot, op. cit., 21 September 1948, p. 59.
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In another next entry, dated 24" October 1948, Zabrana tries to explain why he

started a diary in the first place:

Po obédé jsem nad denikem trochu pfemysilel, jak ja, ¢lovék od pfirody nestaly, nevytrvaly, proménlivy
a vrtkavy, jsem pfiSel vibec na mysSlenku psat denik. Toz: uz dfiv jsem se o to pokousSel, nebo alespor
zaznamenavat nékteré udalosti. Ve svych papirech mam nékteré zlomky. Ale zac¢alo to lorfiské zimy tim,
ze jsem Cetl (hned néjak o Novém roce) Montgomeryho zivotopis, kde piSe, jak si vedl své deniky a jak
mu byvaly uzite€né. Rozhodl jsem se tehdy psat denik kazdy den, i kdyz neni zajimavy. Tehdy jsem byl
také hrozné zatat do Jarky, vSecko volalo po néjakém vysloveni: snad i to byl umysl, z néhoz se denik
zrodil. A pak: nejednou si uvédomoval, Ze mi minulost splyva, Ze nedovedu oddélovat jednotlivé véci; i
mél denik slouzit k Cistému a pfesnému zapsani toho vSeho, co kdy bylo. Vydrzel jsem to az dodnes,

délat to rad. 145

A primary impetus for Zabrana’s decision to keep a diary appears to be his desire for
self-improvement. Influenced by his reading of Captain Montgomery's biography, Zabrana
came to view diary-keeping as a potentially advantageous practice for individuals who
struggle with qualities such as “inconstancy, impermanence, variability, and fickleness.” He
recognized that these traits posed challenges in maintaining a coherent and stable sense of
self. Moreover, Zabrana acknowledges his own difficulties in distinguishing and accurately
recalling individual events from the past. This struggle with memory and the fragmentation
of his experiences further motivated him to document his thoughts and experiences
systematically. By keeping a diary, Zabrana sought to counteract these tendencies and
achieve a greater degree of clarity and self-understanding.

His nostalgia extends beyond personal relationships with past romantic interests to
encompass a broader sense of loss regarding the world that existed prior to the Communist
regime—a world depicted in his scout diaries that preceded the end of World War II.
Following his reading of Christopher Buckley Road to Rome,*® Zabrana reflects with

nostalgia on the liberation from Nazism, recalling the fervent enthusiasm that greeted each

145 “After lunch, | pondered a bit about the diary, how |, a person by nature fickle, unsteady, changeable, and
capricious, ever came up with the idea of writing a diary. Well, | had tried it before, or at least jotting down
some events. | have some fragments in my papers. But it all started last winter when | read (right around
New Year's) Montgomery's biography, where he writes about keeping his diaries and how useful they used to
be to him. | decided then to write a diary every day, even if it's not interesting. At that time, | was also deeply
into Jarka, everything called for some expression: perhaps that was also the intention from which the diary
was born. And then: more than once | realized that my past was merging, that | couldn't separate individual
things; the diary was supposed to serve to record all that ever was purely and accurately. | have kept it up
until today, enjoying doing it.” Ibid., ibid., 24 October 1948, p. 70.
146 Zabrana, Jan, Cely Zivot, op. cit., 28 October 1948, p. 72.
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advance of the troops, which “warmed their souls” and inspired a sense of renewal and
freedom. He laments the contrast between this sense of liberation and the current state of
oppression, remarking, “It is bitter to realize again what freedom has turned into in our
hands.” The culmination of this yearning for lost freedom is poignantly captured in two
verses: “Je korunou v$i bidy/dni Stastnéjsich vzpominat’,*4” encapsulating the deep sorrow
elicited by reminiscing about more prosperous times.

The period from 1948 to 1949 stands out as particularly significant for the burgeoning
writer Zabrana. During this time, his enthusiasm for literature intensifies, leading him to
devour a wide array of literary works. This phase of his diaries is notably rich in references
to novels, poems, essays, and reports, each accompanied by Zabrana’s commentaries. This
indicates that his engagement extended beyond passive reading; he was actively
developing his skills as a literary critic. Zabrana'’s involvement in the literary community of
his hometown was profound. He participated in his school’s literary circle,*® where he was
frequently tasked with presenting papers on various authors. Additionally, he contributed to
the editorial board of the high school magazine Vykvét, providing reviews and critical
assessments of contemporary books.'#° Although the task was forced upon him, these
activities prompted him to reflect critically on literature and literary style. Given the vast
amount of material available, we will concentrate on the works and authors Zabrana
mentions most frequently or comments on with particular specificity, highlighting their
significant impact on him.

During this period, the sheer quantity and diversity of Zabrana’s readings is truly
remarkable. Providing a comprehensive account of all his literary encounters would be
challenging; therefore, | will offer a brief overview before focusing on the texts and authors
that, in my view, exerted a particularly significant exogenetic influence on his development.

Zabrana was an avid reader not only of Czech literature, where he demonstrated a
deep and nuanced understanding, but also of international literary traditions. His interests
extended to various national literatures. Among the Anglo-American writers he mentions are
Edgar Allan Poe, Graham Greene (whom he would later translate), Alexander Pope, and
John Steinbeck. In terms of Czech literature, he cites several classic and contemporary
authors, including Josef Hora, Frantiek Halas, Petr Bezrug, Vladimir Holan, Karel Capek,

and Jakub Arbes, among others. Zabrana also engaged deeply with literary criticism of his

147 “|s the crown of all misery/ to remember happier days” Ibid., ibid., 28 October 1948, p. 73.
148 “Po ob&dé jsem dodetl Cerného a byl ve mésté vybirat pfispévky na Kruh pratel eského jazyka” Ibid.,
ibid., 28 December 1948, p. 90.
149 “\/€era na oné idiotské schlizi jsem byl s mnoha jinymi jmenovan na redaktofeni do Vykvétu” Ibid., ibid.,
15 September 1948, p. 56.
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time, frequently referencing studies by figures such as Frantiek X. Salda, Jan Mukarovsky,
and Vaclav Cerny. French literature also features prominently in his diaries, with mentions
of Francois Villon, Charles Baudelaire, Paul Verlaine, Arthur Rimbaud, Pierre de Ronsard,
and Jean-Paul Sartre. His readings further extended to ancient literature, including figures
such as Socrates and Virgil, which were likely connected to his classical studies in high
school. Russian literature, however, seems to occupy a less central role in his notes, with
the notable exception of Sergei Yesenin, whose influence will be explored in the final section
of this dossier. Although Zabrana briefly references Fyodor Dostoevsky, Leo Tolstoy, and his
experience reading Nikolai Gogol's Taras Bulba, he does not dwell on these authors to the
same extent. This selective engagement reflects Zabrana's eclectic but discerning approach
to literature during this formative phase of his intellectual development. He also remarks on
the behaviour of contemporary Czech authors who were affiliated with or sympathizers of
the Party, condemning their choices and portraying them as “traitors”. In a subsequent entry,
he critiques FrantiSek Halas, whose collection of poems had been sent to him by Sona a
few days earlier, provoking a strong reaction of disgust. Reflecting on one of Halas's verses

from the poem Padlym (“Nad Zivot nad smrt necht je svoboda na véky nam”), he asserts:

Coz uz Halas zapomnél, co fikal? Nebo mu snad dnesni ,svoboda®“, ktera smrti ty, kdoz s ni paralelné
nesmysleji, stagi? Ci ma basnik Usta jen proto, aby jimi slova prochéazela a aby nic z nich nezdstalo
uvnitf? Je to mozno pro jeho svédomi smifit se s padem toho, o€ jiné vyzyval, aby jim bylo nad Zivot,
nad smrt? [...] Basnikovi se to rétoruje, kdyZ netu$, Ze za Casek pfijde osvédcit jeho slova skutek.
Zamyslim se nad tim: nesmim byt takovy! At jsem jinak slaboch bez vile, nesmim zrazovat své!

Uznavam Halase a obdivuji se mu jako velkému basnikovi, ale... Mozna Ze ma jina sudidla.1%0

This entry illustrates that, for the young author, the moral stance of a writer was
paramount, regardless of the literary merit of their work.

Regarding the authors upon whom Zabrana reflects most deeply during this period,
Jan Zahradniek’s (1905-1960) collection Korouhve (Banners, 1944) stands out as a
significant artistic touchstone. Zabrana meticulously documents the impressions the

collection made on him, especially from a technical standpoint. He expresses admiration for

150 “Has Halas already forgotten what he once said? Or is he content with today’s ‘freedom,” which condemns
to death those who do not think in parallel with it? Or does a poet have a mouth only for words to pass
through, without leaving anything behind within? Is it possible for his conscience to reconcile itself with the
downfall of that which he once urged others to hold above life, above death? [...] It is easy for the poet to
speak rhetorically when he does not know that soon his words will have to be proven by actions. | reflect on
this: | must not be like that! Even if | am otherwise a weakling without will, | must not betray my own! |
recognize and admire Halas as a great poet, but... Perhaps he has different standards” Zabrana, Jan, Cely
Zivot, op. cit., 30 December 1948, p. 92.
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the plasticity of ZahradniCek's verses and attributes the beauty of his work to his Christian
faith and moral outlook. Zabrana is captivated by the religious belief in a cosmic harmony, a
vision in which one can perceive the presence of the Almighty. This fascination may be
rooted in a sense of the lost stability and certainties of the modern world. Zabrana's quest
for a lost harmony mirrors his perception of the past, especially the idyllic paradise of his
youth. Notably, in his scout diaries, he invoked God as a central figure in this harmonious
world, which encompassed both the natural landscape and the experience of scout
camps.'®! This suggests a deep-rooted connection between his early experiences and the
spiritual and moral frameworks he later explored in his literary works.

The longing for the joy of past times also manifests in Zabrana's attraction to Ladislav
Fikar’'s (1920-1975) poetry.1>2 For instance, in an entry from October 1948, he commends
the tenderness of Fikar's verses in the collection Samotin (1945). The thematic core of
Fikar's collection lies in a return to childhood memories, underpinned by an enduring belief
in lyricism. Zabrana reflects on the nostalgia evoked by Fikar's verses again in his entry on
October 5 of the same year: “Byl dnes nadherny podzimni den. Cetl jsem ve Fikarové Byl
dnes nédherny podzimni den. Cetl jsem ve Fikarové Samotinu. To na mné padne vZdy
takova nézna tesknota, bolest and prekrasnym, co se mohlo spinit, ale nesplnilo, néjaké
vyhladovéni citu, jako po koupeli'*>3. Zabrana feels a tender “tesknota” (nostalgia), a key
word in his writing of these years, and feels pain because of what he has lost.

Zabrana's literary interests extend even to works from the Far East, as evidenced by
his enthusiasm for the poems in the collection Zpévy staré Ciny (Songs of Ancient China,
1939). In these poems, he discovers a tenderness and reverence for the beauty of nature

that closely mirrors his own sensibilities:

Myslim si, Ze Zpévy staré Ciny a jejich druhy dil byly lepsi. [...] Je to pfedevsim ten bohorovny, v pfirodé
v nepatrnych radostech zakotveny Zivotny klid. Klid, v némz se lIze té&Sit z vychodu slunce, ze
vzneSenosti skupiny borovic, néznosti rozkvetlych stromu a €erstvého snéhu. S tim souvisi samota [...]
Ale pfedstava pfirodni, izolované a dlouhé samoty ve mné vyvolavéa touhu. Z takového Ustrani, vyjmut

ze v§eho béhu Zivotniho, bych mohl porozumét smyslu véeho déni, jeho pfi¢inam atd.1>*

151 See the poem Vecerka at page 6.

152 “Cetl jsem FikarGv Samotin. Je to snad, po mém soudu, nas nejlepsi mlady lyrik. Pfi &teni jeho versa se

mne zmocnuje to podivné zjihnuti a znéznéni, které je prdvodnim znakem pravé poezie.” Zabrana, Jan, Cely

Zivot, op. cit., 2 October 1948, p. 64.

153 “Today was a beautiful autumn day. | read Fikar's Samotin. It always brings such tender melancholy to

me, a pain over the beautiful that could have been fulfilled but was not, a starvation of feelings, like after a

bath.” Ibid., ibid., 5 October 1948, p. 65.

154 “| believe that Songs of Ancient China and its second volume were better. [...] It is primarily the divine

tranquility, anchored in the subtle joys of nature. This tranquility allows one to take pleasure in the sunrise,

the grandeur of a group of pines, the tenderness of blossoming trees, and the freshness of new snow. This is
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This entry reinforces what has been evident in Zabrana's relationship with nature
since 1945: his quest for solace and tranquility amidst the chaos of the external world,
coupled with his tendency to withdraw from reality to attain a deeper understanding of
events. This approach is closely linked to the earlier observed sense of distance regarding
the subjectivity inherent in his poetic perspective.

Another significant figure in Zabrana's reflections is the French poet Arthur Rimbaud

(1854-1891), whose influence he cannot seem to escape:

Témito slovy (Je ne pouvais pas continuer, c’etait mal) se jeden z nejvétsich basniku svéta vSech dob,
Rimbaud, rozloucil se svou basnickou &innosti. [...] Vzdy se snazil ttméf se vyhnout publikovani a o
jedinou knizku, ktera vysla mimo jeho vlast, se vibec nestaral. Zabyvam se uz Rimbaudem delSi ¢as:
je to fascinujici osobnost [...] je to okouzlujici. Chlad k Zenam. Pohrdani svétem. Silacké gesto a naopak
nejvroucnégjsi slova [...] ta uzasné propastna distance od celého lidského hemzeni, ode vSechno

zbyte¢ného, nizkého, co tvofi Zivot a ¢im ja pohrdam?155

Zabrana expresses a deep appreciation for Rimbaud's poetry, particularly for its
“‘mysterious and wild strings that are either reflected in the poems or surprisingly absent
from them.” He is captivated by Rimbaud's unconventional attitude, his rejection of both
societal norms and even his own literary work. Thematically, Zabrana identifies with several
elements of Rimbaud's poetic persona: his “coldness towards women, contempt for the
world, a strong gesture, and, conversely, the warmest words”. These attributes resonate
profoundly with Zabrana, reflecting a shared sensibility marked by a disdain for superficiality
and a preference for authenticity. A significant exogenetic influence on Zabrana is the
rejection of all that he deems unnecessary in life. He reflects on this sentiment, emphasizing
the distance it creates between him and the “human swarm”—a metaphor for the masses
whose values and preoccupations he finds trivial and repugnant. In this light, Zabrana
admires Rimbaud's audacity to articulate the unspeakable. In the same diary entry, Zabrana
draws on insights from Vaclav Cerny's First Issue on Existentialism (Prvni se$it o
existencialismu, 1947-1948), particularly Rimbaud's concept of the impossibility of salvation
through art. Existentialism, which began to influence Czechoslovak intellectual circles in the
early 1930s, resonates with Zabrana's own engagement with these ideas. He further
references another work by Cerny, (Personality, Work, and Struggle, in which Cerny

closely related to solitude [...] But the idea of a natural, isolated, and extended solitude evokes a deep
longing in me. From such seclusion, removed from the rush of everyday life, | could understand the meaning
of all events, their causes, and so on” Zabrana, Jan, Cely Zivot, op. cit., 1 February 1949, p. 113.
155 |bid., ibid., 3 January 1949, p. 95.
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contemplates whether the greatest poets might be those who abandon their craft
prematurely.’5¢ This notion deeply impacts Zabrana, as evidenced by his inclusion of Cerny's
full quote in his diary. Cerny argues that the greatness of such poets lies in their
uncompromising honesty and purity—a concept that Zabrana finds particularly
compelling.t%’

Another author briefly mentioned by Zabrana, but worthy of attention, is Jifi KolaF
(1914-2002). Although Kolafr does not appear to play a significant role in this period of
Zabrana’s life — being referenced only once in the available selections — he holds
considerable importance as an innovator in Czech diaristic literature and as a leading figure
of Group 42. Understanding the young Zabrana’s stance towards the new literary tendencies
that emerged after World War Il is crucial, as it reveals contrasting facets of his evolving
ideas about literature during this phase of his development.

Influenced by the wartime crisis and the perceived moral degradation of the world, a
new generation of writers increasingly lost trust in external reality, turning instead towards
the inner world. These writers sought refuge in the everyday dimensions of human life,

embracing simplicity and the elemental aspects of existence.

Zprvu vefejné malo viditelné projevy tradi€nich skupin surrealistt, Skupiny 42 nebo mladSich autort
formujicich své poetiky v dob& po Unoru, sjednocuje touha po autenticité, protoZze autenticita obecné
prezentovaného pfibéhu postupné slabne a stale vice se rozchazi s vidénim a vnimanim svéta
jednotlived i skupin. Zaroven se od konce 40. let projevuje vliv evropskych myslenkovych proudd,
zejména francouzského existencialismu — Sartrovy Cesty k svobodé vychazeji jesté pred Unorem 1948

a jeho hra S vylou¢enim vefejnosti méla premiéru v roce 1947.158

The writer Kamil Bednaf, for example, attempted to analyze the characteristic
features of this new poetics in his article Slovo k mladim (A Word to the Young, 1940), in
which he theorized about the image of the naked human, i.e., a person devoid of all social
conceptions. Parallel to this, Jifi Chalupecky's second program, titled Svét, v némz Zijeme

(The World We Live In, 1940), placed the individual in the world of objects and the exterior.

156 |bid., ibid., 16 January 1949, p. 101.
157 Refer to page 23, where Zabrana elucidates the necessity of maintaining the straightforwardness of his
verses.
158 “Initially, the less publicly visible manifestations of traditional surrealist groups, such as Group 42, did not
include younger authors shaping their poetics in the post-February period. These groups were united by a
desire for authenticity, as the authenticity of the generally presented story gradually weakened and
increasingly diverged from the vision and perception of the world held by individuals and groups.
Simultaneously, from the late 1940s, the influence of European intellectual currents, particularly French
existentialism, grew. Sartre's Roads fo Freedom was published before February 1948, and his play No Exit
premiered in 1947” Papousek, Vladimir, Monumenty a existence, in: Papous$ek, V. a kol, Chér a disonace.
Ceska literatura 1947-1963, Akropolis/Filozoficka fakulta JCU, Praha 2022, p. 82.
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This fundamental contrast between the interior and the exterior became a key element for
the subsequent poetic era. In a similar spirit, with Chalupecky as their main theorist, the
artistic association “Group 42” focused on depicting the harshness and simplicity of reality.
KolafF, with his commitment to diaristic realism and attention to the minutiae of daily life,
exemplifies this trend. However, Zabrana’s engagement with these new tendencies appears
ambivalent, suggesting a deeper tension in his literary outlook, one that often favors a more
traditional, lyrical approach over the stark realism favoured by some of his contemporaries.

Zabrana's reference to Kolar during this period appears in the context of a review he
was assigned to write on Kolaf's collection of poems, Dny v roce (Days in a Year, 1948).
While acknowledging the collection as “interesting, but not remarkable,” Zabrana critiques
it, stating, “this is not the right path to a new kind of poetry.” This evaluation suggests
Zabrana’s awareness of, and engagement with, contemporary poetic trends, as well as his
developing critical stance toward the innovations of his literary predecessors. Kolafr's work,
known for its experimental approach and focus on urban themes, perhaps did not resonate
with Zabrana’s own poetic aspirations or his understanding of what constituted “new” poetry.
159 Zabrana's limited commentary on Kolar suggests a fundamental misalignment between
Kolaf’s diaristic “total realism” and his own literary ideals. To further elucidate Zabrana’s
perspective, one can turn to the review he wrote of KolaF's work for Vykvét. In this review,
Zabrana begins by challenging the common notion that poetry is something inherently
elusive and difficult to comprehend. He contends that contemporary poetry has a different
task than it did in the past, implying that Kolaf's method represents a departure from
traditional poetic forms. Zabrana specifically critiques Kolar for presenting poems that lack
conventional rhyme and rhythm, suggesting that they resemble rhythmic prose more than
true poetry.16© While he acknowledges Kolai’s acute sensitivity to the overlooked details of
everyday life, Zabrana is less appreciative of Kolaf's overt declaration of intent to engage
with reality, as seen in the collection's epigraph. Zabrana implies that by explicitly directing
the reader's interpretation, Kolar detracts from the very sense of reality he aims to evoke. It
is evident, however, that Zabrana found greater resonance with poets who embraced a more
traditional approach—those whose lyrical and comprehensive style aimed at capturing
absolute truths, evoking images of peace and harmony through the potency of their

language. For Zabrana, this type of poetry served not only as a means of artistic expression

159 “Kolarfovy Dny v roce jsou zajimavé, ale malo poetické. To nebude prava cesta k nové poezii” Zabrana,

Jan, Cely zZivot, op. cit., 18 August 1948, p. 40.

160 “Poezie ma dnes jiné ukoly nez kdy jindy. KolaF se rozchazi s tradi¢ni basnickou formou, opousti rytmickeé

verSe, vzdava se rymu.” Zabrana, Jan, Délnik Jifi Kolar — tviirce nové poezie, in: Cely Zivot, op. cit., p. 140.
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but also as a source of solace for the poet's wounded soul, offering a refuge from the disquiet
of reality and a pathway to deeper emotional and spiritual restoration.

Zabrana and Yesenin

Despite the wide range of Zabrana’s literary influences, the Russian poet Sergei
Yesenin emerges as the most significant and enduring. Zabrana makes frequent references
to Yesenin throughout his diaries from this period and beyond, demonstrating his profound
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engagement with the poet's work. According to Stanislav Rubas, Zabrana first encountered
Yesenin's poetry in 1947, when he began translating some of his poems from the collection
Modrava Rus’ (Azure Rus’, 1947). This suggests that Yesenin had a long-lasting impact on
Zabrana, particularly during the formative years covered in this initial genetic dossier (1947—
1949). 161 |n 1948, Zabrana frequently reflects on the melancholy and sorrow evoked by
Yesenin's verses. He often associates the poet with colder seasons, such as winter and
autumn: “A vecer (stydim se to skoro psat) slzy a teskny zarmutek nad Jeseninem,
basnikem, s nimz a jeho melancholii jsem Zil letoSni (vlastné loriskou) zimu a k jehoz
steskum mé dnes privedla ticha jeseri. Je to mij nejmilejsi basnik.”62

Sergei Yesenin (1895-1925) is widely recognized as a quintessential voice of
traditional Russian culture, celebrated for his evocative depictions of the rural landscape,
nature, and folklore. His poetry delves into the complex interplay between humanity and the
natural world, embodying a sensitivity and emotional depth that resonated profoundly with
Zabrana. This connection was not merely academic or aesthetic; Zabrana felt a personal
affinity with Yesenin's ability to articulate emotions and experiences that mirrored his own
inner world. In his 1948 writings, Zabrana reveals his profound admiration for Yesenin, noting
that the Russian poet “expresses things as he himself would”, suggesting a deep
identification with Yesenin's poetic voice: “Kazdy den Ctu, dnes a denné, v Jeseninovi. Ten
basnik mi udélal. Rika naprosto v$e, co citim, co bych chtél fici, a to svym osobitym
vyrazem” .13 This admiration influenced not only Zabrana's literary tastes but also his own
creative process, as he sought to capture similar nuances of human experience and natural
beauty in his work. However, Yesenin was not merely a poet of natural beauty; he also
represented the profound schism between Old Russia and Revolutionary Russia, a divide
that deeply influenced his life and work in the wake of the 1917 Revolution. This tension
between the past and the present, tradition and change, is a recurring theme in Yesenin's
poetry, imbuing it with a complexity that transcends simple pastoral imagery. Zabrana,
acutely aware of this duality, emphasizes the significance of this rupture in his preface to the
Czech edition of Yesenin’s poems—a preface later included in his collection Potkat basnika
(Meeting a Poet, 1989):

161 Rubas, Stanislav, Zabraniv Jesenin, in: Kalivodova, E., Elia$, P. (eds.): Jan Zabrana, basnik, prekladatel,
Ctenar, Karolinum press, Praha, 2015, p. 132.
162 “And in the evening (I am almost ashamed to write this), tears and wistful sorrow over Yesenin, the poet
with whom and whose melancholy | lived through this past winter (actually last year's), and whose laments
were brought to me today by the quiet autumn” Zabrana, Jan, Cely Zivot, op. cit., 18 September 1948 p. 58.
163 "Every day | read Yesenin, day in and day out. That poet made me. He says absolutely everything | feel,
everything | want to say, and he does so with his unique expression." Zabrana, Jan, Cely Zivot, op. cit., 24
September 1948, s. 61.
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U nas byl vztah k Jeseninovi méné proménlivy. V poloviné dvacatych let byl pfijiman jako pfedstavitel
nové sovétské kultury, a to bez ohledu na vyhrady, které k nému méla sovétska kritika. (...) Pro ¢eského
intelektuala z 20. a 30. let méla Jeseninova poezie (...) i tu pfitazlivost, Ze ne pfinaSela vysledek
ukon&eného konfliktu, ale Ze se pfimo v ni odehraval konflikt, jemuz stranil a jehoz chtél byt svédkem:
zapasu Staré Rusy s revoluénim Ruskem Sovétskym. Jeseninovy verse tak u nas sehraly pokrokovou
roli politickou: byly nejen laskou, ale i zbroji nasi tehdejsi kulturni levice. Teprve v padesatych letech je

u nas tento vzity Jesenin nahrazen Upadkovym Jeseninem zcela podle smérnic sovétské kritiky.164

According to Zabrana, Yesenin's appeal to Czech society in the 1920s and 1930s
stemmed from his complex duality—a characteristic that has been repeatedly reinterpreted
and instrumentalized to serve various ideological purposes over time. This duality allowed
different factions to project their own values and concerns onto his work, often in ways that
suited their political or cultural agendas. Stanislav Rubas has meticulously chronicled the
history of Yesenin's translations, shedding light on the various interpretative processes and
ideological manipulations that his work underwent during its reception in both

Czechoslovakia and the Soviet Union:

Zatimco ve druhé poloviné dvacatych let konvenoval Horovi Jesenin prorok, v souboru Horovych
prekladu z Jesenina a Pasternaka, vydaném v roce 1947, tedy uz po Horové smrti, je protinabozenska
pdza autora ,Inonie“ napadné zmirnéna. [...] Horova pfekladatelska feSeni z roku 1927 jsou namnoze
pfesnym zachycenim toho, co Jesenin skute€né Fikd — na rozdil od FeSeni pozdé&jsich, jeZ se uchyluji
bud ke zjevnému lyrizovani a patosu. [...] Dnes uz stézi zjistime, co Horu pfimélo provést vSechny

citované zmény, které tlumi Jeseninovy protinabozenské vypady.'6®

Rubas'’s research reveals how Yesenin's poetic legacy was shaped by these shifting

interpretations, particularly in the context of Czech translations. The first translations of

164 "With us, the attitude towards Yesenin was less variable. In the mid-1920s, he was accepted as a
representative of the new Soviet culture, regardless of the reservations that Soviet criticism had towards him.
(...) For a Czech intellectual of the 1920s and 30s, Yesenin's poetry (...) had the allure that it did not bring the
result of a resolved conflict but that the conflict itself played out directly in it, a conflict he sided with and
wanted to witness: the struggle of Old Russia against Soviet Revolutionary Russia. Yesenin's verses thus
played a progressive political role in our country: they were not only a symbol of love but also a weapon for
our cultural left at the time. It was only in the 1950s that this established image of Yesenin was replaced by a
decadent Yesenin, entirely in line with the directives of Soviet criticism” Zabrana, Jan, Potkat basnika, op.
cit., p. 25.
165 “While in the second half of the 1920s, Yesenin the prophet suited Hora's taste, in the collection of Hora's
translations of Yesenin and Pasternak, published in 1947 after Hora's death, the author's anti-religious pose
in “Inonia” is conspicuously softened. [...] Hora's translation solutions from 1927 often accurately capture
what Yesenin actually says — unlike the later solutions, which tend to resort to overt lyricism and pathos. [...]
Today, it is difficult to determine what prompted Hora to make all the quoted changes, which tone down
Yesenin's anti-religious outbursts.” Rubas, Stanislav, Ceské preklady Jesenina a sovétska ideologie, in: Acta
universitatis carolinae, Philologica 1, Translatologica pragensia, 2019, p. 39.
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Yesenin's works appeared in 1926, undertaken by Josef Hora, a prominent Czech poet and
translator. Hora's translation presented a selective reading of Yesenin, emphasizing
elements that aligned with the prevailing pro-Soviet sentiments of the time. This approach
largely disregarded the poet's inherent ambivalence towards the Russian Revolution,
instead casting him in a light that conformed to the ideological expectations of Soviet
sympathizers. Zabrana frequently engages with the complex reception of Sergei Yesenin,
critically analyzing how the Soviet authorities deliberately propagated a distorted image of

the poet:

Za cCtyficet let od Jeseninovy smrti zménil se nékolikrat vztah k jeho dilu i v Sovétském svazu. Po
basnikoveé sebevrazdé se houfné zacalo psat o nebezpedi jeseninstiny (pod timto terminem se rozumeélo
opilstvi, chuliganské vytrznosti, eroticka promiskuita, ideologicka nete¢nost, prezitky minulosti, prosté
to, €emu se kdysi fikalo bohéma). Pfed vlivem jesenstiny méla byt udajné chranéna mladez, a protoze
zalobci Sokratl jsou si malokdy jisti tim, co je dobré a co je Spatné uméni, postarali se pro jistotu, aby

pfi kampani proti jesenstiné upadlo do odsluni i basnikovo dilo. 166

Our primary focus is on Zabrana’s translations of Yesenin's poems for the collection
Basné (Poems, 1955), which serve as post-texts to the dossier we have previously
examined, given the chronological proximity of these translations to his notes from the late
1940s. These translations are particularly significant for understanding the phase of
Zabrana'’s literary development that we have analyzed thus far. Additionally, it is worth noting
that, according to another entry, these were the first translations ever published by
Zabrana.'®’” As outlined in the introduction, this study aims to identify aesthetic excesses in
the translations of the poems within this collection—excesses that reveal the polyphonic
nature of Zabrana’s evolving poetics. To understand the relationship between Zabrana and
the poet he translated, as well as the motivations behind his specific translation choices, |
will draw on Gideon Toury’s norms. Regarding the preliminary coordinates of Zabrana’s
translations, it is crucial to comprehend the stance of Czech society in the 1950s towards

Yesenin. In addition to Zabrana'’s contributions, the collection Basné included translations by

166 “Over the forty years since Yesenin's death, attitudes toward his work have changed several times even
within the Soviet Union. Following the poet's suicide, there was a surge of writing about the dangers of
"Yeseninism" (a term that encompassed alcoholism, hooliganism, erotic promiscuity, ideological indifference,
remnants of the past, essentially what used to be called bohemianism). The youth were supposedly to be
protected from the influence of Yeseninism, and because the accusers of Socrates are seldom certain about
what constitutes good and bad art, they ensured that during the campaign against Yeseninism, the poet's
work also fell out of favor” Zabrana, Jan, Potkat basnika, op. cit., p. 20.
167 “Just a year after the publication of that treachery, the first selection of Yesenin's works since 1948 began
to be prepared (thanks to Fikar and under his patronage), which was then published after 1955 and included
my very first book-printed translations.” Zabrana, Jan, Cely Zivot, op. cit., March/April 1980, p. 742.
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several other Czech translators, notably Ladislav Fikar, whom we have identified as a
significant exogenetic reference point. Zabrana himself remarked that this volume was
published at a time when the prevailing image of Yesenin had already been overshadowed
by a more decadent portrayal, one marginalized by the Soviet Union. Nonetheless, he
contended that Basné was, at the time, the most comprehensive collection of Yesenin's
poetry, even though it excluded some of his more controversial works.'%8 Apparently,
Yesenin's position in the Czech context of the period was so precarious that the book had
to be "shielded" by a postface written by the literary historian Josef Rumler.X®® In this

postface, Rumler stated:

[...] nas Cechy upoutavalo v Jeseninové poesii predevsim to, co v ni bylo sovétského, ale naprosto ne
dekadentni nalady, kterymi Jesenin vzbuzoval zajem napfiklad u nékterych francouzskych literata.
A mluvili se o vlivu ,jeseninstiny*, neméla na nas Cechy opravdu Zadny vliv a neni nahodou, Ze jsme si

u nas tenkrat neprelozili t¢émér ani fadku z versu poplatnych chuliganstvi.1?®

By adopting such measures to distance itself from Yesenin's “decadent tendencies”,
the book was able to be published. This strategy mirrors a practice that Zabrana himself
employed during his career as a translator to facilitate the publication of the works he
translated.’*

One of Zabrana's main objectives with his translation of Yesenin, as he commented
many years later, was to offer a more truthful interpretation of the poets who had to publish

during the Soviet era and whose works were instrumentalized by the regime’s propaganda:

Samoziejmé Ze jsem cely Zivot pracoval s cenzurou v zadech a Ze jsem mohl délat jen to, co tak €i onak
Slo [...] ale pfi tom vSem jsem se snaZil aspofi o néco: zdanlivé jen zkorigovat, ale de facto rozmetat

zavedenou predstavu o ruské literatufe — pFeloZit autory, jimZz oni ve své zaslepenosti a oblbenosti

168 “Teprve v padesatych letech je u nas tento vzity Jesenin nahrazen Upadkovym Jeseninem zcela podle
smérnic sovétskeé kritiky. (...) Uz koncem roku 1955 vychazeji vSak Ceské preklady znova, a prestoze do
knihy nemohly byt je$té zafazeny nékteré sporné basné (napfiklad Cerny muz) prece je to nejupIngjsi
Jeseninovsky soubor u nas.” Zabrana, Jan, Potkat basnika, op. cit., p. 25-26.
169 “The volume includes an ideologically biased but information-rich afterword by the literary historian Josef
Rumler. This afterword was presumably intended to ideologically endorse the entire book, as suggested by
the publishing practices of the time.” Rubas, Stanislav, Ceské preklady Jesenina a sovétska ideologie, op.
cit., p. 44.
170 “[...] we Czechs were primarily captivated by the Soviet elements in Yesenin's poetry, rather than the
decadent moods that interested some French literary figures. And when discussing the influence of
"Yeseninism,' it truly had no impact on us Czechs, and it is no coincidence that we hardly translated a single
line of verses that conformed to hooliganism.” Rumler, Josef, K novému ¢eskému vyboru, in Sergej Jesenin,
Basné, Ceskoslovensky spisovatel, Praha, p. 339.
171 “In typesetting at Odeon was another volume of his Selected Works [...] to which, last autumn, | wrote a
preface as part of my editorial duties, intended solely to 'endorse' the book and ensure that the text reached
the reader.” Zabrana, Jan, Cely Zivot, op. cit., February/March 1974, p. 276.
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sovétskou oficialni propagandou upfeli svou pozornost a «vypudili je z obrazu», autory, které obesli a
zatajili — Babela, Platonova, Cvetajevou, Mandel$tama, Bunina [...] ale | ukazat ve zcela jiném svéteé ty,
které k nam uvadéli ve zparchantélé podobé&, ze «sovéteského» zorného uhlu, jako tfeba Jesenina a
Paternaka.172

Although the author made this comment many years after the publication, if we
consider his interpretation of Yesenin in the 1940s, we can infer that the perception of

Yesenin as an author “ruined” by Soviet propaganda was already present in his mind:

jimi UpIné urknut. Uz nékolikrat jsem si vSiml protimluvu v jeho dile. [...] ve své autobiografii na konci
knihy fika, Ze stal cele na strané Rijna, se sedlackou tchylkou. Sla tehdy tato slova Jeseninovi od srdce?
Nebo je napsal do svého vyznani jenom proto, aby sovétska vlada nesetiela jeho dilo z povrchu svéta?
Zda se mi to pravdépodobné. Jesenin jako typicky sedlak, milovnik tklivého, starozakonného
a zaCazeného Zziti ruského venkova, se musel dostat do rozporu s revoluci, ktera vlastné bofila, co on
miloval. Je to slySet z jeho basni. Sovétska revoluce vzala Jeseninovi pfedmét jeho basni, vzala mu
jeho Zivot a chtéla, aby zil nové, komunisticky. [...] Lze zit, ztratili-li jsme svij Zivot? ,Nelze,” zni

Jeseninova odpovéd v leningradském hotelu Angleterre v noci z 27. na 28. prosince 1925.173

In addition to conveying his admiration for Yesenin, Zabrana's interpretation of the
poet clearly underscores his perception of Yesenin as a figure marked by profound
contradictions—a poet stripped of his primary source of inspiration and consequently fated
to self-destruction. Zabrana rejects the notion that Yesenin could have genuinely embraced
the ideals of the Soviet revolution, viewing it as a force that ultimately destroyed all that
Yesenin cherished.

The analysis will employ specific segments of both the translation and the original
text because, according to Toury, additions or omissions in the translation become clearer
only through paired comparisons (coupled pairs). The first category of aesthetic excesses
we will examine are “poetic concretizations”, which reveal several differences between how
a poetic image is constructed in the translation and in the original text. Yesenin’s poetics

often rely on images to evoke a certain effect, drawing the reader into the rural world he

172 *Of course, | have worked my whole life with censorship breathing down my neck, and thus | could only
do what, in one way or another, | managed to do. [...] But throughout all this, | have always tried to do at
least one thing: ostensibly just correcting, but de facto dismantling the then prevalent image of Russian
literature — translating authors on whom they, blinded and stupefied by official Soviet propaganda, had fixed
their attention, 'making them disappear from the face of the earth’ — authors who were rejected and
concealed — Babel, Platonov, Tsvetaeva, Mandelstam, Bunin (...), and to completely reframe in a different
light those authors introduced by us in a form degenerated from the “Soviet” point of view, such as
Pasternak and Esenin.” Ibid., ibid., March 1982, p. 874.
173 |bid., ibid., 19 December 1948, p. 89.
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seeks to praise and depict. Zabrana will remain obsessed with the secret of Yesenin’s works
throughout his entire life, often wondering where lies the strength of his poems: “Nékolik
dobre vystizenych, dobfe nalezenych (trefenych) a dobre osvojenych frazi, které dojimayji za
vSech okolnosti, zkombinovanych s malebnymi prirodnimi obrazky... je tohle opravdu celé
tajemstvi Jeseninovy poezie?""4

Spirituality is also a key element in Yesenin’s poetry, closely tied to folklore and
mythology. Many of his earlier poems exhibit a degree of immateriality that suggests the
transcendence of his work. In Zabrana'’s adaptations, this aspect appears somewhat altered.
The following example illustrates a higher degree of materiality and specificity in the imagery

of the translated version:

Tam, rge KanycTHble rpsiaku
KpacHon Bogon nonmeBaeT BOCXop,
KneHeHo4Yek ManeHbKkUin MaTke

3eneHoe BbIMS COCET.

Tam, kde pla vychod, zelné fadky
rudou vodou zalévaje,
zelené vemeno své matky

maly javorecek ssajel’® (Tam, kde pla vychod, zelné Fadky; 1° stanza)

Conparthbl, congartsl, congatbl —
CBepkarowmm 61y Hag cMepyoM.
KTo xouet cBoGOAbI 1 GpaTtcTea,

Tomy ymupaTb HUNo4Yem.

Vojéci, vojaci fadovi —
Nad smrsti zafi bi€ jak loug.
Ten, kdo chce volnost a bratrstvi

Umirat véru nema pro¢ (Nebesky tambor, 8° stanza)'76

174 «A few well-crafted, well-chosen, and well-mastered phrases that touch the heart in any situation, combined with picturesque natural imagery... is
this really the entire secret of Yesenin's poetry?” Zabrana, Jan, Cely Zivot, op. cit., p. 327.
175 Jesenin, S., Basné, CS spisovatel, Praha, 1955, p. 12.

176 Ibid., ibid., p. 70.
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Cky4HoO cnywaTtb nog He6ecHbIM ApeBOM
B3max He3puMbIX KpbIn:
He pa3byauiib Tbl CBOMM HaneBom

[enosckux morun!

KFfidla nebes snad pod kFize direvem
slysis, zazni-Ii.
Neprobudi$ nikdy viak svym zpévem

dédu mohyly.1’7 (Dotangil dést jarni po krajing, 2° stanza)

In the initial verses of the poem Tam, 20e kanycmHbie epsidku (Tam, kde pla vychod,
zelné radky), Yesenin mentions “There, where the cabbage beds are watered by the Red
Water at sunrise.” However, Zabrana translates this as “There, where the sunrise flames,
watering green rows with red water,” specifying that the horizon is illuminated by the light of
the sunset, thereby conveying a more concrete scenery.'’® This pattern continues in the
other examples: in the second instance, drawn from the poem HebecHnbili 6apabaHuwuk
(Nebesky tambor), Zabrana's version has the whip on the storm “glow like a torch,” adding
an element absent in the original and offering a more specific image. Similarly, in the last
quatrain, which comes from the poem lponnsican, nponnakan 000k 8eceHHuUU... (Dotancil
dést jarni po krajiné) the translator renders the image of the wooden cross more concrete,
stating the material it is made of and removing the reference to its heavenly nature. These
choices not only illustrate Zabrana's commitment to preserving the rhymes of Yesenin's text
but also reveal a tendency toward emphasizing the materiality of the depicted scenery. This
contrasts with the metaphysical character inherent in Yesenin’s poetry. Another discernible

category of excesses in these poems is characterized by instances of “verbal dynamism”:

Mponnsican, nponnakan AoXA4b BECEHHUN,
3amepna rposa.
Cky4HO MHe ¢ Tobom, Cepren EceHuH,

[MogbimaTb rmasa...

Dotangil dest jarni po krajing,
Boure Sla uz spat

Teskno mi, Sergeji Jesenine,

177 Jesenin, S., Basné, op. cit p. 54.
178 To underscore the consonance between the two authors, is particularly significant to highlight the verse
referencing the "little juniper." This image evokes Zabrana's earlier note, where he likewise employs the
juniper as a symbolic motif (see p. 17).
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S tebou poklekat!”® (Dotangil dést jarni po krajing, 1° stanza)

Kny6uT v nnaweT AbiM 60MNOTHBIN...
Ho u B kowMe neByYen TbMbl
HenspeyeHHOCTbIO XKNMBOTHOM

HanoeHbl TBOM XONMBbI.

Mizny kouf tanéi z blat jak divy...
Ze zpévu tmy se dere ven
Hlas nevyfCeny, ale Zivy,

kazdy les je jim napojen. 18 (Kraji, tvym de$tim konce neni; 4° stanza)

Static images, like the “dying” or “frozen” storm in the first stanza presented (both
translations being valid), are rendered dynamic by Zabrana, who transforms them through
a more active portrayal, suggesting a state akin to falling asleep. Similarly, instead of
remaining in the “singing robe of darkness”, the smoke emerging from the swamp “breaks
out from the song of darkness”, implying a more violent and tumultuous nature. This
transformation introduces a heightened sense of unease into the verses. Furthermore, as
we will examine in the translations of other poetic alter-egos, Zabrana’s distinctive voice is
most evident through his use of emotional intensifications. These instances highlight
elements with particular pathos that, in the original poems, might have been perceived as
neutral. Given that this pattern recurs throughout Zabrana's translations, and as noted by

scholars, we will explore this phenomenon in greater detail:

B Tyyax gom moii 3aBepten/MUj diim v mracnech utapél'®! (Kde je, kde muj rodny dim; 4° stanza)

CkpoMeH B NecHsix gowaTbln MocT/jak lavka rozvrzana jsem?82 (Posledni basnik ruské vesnice, 2°
stanza)

Mo-cmewHomy A cepauem Bnun /Hiej se mym srdcem, jen se hiej'®3 (Jsi prosta jako vSechny jsou,
2° stanza)

C oTAryeHHbIMU BeKamm, 1 CMOTPIO U CMOTPIO Ha NyHy/Tézka vicka fezou mé a pali'®* (Listi
pada, listi vitr zene, 2° stanza)

179 |bid., ibid., p. 78.
180 |bid., ibid., p. 82.
181 Jesenin, S., Basné, op. cit., p. 35.
182 |bid., ibid., p. 34.
183 |bid., ibid., p. 97.
184 |bid., ibid., p. 102.
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JInTb 30B Hag o3epamu cun/ Do boje na svét prohnily'8s (Nebesky tambor, 11° stanza)

In this particular instance, Zabrana's re-elaboration is markedly evident, resulting in
a profound alteration of the poetic impact. The modifications introduce a more intense and
sober tone to the original verses. For example, the house no longer “whirls in the clouds”,
but rather “drowns” in them. Similarly, the “modest wooden bridge” is transformed into a
“trembling” bridge, presenting an image of anxiety and fragility; the heart is no longer
merely “stuck” but becomes a source of heat; and the “burdened eyelids” are depicted as
“cut and burn”. The concluding verse from the poem Nebesky tambor describes the world
as “prohnily”, or rotten, indicating a significant departure from the original text. This
alteration, | contend, reflects a harsher and more critical perspective on the world, together
with a more feverish and unstable tone that gives the impression that the one who speaks
is a different Lyrical |.

These changes exemplify how Zabrana'’s translation not only shifts the imagery but

also amplifies the emotional weight of the original text:

Ha tpony rony6oro nons
CKopo BbINAET Xene3HbiN rocTb.
3nak OBCSAHbIN, 3apeto NPONUTLIN,

CobeperT ero YyepHasi ropcTb.

Na cesty nadich modrych poli
stroj vpadne silou zeleznou.
Ovesné klasy, plné slunce,

Vysbira ¢ernou tlapou svou. 186 (Posledni basnik ruské vesnice, 3° stanza)

Mwunbeid, Munbli, cmelHon gypanen, Hy kyaa oH,
KyZda OH roHUTCS?

Heyxenb OH He 3HaET, YTO XUBbLIX KOHEN
Nobeaunna ctanbHas KOHHMLA?

Heyxenb OH He 3HaeT, YTO B NONSAX 6€CCUAHHBIX
Ton nopbl He BepHET ero Ger,

Korga napy KpacuBbIX CTEMHbLIX POCCUSTHOK

OTpaBan 3a KOHs1 neveHer?

185 |bid., ibid., p. 69.
186 |bid., ibid., p. 96.
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Mily, mily smé&3ny hlupadek.

Kampak, kampak? Leti, jen to hvizda

Nevi snad, Ze Zivych koni trysk a vztek

Predhonila ocelova jizda?

Cozpak nevi, ze dnes v nasich polich skomiravych
Nedohoni uz ten vék

v kterém parem stepnich Rusek plavych

platival za koné Pecenég?18” (Sorokoust, 9° stanza)

As Jonathan Culler notes, “the fact that the rhyme unites two words together
establishes a mutual relationship between their meanings.”*®. In these two examples,
several notable changes can be observed between the original poems and their translations,
primarily due to the translator's efforts to preserve the rhyme scheme, which in turn creates
a harsher perspective of the described scenes. In the first stanza, the original Russian text
refers to a “steel guest” entering the blue trail, whereas Zabrana’s adaptation reimagines
this image as a “machine that bursts into the trail with a strength of steel.” This alteration
introduces a more violent depiction of the original scene, symbolizing the incursion of the
modern world into an idyllic countryside. This could also be seen as a case of
“concretization”, since Zabrana's reference to the train is more explicit than in the Russian
poet’s description. In the second stanza, derived from the poem Copokoycm (Sorokoust),
the translator not only heightens the tragic tone of the scene—the young horse unable to
outrun the train—but also adds an additional rhyme that introduces a new layer of meaning.
In the original, a literal translation might read, “does he not know that the living horses were
defeated by the steel carriage?” Zabrana’s translation, however, introduces two new
elements: "maybe he does not know that the living horses’ rage and gallop were defeated
by the steel cavalry?" The use of the word “vztek” (“rage”), an addition by Zabrana, conveys
more of a desire for vengeance than resignation and rhymes in the sixth verse with the word
“vék” (“‘century”), prompting the reader to associate this sense of rage with a lost era.
Furthermore, Zabrana's substitution of the adjective “6eccusaHHbIn” (a Yesenin neologism
that could be translated as “without light”) with the more concrete “skomiravy” (“dying”) adds
to the portrayal's severity. This choice not only conveys a sense of finality and impending
death but also emphasizes the harsher representation of a world in decline.

Bruno Carnevali, a noted scholar of Yesenin’s poetry, asserts that “the image is the

center of gravity, the authentic focal point of Yesenin's poetry. Everything else is a

187 Jesenin, Sergej, Basné, op. cit., p. 78.
188 Culler, Jonathan, Literary Theory: A Very Short Introduction, Oxford University Press, 2011, p. 38.
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deteriorating legend”,*8° underlying the importance of images in his poetry. Thus, it can be
argued that Zabrana's decision to prioritize rhyme represents a strategic choice that reflects
his personal tendencies, both as a translator and as a writer. The final two examples
discussed illustrate the previously mentioned interpretation of Yesenin by Zabrana. In this
view, Yesenin is depicted as a poet devastated by the loss of his former world, a poet who
mourns and perceives the new world as a threatening and destructive force, which aligns it,
in the way it is conveyed, with the translator’s view. These tendencies in Zabrana’s

adaptations of Yesenin were also detected by Sergej Skorvid:

Totéz se da Fici o zachyceni ambivalentniho postoje Sergeje Jesenina — ¢i jeho lyrického subjektu — ke
zménam, jimiz prochazel patriarchalni venkov na usvitu sovétské éry. ,Posledni basnik ruské vesnice®,

za jakého byva Jesenin ve shodé se Zabranovym prekladem pocatecniho verSe stejnojmenné basné

A more emphasised idea of lost youth in Zabrana’s translation of Yesenin is more
evident in the following stanza from the poem Jlucmbs nadarom, nucmesi nadarom...(Listi

pada, listi vitr Zene):

Yto6 noa atoro 6enoto NyHHOCThI,
MpuHUMasa cyacTnuebLIn yaen,

A Hag necHen He Tasn, He mnen

U ¢ uyxoto Becenoto IOHOCTbIO

O cBoelt HMKorga He Xanen.

Abych se zas v zafi luny bilé
Jako kdysi v nahlém stésti chvél,
ve svych pisnich nelkal, neslzel
a pro svézi mladi svoji milé

na to své uz vickrat nevzpomnél.1!

In this stanza, several elements emerge that are more indicative of Zabrana's stylistic
preferences than those of Yesenin. The dynamism of the second verse is particularly evident

189 Carnevali, Bruno, Esenin: poesie e poemetti, Roma, Avanzini e Torraca, 1968, p. 9.
19 “The same can be said about the depiction of Sergei Yesenin’s— or his lyrical subject's— ambivalent
stance towards the changes occurring in the patriarchal countryside at the dawn of the Soviet era. Referred
to as the "last poet of the Russian village," as reflected in Zabrana’s translation of the opening verse of the
eponymous poem, Yesenin in the original version of this poem appears both more self-assured and
resigned.” Skorvid, Sergej, ,Nam byl jen kamen dan... “: K Zabranovym pfekladum z ruské literatury, in:
Kalivodova, E., Elid§, P. (eds.) Jan Zabrana: basnik, pfekladatel, étenaf, op. cit, p. 152.
191 Jesenin, Sergej, Basné, op. cit., p. 280.
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in Zabrana's choice to substitute the term “ygen” (“fate”) with the verb “chvét” (“trembling”),
reflecting a mode of expression more characteristic of Zabrana's distinctive style.'®? This
trembling quality in the early manifestations of Zabrana's lyrical “I” has also been observed

by Jifi Travnicek:

| Zabranova poezie pfi veSkerém svém uzamdceni se do sebe obc¢as propusti do svého Uzemi stfipek
agresivni reality, ¢imz se zakonité vychyluje a tim se i donucuje hledat rovnovahu na nové,
proklamativnéjsi, vice rozbourené roviné.[...] Ve vSech téchto momentech se znatelné méni i ténina, ve
které je promluva pronasena, a to smérem od harmonizujiciho a mimo¢asového mélosu k pohnuti,
zaujeti, ba i patosu. Stav se proménuje v déni. [...] Zabranovo lyriéno, jakkoli Cisté a kultivované, se

chvéje katastrofickymi predtuchami.193

Furthermore, the final verse exhibits a striking similarity to themes present in one of
Zabrana's poems from his Scout period, particularly in the depiction of night as an ostensibly
positive entity. Zabrana’s interpretation reinforces the concept of remembrance by
employing the verb “vzpomenout” (“to recall”) in place of” xanetb” (“to feel sorry”), thereby
intensifying the theme, especially when linked through rhyme with “chvét” (“to tremble”) and
“slzet” (“to weep”).

The shifts observed between the two translations reveal several aspects of Zabrana’s
writing style, aligning with themes noted in the diaries from this initial dossier. As evidenced
by entries from 1948 and 1949, the element of fire is symbolically connected to memory—
the burning recollections of a past that the poet yearns for. In an entry dated September 23,
1948, Zabrana employs a similar imagery while contemplating Yesenin'’s life, underscoring

the poet's preoccupation with these themes:

Je to ma laska, Jeseninovy verse. Kdyz o nich pfemyslis a stopuje$ Zivot, o némz v nich mluvi ten, kdo
je napsal, vidi$, Ze vlastné Jesenin musel svUj zivot skoncovat, aby zUstal tim, ¢im je. Kdyz ¢lovék
mnoho proZil, mladi kdyZ je pry&, neni Iépe neCekat na Sediny a skondit Zivot, ktery uz by jen doutnal

vzpominkami po minulych pozarech.194

192.4[...] Ale pfestoze jsem se chvél stale jako zvon po Uderu, pfinutil jsem se, Ze jsem Cetl [...] Nejvic mé
pali, ze vim, kdo byl plivodcem té rany” Zabrana, Jan, Cely Zivot, op. cit., 31 January 1949, p. 112.
193 “Zabrana's poetry, despite its tendency to lock itself inward, occasionally allows fragments of aggressive
reality to penetrate its domain, inevitably causing a shift and forcing it to seek balance on a new, more
declarative, and turbulent plane. [...] In all these instances, there is a noticeable change in the tone of the
utterance, moving from a harmonizing and timeless melos to one marked by agitation, engagement, and
even pathos. A state transforms into an event. [...] Zabrana's lyricism, however pure and cultivated, trembles
with catastrophic premonitions.” Travnicek, Jifi, Poezie posledni moznosti, op. cit., p. 641-642.
194 “It is my love, Yesenin's verses. When you think about them and trace the life spoken of by the one who
wrote them, you see that Yesenin had to end his life in order to remain who he is. When a person has lived
through a lot and youth is gone, isn't it better not to wait for gray hair and to end a life that would only
smolder with memories of past fires?” Zabrana, Jan, Cely Zivot, op. cit. 24 September 1948, p. 61.
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In this entry, Zabrana emphasizes the profound sense of loss experienced by Yesenin
as a result of the Revolution. He contends that Yesenin could not continue living after losing
everything, asserting that the poet was left merely striving for the past, symbolized by the
“fires” he once knew. In a later note from the 1970s, he mentions that he never encountered
such strong sense of resignation then in Yesenin poem Omezogopuna pouwa 3ornomas (The
golden birch-tree grove has fallen silent), where a fire burn without being able to warm
anyone.'®® The sense of loss and yearning for the past is further amplified in Zabrana's
translation of the subsequent stanza from the poem MHe ocmarnacb oOHa 3abasea.... In the
original, the poet claims to have caused scandal in order to shine brighter, whereas in
Zabrana's rendering, the emphasis shifts to a desire to “shine once again”. This subtle
change reflects Zabrana's nuanced interpretation and deepens the thematic resonance of

the poem:

3onoTtble, aanekue ganu!
Bce cxuraet xuTtenckas Mpetb.
M noxabHuyan a 1 ckaHganun

[ns Toro, 4To6LI sipye ropeThb.

Zlaty, rodny kraji v minulosti
V8echno sziha kazdodenni svét.
Sprostacil jsem, délal vytrzenosti,
Abych se moh znovu rozhoret.1%

| propose that this nostalgia for the past is accentuated in Zabrana’s interpretation of
Yesenin’s poetry due to his own sense of deprivation from his world. It is plausible that the
resonance between Zabrana and Yesenin lies in their shared relationship with the past,
particularly its divergence from their present realities. The unifying factor is, once again,
nostalgia. Yesenin’s affection for pre-Revolutionary Russia was obliterated by the upheaval,
and although he initially embraced the Soviet changes as a vision of a new future, he
eventually felt alienated from this new world. This dissonance led him to adopt the persona
of the “chuligan”, the bandit of the streets and taverns, reflecting the contradictions between
his old and new worlds. This mask of the bandit Yesenin wore in public to hide away from
the rest of the world might have reminded Zabrana of his own stance towards the world,

195 |bid., Ibid., September/October 1975, p. 406.
1% Jesenin, Sergej, Basné, op. cit., p. 95.
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since he states in his diaries that he has the habit of wearing a mask in public to hide his
true self.1%’ This sense of an era’s end and a deep nostalgia for a vanished world strongly
echoes Zabrana’s own experiences. Reflecting on this years later, in an entry dated
December 11, 1976, Zabrana articulates what Yesenin symbolized for him during his youth:
“Toho Jesenina jsem loni nepfekladal. Bral jsem ho jako lék proti blizici se smrti. Lék znamy
z mladi. Lék v opusténosti, mi¢icim zoufalstvi, zbavenosti pratel, v chfadnuti, lék ze zacatkd,
brany na konci’.®® In his diaries from 1948 to 1949, Zabrana laments the world he lost
following the Victorious February. The parallels between Zabrana’s experiences and those
of Yesenin become more pronounced when considering Zabrana's scout period. Nature
played a pivotal role not only in Zabrana’s personal development but also in scout education,
which emphasized an appreciation for nature as fundamental to personal growth. The
subsequent severance from nature, imposed by the relentless forces of history, left both
Zabrana and Yesenin in a new and alien environment. It can be argued that both poets’
works evolved along similar trajectories: beginning with a lyrical engagement and
harmonious connection with nature and later shifting to another world deprived of nature’s
protection, prompting nostalgia. In the afterword of another collection of Yesenin’s translated
poems, Slamény mésic (Straw moon, 1981), Zabrana argues that this loss that Yesenin

experienced was what led him to become a poet:

Zadny rusky basnik prvni poloviny dvacatého stoleti nebyl tak spontanné &ten a milovan jako Jesenin.
[...] Je mozné souhlasit s nazorem, Ze tomuto bytostnému vesni€anovi zasela boufliva revolucni 1éta do
duSe zmatek a nepfinesla mu nic nez rozpory. Ale kdo vi, zda prave rozbiti celého myslenkového svéta,
rozkolisani vSech hodnot a nenaplnéna touha po vnitini jednoté a harmonii nebyla pravé tim, co chlapec

od Rjazané potfeboval, aby se stal basnikem?19°

| contend that Zabrana’s characterization of the emergence of Yesenin’s poetics—
“[...] But who knows whether it was precisely the shattering of his entire intellectual world,

the destabilization of all values, and the unfulfilled longing for inner unity and harmony that

197 *Jsem odpoutan a odlomen, nejisty, nespokojeny [...] poutan ve své masce arogantni odlou¢enosti”
Zabrana, Jan, Cely Zivot, op. cit., 30 November 1948, p. 83.

198 “ didn't translate Yesenin last year. | took him as a remedy against the approaching death. A remedy
known from my youth. A remedy in loneliness, in silent despair, in the absence of friends, in decline—a
remedy from the beginning, taken at the end.” Ibid., Ibid., p. 418.

199 “No Russian poet of the first half of the twentieth century was read and loved as spontaneously as
Yesenin. [...] It is possible to agree with the opinion that the tumultuous revolutionary years sowed confusion
in the soul of this quintessential villager and brought him nothing but contradictions. But who knows whether
it was precisely the shattering of his entire intellectual world, the destabilization of all values, and the
unfulfilled longing for inner unity and harmony that the boy from Ryazan needed to become a poet.” Zabrana,
Jan, Doslov in: Jesenin, Sergej, Slamény mésic, Praha, Lidové nakladatelstvi, 1981, p. 431-432.
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the boy from Ryazan needed to become a poet.”—aptly mirrors the formation of Zabrana’s
own poetic development.

Yesenin's distinctive writing style, which encompasses not only musicality and rhyme
but also the rich imagery and iconography of his poetry, posed a significant challenge for the
translator. The choice confronted by Zabrana was whether to preserve the original imagery
at the expense of rhyme or to prioritize rhyme, potentially altering the imagery. Zabrana
opted for the latter approach, choosing to emphasize rhyme even if it meant substantial
modifications to the imagery of the texts. This choice underscores one of Zabrana’s recurring
tendencies, as evident from his notes: a particular focus on the formal aspects of poetry.
Thus, applying Gideon Toury’s framework, it can be argued that Zabrana’s translation of
Yesenin aligns more closely with the acceptancy norm, as evidenced by the numerous
modifications observed in the poems analyzed thus far. Moreover, it is apparent that the
translations were reworked according to Zabrana’s personal criteria, ultimately rendering a
more resigned and tortured portrayal of the lyrical subject. This reimagining of Yesenin’s
verse reflects and resonates with Zabrana’s own sensibilities, revealing a deep interplay
between the translator’s inner world and the original text.

Finally, based on our analysis, it can be inferred that the development of Zabrana'’s
writing during this early period, spanning the latter half of the 1940s, progressed through a
series of distinct phases. Initially, his work was characterized by natural lyricism, deeply
rooted in the ideals of eternal youth and a strong connection with nature. These themes
were heavily influenced by the principles of scouting, which emphasized a strict moral code
and a sense of duty. The concept of eternity, coupled with his meticulous diary-keeping,
heightened Zabrana’s sensitivity to the passage of time. During his youth, these aspects
were further enhanced by his readings of Wolker, Yesenin, and Fikar, all of whom placed
significant emphasis on nature in their poetry. The language used in Zabrana'’s early entries
is more polished and marked by a higher use of literary expression, including the insertion
of entire poems. However, as the political situation worsened in 1948, more serious matters
began to dominate Zabrana’s reflections. His mode of expression became more colloquial,
focusing on the everyday events of a high school student. Despite this shift, his entries
remained interwoven with intertextual references to the works of other writers and literary
critics. His studies led him to experiment with language, often mixing multiple languages
within a single sentence.

The deteriorating political landscape also prompted Zabrana to thematize core

issues such as anxiety and a sense of encirclement, which fueled his longing to return to
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the past. This desire to recover the past became a primary impetus for his poetry, with his
works serving as a means to reclaim lost time. The natural landscape continued to be a
central theme in his poetry, but its character evolved, becoming sadder and more distant—
a symbol of the world he lost after the rise of Communism in Czechoslovakia. In
conclusion, Zabrana's writing journey illustrates a profound transformation from the
idealistic and nature-centric perspectives of his early years to the more somber and
reflective tones of his later work. His initial inspiration from nature and scouting ideals gave
way to a more complex interplay of personal and political themes, as he grappled with the
loss of his former world and sought solace in the lyrical expressions of memory and

nostalgia.

88



Second dossier: Notes from the first half of the 50s

“Zije se matné, jako v prezervativu, opravdu.

A také duse je vétsi v zahybech, opravdu.”?%0

The second dossier aims to analyze one of the smallest selections included in the
published volume of Zabrana’s diaries: the Notes from the first half of the 50s. This section

200 “| ife feels dim, as if in a condom, truly. And the soul is larger in its folds, truly” Zabrana, Jan, Cely Zivot,
op. cit., 162.
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comprises a series of scattered entries that Zabrana recorded during the 1950s, a period
marked by significant upheavals in his life. Foremost among these was the imprisonment
of both his parents under false charges. Zabrana’s mother was arrested in 1949 and, in
May 1950, was sentenced to 18 years in prison. In that same year, the young Zabrana
graduated from Humpolec High School and subsequently sought admission to the
program in Classical Philology at Prague’s Faculty of Arts. However, his application was
rejected due to “completely inadequate political prerequisites for study”.?°* As an
alternative, Zabrana enrolled at the Roman Catholic Cyril and Methodius Theological
Faculty, from which he was expelled in 1952 after only four semesters. In 1951, his father
was arrested and, in 1952, sentenced to 10 years in prison. Left alone and deprived of his
family’s property, Zabrana moved to Prague that same year to sustain himself financially.
After a series of unstable jobs, he began working at the Tatra enamel factory in Smichov.
Between 1952 and 1953, he trained as a locksmith at the Tatra Smichov wagon factory
and subsequently worked as a grinder at the Smalt cooperative in HoleSovice and
Radotin. During this period, Zabrana also established contact with several intellectuals
who operated outside the official cultural spheres. Among them were some of the most
significant Czech artistic and political figures of the 20th century: the aforementioned Jifi
Kolar, Josef ékvorecky, Josef Jedlicka, Vaclav Havel, Vladimir Holan, and Bohumil Hrabal.
The early 1950s also marked one of the harshest periods of the Communist regime
in Czechoslovakia. Any deviation from the official party line was labelled “anti-
revolutionary” or “bourgeois” and was subjected to severe persecution. Evidence for such
persecution was often fabricated to suit each case, leading to the condemnation of
numerous intellectuals and writers through fraudulent trials. Cultural expression was under
stringent censorship; the only permitted literary orientation was Socialist Realism, which
mandated that literature serve the purpose of educating the masses to build the radiant
future of socialism. This approach dictated that acceptable genres included the didactic
novel, agitprop poetry, and works that celebrated the virtues of the working class.
Conversely, any literature that explored the inner world of the individual—an aspect critical
to post-war literary sensibilities—was deemed unworthy and reactionary. This ban
encompassed psychological novels, Catholic literature, and surrealism. Consequently,
many writers chose exile, while others remained in the country, joining the early efforts to
create an underground community of unofficial literature—the nascent stages of the

201 Quinn, Justin, Poezie ve dvojim ohni: transnacionalismus a studena valka, Praha, Univerzita Karlova,
nakladatelstvi Karolinum, 2018., p. 77.
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Czechoslovak samizdat, with which Zabrana had apparently nothing to do with, despite
being in contact with some of his exponents. Despite being marked by profound
loneliness, this period in Zabrana'’s life proved to be highly productive in terms of his
literary output, as he continued both writing and translating. It was during this time that he
composed and conceived his three (and only) poetry collections. Furthermore, it was in
this period that he established himself as a translator, a role that would become his
primary occupation. In 1955, he joined the Translators’ Circle with his translations of Sergei
Yesenin's poems. Based on his literary estate, Zabrana worked on several poetry

collections up until 1954, continuously revising and refining them:

Poradani autorovy basnické pozustalosti doklada, Zze uz hluboko v padesatych letech Zabrana své
texty (bez sebemensi nadéje na publikovani) také komponoval do celk(, které opakované
prepracovaval a cizeloval, takze jak znéni jednotlivych basni, tak sloZeni souborll zlistavalo oteviené.
Do roku 1954 vime kromé& Cerné lyriky, AnalG a Let s Helmuthem je$té o souborech a s nazvy

Motononni basné, Unor 1954, a Pasmo.202

During this period, Zabrana was consciously engaged in developing a distinct
literary style. From an artistic perspective, this era marks a significant evolution in his
poetics, characterized by a notable shift toward a more raw and unembellished form of
expression. This stylistic transformation appears to have been influenced by the artistic
ethos of Group 42, a Czech avant-garde collective known for its commitment to realism,

urban themes, and a stark, often unsettling portrayal of modern life:

Jiz ve Ctyficatych letech byl ovSem Zabrana hluboce zasazen vécnym civilismem Skupiny 42, zejména
ranymi sbirkami Kolafovymi a Kainarovymi, a hledal cestu, jak tento basnicky, ale i mySlenkovy
a eticky impulz propojit s vlastnim basnickym talentem. Je pozoruhodné, jak v letech 1953-54 do jeho

vers( krok za krokem pronika syrova vécnost, nelibiva scenerie mésta a epi¢nost.2%3

202 Petruzelkova, Adéla, Edicni poznamka in: Zabrana, Jan, Basné a povidky, Brno, Host, 2021, p. 592.
203 “Already in the 1940s, Zabrana was deeply influenced by the factual civilism of Group 42, especially by
the early collections of Kolar and Kainar, and he sought a way to connect this poetic, as well as intellectual
and ethical impulse, with his own poetic talent. It is remarkable how, in the years 1953-54, a raw objectivity,
unappealing urban scenery, and epic quality step by step began to permeate his verses” Sulc, Jan,
Zaknihovany Zivot Jana Zabrany, in: Kalivodova, E., Elia$, P. (eds.) Jan Zabrana: basnik, prekladatel, ¢tenar,
op. cit, p. 13.
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Between October 1954 and May 1957, he also composed thirteen short stories (at
least those that have been discovered), all of which were published posthumously. Seven
of these stories appeared in 1993 in a collection titled Sedm povidek (Seven Stories),
while in 2012, six additional stories were discovered and subsequently added to the
previously published works in a new edition simply called Povidky (Stories). These
narratives are often set in the milieu of the factory, a setting Zabrana was familiar with from
the early 1950s. They exhibit several characteristics indicative of the influence of Group
42, including the extreme realism of the plots, which center on the lives of ordinary
workers. These characters express themselves in colloquial Czech, with the narrative
conveyed through their perspectives, devoid of the intervention of an omniscient authorial
voice.?%* Zabrana’s close association with Jifi Kolaf and his literary circle, which he used to
meet and hang out with, was instrumental in fostering not only this new poetic view, but
also his engagement with Anglo-American literature. Kolar, a leading figure in Czech
avant-garde circles, was deeply involved in translating key American authors such as Walt
Whitman and Carl Sandburg. Through this collaboration and intellectual exchange,
Zabrana was introduced to the innovative stylistic and thematic elements characteristic of
these authors.?%® The year 1954 also marks a pivotal moment in Zabrana's literary
development, as it was when he met the renowned writer and literary critic Josef
Skvorecky. This encounter sparked a long-lasting friendship that would significantly
influence Zabrana, particularly from an artistic standpoint. Skvorecky, a profound
connoisseur of Anglo-American literature, channeled his deep appreciation for this literary
tradition into his novels, which are characterized by their dynamic use of dialogue to propel
narrative action and a distinct incorporation of jazz music—a hallmark of his writing style.
Skvorecky’s engagement with American literature, especially with its nuanced dialogue
and rhythmic qualities, provided Zabrana with new perspectives on narrative techniques

and thematic exploration.

In 1956, as discussed in the introduction, Zabrana's poetry gained wider recognition
when he contributed several poems to the anthology Life is Everywhere (Zivot je vude),
where he emerged as one of the most prominently featured poets. This anthology also
featured the works of Zabrana's close literary contemporaries—Bohumil Hrabal, Josef

Skvorecky, and Véaclav Havel—all of whom were integral to his intellectual circle. Edited by

204 Klimova, Kamila, Postava jako zrcadlo kaZdodennosti, in: Kalivodova, E., Elias, P. (eds.) Jan Zabrana:
basnik, prekladatel, ¢tenar, op. cit, p. 39.
205 Kalivodova, Eva, Objevovani Ezry Pounda in: Kalivodova, E., Elia$, P. (eds.) Jan Zabrana: basnik,
pfekladatel, ¢tenar, op. cit., p. 227.
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Jifi Kolaf and Josef Hirsal, the anthology was a samizdat project conceived as a form of
protest against the prevailing literary constraints of the period. It was reportedly preceded
by two events organized by Vaclav Havel in 1955 under the same title, Life is Everywhere,
which aimed to showcase the emerging generation of Czech poets. These poets regarded
Group 42 as the last authentic source of poetic inspiration within the literary landscape of
the time.2%¢

Literary scholar Michal Spirit notes that these authors, including Zabrana, were
profoundly influenced not only by American literature, which provided them with fresh
approaches to narrative form and style but also by the work of the Czech poet Viadimir
Holan.?°” The selection available to us, Zapisky z prvni poloviny 50. let (Notes from the
First Half of the 1950s), opens with a visit Zabrana made to Vladimir Holan's residence,
followed by his recollections of the conversation that ensued. According to the diarist, this
encounter occurred on March 7, 1951. Zabrana's account is rendered with a strikingly
vivid, almost cinematic quality, presenting the scene of the meeting much like a script. The
author begins by providing a succinct yet evocative description of the interiors of Holan’s
house: “Dobrovského dum na Kampé. Vchod vraty, kde stoji nadoby s popelem. Na
dverich je vizitka. Vychazi néjaka starSi Zena. Zve dal “Nesviékejte si kabat, tady to
protahuje.” Celkem neporadek. Vlevo veliké police na knihy, plné. Stul se sodovkou.
Krabice cigaret. Mistnost rozdélena na tii poloddélené pokoje” 2% With minimal yet
evocative details, the authors succeed in imbuing the surrounding space with a sense of
presence, exemplifying a case of chronotopic agglomeration. This careful construction of
the setting serves as a precursor to the recounting of several discussions that Zabrana
held with Holan. Notably, only Holan's dialogues are directly transcribed in the text, though
the level of accuracy in capturing his exact words remains uncertain. In contrast, Zabrana's
contributions to the conversation are presented through indirect speech and rendered in
the first person, as illustrated in the following example: “«Jak jste ke mné prisel?» Rikam,
Ze jsem se dovédél od spoluzaka, kde bydli. Potom mu fikam, Ze jsem v 48. Cetl

v Lidovkach Fikarovo ocenéni jeho Lyriky.”?%° The two writers engage in a discussion

206 Catalano, Alessandro, Ruda zare nad literaturou, Brno, Host, 2010, p. 240.
207 Spirit, Michael, Padesat let: letopocet krasy a ,neskuteény umélci*, in: Zivot Je vude. Almanach z roku
1956, Praha, Paseka, 2005, p. 283.
208 “Dobrovsky’s house in Kampa. The entrance is through a gate, where containers of ash are standing.
There’s a nameplate on the door. An older woman comes out. She invites us in, saying, “Don’t take off your
coat, there’s a draft here.” It's fairly untidy. On the left, large shelves full of books. A table with soda water. A
box of cigarettes. The room is divided into three semi-separated spaces” Zabrana, Jan, Cely Zivot, op. cit., p.
145.
209 “How did you find me?’ | said | found out from a classmate where he lives. Then | told him that in '48, |
read Fikar's review of his Lyrics in Lidovky” Ibid., ibid.
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about the prevailing political climate, particularly focusing on Holan's prohibition from
publishing and how other prominent authors of the time were navigating the transformed
landscape of the cultural sphere. They comment, for instance, on the actions of Vitézslav
Nezval, a surrealist writer who, following the events of February, began aligning himself
with the Party. This conversation with Holan reveals that Zabrana's approach to
documenting encounters has remained largely consistent since the 1940s. He continues to
meticulously record dialogues, not merely summarizing them, but striving to faithfully
reproduce them as he heard them, with a focus on capturing the nuances and immediacy
of the spoken word.

The notes in this selection are notably more extensive than those observed in
earlier entries. Unlike the more straightforward “regular” entries previously encountered,
which typically detailed the author’s daily life, these notes predominantly reflect the
author's contemplations on various subjects, particularly his existential situation,
contemporary political issues and his perspectives on literature. It appears that, at least
from this selection, the diary has evolved no longer serve as record of daily activities, but it
is crystalizing in a platform for displaying and develop ideas. Zabrana's expression in this
period is markedly more refined and contemplative. The fragments often resemble
personal confessions or philosophical inquiries, with the author frequently posing rhetorical
questions as though engaging in a dialogue with an unseen interlocutor. Judging from
what he notes down, it is not hard to believe that in that period the writer was crafting the
main lines of a writing style, and that he was working on his poems. The entries are
characterized by a sense of gravity and solemnity, as Zabrana articulates not only literary
approaches, but also his moral principles with an elevated tone, reflecting a profound

engagement with the intellectual and emotional currents of his time:

To neni doba klidu a spocinuti. Toto je doba velké pfipravy. Sebezachovani a preziti, to je hlavni,
ovSem. Ale je mozno pracovat na sobé&, aby jednou, az prejde doba prezivani, byl Clovék pIngjsi [...]
Prijde-li svétlejSi Cas, bude to vyborné a dobré. [...] Nepfijde-li? Tak to bude prostfedek, jak se
prokousat touto polovirou a polonevirou do jasného rozhodnuti. [...] Aspon ted jeSté neni chvile

k malovérnosti. Jesenin Zil jesté 8 let, Pasternak Zije dosud. Je to heroické, ¢lovék, kterému se vzalo
vie, co tvofilo jeho Zivot, ale ¢lovék ktery dosud Zije. Asi ne uz basnik, ale jak neobdivovat oazu

uprostred pousté, i kdyz je to jen par stromu, které by jinde ni¢im nepoutaly?210

210 “This is not a time for peace and rest. This is a time of great preparation. Self-preservation and survival
are the main concerns, of course. But one can work on oneself so that, one day, when the time of mere
survival has passed, one becomes more complete. [...] If a brighter time comes, that will be excellent and
good. [...] And if it does not come? Then it will be a means to get through this state of half-faith and half-
doubt toward a clear resolution. [...] At least now is not a time for faint-heartedness. Yesenin lived for another
94



In this note, Zabrana emerges as a slightly less skeptical figure. He speaks of
survival and self-improvement, drawing inspiration from two of his literary idols, Yesenin
and Pasternak. Both figures, having endured the rise of Communism, exemplify the
fracture Zabrana himself experienced—a fracture that Yesenin also confronted. The fact
that Pasternak remained alive provided Zabrana with considerable motivation, likely
serving as a model for navigating his own challenging circumstances. Same as him, also
Pasternak was deprived of everything, and yet he was still living at the time. Zabrana’s
renewed determination is evident in a note dated October 27, 1951, where he states, “Ja
nechci uz dal opevriovat trosky. Ja chci stavét novy dum.” This expresses his desire to
move beyond living in ruins and to build anew. In another entry without date, he describes
his situation with deep melancholy, wondering if he might be ever able to improve himself:
“Samoto, osamélosti! TéZzka za jarnich veceri. Smrtici! Jak je tfeba si nékdy promluvit
s nékym! Jak je tfeba rozumét si aspori s jednim ¢lovékem nefalesné. [...] MizZe Clovék byt
jJiny nez je? Muze na sobé néco zménit? Ze své vile a ze svého rozhodnuti? Nebo je
v podstatnych rysech uréen?”.?11

The sense of loneliness that permeated his diaries in 1948 is still present with him,
deepened by a need for truth that he does not apparently recognize in the world which
surrounds him. As we seen in the first entry presented, Zabrana is seeking renewal.
Despite this aspiration, he remains acutely aware of the constraints that have shaped his
life, reflecting on the inescapable sense of fate that has accompanied him since his youth.
He engages deeply with the concept of fate, contemplating its implications with a focus on
its passive nature. Zabrana grapples with the trajectory of his life, endeavouring to make
sense of it and find meaning amidst the struggle. His reflections reveal an ongoing internal
conflict, as he seeks to reconcile his experiences with his aspirations, striving to forge a
path forward despite the remnants of his past hardships: “Je nutno reSit svij osud? Neni
lIépe Cekat, az bude feSen? Ale je muj osud, mdj udél, sudba, los, v§echna ta Ctyri slova

jsou pasivni. CoZ se nelze vzepfit drive, dokud se na v$e nedivame z odstupu?"'? In a

8 years, Pasternak is still alive. It is heroic — a person from whom everything that made up his life has been
taken away, but who still lives. Perhaps no longer a poet, but how can one not admire an oasis in the middle
of the desert, even if it is just a few trees that would not attract attention elsewhere?” Zabrana, Jan, Cely
Zivot, op. cit., p. 151.
211 “Solitude, loneliness! Heavy on spring evenings. Deadly! How necessary it is sometimes to talk to
someone! How necessary it is to truly understand at least one person, without pretense. [...] Can a person be
different from what they are? Can they change something about themselves? By their own will and decision?
Or are they fundamentally predetermined in their essential traits?” Zabrana, Jan, Cely Zivot, op. cit., p. 151.
212 “|s it necessary to resolve one's fate? Would it not be better to wait until it resolves itself? But my fate, my
destiny, fortune, lot—all four of these words are passive. Is it not possible to resist earlier, before viewing
everything from a distance?” Ibid., ibid., p. 153.
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note from 19t December 1951 he writes that: “Muj Zivot! Nic z ného neZzit jinak, nic
neupravovat, takovy je, takovy at zistane”,?*3 which enhances the idea of the impossibility
to change the past. However, this is not necessarily a negative aspect. In that same note,
the diarist starts connecting the unavoidable of fate not only with his existential stance

towards outer reality, but also with the way he produces his writing:

Od svych let v obecné Skole jsem nepouzival pfi psani gumu. Je to odporna véc. Palil jsem, Skrtal,
prepisoval. VSechny véci maji své misto. | Spatné. [...] At fika Gide, Ze na zivoté je nekrasngjsi to, ze
se piSe z jedné vody nacisto, Ze na ném nelze nic korigovat; ma pravdu. V tomhle mu rozumim. Je
nemozné tvofit svUj Zivot, jako se piSe roman, tady se fantazii cosi vzpira a nejlepsi pravdépodobnost
je nespolehliva. J&A mam ten dojem, Ze je smésné Fikat si, Ze piSu svUj Zivot, vyplfuji stale jenom jeho
dotazniky. Jsem-li unaven, je to slabé, nékdy délam kanky, timhle perem si nejsem nikdy jist. A pak se
neda nez obratit stranku a mit radost (nebo Uzkost), Zze dalsi je dosud Cista. Z téhle knihy se nedaji

trhat listy. [...] Pero Ize odlozZit jen jedenkrat, vite kdy, az pak nadobro.214

According to this entry, Zabrana hated to erase what he had wrote, because even
bad things could be of some use. He connects this concept to a way of writing without any
form of correction, hinting to the activity of keeping his journals. By stating that it is not
possible to create a life in the way a novel is written, he alludes to the fact that his creative
stance is based on the immediate registration of reality, which cannot be erased afterword.
This does not bring clarity to him, but he can be reassured by the fact that he will find
another page of his diary which will be empty. Reassured or anxious, as this duality is
always present in him. But one cannot tear away the pages of the diary: everything stays
there, with the heaviness and the weakness of each word for the diarist to see. We can
therefore argue that everything could potentially become part of the creative process of the
author, every experience that came from his life could be re-written and reused. Zabrana
furthers develops this concept of art through life, when in another note he outlines his idea

of what art should be:

213 “My life! Not to live anything in it differently, not to adjust anything—Ilet it be as it is, and let it remain so”
Ibid., ibid., p. 155.
214 “Since my years in elementary school, | have not used an eraser while writing. It is a repulsive thing. |
would burn, cross out, and rewrite. Everything has its place, even the bad things. [...] Let Gide say that the
most beautiful thing about life is that it is written in one go, that nothing can be corrected; he is right. In this, |
understand him. It is impossible to create one's life as if writing a novel; here, something resists imagination,
and the best probability is unreliable. | have the impression that it is ridiculous to say | am writing my life; |
am constantly just filling out its questionnaires. If | am tired, it is weak; sometimes | make blots; | am never
sure with this pen. And then, there is nothing to do but turn the page and feel joy (or anxiety) that the next
one is still blank. You cannot tear pages out of this book. [...] The pen can only be put down once, you know
when, only then for good” Zabrana, Jan, Cely Zivot, op. cit., p. 155.
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Psat ver3e, psat minéni, psat dopisy, knihy. Nic z toho nedélam a mél bych to délat vSechno. (...

)
Nékdo dovede zkuSenost ze Zivota a zkuSenost Zivota vyuzit pro literaturu. A u mne to bylo pravée

vytrhnout se z ného a psat o ném, ne v ném. Coz k uméni se roste jenom z umeéni, to jest z
destilovaného Zivota. Vede Zivot jen k Zivotu? Jaky je odstup mezi Zivotni zku$enosti a tvorbou? Zivot
musi byt zakladem. Ale cokoli z ného mlze byt vychodiskem. Tfeba sen. Sen je také ¢ast zZivota. Z
praktického hlediska je Zivot prvni a ¢innost celych nasich dnu a celych noci, to je existence v ¢ase.
Zijeme i tehdy, kdyz spime. Zivot neni podminén védomim Zivota. Je umélecké dilo vysek Zivota? Je

to jeho vybrana a upravena ¢ast?215

The influence of Group 42 becomes increasingly apparent in Zabrana's reflections,
particularly in his emphasis on the connection between literature and real life. He asserts
that a work of art must be grounded in actual experience, marking a significant shift from
his earlier views on poetic creation in the 1940s. This period also highlights Zabrana's
struggle with incorporating his own experiences into his writing. He observes that the more
intimately he is connected to an experience, the more challenging it becomes to effectively
convey it through his art. This observation aligns with our earlier findings, which suggest
that Zabrana’s creative process required a degree of detachment to produce the desired
artistic effect, as we have seen in the previous set of diaries, where distance in the
author’s words represented for him one of the sources of his writing. Furthermore,
Zabrana's reflections extend to the role of dreams in an individual’s life. He considers
dreams to be an integral part of lived experience, despite their unconscious nature,
arguing that they are part of the continuous flow of time. This perspective suggests that for
Zabrana, life is defined by its temporal unfolding, regardless of whether it occurs in
conscious or unconscious states. Then the author poses a crucial question: is art a piece
of life? A piece taken from it and corrected, improved? He provides an answer in the
following notes, but we should dwell upon another intriguing aspect of these reflections:
the intended audience of Zabrana’s musings. Are these questions directed at himself, or

are they meant for an external interlocutor? This ambiguity invites further exploration into

215 “Writing verses, writing opinions, writing letters, books. | do none of these things, yet | should be doing
them all. (...) Some people are able to use life experience and the experience of life for literature. But for me,
it was quite the opposite. The more intensely | experienced my personal life, the more mature and perceptive
| became, the harder it was to tear myself away from it and write about it, rather than within it. Does one grow
into art only through art itself, that is, through distilled life? Does life only lead to life? What is the distance
between life experience and creation? Life must be the foundation. But anything from it can be a starting
point, even a dream. A dream is also a part of life. From a practical perspective, life comes first, and the
activity of all our days and nights is existence in time. We live even when we sleep. Life is not conditioned by
the awareness of life. Is a work of art a segment of life? Is it a selected and arranged part of it?” Ibid., ibid., p.
153.
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the nature of his self-dialogue and the broader implications of his philosophical inquiries. In

a subsequent entry, Zabrana continues to grapple with the definition of life:

Zkuste fici, co je zivot. Nepovede se vam to. Je nedefinovatelny. A slepite-li definici, bude to schema
bezobsazné jako smrt sama, a ne podstata Zivota. A s poezii to nemuze byt jinak. VerSe nemusi byt
poezii. A ¢asto nam néktera mista v romanech rvou srdce vic nez dest sbirek versu. A dnes je viibec
slozité psat basné. (...) V8echno na svété se d4 vidét nové a stale jinak. S kazdou chvili se nase
nazirani se méni. Co bylo vyznamné, je vedlejsi, a co jsme pfechazeli, je nahle otazkou zivota a smrti.
Je tézko mluvit po svém, necitime-li po svém a nevidime-li svyma ocima. Poezie by méla byt néco
jako restaurovani starych obrazu. Nebo jako letni dest, ktery obnovuje zaprasenou krajinu, jeji barvy a

tvary, které jsme si navykli pfijimat s prachem.216

In Zabrana’s view, life possesses no fixed substance, as it continuously shifts
according to the perspective of the one experiencing it. Life, therefore, manifests in
numerous forms, each contingent upon the observer’s stance. The role of poetry, he
asserts, is to provide a singular and unique perspective on life. He likens poetry to the
“restoration of old images”, as it revitalizes life by offering a fresh vantage point, unveiling
aspects that previously lay concealed. In the same passage, Zabrana elaborates on his
conceptualization of poetry through a series of vivid metaphors: “Without harmony, there is
nothing. You may violate it a hundred times, but you will only succeed if you never forget
that it exists. [...] You must not lose the ground beneath your feet, but if your wings are
burned, it is equally tragic. And that music inside, that sea, which is always in motion, must
never dry up.” Here, poetic inspiration is metaphorically rendered as an endless music, a
perpetual wave that continuously returns, signifying a dynamic, inexhaustible creative
force. Yet, amidst these ceaseless impulses, Zabrana underscores the necessity of
maintaining a delicate equilibrium—a balance that must be achieved between extremes,
such as vulgarity and kitsch, or between helplessness and creative incapacity. In this
context, Zabrana appears to be reflecting on his own position as a diarist; he does not

write from the standpoint of a professional writer but rather from a marginal, almost

216 “Try to say what life is. You won't succeed. It's indefinable. And if you manage to piece together a
definition, it will be a lifeless scheme, as empty as death itself, and not the essence of life. And with poetry, it
can't be any different. Verses don't necessarily make poetry. And often certain passages in novels tear at our
hearts more than ten collections of verse. Today, writing poetry is particularly difficult. (...) Everything in the
world can be seen in new and constantly changing ways. With each moment, our perception shifts. What
was once significant becomes secondary, and what we once overlooked suddenly becomes a matter of life
and death. It's hard to speak in your own voice if you don't feel for yourself or see with your own eyes. Poetry
should be like restoring old paintings. Or like a summer rain, refreshing the dusty landscape, bringing out its
colors and shapes, which we had grown accustomed to seeing only through the veil of dust.” Zabrana, Jan,
Cely Zivot, op. cit., p. 154.
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clandestine corner, capturing fleeting glimpses of reality. Simultaneously, he is acutely
aware of his powerlessness, constrained by the socio-political realities of his time and
relegated to the margins of his own notes. Thus, Zabrana’s conception of poetry is deeply
tied to the notion of harmony. It is a harmony that must be found in all things, even amidst
discord and contradiction.

In a later entry dated February 26, 1953, Zabrana emphasizes that this balance in
poetry is maintained by a particular tension, without which poems would merely be
aggregations of words, devoid of a true essence or inner life. What is particularly
compelling, however, is that Zabrana also refers to this tension as an “irritation”: “Mnoho
lidi maze psat verse, ale bez schopnosti ucitit v sobé a fixovat v basni zvonem reci,
rozmisténim slov ¢i jinym z nespocetnych prostiedkd tohoto napéti, nebo mozno téz a
snad lépe fici zjitfeni, nemohou se z nich stat basnici. Baseri nemusi pusobit pfimo na
rozum, na jednani pfimo”.?1” This characterization is intriguing, as it recalls his earlier
metaphor from the last dossier, where he likened poetry to an infected wound that could
only be healed through the act of writing. It suggests that, even in the 1950s, this
conception of poetry as a form of emotional and psychological disturbance remained a
central tenet of his poetics. For Zabrana, a poem must unsettle or provoke, engaging the
reader’s emotions on a deeper level. He illustrates this by referring to the hypnotic effect
that a single line from Ivan Blatny’s poem Tento vecer (“That Night”, 1945) had on him: a
mere six words that, in isolation, seemed to lack any clear meaning, but whose internal
tension was so potent that it captivated and held him in thrall: “Tim dochazim k tomu, co
Jjsem rekl: basen nemusi navazovat presny, vyhranény (a tim ovéem | ohrani¢eny). Staci,
kdyz pusobi jako kli¢, ktery odmyka jisté zamky. [...] Staci, kdyz odhazuje pisek nad
pramenem, ktery hrka zasuty dole. Rozechviva nas, ¢ini nas pozornymi a vnimavymi."?'8
The poem evokes a profound sense of unease and sharpens our perception, making us
more attentive. This aligns with Zabrana’s assertion that poetry should have the capacity to
reveal new dimensions of reality. It is something that should not rely on logic, but on
feelings, create a mystic attraction. This engagement also sheds light on his 1948 critique

of Jifi KolaF's Dny v roce, where Zabrana contends that merely documenting reality is

217 “*Many people can write verses, but without the ability to feel within themselves and capture in the poem,
through the resonance of language, the arrangement of words, or one of the countless means of this
tension—or perhaps it would be better to say this exacerbation—they cannot become poets. A poem does
not need to directly affect reason or action.” Zabrana, Jan, Cely Zivot, op. cit., p. 158.
218 “Thus, | arrive at what | have said: a poem does not need to establish a precise, defined (and thereby, of
course, limited) boundary. It is sufficient if it acts as a key that unlocks certain locks. [...] It is enough if it
scatters the sand above a spring that gurgles buried below. It awakens us, makes us attentive and
perceptive.” Zabrana, Jan, Cely Zivot, op. cit., p. 159.
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insufficient; instead, reality must be rendered through the dynamic tension of words: the
content must be supported by the rigor of the form, by the harmony that he mentioned in
the previous notes. The author even creates a list of rules he must follow to compose a
poem. He first speaks of the fact that a poem can stand just stand two pronouns; that one
must discard many poems and from those many create one, and that poet should not be
afraid of letting reality enter into his verses. Another rule is that the poet should as
objective as possible and he should not talk about himself, also by remembering the
scales and the proportions of the real world. The most interesting and suggestive
‘commandment” dictates as follows: “7) zachazet opatrné s casem i prostorem, nemichat
Jje zmatené, jediné v pripadé jasného umysl, srv. chirurg zapomene v operovaném nuzky,
hniji v Zivém téle.”?1° He therefore suggests that time and space should be treated
carefully, dosed to create the right effect.

The most significant aspect of these entries is Zabrana’s apparent move away from
a state of intense agitation, because in the notes from of the 40s the catastrophe is still
coming. Here, he is already in the world in ruin he perceived in youth. He seems to be
gradually coming to terms with his circumstances, embracing the notion of fate as a means
of coping. This period marks a maturation in his outlook, where he appears more resigned
and contemplative. His primary source of solace seems to be his writing, as evidenced by

an entry dated July 13, 1953, where he reflects on the role of writing in his life:

Kdysi pfed lety, kdyZ jsem byl jesté mlady, cely Zivot se vSemi mozZznostmi stal pfede mnou, psal jsem
tehdy verse jen tak, protoze se mi chtélo, nemély pro mé vétsi cenu nez rdzné jiné véci. — Nyni, kdy
obzor je zataZen, moznosti vzaty, rozhodovani omezeno, vyuZiti schopnosti minimalizovano, Zivot uz
nestoji pfede mnou v celé své $ifi, nenabizi se, musi byt dobyvan, nyni jsou moje verse jedinym, co
mam, jsou mi drazsi ze v8ech véci. Tak se zménami nasich osudl nabyvaiji nedllezité véci vahy a
jedine€nosti, jiné jsou ztraceny a opoustény. V Zivoté Clovék stale naléza a ztraci, mohl by vlibec
nalézat, kdyby neztracel? Jen pomér a hodnota ztraceného a nalézaného se nesmi pfili§ uzkostlivé

pocitat, to by nékdy pfFili§ zamrazilo u srdce??°

219 “Handle time and space carefully, don’t mix them up chaotically, except in cases of clear intent, compare
to a surgeon forgetting scissors inside an operated body, festering in the living tissue”. Ibid., ibid., p. 163.
220 “Years ago, when | was still young, with my whole life ahead of me and all possibilities open, | wrote
verses just because | wanted to, and they didn’t hold any more value for me than other things. — Now, with
the horizon clouded over, possibilities taken away, choices limited, the use of my abilities minimized, life no
longer lies before me in its full breadth, it no longer offers itself; it must be fought for. Now, my verses are the
only thing | truly have; they are dearer to me than anything else. Thus, with the changes in our fate, things
that were once unimportant gain weight and uniqueness, while others are lost and abandoned. In life, one
constantly finds and loses, but could one find if they didn’t lose? Only the balance and value of what is lost
and found must not be calculated too anxiously, as it would sometimes chill the heart too much.” Zabrana,
Jan, Cely Zivot, op. cit., p. 161.
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Every way out seems to have shut completely. But this powerlessness, as we have seen,
is one forces that prompt his writings. The concept here is that losing is also finding, and
that everything shifts in weight according to the different phases of a person’s life.
Besides this essayistic and philosophical entries that we have so far described,
which display the development of his thought and the capacity he possesses to express
himself metaphorically, there are only a few chronotopical agglomerations in this selection
where we might discern some of Zabrana'’s writing style of that period: “Stdl je pokryt
kvétovanym papirem. Napravo svicka, nalevo vysoky egyptsky popelnik. Nuz. Zapalky.
Vzpoura andélll. Takova je letoSniho léta dobirka za loriské? NejtéZsi: pfestat snit. Jaka by
byla?”.22t
The passage evokes a subtle recollection of Zabrana's earlier description of Holan's
house, as noted at the beginning of this dossier. With sparse, economical details, the poet
sketches a scene, likely one that he saw directly before him at that moment. This is
followed by an unexpected comment about a “revolt of the angel,” two rhetorical questions,
and a statement on the necessity of ceasing to dream. A sense of abandonment
permeates this brief description, its emotional intensity underscored by the brevity and
fragmentation of each sentence. The fragment appears to reflect the author’s own
situation, wherein his persistent struggles have yielded minimal reward. This may explain
the injunction to “stop dreaming.” The phrase “revolt of the angel” could metaphorically
reference the knife and matches on the table, suggesting they are the only “weapons”
available to the poet in a battle where all seems lost. Here, we observe a convergence of
several elements that we have align with the description of what poetry should be like that
Zabrana has so far provided: a stark and direct description of the physical environment,
common objects pertaining to the ordinary world, alongside metaphorical and evocative
language, coupled with rhetorical questions that align with a more essayistic style. The
prose is simultaneously concrete and abstract, compressing profound ideas into the
restricted space of a few lines. This approach appears to align closely with Zabrana's
expressed views on art, where he seeks to deliver something that strikes the reader—a
work that is intentionally vague, relying not on logic but on evoked sensations. However,
these sensations must be deeply rooted in real-life experiences, capturing the authenticity

of lived moments while transcending mere description. Reading these more poetic entries

221 “The table is covered with floral paper. To the right, a candle; to the left, a tall Egyptian ashtray. A knife.
Matches. The Revolt of the Angels. Is that this summer's payment for last year's? The hardest thing: to stop
dreaming. What would it be like?” Ibid., ibid., p. 162.
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hints at the existential value writing acquired for the diarist in that period, as we can see

from the following note:

Az letos, v zafi 53, na mné pada unava a schopnost odporu uvnitf fidne. Jsme tak bezmocni.
Vzpominam s nostalgii na Jesenina, Pasternaka, Gumiljova, Sklovského. Zije se matné, jako v
prezervativu, opravdu. A také duse je vétsi v zahybech, opravdu. Nejsem gigant. Neuzdvihnu sam
sebe. Nedovedu se nadlouho zapirat. Kapky vody vysychaji na slunci. VSechno je osud. Ve chvili, kdy
se ve vysokeé travé Cervena brusinka, ze stromu odléta tetfev — tehdy je pohnutéjSi nez kdyz se zed
jen vydroluje. Srdce se scvrkava a napina cely zivot, ale nyni se otfasa jesté druhym pulzem, jako
vysazeno do vétrné plané. Nase srdce je ofech v louskacku, jesté klade odpor. Brzo praskne. Dosud
neustaly vS§echny vabnicky, kdo nejde za sladkosti zivota? Kéz horkost pfijde nepozorované, at potom
hned tady, at nepfichazi. Také lonksé noci byly noci zasité v pytloviné. Ale tehdy jsem té ve tmé asporni
tusil. O, kdybychom mohli pohlizet svrchu na presly ¢as. Loni jsi byla touha nesplnéna, dnes

nesplnitelna.222

We have here the chance to see what the author has so far only theorized: the application
of the poetics he has been refining. He mentioned that powerlessness is one of the core of
artistic creation. Here one can observe how, during a moment of weakness, the author
starts to transform his doubts into a poetic fragment. He starts with a simple statement
about his mental condition, remembering with nostalgia some authors, speaking in the first
singular person. Life in those conditions is compared to a condom, using a blunt metaphor
to convey the idea that the life he is living is uncomplete, blunt, referring to the state of
impotence of the writer, which is giving up. Then, he starts using a series of evocative
images that mostly pertains his emotional state. Another reference to fate, which is what
troubles the lyrical I. The image of the heart is used to portray an increasing condition of
tension, representing a metaphor of a life on the brink of destruction. The fragment ends
with the second singular person, as the diarist his referring to someone, a female entity,
which is not longer with him. Besides the evocative strength of some images (the heart in

the nut-cracker, the nights stitched into burlap), elements that display a high degree of

222 “Only this year, in September '53, fatigue begins to settle over me, and my capacity for inner resistance
wanes. We are so helpless. | recall with nostalgia Yesenin, Pasternak, Gumilyov, Shklovsky. Life is dim, as if
lived in a condom, truly. And the soul, too, is larger in its folds, truly. | am not a giant. | cannot lift myself. |
cannot deny myself for long. Drops of water dry in the sun. Everything is fate. In the moment when a
lingonberry turns red in the tall grass, a capercaillie flies from a tree—it is then more stirring than when a wall
simply crumbles. The heart contracts and strains for a lifetime, but now it shakes with a second pulse, as if
thrust into a windy plain. Our heart is a nut in a nutcracker, still resisting. It will soon crack. Not all the lures
have ceased; who does not chase after the sweetness of life? May bitterness come unnoticed, and then
leave immediately, may it not come at all. Last year's nights were also nights stitched into burlap. But at least
then | could sense you in the dark. Oh, if only we could look down on past time from above. Last year you
were an unfulfilled desire, today you are unattainable” Zabrana, Jan, Cely Zivot, op. cit., p. 162.
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materiality, even if they should not possess it; that use of the images reminds of the
Russian acmeism, to whom Zabrana might be referencing, having mentioned Nikolaj
Gumilev at the beginning of the fragment. We can observe this aesthetic approach in
another undated entry, where a similarly concrete image is paired with a poignant

reflection on the absence of a person. The scene reads:

Druhy den:

Zvalena psenice pod okny lezi jak vousy v mastném potu, ktery vyrazil na kdzi, Ze tu nejsi. 223

In this entry, Zébrana uses a vivid, tactile image—*“the trampled wheat beneath the
windows”—to create a powerful sense of absence and longing. The wheat, personified to
resemble a “beard in greasy sweat,” suggests a visceral reaction to the physical
surroundings, yet it is the emotional weight of absence that drives the image. The line’s
brevity, akin to the earlier fragment, reflects Zabrana’s stylistic inclination toward
conciseness, where every word and image is charged with meaning. Another entry without
date presents the same introduction of the later, with the statement of “day three”, making
in therefore some sort of continuation to the previous entry, which started with “second

th

day”:

Den ftreti:

Coz neni zplsobd, jak se Ti pfiblizit? Nase Iéta jsou horsi rok od roku a nejmené na rok jsi opét
ztracena. Vzpominam na ten zastup zaolejovanych dni v pfeslém roce. Jak jsi byla stale v mé mysli,
jak jsem se domnival, Ze v3echno s Tebou skon€i dobfe. Anyni jsi oddalena nejméné o rok, o rok v
letech, ktera jsou horsi rok od roku. Upliikovy mésic je neschopen naplnit zejici prostranstvi po
odedlém. Jsou noci jako tato, kdy kef se vrha po kefi. Po noci pozndvame, Ze sen neni bratrem

skutecnosti. Sen je osmahlym muZem z jinych Zivotl. Snad uz nikdy nebude cestovat.??4

223 “The second day/The trampled wheat lies beneath the windows like a beard in the greasy sweat that
broke out on the skin because you're not here” Ibid., ibid., p. 162.
224 Third day/Are there no ways to get closer to you? Our years get worse with each passing one, and for at
least a year, you are lost again. | remember those oil-stained days of the past year. How you were always on
my mind, how | thought that everything with you would end well. And now you are distanced by at least a
year, a year in years that are worse with each passing one. The full moon is incapable of filling the gaping
emptiness left by your departure. There are nights like this when one bush hurls itself against another. After
the night, we realize that the dream is not the brother of reality. The dream is a sunburnt man from other
lives. Perhaps he will never travel again. Zabrana, Jan, Cely Zivot, op. cit., p. 164.
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This entry invites a deeper analysis, particularly due to its multiple layers of
meaning and stylistic complexity. Firstly, there are several reasons to consider it as a
continuation of the previous entry. The central theme, once again, revolves around loss
and is addressed to someone who is absent, much like the earlier fragment. However, this
is not explicitly stated, as the author uses a generic feminine reference, indicated by the
use of feminine pronouns. Notably, the Czech word “minulost” (meaning “past”) is
feminine, suggesting that this piece could represent a lament for lost time rather than for a
specific person. Stylistically, the entry opens with a rhetorical question, a recurring feature
in Zabrana's writings during this period. The passage is replete with poetic imagery that
grapples with themes of distance, past illusions, and a longing for what has been lost. The
repetition of the word “rok” (year) serves as a leitmotif, emphasizing the sense of distance
and the passage of time. As night descends, it offers no solace to the lyrical subject;
instead, it reinforces the realization that dreams are fundamentally separate from reality—
mere fragments of lives that are not one’s own.

What is particularly striking about this fragment is its rhythm. The repetition of the
phrase “Nase léta jsou horSi rok od roku a nejméné na rok jsi opét ztracena” (Our years
are worse year by year, and for at least another year you are lost again), though reversed
in order, imbues this prose entry with a musicality akin to that of poetry. Additionally, the
text employs several alliterations, such as “Jsou noci jako tato, kdy kef se vrha po kefi’
(There are nights like this, when one bush throws itself upon another), which contribute to

a rhythmic cadence that enhances its lyrical quality:

A bud’ poZzehnana kazda chvile, ktera zabrani pohlizet do prazdnych sudd od minulosti. Ztroskotana
plavidla, nebudete nahrazena jinymi. Jsme ze fadu lidi, touzime po sobé&, odpuzujeme se. Stfibrné lodi
odpluly, ty lodi ohfiti ve tmach mladého Zalu, ty lodi, které se nikdy neztroskotaji. Cerné vagony les(
stoji staleti. Zemé se neda do vzruSenych pohyb( pro nase umirani. Jsme obnazeni na nerv, ztracime
dobré, takzvané dobré navyky, usilujeme o jediny smér, voda ve studni tvrdohlavosti je
nedo&erpatelna. Jde o nase sblizeni s nasi vytéenosti. Neni v nas za nehet mnigskosti. Zivot neni k
Ziti, ale je In{itou, tak jej vidime. Smutni rytifi, seSikovani tdahneme v hejnu k jinym mlyndm. Nic
nedopada dobfe. Na misté, kde jsem t& posledné vidél, pada prach a cesta je uzaviena. Bilé stromy,
domy na druhé strané jsou ni¢ivost sama. | ¢as je Ihltou, ale jaké hrozivosti nabyva v tom, Ze

nedoprava oddechu. Starnuti se vplizuje do v§eho. Chapeme Zivot nejvic v zhoubnosti.?25

225 “And let every moment be blessed that prevents us from gazing into the empty barrels of the past.
Shipwrecked vessels, you will not be replaced by others. We belong to the order of humans, we long for one
another, yet we repel each other. The silver ships have sailed, those ships of fire in the darkness of youthful
sorrow, those ships that will never be shipwrecked. The black wagons of the forests have stood for centuries.
The earth won't stir into excited motion for our dying. We are stripped down to the nerve, losing our good, so-
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The second part of the text deepens its exploration of existential anguish and the
complexities of the human condition, employing a series of evocative poetic images that
articulate pain and melancholy. The past is metaphorically presented as “empty barrels,”
symbolizing emptiness and desolation. Similarly, the "shipwrecked vessels" convey a
sense of loss and stagnation, vessels that have sailed away forever. Initially described as
"silver" and later as "of fire," these vessels remain illuminated against the darkness of past
grief. This contrast of silver and fire renders them enduring symbols, suggesting that the
passions and emotions of the past continue to burn as long as the individual remains alive.
In a paradoxical twist, these vessels “will never wreck,” as the fire of past emotions and
memories persistently glows, refusing to be extinguished. This imagery is sharply
contrasted with that of the “black wagons of the forest,” which stand still for centuries,
embodying a sense of immobility and permanence. Here, a distinct opposition emerges
between stillness and movement, suggesting a deeper tension between the unchanging
nature of certain elements and the fleeting nature of human experiences. The lyrical
subject (the "Lyrical I") reflects on the individual's plight, living in the present with a
profound sense of nostalgia. This individual struggle, attempting to move resolutely in a
single direction, even as the earth itself remains indifferent to the fate of a single person.
Life and time, both defined as finite or “termed,” are depicted as relentless forces, bound
together in a cycle that leaves little room for human agency or hope. There is an
underlying suggestion that life becomes fully comprehensible only when viewed through
the lens of its ruin or decay—a theme Zabrana has articulated previously. The passage
concludes with a meditation on the inevitable encroachment of aging, which "creeps into
everything," further emphasizing the themes of decay and inevitability that permeate this
work. The relentless passage of time strips away illusions, leaving the individual to
confront the stark reality of existence, where life is understood primarily through its
transience and fragility. Ultimately, Zabrana’s use of imagery and metaphor in this section
captures the tension between the persistence of memory and emotion and the unyielding

called good habits, striving in only one direction, the water in the well of stubbornness is inexhaustible. It's
about our reconciliation with our marked path. There isn’t a trace of monkishness in us. Life is not for living,
but is a deadline, that's how we see it. Sad knights, we march in ranks toward different mills. Nothing ends
well. At the place where | last saw you, dust falls and the road is closed. White trees, houses on the other
side are destruction itself. Even time is a deadline, but how terrifying it becomes when it offers no respite.
Aging creeps into everything. We understand life best in its destructiveness” Zabrana, Jan, Cely Zivot, op.
cit., p. 164.
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forces of time and fate, drawing a poignant portrait of the human struggle to find meaning
in the face of inevitable decline.

For what concerns the exogenetic influences of this phase of development, besides
the aforementioned authors, in this selection is present an entry where Zabrana makes a
list of the books he was able to read in 1951. The range of readings is, as always vast. We
find there Czech, Russian, French, English and Spanish authors, demonstrating the extent
and the variety of his interest. However, we will focus on the readings he seemed more
interested in, at least according to the clues we have: next to two books he writes in
brackets “po treti”, for the third time, manifesting a particular attraction to them. These
books are Graham Greene’ The Power and the Glory and Ernest Hemingway’s For Whom
the Bell Tolls. Hemingway is an author | deem particularly suitable to have been a source
of exogenetic influence for Zabrana’s. Especially for what concerns the use of dialogues,
particularly evident in the novel For Whom the Bell Tolls, set in Spain during the Spanish
Civil War. In the novel, the characters speaks an English which is often a direct translation
of some Spanish word, in order to increase the degree of realism of how protagonists of
the story moves and react. Also, Hemingway worked as a reporter and the novel was
based on his real life experience during the Civil War in Spain, making it akin to the artistic
tendencies of Zabrana | have detected in both the dossiers so far: the interest for the
registration of reality. For what concerns Greene’s, Zabrana read the novel The Power and
the Glory already in 1948: Greene’s book revolves around the figure of a catholic priest in
Mexico, struggling with his sins and the remorse he feels because of them. Zabrana's
fascination to the novel of the English writer might have be due to the moral and ethical
issues it deals with, thematizing themes like sacrifice and martyrs in order to atone for
one’s sins.
| have mentioned the poet Vladimir Holan at the beginning of the dossier as a source of
exogenetic influence for Zabrana. Vladimir Holan (1905-1980) was a prominent Czech
poet known for his dense and introspective verse, which combines existential themes with
a profound sense of history and metaphysical inquiry. Often regarded as one of the most
significant voices in 20th-century Czech literature, Holan’s work reflects the complexities of
his time, marked by war, political upheaval, and personal introspection. In his complex
poems, the Czech poet investigates the relation between man and the world which
surrounds him, reflecting on the caducity of humanity. His poetic language presents an

high degree of experimentation, with a significant employment of quotations from other
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authors and sentences in foreign languages, similarly to what we have said to be an habit

of Zabrana in the previous dossier.

Zabrana and Pasternak

Boris Pasternak (1890-1960) initially pursued a career in music before turning to
literature. His early poetry, marked by its lyrical intensity and philosophical depth,
established him as one of the foremost poets of the Russian Silver Age. However, his
literary career was marked by tension with Soviet authorities, particularly after Doctor
Zhivago was published abroad in 1957, leading to his forced rejection of the Nobel Prize in
Literature in 1958. It is clear that, in the period we are taking into consideration,

Pasternak’s figure was ostracized because the political pressure.

Pasternak’s Doktor Zhivago publishing and translation history is widely known to
have been troubled; the novel got into the hands of readers only after several postpones
and refusals. Pasternak started working on his oeuvre right after World War Il. In 1947 he
made a deal to publish the novel with a publishing house, however this agreement was
later cancelled. The first draft of the novel was submitted by the author to the editorial
board of the publishing house Novyj Mirin 1955. After being asked by the publishing
house to severely edit the novel, Pasternak decided to accept the offer made to him by the
Italian publisher Giangiacomo Feltrinelli, who eventually received the manuscript from the
author and published the novel in 1957 for the first time and in the Italian translation. Given
its complex editorial history, and the difficulty in obtaining the Russian original manuscript,
Czech readers could read something from Doktor Zhivago only through ten poems
published in 1954 on the fourth issue of the magazine “Znamja” in the Russian original
version. These poems are part of a larger fictional cycle made of 25 poems which are
placed at the end of Doktor Zhivago, representing meta-narratively the poetic heritage of
its main character, Jurij Zhivago. Six of these poems will be translated by the Czech poet
Ladislav Fikar (which we have previously indicated as a source of exogenetic influence for

Zabrana) Spring Mud, Farewell, Reunion, March, Girl Summer, and Wind, that will be
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published in 1957 on the magazine “Svétova literatura”. 226 On that same year, Zabrana
translated another poem from the Zhivago cycle called Dawn (Svitani), published on
“Kultura 1”. The entire translated in cycle Czech will be published for the first time in 1959
by the exile published house Svédectyvi, in the translation of Jifi Kovtun, with the title
Béasné Doktora Zivaga (The Poems of Doktor Zhivago). However, as noted by Luka$
Klimes, the public that this latter volume could reach was probably limited. Jan Zabrana
will obtain the full novel only in 1965, after his wife Marie Zabranova took a study trip to
Italy, where she was able to get one copy of the manuscript and to transport it back with
her to Czechoslovakia. On the other hand, that does not explain how before that Zabrana
was able to translate the already mentioned poem Dawn; we can assume that the source
text was the original Russian one published on “Znamja”. Thus, it would be possible to
argue that Zabrana could had been working on the Zhivago poems since 1954. After
obtaining the manuscript, Zabrana started immediately to translate it, while Mrs.
Zabranova was looking for a publishing house. In the end, Zabrana signed a contract in
1968 with the publishing house Ceskoslovensky spisovatel.?2” However, even this deal will
have no results, since in 1971 the publishing house will retrieve the proposal and cancel
the project because of the changes in the political climate of the time. In 1988 Doktor
Zhivago was finally released in the Soviet Union on Novyj Mir, allowing therefore the
Czech edition to be published by the Lidové nakladatelstvi in 1990, based on Zabrana’s
manuscript and redacted by Jaroslava Dienstbierova. In the 1990 edition, Zabrana is
identified as the sole translator, whereas in later editions (2003, 2005, 2011) he is credited
with the translation of the prose, while the poems are attributed to his joint work with Jifi
Kovtun.??® Kovtun had already translated and published all of Zhivago’s poems under the
title Basné Doktora Zivaga with the exile publisher Svédectvi in 1959.22° From the analysis
of the poems contained in this first edition resulted that 20 poems of the entire cyclus
corresponded to the one translated by Jifi Kovtun for the “Poems of Doktor Zhivago” in
1959, meaning therefore that only five poems are Zabrana’s original translation: Hamlet
(Hamlet) Confession (Vyznani), Wedding (Svatba), Winter Night (Zimni noc), and the
abovementioned Dawn (Svitani). As Luka$ Klime$ argues, the reason why Kovtun’s

translations were collocated together with Zabrana’s was that the latter never finished/was

226 Klimes$, Lukas, K otazce autorstvi ceského prekladu Pasternakova Doktora Zivaga, in: Kalivodova, E.,

Elias, P. (eds.): Jan Zabrana, basnik, prekladatel, ¢tenar, op. cit., p. 102.

227 |bid., ibid., p. 103.

228 Klimes$, Lukas, Zabraniv Doktor Zivago: Okolnosti vzniku a analyza vybranych pfekladatelskych rfeseni,

diploma thesis defended 14.09.2016, Charles University, Faculty of Arts, 2016, p. 35.

229 Pagsternak, Boris, Basné Doktora Zivaga, translated by Jifi Kovtun. New York, Svédectvi, volume 7. 1959.
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never satisfied with some of his translation; that may have brought him to decision to

utilise Kovtun’s already existing translation, so that the novel could still be released:

Je velmi pravdépodobné, Ze byl-li na konci Sedesatych let pfesvédcen, Ze jeho pfevody nedosahuji
uspokojivé urovné, rozhodl se svij rukopis doplnit jiz vydanymi pfeklady Kovtunovymi, patrné
s védomim, Zze az bude vydani basni aktualni, pouzije bud své pfevody, nebo odhali skuteéného

autora.230

These poems will be the focus of our analysis, as we will attempt to trace in their
translation aesthetic excesses which testify the presence of Zabrana’s unique writing style.
Before venturing into the texts of the poem, it is necessary to dwell upon the
circumstances that shaped Zabrana'’s choices while translating the abovementioned
poems, since they are pivotal to our understanding of the strategies the author deployed.
After having reconstructed the editorial history of Doktor Zhivago and its poems, it is clear
that the novel held a significant value for Zabrana. Not only because of the affinity that he
felt towards him and the author; but also because of the value ascribed to Pasternak’s
oeuvre. Zabrana considered translating Pasternak pivotal manly for two reasons: the
sense of kinship he felt towards the poet and the literary quality he assigned to
Pasternak’s work. He was one of the authors that were “ruined” by the Soviet propaganda
and that he strived to represent in a new and more faithful light. The poems of the Russian
author were also one of the source of relief he could find in those years, along with other
writers we have already mentioned: “Pasternak, Jesenin, Hora, Halas, Orten, Fikar. Poezie
utésitelka? Snad také. Jisté je namnoze tim, co nam pomaha nest bfimé Zivota. Vim, co
fikam, a opakuji: bfimé Zivota”.?! It could also be argued that Zabrana and Pasternak
lived in many regards similar experiences, although located in two different countries: they

were both persecuted by the communist regime, both of them were prevented from

230 “It is very likely that if, by the end of the 1960s, he was convinced that his translations did not reach a
satisfactory level, he decided to supplement his manuscript with already published translations by Kovtunov,
probably with the awareness that when the publication of poems becomes current, he will either use his
translations or reveal the real author” Klime$, Lukas, K otazce autorstvi ¢eského prekladu Pasternakova
Doktora Zivaga, in: Kalivodova, Eva; Elid$, Petr; Jan Zabrana, basnik, pfekladatel, étenar, op. cit., 109.
231 “Pasternak, Yesenin, Hora, Halas, Orten, Fikar. Poetry as a comforter? Perhaps that too. It is certainly, in
many cases, something that helps us bear the burden of life. | know what I'm saying, and | repeat: the
burden of life” Zabrana, Jan, Cely Zivot, op. cit., p. 159.
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publishing and took consequently shelter in the translation activity.?? This is probably one

of the reasons why Zabrana felt him so close:

Jako literat se stal pro rezim nepohodiny. Uvédomime-li si, Ze Zabrana (pfedevsim ve svych
pocatcich) pfistupoval k prekladani jako k nucenému femeslu a ke zdroji obzivy, nemizeme
neopomenout, Ze podobny osud sdilel i Boris Pasternak, jehoz po druhé svétové valce prakticky az do

konce zivota preklady ,zZivily“.233

In his notes, Jan Zabrana mentions Pasternak very often, sharing his thoughts not only
about the extraordinary quality of his poetry, but also about the treatment the Russian
writer received, raging against the unjust way Pasternak’s work were received after the
release of Doktor Zhivago. At the same time, this ostracization was at the heart of the
connection he felt not only with Pasternak, but also with all the persecuted writers, as we
have seen in the introduction. If Yesenin represented an alter-ego of himself while
struggling with the loss of the old world, Pasternak represented the maturity of that same
man in the aftermath of the new world, trying to live in it by staying true to himself. That is
the reason why Pasternak in those years represented for Zabrana a beacon of hope in an
appalling world, an oasis in the desert, since he was a survivor even if he had told the truth
the regime. 23 As Zabrana will later reflect on in the 1970s, the strength and the
importance of these writers lied in the fact that, despite the peril they might face, they

stayed true to themselves:

Spisovatelé, ktefi v tomhle rezimu 1Zi a I1Zi a zas jen I1Zi neuméli rezignovat na statut spisovatele (...) ti
vSichni skondili nejen jako nespisovatelé, jako trosky zaZiva zapomenuty, ale i v lidksém debaklu. [...]

Svou dusi — ,svétlo, které je v tob&” - zachranili jen ti, ktefi dokazali fict ne, ktefi jim plivli do ksitchu

Pasternak, kterého Stvali, podezfivali, usmérnovali, pfehliZeli a bagatelizovali ¢tvrt stoleti - ale ktery jim

232 While taking a break from the writing of Doktor Zhivago, Pasternak dedicated himself to the translation of
literary works such as Faust, King Lear and Sandor Petdfi's John the Valiant.
233 “As a writer, he became inconvenient for the regime. When we realize that Zabrana (especially in his early
years) approached translation as a forced craft and a means of livelihood, we cannot overlook the fact that
Boris Pasternak shared a similar fate, as after World War Il, translations were practically his only source of
sustenance until the end of his life.” Klime$, Luka$, Zabrantiv Doktor Zivago: Okolnosti vzniku a analyza
vybranych pfekladatelskych feSeni, op. cit., p. 41.
234 Zabrana frequently associates Pasternak with the concept of hope: “The hope that Pasternak wrote about
at the end of Zhivago — that even if it is not fulfilled, even if it proves to be an illusion, it can still create and
represent the true meaning and the sole substance of long periods in a human life”. Ibid., ibid., p. 666.
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v romanu fekl, co jsou zag¢, a fekl jim do oci, Ze znicili generaci... [...] Ale Pasternakdv roman je

summa zZivota.23>

Zabrana admired and respected Pasternak for his moral integrity, which was
apparently, as we have seen in this last note, one had to possess, in his view, to be
considered a writer. Pasternak shared the same idea about the duty of an artist who, in his
opinion, should not be constrained in any way, so that he can act as a witness of his
age.?%¢ The strength of Pasternak’s work did not come, according to Zabrana, only from
the ethical a value of his oeuvre; it was also due to his unique writing style. In his notes,
Zabrana often wonders about the uniqueness of Pasternak’s work, his ability to merge

prose with poetry:

Dusevni stav objektu, “skrze” ktery je vypravéno, digrese, plsobeni krajiny vyvolavajici jen jisté —a ne
jiné — metafory, a asociace — skoro véechno, co je v konvenéni préze vedlejsi, je zde hlavni nebo
alespon hypertrofované — vyklene se (v Pasternakové rané proze) v jakysi zvlastni prostor... Novinkou
v dobé napsani Appelovy ¢ary napfiklad bylo “mluveni do telefonu jen z jedné strany”, tedy jen
castecné odhaleni smyslu, {j. vyuziti formulaci pro prézu nedostate¢nych (ale dostatecnych pro aktéry

déje)?7

The fascination of Pasternak’s verses springs from the suspension they are
permeated by, thanks to the use of metaphors that create an ambiguous ensemble that
offers itself to different interpretations. This uncertainty of Pasternak verses almost
reminds Zabrana’s thoughts on poetry and on the mysterious power It should possess to
act on the feelings of the readers. This affinity was also suggested by Zuzana Stastna,
who talking about Pasternak’s poetic affirms that “Pasternakova sila je, podobné jako

Buninova, v lyrickém detailu a ve schopnosti ,vykrisnout z nékterych okamzika vidéni*,

235 “Writers who, in this regime of lies upon lies, were unable to resign from the status of a writer (...) all of
them ended up not only as non-writers, as wrecks forgotten while still alive, but also in personal ruin. [...]
They saved their soul — 'the light that is within you' — only those who were able to say no, who spat in their
faces. Pasternak, who was hunted, suspected, controlled, ignored, and belittled for a quarter of a century —
but in his novel, he told them what they really were, and told them to their faces that they had destroyed a
generation... [...] But Pasternak's novel is the summa of life” Zabrana, Jan, Cely Zivot, op. cit., p. 293.
236 Hughes, Olga, The Poetic World of Boris Pasternak, Princeton University Press, Princeton, 2015, p. 128.
237 “The mental state of the subject 'through' whom the story is narrated, the digressions, the influence of the
landscape that evokes only certain—and not other—metaphors and associations—almost everything that is
considered secondary in conventional prose becomes central or at least hypertrophied here. It expands (in
Pasternak's early prose) into a peculiar space... For example, a novelty at the time of writing Appel's Line
was 'speaking on the phone from only one side,' that is, only partially revealing the meaning, employing
expressions that are insufficient for prose (but sufficient for the participants of the narrative)” Ibid., ibid., 727.
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dat vSednim vécem jednou provzdy nezapomenutelnou tvar, a myslim, Ze prave to na ném
muselo Zabranu pfitahovat neméné nez epicka (a eticka) vypovéd jeho Zivaga.”?3® | agree
on that, it was exactly that capacity that Pasternak oeuvre had to shed a new light to the
what is ordinary was what attracted Zabrana to him and, | argue, it is exactly the kind of
poetics he was seeking, as we have seen in the note from the 50s about the idea of the
poetic depiction of reality as a “restoration” of old images. Pasternak shared that same
vision of art as a way to create everything anew through the unique point of view of the
poet: “Art, according to Pasternak, results from the poet’s attempt to name the new aspect
of reality revealed to him [...] Giving names to the new that the poet experiences becomes
the aim of his work”.2%® Naming again reality in order to give it a new form is connected to
the pureness of childhood, the period of life when the individual becomes gradually aware
of the world which surrounds him. Finding a new way to define reality it's a way to reshape
the world and to go back to the purity of one’s childhood. This need of pureness also likely
resonated with Zabrana. In the first dossier we have seen that he sees and seeks this
innocence in his memories of the past and, although with a new attitude towards the
situation, even in this 1950s that idea is still with him: “Vim mé srdce neni takoveé, jaké by
mélo byt, je prilis zfalesnéle, je zakaleno zly, vasnémi tohoto svéta. Ale zustava ve mné
pfedobraz, snad projekt, jaky by mél ¢lovék byt: jasny, détsky, neokoraly. Pak by to ovéem

nebyl zivot. Castecné tento obraz nachédzam u Jirky”.24°

As we will see, there are not many aesthetic excesses in these translation; the
reason might be that maybe that Pasternak’s poetic, in this phase of Zabrana’s writing
style development, closely aligned with that of the Russian poet.

The first stanza presented comes from the poem O6ns3HeHue (Explanation),
translated by Zabrana as Viyznani (Confession)—an interesting shift in itself. Focusing on
the stanzas, several deviations are evident: in the first verse, the Lyrical I's presence is
made explicit with the verb "vidét” ja vidim (I see), representing a concretization compared
to the Russian original's more abstract "Vot ona" (There she is). The most striking

alteration is in the second line, describing the woman seen by the Lyrical |:

238 Stastna, Zuzana, Zabranovy deniky jako cesta k ruské literatufe in: Kalivodova, E., Elia$, P. (eds.): Jan

Zabrana, basnik, prekladatel, ¢tenar, op. cit, p. 96.

239 Hughes, Olga, The Poetic World of Boris Pasternak, op. cit., p. 47.

240 “| know my heart is not as it should be; it is too corrupted, clouded by the evils and passions of this world.

But within me remains an image, perhaps a vision, of what a person should be: clear, childlike, unspoiled.

However, that would not be life. | find this image, in part, in Jirka” Zabrana, Jan, Cely Zivot, op. cit., p. 158.
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BoT ogHa noxoAKolo ycTanomn

MegneHHO BbIXOAUT Ha nopor

Vidim jednu, bledou jako sténu

rozpacité prestoupila prah. (Vyznani, 4° stanza)?!

In the Russian original, the woman moves with a slow gait, as if she is tired, and
with that same slowness, crosses the threshold of the door. In Zabrana’s translation, the
emotionality of this passage is not only intensified; it also acquires a different character.
The expression “bledou jako sténu,” meaning “blank as a wall,” is an idiomatic expression
in Czech usually associated with fear. Additionally, the substitution of the adverb
“‘“megneHHo” (slowly) with “rozpacité” (embarrassed) changes the emotional tone of the
passage.

The most intriguing aspect, however, is the expression "bledou jako sténu" (pale as
a wall), an idiom Zabrana also employed in his translations of Sylvia Plath's Ariel, on which
he began working in the 1960s. This repetition may support Gideon Toury's assertion that
certain expressions can become ingrained in a translator's long-term memory, ultimately
becoming integral to their writing style.

There are other cases of emotional intensification:

Ecnu Tonbko moxxHo, AeBa OTue,
Yawy aTy MMMO npoHecu
Abba, otce, tento horky kalich

aspor dnes odejmi ode mé. (Hamlet, 2° stanza)?+?

M BCe TepANnocb B CHEXXHOW Mrne
Cepnowt 1 6enon.

Ceeua ropena Ha crorne,

Ceeua ropena.

Snéhova, Seda mlha vse

pohicovala.

241 From this point forward, all references to the original poems by Boris Pasternak will be drawn from the
following edition: Pasternak, Boris. Doktor Zhivago. Vremja, Moscow, 2018. The translations by Jan Zabrana,
on the other hand, are sourced from: Pasternak, Boris. Doktor Zivago. Lidové nakladatelstvi, Prague, 1990.
242 |bid., ibid., p. 584.
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Planula svice na stole,

svice tam plala. (Zimni noc, 6° stanza)?43

He nnayb, He MOpLLb onyXxLumnX ry6,
He cobupan nx B cknagku.
Pa3bepeaniub NpucoxLumni cTpyn
BeceHHen nuxopagku.

CH1MU NagoHb ¢ Moen rpyaun,
Nepla€ a neSpul zpuchly ret,

uti$ se, ovladni se prece!

Ten pfischly strup si strhnes$ hned,
ten, co ti zlstal po horecce.

Adlaf z mé hrudi, tu dej pry¢, (Vyznani, 6° stanza)?*

In the first example, drawn from the poem Hamlet, the chalice is described as
“pitter”, while in the Russian original there is not mentioned to it. In the second stanza
presented, everything does not get lost in the snow but swallowed by it. The following
examples are drawn from the poem Hamlet, and we can we observe a case of
concretization. In Zabrana’s translation, the text includes more concrete images and

details that were absent in the original:

A ogovH, BCe TOHET B hapucemncree.

Kn3Hb NPOXUTL — He norne nepenTu.
Jsem sam, v&e tone v bahné farizejstvi.

Zivot — to neni prejit ptes pole. (Hamlet, 4° stanza)24

Ho Kak Hu ckoBbIBaEeT HOYb

MeH$1 KonbLOM TOCKIUBBLIM,

243 bid., ibid., p. 585.
244 1bid., ibid., p. 583.
245 1bid., ibid., p. 579.
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At uhrane mé do svych pout

noc teskna jako oko hadi — (Vyznani, 9° stanza)?46

MponayT roga, Tbl BCTYNULLbL B Bpak,
3abyaellb HeyCcTpoKncTBa.
BbITb )XEHLWMHON — BENUKWIA LA,

CBoguTb C yMa — repomncTBo.

Roky jdou. Vdas se nakonec,
Sileni, zmatky ¢as pak skryje.
Byt Zenou — to je velka véc,

plést muzim hlavu hrdinstvi je. (Vyznani, 7° stanza)?’

In this instance, we observe the addition of “bahno”, which means “mud”, to convey
the image of everything drowning in hypocrisy. This addition provides a more vivid and
specific image within the verse. The second stanza, drawn from the aforementioned poem
Confession, see the addition of a comparison between the night and an snake’s eye, an
image absent in the original verse. The same goes for the verse about women’s behaviour
towards men, which in Zabrana’s translation is more evident.

Regarding dynamization, no notable examples have emerged so far, except for the
instance of "vidim" (I see), which could be considered a form of dynamization, as it renders
the Lyrical | an active participant in the scene. All other verbs and actions correspond with
their Russian originals. The absence of further dynamization may be attributed to
Pasternak's poetics, which, as noted by scholars, is inherently dynamic and replete with
movement.?*® Consequently, Zabrana may not have felt the need to further dynamize the
text, as it already resonated with his own poetic sensibility.

Zabrana's approach to translation, as demonstrated in this case, remains largely

consistent with his previous work. He prioritizes the preservation of rhyme at all costs,

246 Pasternak, Boris, Doktor Zivago, op. cit., p. 583.
247 |bid., ibid., p. 583.
248 Pgola Ferretti for example states, talking about Pasternak’s poetry: “Movement [in Pasternak] is
sovereign: it unites space and time, abstract entities and physical presences, atmospheric phenomena and
inanimate objects; it generates visions, clarifies their ultimate meaning, and connects everything. Whether it
is the sudden and disruptive movement of a tear—with its idea of something that tears and writhes, a rupture
that occurs and releases what was previously blocked.” Ferretti, Paola, Ineluttabili miracoli minori, in:
Pasternak, Boris, Temi e variazioni, Passigli, Firenze, 2018 p. 11.
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even if doing so requires altering the original imagery of the poem. This strategy often
leads to a transformation in the representation of scenes, making them more concrete and
tangible. This occurs despite the fact that the original poetry, as in the case of Pasternak,
is characterized by an atmosphere of suspension, ambiguity, and subtlety. In this sense,
Zabrana’s translations align with the concept of “acceptability” within the target culture, as
they are adapted to recreate the musicality and formal qualities of the source text.

However, as evidenced by the examples discussed earlier, these translations are
marked by a discernible presence of “aesthetic excesses”, which signal Zabrana’s own
poetic voice asserting itself within the translation. His tone, noticeably harsher than
Pasternak's, suggests a divergence not merely in style but in sensibility. This divergence
can be interpreted as a reflection of Zabrana’s own personal and artistic struggles during
this period. Caught between different cultural and historical forces, Zabrana was grappling
with how to find coherence in a fragmented world, attempting to impose a sense of
harmony on elements that resisted reconciliation.

At the same time, this harsher tone and personal imprint in the translations can be
seen as a testament to Zabrana's commitment to his outsider status, which he maintained
as a badge of honour. His approach in translation thus becomes not only a technical
exercise but also a mode of self-expression, reflecting his complex relationship with his
time, his peers, and his own artistic identity. In sum, these translations should not be
viewed simply as faithful renderings of Pasternak’s poetry, but rather as hybrid works
where Zabrana’s own voice emerges, navigating the tension between fidelity to the source
text and the pressures of the target culture, while also bearing witness to the translator’s

own internal conflicts.
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Notes from the Year 1966
“védét, ze jde o to, zeSilet tim spravnym zptsobem jako Allen,

jinak to neni k niemu.”?4

The 1960s were years during which, with the exception of the ominous 1968,
literature could slowly start breathing again. After Khrushchev’s denounce of Stalin’s
crimes in 1956 at the XX Congress of the Soviet, in the Soviet Union the political climate
started to easen up. This phenomenon came to be known as “thaw” and saw in the Soviet
Union the rehabilitation of different political prisoners, among which writers. Zabrana’s
parents were also released in 1960. The consequences of this loosening eventually
reached communist Czechoslovakia, where writers and students start to rise up and to
protest, asking for a newly free literature scene. Eventually, these demands were
repressed by the cultural authorities of the regime, but this “opening” allowed the
publication of the works of author until then could not publish. One example was the
aforementioned anthology Life is Everywhere, but also the release of Skvorecky’s Zbabélci
(The Cowards) in 1958. Books translated from other languages slowly started to penetrate
the wall of dogmatism erected by the Regime. A growing economical crisis made
impossible for the Communist Czechoslovakia to continuing to isolate itself from the
Western world and, consequently, many Czechoslovakian citizens were eventually able to
travel abroad. It is sufficient to mention that apparently Zabrana'’s translation of Allen
Ginsberg’s poems were published on the pages of the magazine “Svétova literatura”
already in 1959.2%0 In that same year, as mentioned by Justin Quinn,?5! Zabrana also
started working on the anthology Pata rocni doba: Antologie americké radikalni poezie. A
prominent role, in this renewal of the cultural scene, was held by the culture newspapers,
where even forbidden authors could at time publish. The same can be said about Zabrana,
who had started from the second half of the 1950s to publish not only translations, but also

44

original poems on magazines such as “Host do domu”, “Kvéten”, “Tvar’ and others.
Zabrana will publish during the half of the 1960s for the first time ever three original

collections of poems: Fixed Black Icons in 1965, Lynch and Pages of a diary in 1968.

249 “To know that the point is to go mad in the right way, like Allen; otherwise, it's pointless” Zabrana, Jan,
Cely zZivot, op. cit., p. 167.
250 | ghar, Jan, Ceskaé literatura od po&atku k dnésku, op. cit, p. 772.
251 Quinn, Justin, Jan Zabrana a prekladani za studené vélky in: Svét literatury, 51, 2015, p. 7.
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Along with them, in those years the author also wrote together with Josef Skvorekcy a
trilogy of detective stories and a book for children: VraZzda pro Stésti (Murder for
Happiness, 1962), Vrazda se zarukou (Murder with a Guarantee, 1964), VraZda v
zastoupeni (Murder by Proxy, 1967) and Tara a dva pistolnici (Tanya and Two Gunmen,
1965).

The selection which will be at the center of this dossier contains notes written in one
specific year, 1966. This particular year is situated right between what | have so far
described, a period of relative successes for Zabrana, and the catastrophic year 1968,
which marked the Soviet invasion of Czechoslovakia. Despite the accomplishments he
was able to achieve, Zabrana was never convinced with the liberalization period of the

Prague Spring and remained sceptical until the end, as we can see in this note from 1966:

Nikdo nikdy nepochopi tu horkost podzimu a zimy 65 pro mne. Té chvile, kdy mé ti, kdo v padesatych
letech sedéli na katedrach marxismu-leninismu a studovali na filozofickych fakultach (odkud mé
vykopali), kdyz tihle lidé mé&, ktery jsem v padesatych letech objezdil Rakovnik, Oslavany, Jachymov,
Pardubice, Pfibram, protfel Tatrovu, Radotin, kdyZz mé tihle lidé zacali strkat do pytle s témi, kdo méli v
padesatych letech moc. [...] Vazeni, v téhle zemi se pfed necelymi 15 lety spisovatelé popravovali,

popravovaly se tu Zzenské. Pamatovat si to nemusite, ale z hlediska tohohle faktu odmitam pfistoupit

daleko vic doma nez néktefi z téch, které jste osodili. Je to necista hra — tvarit se svobodné, kdy jsem
jen pes na fetézu, ktery §téka na jiného psa na fetézu. Pustit se s nimi do diskuse [...] znamena je

uznat.252

This entry expresses immediately what was the author’s stance towards the society
of the time. He perceived them as hypocrites, who were able to move on and act as they
were free only by forgetting all the victims that the regime had made until that point. Just
speaking with them, as Zabrana puts it means recognizing them a be at the same level.
That is why he prefers to remain in his isolation, to not interact with them at any cost, with

his silence as a proof of refusal of everything which concerns the regime: “Jediné

252 “No one will ever understand the bitterness of autumn and winter of '65 for me. That moment when those
who, in the 1950s, sat in chairs of Marxism-Leninism and studied in philosophy departments (from which |
was expelled)—when those people, I, who had traveled to Rakovnik, Oslavany, Jachymov, Pardubice,
PFibram, who had been through Tatru, Radotin in the 1950s, when these people started lumping me in with
those who held power in the 1950s. [...] Ladies and gentlemen, not even 15 years ago in this country, writers
were being executed, women were being executed. You don’t have to remember that, but in light of this fact,
| refuse to accept any cheap game. The most important thing you don't know is this: you calculate on a
status quo in which you feel far more at home than some of those you accuse. It's a dirty game—to act freely
when I'm just a dog on a chain, barking at another dog on a chain. To engage in debate with them [...] would
be to acknowledge them.” Zabrana, Jan, Cely Zivot, op. cit., p. 171.
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vychodisko svobodného: neodpovidat na otazky, na jejich otazky, jedina moznost
existence: neexistovat proti moci, ale vedle ni, paraleiné s ni. To jste nepochopili”.?>3 To

fully grasp the scale of his adversity to their world, another entry is quite enlightening:

Jak je to zvlastni, Ze mé dnes nejmin pfitahuji z Pasternakovych versu ty, které byly (mohly byt) za
valky a hned po ni publikovany. Dne mé pfitahuji nejmiri (jako by byly néjak zvlast Sedivé, jako by byly
nutné inferiorni proto, Ze tehdy mohly byt publikovany, Ze tehdy prosly. To je jedno z nebezpeci
publikovani v totalnim staté: ta ¢ast dila, ktera projde, se zavadi do védomi ¢tenare (ktery viceméné
vi, jak vypadaji poméry) jako jaksi defektni. Defektni proto, Ze cenzufe nevadila. To znamena, Ze
prosazeni néceho k publikaci nemusi byt vzdy vyhra, z tohoto hlediska to maze byt prohra. Verse,

které prosly ted’, na to doplati v budoucnu.25

This remark sheds light on Zabrana’s perception of the “polluted” semiosphere |
mentioned in the introduction. The space occupied by the regime did not morally affect the
people acting in it but also influences the quality of the literary works that are published
inside of it. Using the example of his beloved Pasternak, he argues that he has the
impression that everything that passed the control of censorship is inferior. His choice of
living on the side acquires even more sense.

Besides the abovementioned fragments, the notes contained in this section are
often made of only one line, a phrase started with the infinitive form of a verb and the
depiction of the action that unfolds through that verb. This style of artistic creation was
already used by Zabrana in 1956, even though in the diary notes of the last dossier we did
not find any of them. Therefore, | could argue that in the 1950s, the infinitive had not
become yet a literary tool that he employed consciously. We find these types of sentences
in the entries of this period for one main reason: in those years he was working on one of
his important poetic composition, Havran (The Raven). According to Jan Sulc, the poem n.

90 contained in Fixed Black Icons was (conceived in the 1950s) already an attempt to

253 “The only way out for a free person: to refuse to answer questions—their questions. The only viable form
of existence is not to exist in opposition to power, but alongside it, parallel to it. This you did not understand”
Zabrana, Jan, Cely Zivot, op. cit., p. 171.
254 “Isn't it strange that today | am the least drawn to Pasternak’s verses that were (or could have been)
published during and immediately after the war. Today, they appeal to me the least—as if they carry a certain
grayness, as if they are inherently inferior simply because they could be published at that time, because they
made it through. This is one of the dangers of publishing under a totalitarian state: the portion of work that
passes through censorship enters the reader’s consciousness (who is more or less aware of the prevailing
conditions) as somehow defective. Defective precisely because it didn’t disturb the censors. This means that
getting something published isn’t always a victory; from this perspective, it can be a defeat. The verses that
make it through today will pay for it in the future.” Ibid., ibid., p. 170.
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create this poem.?>® Zabrana kept working on it and eventually handed over the
manuscript in 1969 to the publishing house Dialog, but it will never be published.

We can then assume, that the 1966 was a year of profound investment in the
realization of this project, which elaborated throughout his notes. These brief sentences,
because of their structure, remind of diary notes, although the action described in them do
not feel like captured life moments but, rather, established laws which will never change,
events unendingly repeating themselves. This sensation is marked by the lapidary gravity

which the infinitive verb gives to these statements:

vzruSovat uz se pravé jen svou nepfitomnosti v jejim zivoté.

spat s Zenou po popraveném muzi

soulozit bez touhy pfi zluénikovém zachvatu, aby rozko$ pfemohla bolest
smilovavat se nad smrtelnosti téch sedfenych, Sirokorozchodnych vagin

sdélovat si poznatky o tom, Ze kvalita souloZe je jina podle toho, zda se pfed tim vymoc¢i§ nebo ne?56

These phrases present a fragmented portrayal of human experience, centering on
controversial or uncomfortable aspects of the Lyric Is life, often expressed in a cryptic and
contextless manner. The lack of narrative continuity suggests that these are not merely
casual reflections but deliberate, experimental fragments. The use of infinitive verbs, which
mirror a “to-do” list format, initially gives the impression of triviality. However, the content of
these lines reveals a more profound conceptual engagement, indicating that they are not
simply random thoughts but part of a broader artistic or philosophical experiment. Actually,
it is as if the use of the infinitive verb is suggesting that these actions are being repeated,
in a sequence of never-ending daily activities, even that they sound odd and bizarre. As if
they were supposed to have a universal meaning which could be applied to everyone.?%’

25 Sulc, Jan, Zaknihovany Zivot Jana Zébrany, in: Kalivodova, E., Elia$, P. (eds.), Jan Zabrana: basnik,
pfekladatel, ¢tenar, op. cit., p. 14.
256 “To be aroused precisely by one's absence in her life./To sleep with a woman after her man has been
executed/To make love without desire during a gallbladder attack, so that pleasure overpowers pain/To take
pity on the mortality of those worn-out, broad-gauge vaginas/To share observations on how the quality of sex
differs depending on whether you urinate beforehand or not” Zabrana, Jan, Cely Zivot, op. cit., pp. 165-168.
257 “Havran mél byt jakési bezbrehé v§echno, spojeni osobni zkusenosti, moznosti basnictvi, zafixovana
pamét generace [...] Proto vSechny ty zablesky situaci a konkrétnich pfibéht a sou€asné infinitiv — tvar,
ktery je mimo gramatickou osobu, zpUsob i ¢as” Travnicek, Jifi, Stranky z celého Zivota in: Jan Zabrana: 4. 6.
1931-3. 9., edited by Jan Sulc, Humpolec, 1996, p. 34.
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Sexuality emerges as a recurrent theme within these passages, often set against peculiar
and disconcerting contexts. The imagery employed is raw, vivid, and unflinchingly
corporeal, as though the author aims to foreground the materiality and transient nature of
the human body. This focus on the body's decay and the mechanical aspects of human
existence suggests an underlying existential or nihilistic framework. The explicit details,
while unsettling, seem intended to highlight the fragility of the body, not only in its physical
limitations but also in its detachment from deeper emotional or spiritual meaning. The
overall tone of these fragments evokes a sense of confessional intimacy, as if they could
belong to a personal diary. Yet, they are stripped of introspective depth and reduced to
mere actions. This reductionist approach positions these entries as stark, almost clinical
observations about the human condition, devoid of sentimental embellishment. In the first
example, the Lyric | finds arousal not in the act of intimacy, but in his absence from the life
of the desired woman. This inversion of the typical romantic trope of presence and longing
introduces a complex psychological layer. The absence of context leaves the reader in a
state of ambiguity, unsure whether the narrator is critiquing this emotional detachment or
merely observing it. Similarly, in the second example, the narrator recounts a sexual
encounter with a woman whose husband has been executed yet refrains from moral
judgment or emotional commentary. This ambiguity raises questions about the ethical
dimensions of such actions, though the narrative remains purposefully aloof, resisting any
prescriptive conclusions. The focus shifts in subsequent lines to the mechanical and
repetitive nature of sexual acts. Here, sex is portrayed not as an intimate or emotional
exchange, but as a routine, almost banal, aspect of daily life. The juxtaposition of sex with
physical decay further reinforces a nihilistic worldview, where bodily pleasure is transient
and ultimately insignificant in the face of human mortality. The author's pragmatic
approach to these themes suggests a deeper philosophical reflection on the futility of
human desires and the inevitability of death. This bleak perspective aligns with the tone of
Zabrana’s later works, where existential questioning and disillusionment with life's
superficial pleasures become more pronounced. The text’s irony, particularly in its
treatment of socially taboo subjects, reinforces a resigned acceptance of life's darker
realities. This ironic detachment, coupled with the stark and provocative portrayal of
human experiences, paints a complex picture of Zabrana’s worldview during this phase of

his literary development. Finally, a nostalgic tone emerges in the second example, where
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the loss of first love is subtly mourned: “smifit se s tim, Ze uz podruhé neprozije$ prvni
lasku, nezakusis prvni Zarlivost”.?>8

Another recurring theme in these fragments of actions is death. Death is often
addressed by Zabrana, directly or with indirect references to other people who died:
“vytacet telefonni ¢isla davno zanikléa v seznamech i ve skutecnosti”’.?>® Death is also
mentioned in ironic comments: “brat si do nemocnice raZovy Zupan, abys byl i ve smrti
pritaZlivy” 260 exhibit the same tone detected in the other fragments: death is treated with
irony, as if the author wanted to mitigated its impact, normalizing it by reducing it to real life

situation. There are also instances in which these comments relate to aging:

nutit starce naplit na jejich mladi
védét, Ze dospélost je to, kdyz ti pfestane zalezet na tom, zda si délas nepratele

zestarnout (stejné jako otec) do podoby sobé podobného starce?6!

The changes provoked by aging are a common theme in a diary, which thematically
makes these chains akin to diary writing. Resignation spires from comment like this, a
sensation of time lost that surely the author felt. We can understand more about their
nature if we take into consideration another entry Zabrana’s apparently wrote in the same
period. In this entry, the diarist notes down a brief explanation of the creative process

behind these infinitive chains:

Posledni dva ¢lanky fetézu do basné €. 90 ,pfisly“ ve Zliné o Velikonocich. [...] Vratim-li se zpét: je to
pokyn védomi, Ze ,maximalni“ délka fetézu byla dostiZzena? Jestlize jsem o basni €. 90 uvazoval jako
o0 svém Havranu, pocital jsem asi se sto deseti versi. Tolik jich je$té neni. Bude-li se po 4. Cervnu

pokracovat, je tfeba zalit v Praze na ,zapsaném® materialu pracovat: 1) vyloucit opakovani 2)

258 “To come to terms with the fact that you will never experience your first love again, nor feel the sting of
jealousy for the first time” Zabrana, Jan, Cely Zivot, op. cit., p. 166.
259 “Dialing phone numbers long vanished from directories and reality” Ibid., ibid., p. 166.
260 “Bringing a pink robe to the hospital so that even in death, you remain attractive” Ibid., ibid., p. 165.
261 “To force old men to spit on their youth/to know that adulthood is when you stop caring whether you make
enemies/to grow old (just like one’s father) into the likeness of an old man who resembles oneself’ Ibid., ibid.,
pp. 165-168.
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fyzického pocitu a verSe generalizujici. Logika zabiji basen, ktera jesté muaze rlst. Pracovat s

absolutnim spolehnutim na polopodvédomy instinkt jako dosud. Co védomi vyplavi.262

Reflecting on the poem n° 90, Zabrana comments on the length of this “chain”, as
he calls it, comparing it to the already mentioned The Raven. We could therefore argue
that these fragments, to which is clearly referring, are not to be considered singularly, but
as part of a longer chain of actions. He then mentions the need of continuing working
material he already has, suggesting that this creative process also relies on the re-use of
what he had already written. Apparently, the logic behind these chains is that there must
not be any logics. This approach almost reminds that of the Surrealist automatic writing,
since the author subsequently affirms that text must come out almost as an error (“unite
verses with details about physical sensations and general comments), given that “logic
kills a poem that can still grow”. The “half-unconscious instinct” mentioned at the end might
hold the key to interpret this approach with writing, which perfectly aligns with what we
have seen in the last dossier. Writing conceived as something that must be carried out
following one’s impulse, on the moment, without dwelling too much time upon it because
that would prevent it for “growing”. This verb Zabrana’s utilizes to describe the act of
writing might be very significative, as indicates an idea of writing as something that poured
out of him and that needs to grow. And yet, despite this need of immediacy, there are still
some “rules” he is set to follow. He mentions that he wants to avoid any kind of repetitions
(which already means exercising a form of control over this spontaneity) and that he needs
to add more cores (thematic cores, | presume). The outcome is a method of creation which
is on the edge between freedom and strict control, which could be considered a more
concrete description of what Zabrana has been crafting in his diaries for all these years.
Not only because the approach described reminds of diary writing, which is also immediate
and instinctive (Zabrana connected this concept of spontaneous writing in his note from
the 1950s where he spoke of the fact that he hates the eraser); but, | argue, can be
considered the concretization of that method that he had outlined in the 1950s, discussing

262 “The last two links in the chain for Poem No. 90 ‘came’ to me in Zlin over Easter. [...] If | go back: is this a
signal from the mind that the ‘maximum’ length of the chain has been reached? When | thought of Poem No.
90 as my Raven, | envisioned about one hundred and ten verses. It's not there yet. If it continues after June
4, it will be necessary to begin working with the ‘recorded’ material in Prague: 1) eliminate repetitions; 2)
most importantly: integrate new cores—without relying on logic. Perhaps it's a mistake to group lines with
details of physical sensation alongside generalizing lines. Logic kills the poem, which could still grow. Work
with absolute trust in the semi-conscious instinct as | have done so far. Let the mind surface what it will” Ibid.,
ibid., p. 174.

124



the harmony the verse should achieve between the form and the content. The reason

behind the need of this kind of tension is further elaborated by the author:

Ve v8ech ostatnich pfipadech:

Nejuvolnéjsi basné byly nejvyprahlejsi

NejstriktnéjSi prace = nejvyssi mira fantazie

Ani jeden z basnika téchto let nepfiSel na to, Ze popfeni formy je mozné jen pfi jejim zachovani.
Koncepce ,14 fadki* mé osvobodila v Fadu formy, nikoli mimo ni. Pravé ty verSe, které ve svych
basnich citim jako barbarské (mluvim pofad o formé) nebo ,Skolské” — na jistém stupni je ,Skolské®
totéz co ,klasické® -, maji nejvétsi naboj skrytych moznosti, jsou nejméné propadlé inerci. Pfi praci na
jejich zlepseni vzdycky dochazelo k vysokovoltovym vybojim (kratkym spojenim), které rozkolisaly
,hotové“ verSe a proménily kvalitu basné. Definitivni pak byl pravé ten ,otfeseny”, ,v pochybnost

uvedeny” tvar — nikoli pfedchazejici, hladky.263

Zabrana claims that only possible way to reject and overcome the form is by
maintaining it, which would seem a contradictory statement. However, if we think about
what we have learned so far about his poetics, we can make several hypotheses. He
argues that the method of the “14 lines”, which refers to the sonnet form, gave him
freedom while, on the contrary an excess of freedom led him to the creation of empty
poems. Apparently, he has achieved good result only while working on already written
poems (scholastic, as he defines them), since they possess “secret possibilities”, and that
while improving them he felt an “high-voltage charge”, mainly in the shortest connection.
The author might be referring to the fact that a delimited space, such as that of a strict
poetic form, enhances the potential of expression. The chains of actions we have seen so
far might be considered the concretization of such a method: they achieve a balance
through the regularity of their form (the always begins with an infinite verb), but at the
same time maintain a high degree of unpredictability, due to the instability of their content,
which can drastically change from one another. The cohesion among the chain/poem is

also granted by some recurring cores, as we have noted in the examples provided: death,

263 |n all other cases:/The most unrestrained poems were the driest. The strictest work = the highest level of
imagination. Not a single poet of these years realized that the rejection of form is only possible through its
preservation. The concept of ‘14 lines’ liberated me within the order of form, not outside of it. Those very
lines in my poems that | feel are barbaric (I am speaking only about form here) or ‘academic’—at a certain
level, ‘academic’ is the same as ‘classical'—carry the greatest potential for hidden possibilities and are the
least subject to inertia. Working to improve them always led to high-voltage discharges (short circuits) that
destabilized the ‘finished’ lines and transformed the quality of the poem. It was precisely this ‘shaken’ or
‘called into question’ form that proved to be definitive—not the preceding, polished one.” Zabrana, Jan, Cely
Zivot, op. cit., p. 8.
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body decay, aging, sex. The apparently random associations contained in them are
actually a specific literary device: as Zabrana mentioned in his entries from the 1950s, a
poem should not only exert influence upon the reader’s feeling through an uncommon
disposition of the words; Right that element which is introduced unexpectedly, as
mentioned by Zabrana, that was preceded by nothing, becomes crucial in the creation of a
poem, which aligns with what we have learned about the spontaneity the poetic chains
possess. These chains show other perspectives on several, intimate aspects of human
life. This is possible only by surpassing the limits of one’s poetics, which remains a poetics

without being one, as Zabrana coherently puts it:

Prekrocit meze racionalni poetiky je schopen jediné ten basnik, ktery je schopen kritiky ,slabych mist*
prvniho zapisu basné. Ta jsou klicova. Nejde o to (a neni to mozné), opravit je v intencich poetiky. Lze
je ,opravit* pouze kvalitativni zménou basné — pak poetika pfesahne mez, po kterou si uvédomuje

(vnima) samu sebe. Smér sily toho kterého basnika je udan jeho slabosti. Je to jasné.?%*

This is the second time he mentions weakness as a key feature for his poetic
creation. In his notes from the 1950s, as we have seen, he defined powerlessness as the
mark of a true poet.?%® Interesting is, that the seems to perceive as a sign of weakness the
habit he has of returning to his own poems and being able of criticize what is weak in
them, demonstrating humility. We could also relate this habit to what we have said before
about the poet’s intent to conciliate spontaneity and strictness to the form in his artistic
process, since this habit of working on what was already written aligns with this kind of
procedure: what was noted down on the moment, instinctively, is re-adjusted in a second
moment. As Jifi Travniek has pointed out that, for Zabrana, “text byl spise generatorem

dalSich mozZnosti, které je v ném mozno — stale a stale — vytvaret a objevovat”.26®

264 “Only a poet capable of critiquing the 'weak points' of a poem's first draft can transcend the limits of
rational poetics. These weak points are crucial. It's not about (nor is it possible) correcting them within the
framework of poetics. They can be 'corrected' only through a qualitative change in the poem—only then can
poetics surpass the limit at which it becomes aware of (or perceives) itself. The direction of a poet's strength
is determined by their weakness. This is clear” Zabrana, Jan, Cely Zivot, op. cit., p. 175.
265 See p. 70.
266 “The text was [for Zabrana] more of a generator of further possibilities, which could be continuously
created and discovered within it” Travnicek, Jifi, Edi¢ni poznamka in: Zabrana, Jan, Basné, Torst, Praha,
1993, p. 264.
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Regarding the “closeness” of Zabrana'’s writing style, also Cosentino noted that the
need of an enclosed space played a key role in his formation, both from an existential and

an artistic point of views:

Hledani jiného (mozného) prostoru pro tvorbu hluboce souzni s bytostnym basnickym Zabranovym
zaloZzenim, ma v Zabranové senzibilité a poetice autentickou korespondenci [...] V tomto ohledu
uzavfeny Utvar, ktery se od zacatku vyskytuje v Zabranové poezii, mizeme povazovat nejen za dlikaz
basnikova virtu6zniho stylistického talentu, ale také za schranku, za uzavieny prostor, kde
.dislokované® prvky znovu najdou své umisténi a tedy svlj smysl: v jiz zminéné sbirce Stranky

z deniku se nikoliv nahodou jako hlavni slohovy utvar objevuje sonet — nebo radéji basen o &trnacti

verSich.267

| concord on the fact that Zabrana’s tendency towards smaller spaces coincided
with the existential need to find an enclosed place where everything might find its order in
the amidst of the turmoil of his life, and that is connected to his diary keeping practice. One
guess might be that, being used to write in the small space of a diary entry, the writer got
use to condense many elements inside a specific number of lines; | am keen to believe
that this need of a delimitated space had other genetic precedents in the dossiers we have
reviewed so far, like the tendency to the sonnet might have his roots in Zabrana’s interest
in ancient poetry.

In another note, the author speaks further about his stance towards the poetics of
Jifi Kolaf, which he had briefly mentioned in the diaries from 1948, and which might
represent a clear explanation of what he meant back then, when he criticized his Dny v

roce.

Snaha o formu ztraci smysl ve chvili, kdy pfestane byt pocitovana. Vic nez Sklovskij mé o tom

predsvédcil Kolariv omyl v obdobi, kdy psal ,limb“. VnéjSkova aplikace, v jeho pfipadé Ciselna — méla

267 “The search for another (possible) space for creation deeply resonates with Zabrana’s essential poetic
nature, having an authentic correspondence with Zabrana'’s sensibility and poetics. In this regard, the
enclosed form that appears from the beginning in Zabrana’s poetry can be considered not only as proof of
the poet's virtuoso stylistic talent, but also as a vessel, an enclosed space where "dislocated" elements can
once again find their place and therefore their meaning. In the aforementioned collection Pages from a Diary,
it is no coincidence that the main stylistic form is the sonnet—or rather, a fourteen-line poem” Cosentino,
Annalisa, Zviastni mista v Zabranové poetice in: Kalivodova, E., Elias, P. (eds.), Jan Zabrana: basnik,
pfekladatel, ¢tenar, op. cit., p. 25.
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smysl jenom pro ného, nikoli pro ¢tenafe — udrzela jej (basnika) v iluzi, Ze je jesté v mezich formy,

kdyz uz se dostal mimo ni. Jenom tato iluze mu umoznila kontinuitu s dal$imi basnémi.268

Zabrana argues that, for the form of a poem to have an actual impact, it must be
perceived. Referring to Kolaf’s collection of poems Limb, he mentions that the form the
poet chose had a meaning just for him, but not for the reader. In this way, apparently, in
Zabrana’s view, he was no longer relying on the form, but he had just the illusion of it. This
remark adds to the author’s reflections another layer of interpretation: the presence and
the collaboration of the reader in his creative process. He seems to be implying that a
poem, in order to be considered accomplished, has to be understandable for the reader,
and not only for the writer himself. The centrality of the subject, in his poetic view, is
addressed again by Zabrana in another entry: “Duveauova definice, Ze ,,forma je extenzi
obsahu“ zapomina na subjekt. Nikoli ,jakakoli“. LedaZe jej automaticky predpoklada.”?59

To understand this statement, it might be useful to take into consideration what the
author said about his creative process. As we have seen, Zabrana stated that his poetry
relies on a balance between instinct and strictness of the form, a balance which ensures
the spontaneous flourishing of a poem in the framework of an established form. Despite
that, he did not explain the reason why the form held such a significant role in “freeing” his
poetry. This might have something to do with the reader, that must perceive the form, he
must recognize it. | am implying that the active role of the perceiver, in this case the
reader, is an integral component of the functioning of this poetics. Zabrana choses a
specific form, for example the sonnet, and fills it with a material that should not belong to
that kind of poetic form, such as vulgar images, daily life scenes etc. The reader
recognizes the poetic form of the sonnet but is stroke by its unusual content, which goes
against the tradition of that poetic form. This contrast produces a sense of estrangement
which contributes to that the effect we said Zabrana mentioned and wanted to achieve with
his poetry: create a particular tension in the reader, a combination of words that could
affect his feelings.

The contrast between the content and the form which is typical of Zabrana’s poetics

was noted by other scholars. Heftrich, for example, sees in this kind of creation similarities

268 “The effort toward form loses its meaning the moment it ceases to be felt. More than Shklovsky, | was
convinced of this by Kolaf’'s mistake during the period when he was writing limb. The external application—in
his case, numerical—made sense only to him, not to the reader. It kept him (the poet) under the illusion that
he was still within the bounds of form, even though he had already moved beyond it. Only this illusion

allowed him to maintain continuity with his other poems.” Zabrana, Jan, Cely Zivot, op. cit., p. 175.
%9 “Dyveau's definition that 'form is an extension of content' overlooks the subject. Not just 'any' subject—unless it assumes it automatically Zabrana,
Jan, Cely zivot, op. cit., p. 175.
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kinship with the Russian poet Osip Mandelstam, an exponent of the Acmeist movement,

with whom the author felt a deep affinity:

Zvazme napf. témata, ktera mladého MandelStama tak fascinovala, Ze je zpracoval v basnich svého
prvniho svazku lyriky Kamen (KameHb, 1913): tenis, fotbal, sluzebnictvo, kogi, vratni, kino, americky
bar, turistika a zmrzlina. A vedle toho si vybavme, ktera témata pouzil ne uz tak mlady Jan Zabrana
v cyklu basni Stranky z deniku (1968): dostihy, fotbal, plavCik, paskové, kadefnici, vesnicky cirkus,
tanecni parket, rekreacni chaty a gabardén. Takovéto zdanlivé trivialni pfedméty Zabrana neustéle
spojuje s klasickymi jmény a latkami [...].270

Heftrich also points out to the fact that the strictness of Zabrana to the formal
structure of the poems might be more akin to the Acmeist movement that to the poetic of
the Group 42, which artistic program was the exact opposite, relying on the total refusal of
the form. Heftrich also notes that the choice of the sonnet might have, in Zabrana’s case,
an ironic function, and that the contrast between the content and the form remind that of
the parody. He also attributes that to a stance Zabrana took willingly towards the regime:
using a classic form like that of the sonnet to mark his distance from everything that was
produced in context without freedom.?"1

In the selection that we have at our disposal there are also single stanzas, that
might be considered attempts to write poems which were discarded; or maybe that were
intended to be isolated instances where Zabrana could experiment with a more restricted

space. Noteworthy is the fact that all these fragments or note are addressed to someone:

Cholagol, barbur, ventracid,
ale tim nemladnes,

to pusobi i na cit...272

Nebot' jsme zaménitelni

na tomto svété.

270 “Consider, for example, the themes that so fascinated the young Mandelstam that he incorporated them
into the poems of his first lyric collection, Stone (KameHb, 1913): tennis, football, servants, coachmen,
doormen, cinema, American bars, tourism, and ice cream. Alongside this, let us recall the themes used by a
no longer young Jan Zabrana in his poem cycle Pages from a Diary (1968): horse races, football, lifeguards,
hooligans, barbers, village circuses, dance floors, recreational cabins, and gabardine. Zabrana persistently
connects such seemingly trivial subjects with classical names and themes”. Heftrich, Urs, Jan Zabrana and
Osip Mandelstam, in: Kalivodova, E., Elias, P. (eds.), Jan Zabrana: basnik, pfekladatel, ¢tenar, op. cit., p.
123.
27 |bid., ibid., p. 124.
2712 “Cholagol, barbur, ventracid,/but that doesn’t make you any younger,/it affects even your emotions...”
Zabrana, Jan, Cely Zivot, op. cit., p. 170.
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Nedélejte si iluze, Ze ne. 273

Co ti dnes ta prvni fika,
kam az jsi dohléd skrze ni?
Noc plna filmarského vkusu

a televiznich tvrzeni.274

Nemysli, Ze budu napravovat chyby,

které jsi nadélala pfed myma oc¢ima.

Nikdy jsem se o ni¢em

neradil ani se Svofitelem. Nikdy jsem

nikomu neradil v niéem.275

Kdy v8eho uz je pfili§, pfilis.
Kdy svét je kabaretem soch.
Tak pfilis, ze snad nezesilis,

v8ak zblaznit se, to uz bys moh?7¢

In these small stanzas, the lyric | corresponds without a doubt with the author. He
addresses either himself, either an interlocutor (by using the second person). In the
second example proposed, it seems that he is speaking to a larger audience. They remind
the diary entries where we have seen Zabrana developing his thoughts on a certain topic
and then started posing many rhetorical questions, as if he was speaking with someone.
There is, in the writings of this period, an increasing tendency towards dialogism. Often
times, it seems like he speaking with himself. These stanzas are in rhyme and they seem
to be part of Zabrana long-term work on the form of the sonnet, even if it is unclear if the
can be considered stand-alone poems or work in progress stanzas that were supposed to
become part of larger poems. As we have discussed so far, the content of some these
small stanzas is simple and related to the daily life of the author, reflecting what was
present in the chains and what we have said about the author’s intention to create a
contrast between the formal structure of the poem and its content. On the other hand,

some of them seems to encompass more universal themes, to speak to a broader

273 “For we are replaceable/in this world./Don’t delude yourselves otherwise” Ibid., ibid., p. 171.
214 “\What does the first one tell you today, /how far did you see through it?/A night full of cinematic flair and
television assertions.” Zabrana, Jan, Cely Zivot, op. cit., p. 169.
275 “Don’t think I'll be fixing the mistakes/you made right in front of me. /I've never consulted/even with the
Creator on anything./I've never given advice to anyone on anything”. Ibid., ibid., p. 169.
276 When everything is just too much, too much, /When the world becomes a cabaret of statues./So much
that perhaps you won’t go mad,/But losing your mind—uwell, that you just might” Ibid., ibid., p. 168.
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audience, as if they were meant to be some kind of testimony. We often said, in the
previous dossiers, that the ability to speak truly was considered by Zabrana one of the
main characteristics of a writer. Besides aging, which is a recurring theme in the notes of
this period, these stanzas present a general sense of surrender and pessimism. They deal
with the sense of abandonment which the lyric I/author feels, with his resentment towards
outer reality and its falsity.

One poem from the content of these entries is, in my opinion, particularly interesting
to sum up the development of Zabrana'’s poetics, both from a thematic and stylistic point of

view, that we have so far discussed:

Tvoje osmnactileta krasa je nehotové dilo.
Ale to ti tvoji mladi milenci nefeknou.

A pétatficetiletému muzi (pochopitelné) neuvéris ani slovo.

Jenze jak ma €as dohotovit to,

co mlize jen znicit?

DalSi cesta je uz jen cesta dol(

k nedokonéeni.

Jako nedokonalé dilo,

k némuz se den ze dne vraci,

aby na ném proved| Upravy.

AZ jednou se v8echno zborti...

Krasa je nepouzitelna (v tomto svété)

a jeji dokonalost nikdy neni ted.

Ano, smrt... dokonéenost
i dokonalost

je zaroven.

Takze je, az kdyz neni.
Az kdyZ neni,
pokud zasazené védomi

dosud trva.z’7

277 Your eighteen-year-old beauty is an unfinished work./But that’'s something your young lovers won't tell
you./And, of course, you won'’t believe a single word from a thirty-five-year-old man./But how is time
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Thematically, this poem explores death and aging through the metaphor of an
unfinished work of art that is continuously revised and refined in an attempt to reach
completion. This metaphor suggests that the pursuit of perfection, whether in life or art, is
an ongoing process that, paradoxically, also entails degradation. The notion that perfection
can only be achieved at the point of finality—that is, in death—highlights the tension
between creation and destruction. As the poem suggests, a “perfect” work is only realized
at the end of the path, when life itself reaches its inevitable conclusion.

The poem can be interpreted on multiple levels. On one hand, it reflects the poet’'s
fascination with death and his existential predicament. The speaker implies that true life, or
perhaps true meaning, lies beyond the present, waiting somewhere beyond the reach of
the living. This notion conveys a sense of alienation from life as it is lived, suggesting that
the reality the poet inhabits is not entirely fulfilling or authentic. On the other hand, the
poem could also serve as a metaphor for the creative process itself, particularly the poet's
own writing practice. As previously discussed, Zabrana often returned to his earlier poems,
revising and “unmaking” them in order to craft something better. This practice of
continuous revision mirrors the process of aging, in which one moves closer to an endpoint
but in doing so must endure a certain decay or loss along the way. It is particularly
intriguing that Zabrana, in this poem, seems to equate his method of working with the
process of aging, a connection that can also be seen in his meticulous practice of diary-
keeping. The diary, like his poems, was a place where he constantly revisited past
moments, seeking to rework and refine his experience through reflection and memory. This
parallel between the creative process and the passage of time underscores a fundamental
theme in the poem: the interplay between impermanence and the desire for completion, a
desire that can only be fully realized at the moment of death. On a formal level, the poem
shares notable similarities with other fragments of Zabrana’s work that we have previously
encountered. The tone is introspective and reflective, imbued with a sense of melancholy
and philosophical inquiry. The poem is structured as an address to an eighteen-year-old
girl, with the speaker offering her a reflection on youth, beauty, and the inevitable passage
of time. This direct address creates a dialogue that heightens the poem's emotional

intensity, as the speaker's insights are cast into sharp relief against the naivety and

supposed to complete/what it can only destroy?/The next path is only a downward path/toward
incompletion./Like an imperfect work,/to which one returns day after day/to make adjustments—/until, one
day, it all collapses.../Beauty is unusable (in this world)/and its perfection is never now./Yes, death...
completion/and perfection/are one and the same./So it exists only when it doesn’t./Only when it doesn't,/if
the consciousness touched/still endures. Zabrana, Jan, Cely Zivot, p. 172.
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idealism of youth. The use of rhetorical questions further emphasizes the speaker's
contemplative stance, inviting the reader to ponder the complexities of existence, aging,
and the pursuit of meaning. In summary, this poem encapsulates Zabrana’s preoccupation
with the fleeting nature of life and the quest for artistic and existential completion. It
operates both as a meditation on mortality and as a commentary on the creative process,
illustrating the poet’s deeply personal struggle to reconcile the forces of creation and
destruction, of life and death. The notion that beauty and perfection are only realized in
their absence—that is, in death—imbues the poem with a profound sense of existential
resignation yet also highlights the persistent human drive to strive for meaning in the face
of inevitable decay.

In the available selection of Zabrana’s diaries, only two writers are explicitly
referenced as potential sources of influence: Allen Ginsberg and Michael McClure, both
prominent figures of the Beat Generation. The Beat Generation, as is widely known, refers
to a movement of American poetry that emerged in the 1950s and gained international
recognition for its radical break from the literary traditions and cultural norms of the
preceding generation. The term was first coined by John Clellon Holmes in his 1952
article, “This Is the Beat Generation”, in which he described a group of young poets who,
whether directly or indirectly, had been marked by the experiences of World War Il. These
poets were profoundly disillusioned with the prevailing moral and social conditions of post-
war America.?’® The Beat Generation poets sought to challenge the rigid moral codes and
conformist ideologies of their time. They aimed to liberate themselves from the constraints
of societal norms and carve out a space for individual expression. Central to their ethos
was a rejection of conventional values and an embrace of personal authenticity. This is
reflected in their experimentation with form, language, and subject matter, as well as their
openness to inspiration from non-literary sources such as jazz music. Jazz, with its
emphasis on improvisation and spontaneity, became a key influence for the Beats, not
only because it embodied a rebellious stance against the strictures of musical conventions,
but also because it mirrored their own aspirations for artistic freedom. The improvisational
nature of jazz provided a model for literary experimentation, exemplified by Jack Kerouac’s
“spontaneous prose”, which sought to capture the unfiltered flow of thoughts and emotions
in writing. Zabrana'’s interest in the Beats is particularly significant given his own context as

a Czech writer living under a repressive political regime, where personal expression was

278 Zita, Antonin, How We Understand the Beats: The Reception of the Beat Generation in the United States
and the Czech Lands, Masarykova Univerzita, Filozoficka Fakulta, Brno, 2018, p. 9.
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constrained by ideological control. The Beats' emphasis on personal freedom and
resistance to conformity would have resonated deeply with Zabrana, who himself struggled
against the limitations imposed by the Communist regime. In one diary entry, Zabrana
expresses a keen interest in the poetics of Michael McClure, whose work embodies the
core values of the Beat movement. McClure, like Ginsberg, was deeply invested in
exploring the boundaries of consciousness, individuality, and social norms through poetry

that was often radical in both content and form:

Vic nez Ginsbergova poetika mé zajima poetika McClura. Pozdéjsi Kolaf, pokud jesté nepfechazi celé
do vytvarnictvi, mé zajima jesté tam, kde zUstava ,slovo” — sémanticka jednotka; pfi dalsi ,destrukci®
ztracim jakykoli zajem to sledovat. U McClura jde v podstaté o zizeny, ,odpocitany®, ,vymezeny*
obsah slov, ktery nesmi byt rozSifen. S tim by se dalo pracovat. OvSem za pfedpokladu, ze si

ponecham slovesa.?’®

In the first part of this note, Zabrana reiterates his aversion to Jifi Kolaf's practice of
"destruction of the word," a process which, in Zabrana’s view, moved KolafF's works closer
to the realm of graphic arts rather than literature. While this stance had already been
evident in his earlier reflections, this specific mention further underscores Zabrana’s
commitment to preserving the sanctity of the written word, which he viewed as the most
fundamental element of his literary craft. For Zabrana, the word was not merely a tool of
expression but the very essence of artistic creation. However, what is perhaps more
significant in this note is the way Zabrana speaks of his interest in the American poet
Michael McClure. This mention marks a notable shift from his criticism of KolaF's
experimental approach to an expression of admiration for McClure, whose work is rooted
in the rebellious spirit of the Beat Generation. McClure, an essential figure in the Beat
movement, gained prominence through his participation in Allen Ginsberg’s now-legendary
public reading of How/ in 1955 at the Six Gallery in San Francisco—an event that is widely
regarded as a defining moment in the cultural and literary affirmation of the Beats. This
public reading, which also featured other poets such as Jack Kerouac and Philip Lamantia,
symbolized the emergence of a new poetic voice that rejected the conventions of

mainstream literature and embraced a more spontaneous, unfiltered expression of the self.

279 “ am more interested in McClure's poetics than Ginsberg's. Later Kolar, as long as he hasn't completely
shifted into the visual arts, still interests me where he remains within the 'word'—the semantic unit; with
further 'destruction,’ | lose any desire to follow his work. With McClure, the focus is essentially on a
narrowed, 'counted,' 'defined' content of words, which must not be expanded. This approach could be worth
working with, provided | retain verbs” Zabrana, Jan, Cely Zivot, op. cit., p. 175.
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McClure’s early poetic style, particularly in his initial works, appeared to adhere closely to

traditional forms:

The poems (which he’d written earlier and took to the class) were metrical, rhymed sonnets, sestinas,
and villanelles. He remembers Duncan being somewhat alarmed by the fact of his apparently working
in traditional forms. The mark of this formal interest is evident especially in McClure’s early works such
as Dark Brown and Odes, and is also evident in his countermanding given forms, as if in the same
instant (of being formed) he’s speaking to his own speaking: “There is no form but shape! No logic but
sequence!/ . . . synaptic/stars/FORM IS AN EVASION!” (“Rant Block”)28°

During this period, Zabrana collaborated with Stanislav Mare$ on an anthology of
Beat poets titled Obeznameni s noci (Acquainted with the Night), which was published in
1967 and featured translations of McClure’s poems, alongside works by Ginsberg, Corso,
Ferlinghetti, and others. This project not only reflects Zabrana's engagement with the Beat
movement but also provides insight into the influence of these poets on his own creative
process. In particular, Zabrana’s discussion of McClure’s method of creation bears striking
similarities to his own need for a delimited artistic space, within which creative expression
is constrained and controlled. McClure, as described by Zabrana, worked with a limited set
of words in a restricted space, a technique that resonates with Zabrana’s own artistic
approach. However, Zabrana adds an interesting nuance to this observation, stating that
while McClure may have restricted his language, he personally would prefer to retain the
verbs. This remark is significant when considered in the context of Zabrana’s broader
poetic concerns. In earlier analyses, | outlined how movement plays a crucial role in his
translations and how this tendency to emphasize action is reflected in the texts we have
examined. The preservation of verbs aligns with this emphasis on movement, as verbs
inherently drive the progression of thought and action within a poem. By retaining the
verbs, Zabrana ensures that the poetic sequence remains dynamic and fluid, continually in
motion. Moreover, this focus on verbs and movement also connects to the improvisational
techniques of the Beat poets, a hallmark of their literary style. Improvisation, as we have
noted, was a central component of the Beat generation's rejection of traditional forms and
structures. Zabrana’s approach to constructing poetic “chains of action” embodies this

improvisational ethos. The “infinite verbs” that begin each sentence not only maintain a

280 Scalapino, Leslie, Introduction in: McClure, Michael, Of Indigo and Saffron: New and Selected Poems,
University of California Press, 2011, p. 6.
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sense of ongoing motion but also function as a recurring motif that provides continuity
throughout the text. This strategy reflects a form of controlled improvisation, where
spontaneity is allowed to flourish within the boundaries of a carefully constructed structure.
In this way, the poets of the Beat generation—particularly figures like McClure and
Ginsberg—offered Zabrana valuable models for experimenting with his own poetic style.
While Zabrana may downplay his interest in Beat poetics, the influence of their
improvisational techniques and emphasis on linguistic freedom is evident in his work. Allen
Ginsberg, for instance, despite Zabrana's claims of ambivalence, emerges as a key
influence in the development of Zabrana's own literary voice. The use of improvisation,
coupled with the focus on verbs and movement, highlights how Zabrana absorbed

elements of Beat poetry and adapted them to fit his unique artistic vision.

Zabrana and Ginsberg

As previously mentioned, Zabrana had been engaged with the works of Allen
Ginsberg since the 1950s. Ginsberg's How/ was first published in 1957, marking a
significant milestone in American poetry and the Beat Generation movement. As was
already noted, Zabrana came into contact for the first time with the Beat Generation in
1959, with the publication of Ginsberg’s poems on the pages of Svétova Literatura. On that
same magazine he also published in 1961 six translations of the poems by Gregory
Corso,%8! while two volumes containing his translations of the poems of Lawrence
Ferlinghetti were released in 1962 (Lunapark v hlavé) and in 1964 (Startuj ze San
Francisca).?®?> He was therefore already well acquainted with their poetry. We have already
mentioned that what draws Zabrana to the poetry of the Beat poets was the degree of
freedom and experimentation he found in them. Another element that probably resonated
with his poetics was a long tradition of colloquialism in literary texts, which the Czech
literary tradition in that moment lacked. While commenting the problems he had
encountered while translating the works of Warren Miller, he mentions that:

Jako prekladatel stal jsem pfed svizelnym problémem. Millerdv original je psan nadmiru obhroublym

slangem déti harlemskeé ulice, jazykem bez sentimentality, ale zato je ve své prostoté pfimo nabitym

281 Zabrana, Jan, Potkat basnika, op. cit., p. 181.
282 \bid., ibid., 326.
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a stale nedofeSena. Nemame tradici knih psanych dusledné [...] jazykem, jakym lidé skuteéné mluvi
[...] Ameri¢ané, v jejichz literatufe [...] je tradice viceméné uplatiiovani hovorového jazyka, slangu a

nafe¢i mnohem bohatsi nez u nas, jsou na tom lip.283

Zabrana’s writings display a consistent attentiveness to colloquial language, a
sensitivity that appears even in his early notes. In his diaries from 1948, he frequently
noted his admiration for John Steinbeck’s The Grapes of Wrath, which played a central
role in shaping his literary preferences. He recounted his search for Czech representations
of spoken and colloquial language in literature, ultimately finding what he sought in
Vladimir Prochazka’s translation of The Grapes of Wrath, which sparked his lasting
interest in American literature. Zabrana wrote, “Akademik Prochazka [...] jehoZ pionyrska
prace v problematice prekladani dialektu mi byla velkym povzbuzenim a jehoZz
nezapomenutelny pfeklad Hrozn( hnévu ve mné jes$té za stifedoSkolskych studii probudil
zajem o americkou literaturu.”®* Thus, it could be argued that Zabrana'’s initial attraction to
American literature was motivated by the raw, spoken quality of the language—a linguistic
aspect that was largely absent from Czech literature at the time. In his reflections on
Gregory Corso, Zabrana expands upon his admiration for Beat Generation poetics and
articulates insights that align closely with his own creative evolution. Zabrana's writing
reveals how the Beat Generation’s works, especially Corso’s, informed his unique
approach to capturing the mundane in a provocative light. He observed that Corso’s poetry
“aims to present the reader with shocking associations,” associations that initially appear
jarring but ultimately emerge as reflections of everyday reality. These realities, although
familiar, are seen “from an unconventional angle,” as Zabrana explains: “[...] to, co nam
pfipadalo kuriézni, je vlastné pouha realita, jenom jakoby abnormalné zvétsena
mikroskopem Ci vidéna z nekonvencniho uhlu. To, co se mizZe zdat podivinstvim nebo

extravaganci [...], je ve skutecnosti osobitym zpisobem vidéni svéta.”?8® This perspective

283 “As a translator, | faced a challenging problem. Miller's original is written in the exceptionally rough slang
of Harlem street kids—a language devoid of sentimentality but charged, in its simplicity, with a unique poetry.
The difficulty was heightened by the fact that the question of using slang and dialect in literature remains an
open, unresolved issue here. We lack a tradition of books written consistently [...] in the language people
actually speak [...] Americans, whose literature [...] has a much richer tradition of incorporating colloquial
language, slang, and dialect, are better off in this regard” Ibid., ibid., pp. 175-177.
284 “Academician Prochazka, whose pioneering work in translating dialect was a great inspiration to me, and
whose unforgettable translation of The Grapes of Wrath sparked my interest in American literature even
during my high school years” Ibid., ibid., p. 178.
285 “\WWhat seemed curious to us is, in fact, simply reality—only magnified as if under a microscope or viewed
from an unconventional angle. What may appear as eccentricity or extravagance [...] is, in reality, a
distinctive way of perceiving the world” Ibid., ibid., p. 185.
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parallels Zabrana’s own stylistic trajectory from the 1950s to the 1960s, during which he
sought to present readers with strikingly altered aspects of reality to stimulate a reaction
and provoke thought. Zabrana also comments on Corso’s conviction in his role as a poet,
observing that Corso demands from his readers exactly what religions require of their
congregants: “A véfi predevsim absolutné v sebe, véri o sobé, Ze je basnik. [...] Také od
svych &tenart Zada presné to, co od svych ovecek poZaduji cirkve: viru”.?8® For Zabrana,
the interaction between the poet and the audience is vital, highlighting his own reliance on
readers’ active engagement with his work. Additionally, he draws a parallel between the
Beat poets and the French poet Arthur Rimbaud, whose works had fascinated him.
Zabrana observed that both the Beats and Rimbaud shared a similarly polemical stance
against societal norms, a rebellious spirit that resonated deeply with his own resistance to
established conventions.

The connection between Zabrana and Allen Ginsberg was already profound by
1965, a bond that intensified during Ginsberg’s visit to Czechoslovakia that year, when the
two met in person—just one year before the period addressed in Zabrana’s notes. Eva
Masnerova, the editor overseeing Zabrana'’s translations of How/ and other Ginsberg
poems, provided detailed insights into the translation’s publication process. According to
Masnerova, the initial plan was to release a collection of Ginsberg’s poetry, including Howl,
in 1965, likely comprising the poems that Zabrana had previously published in periodicals.
However, due to Ginsberg’s prolific output and Zabrana’s interest in including additional
material, publication was delayed until 1971. The book, intended to be titled Kvileni a jiné
basné (Howl and Other Poems), was ultimately blocked by the authorities, largely due to
the controversial content and Ginsberg’s association with countercultural movements. It
was not until 1990, following the Velvet Revolution and the fall of the communist regime,
that the work was finally published.?®”

As noted by Petr Onufer, the Czech translation of Howl/, the poem that serves as the
titular work in Ginsberg's collection, appeared in publication at least three times prior to its
release in the aforementioned volume. Its initial appearance was in 1959, in issue 6 of the
magazine Sveétova literatura. This was followed by its inclusion in Jazzova inspirace (Jazz
Inspiration, 1966), curated by Lubomir DortiZzka and Josef Skvorecky, and later in Jak se
déla baseri (How to Make a Poem, 1970), edited by Zabrana himself.288

286 “And above all, he has absolute faith in himself; he believes he is a poet. [...] He also asks of his readers
exactly what churches ask of their congregants: faith.” Ibid., ibid., p. 184.
287 Kalivodova, E., Elia$, P. (eds.), Jan Zabrana: basnik, pfekladatel, étenar, op. cit., p. 243.
288 Onufer, Petr, Edicni poznamka in: Ginsberg, Allen, Kvileni a jiné basné, Praha, Argo, 2015, p. 64.
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Within the poems contained in the collection Kvileni a jiné basné, we encounter
numerous instances of stylistic and aesthetic intensity.?®® Emotional amplification is

particularly prominent, with notable occurrences throughout the text:

who wandered around and around at midnight in the railroad yard
wondering where to go, and went, leaving no broken hearts,
Ktefi se toulali o plnoci sem a tam po nakladovém nadrazi, lamali si hlavu kam jit a odesli a

nezanechali zadna zlomena srdce. (Kvileni, )20

who lit cigarettes in boxcars boxcars boxcars racketing through snow toward lonesome farms in

grandfather night,

ktefi si zapalovali cigarety v dobyt&acich, dobytacich, dobytéacich, rachoticich snéhem k zapadlym

farmam v pradédeckovské noci (Kvileni)?9?

we thought the same thoughts of the soul, bleak and blue and sad-eyed,

mysleli jsme stejnymi myslenkami duSe, ponufe, smutné a s tesklivyma ocima, (Slunecnicova

sutra)?9?

My mind is made up there's going to be trouble. You should have seen me reading Marx.

Uz jsem se rozhod: z toho bude malér. Mélas mé vidét, jak jsem €et Marxe. (Sluneénicova sutra)?°3

In the first two examples, Zabrana’s translation choices intensify the expressivity of
the original text, adding a layer of emphasis not present in Ginsberg’s version. For
instance, the English verb “wonder” is rendered by Zabrana as lamat si hlavu, which
means “to rack one’s brain,” thereby amplifying the psychological intensity of the line.

Similarly, in his translation of the adjective “lonesome” from Howl, Zabrana opts for

289 From now on, all the examples in Czech will come from Ginsberg, Allen, Kvileni a jiné basné, op. cit.; The
english versions of the poem are drawn from Ginsberg, Allen, How! and Other Poems, San Francisco, City
Lights Books, 1996.
2% Ginsberg, Allen, Kvileni a jiné basné, op. cit., p. 13.
29 |bid., ibid., p. 13.
292 |bid., ibid., p. 37.
2% |bid., ibid., p. 42.
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zapadly, a Czech term meaning “forgotten” or “lost.” This substitution shifts the tone of the
original image, imparting a darker and more isolated quality to the verse. This tonal shift is
also evident in Zabrana's treatment of the colloquial language found in Ginsberg'’s
Sunflower Sutra. Here, Zabrana adopts conversational Czech phrases like rozhod se (he
decided), mélas (you had), and jak jsem cet (as | read), which lower the linguistic register
of the translation. By choosing colloquial forms, Zabrana creates a more natural flow in
Czech, allowing the lines to resonate with a sense of familiarity for the reader. However,
this approach subtly alters the perception of the original work, presenting Ginsberg’s voice
with a tone more grounded in the Czech vernacular. Zabrana’s translation not only makes
Ginsberg’s poetry accessible but also intensifies the emotional impact. The naturalistic
choices add a layer of emphasis that, while staying true to the spirit of Ginsberg’s
language, modify the cultural and tonal underpinnings of the original. In effect, Zabrana
does not merely translate but actively interprets, adapting Ginsberg’s rhythm and
expressivity into Czech forms that capture both the energy and the underlying emotionality
of the source material. This intensification can be seen in further examples, where
Zabrana’s careful selections amplify the emotional resonance of Ginsberg’s poetry,

preserving its intensity while adding unique textures that reflect his interpretation:

Its cover stares at me

Jeho obalka na mé vejra (Slunecnicova sutra)?2%

America how can | write a holy litany in your silly mood?

Ameriko, jak mGzu psat zboznou litanii v tvém blaznivém ovzdusi? (Slunecnicova sutra)?9°

Her make us all work sixteen hours a day. Help. America this is quite serious.

Ha. Vono chtit, aby my pracovat Sestnact hodin denné. Pomod6c. Ameriko, tohle je zatracené vazné.

(Sluneénicova sutra)2%

2% Ginsberg, Allen, Kvileni a jiné basné, op. cit., p. 43.
2% |bid., ibid., p. 43.
2% |bid., ibid., p. 43.
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Besides the use of colloquialism, Zabrana’s interpretation tend to be harsher and
even more dramatic. Given the high degree of materiality present in the poems, there are

as well cases of what we have called poetic concretization:

who blew and were blown by those human seraphim, the sailors, caresses of Atlantic and Caribbean

love,

ktefi koufili ocasy a nechali si je koufit od téch lidskych serafin(i, namornik(, néznosti atlantické a

karibské lasky (Kvileni)2®7

bed, and continued along the floor and down the hall and ended fainting on the wall with a vision of

ultimate cunt and come eluding the last gyzyrn of consciousnes

a pokracovaly na podlaze a na chodbé a skongily omdlelé na zdi s vizi vrcholné kundy a spermatu

vyhybajiciho se posledni ejakulaci védomi. (Kvileni)?°8

In the first example, Zabrana'’s choice of Czech equivalent, while retaining the
colloquial tone of Ginsberg’s reference to performing oral sex, is noticeably more specific
and direct than its English counterpart. This approach highlights Zabrana’s distinct
interpretive choices, emphasizing the differences between languages while still preserving
the raw immediacy of Ginsberg’s tone. Many of Ginsberg’s stylistic and thematic elements
align with Zabrana'’s own poetic preoccupations and artistic imagery. Ginsberg’s frequent
references to sex, his colloquial style, and his use of stark, often jarring imagery find a
close match in Zabrana’s work. However, it is essential to note that, unlike Zabrana'’s
translation choices for Pasternak, where he introduced verbal dynamism and free-flowing
syntax, Zabrana’s translation of Ginsberg maintains the original’s structural coherence
without significant alterations to the dynamic flow of the text. This adherence to the
original’s rhythm and form suggests a conscious decision to preserve Ginsberg’s poetic
energy in translation without over-adaptation. Furthermore, Ginsberg’s poetics may have
influenced Zabrana’s own development as a writer, particularly in his adoption of a
messianic tone aimed at reaching broader audiences. Much like Ginsberg, who expressed
the disillusionment and ideals of his generation, Zabrana aimed to document the

individual's experience against the oppressive backdrop of socialist society. Providing this

297 bid., ibid., p. 15.
2% |bid., ibid., p. 16.
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testimony of personal struggle within an authoritarian context became one of Zabrana’s
primary objectives, reflecting his desire to articulate the collective disquiet of those, like
himself, who felt compelled to remain hidden to avoid persecution. For Zabrana, this
responsibility to speak out against repression echoed Ginsberg’s critique of capitalist
society’s perils, revealing in each writer a commitment to confronting the dominant
ideology of their respective worlds. Thus, Zabrana’s distaste for the oppressive
mechanisms of socialism is mirrored in Ginsberg’s aversion to capitalist society, forming a
bridge between their parallel but distinct critiques. While talking about the value of
Ginsberg’s poetry, he affirms that he “[...] fika, Ze cela ta zemé skvéle techniky, racionalné
fizeného pramyslu a zmechanizovaného pohodli neuspokojuje lidi, ktefi se nevzdali
narokd na samostatni my$leni, protoze mrzaci lidskou individualitu, vychovava roboty

s uniformnimi myslenkami” ?**Formally, Zabrana was particularly drawn to the
autobiographical depth and heterogeneous content that characterize Ginsberg’s poetry.
The structure of Ginsberg’s work—composed of a dense array of memories, political
commentary, and various personal reflections—creates a layered, almost chaotic
amalgamation of material. In Zabrana'’s view, Ginsberg achieves a remarkable feat by
weaving these disparate elements together in a way that remains decidedly poetic,

resisting the slide into prose:

Zda se, ze nejobjektivnéjsi bylo pravé Ginsbergovo prvni obdobi, basen Kvileni, kde psal o
soucasnicich, o své generaci, protoze v dalSim vyvoji vtahuje do versu stale intimné;jSi fakta své
autobiografie. (...) VSe je zavaleno excitujici tfisti vzpominek, vedlejSich poznamek, rodinnych
Strapaci, pomluy, letmych impresi a detaild; navic je to vSe sdéleno ver§em, ktery se pravé v Kadisi
dostal nejdal v utrzkovitosti a zpferyvanosti, do jakési stale vzristajici tenze neklidu a nervozity. A
pfrece se basef nerozpadla a podle nékterych je nejvétsi elegii americké poezie vlibec: Ginsbergova
poetika pravé zde prodélala zkoudku ohném, nova forma vydrzZela i nové véci a velkd enumeracni

poema (vypocitava celé rozsahlé situace a vyseky skute¢nosti) se neproménila v prézu.3%

299 Zabrana, Jan, Potkat basnika, op. cit., p. 214.
300 “It seems that Ginsberg's first period, especially in How/, was his most objective, where he wrote about his
contemporaries and his generation. In his later development, he increasingly draws intensely personal facts
from his own life into his verses. (...) Everything is filled with a tumultuous clash of memories, side notes,
family struggles, gossip, fleeting impressions, and details; furthermore, it is all conveyed in verse that, in
Kaddish, reaches an extreme fragmentation and irregularity, creating a growing tension of restlessness and
anxiety. And yet, the poem does not fall apart and, according to some, stands as the greatest elegy in
American poetry. Here, Ginsberg's poetics underwent a trial by fire: the new form held up to the new
material, and the extensive enumerative poem (cataloging vast situations and fragments of reality) did not
turn into prose” Zabrana, Jan, Potkat basnika, p. 213.
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Considering how Zabrana articulated his own poetic vision, we can better
understand the profound influence of Ginsberg’s work on his craft. Zabrana saw in
Ginsberg’s verses a source of inspiration, particularly regarding the transformation of
ordinary or even mundane details into powerful poetry. This transformation was achieved,
in Zabrana’s view, through a unique kind of poetic tension—a tension he himself sought to
cultivate. Zabrana described this poetic tension as a mechanism for reimagining the trivial
elements of everyday life, converting them into charged symbols or images that transcend
their ordinary significance. This process relied heavily on his use of free association, a
technique that allowed disparate elements to be woven together in a seemingly
spontaneous yet deeply intentional way. Through this approach, Zabrana could infuse
even the most banal aspects of experience with a lyrical quality, expanding the boundaries

of what poetry could include and how it could resonate. As Petr Elias also noted:

Since Jan Zabrana wrote many essays and studies on the authors he translated we have quite a lot of
information to answer the question why he chose the Beat poetry. It was not only their defiance of the
society and establishment but also their concept of poetry as something that should be read aloud.
What Jan Zabrana and beat poets had in common was that for them a poem was an organic structure
not finalised by writing down. Although there is a difference — changes in beat poetry were often
caused by the fact that it was read aloud and included a certain amount of improvisation, whereas

Zabrana rewrote his verses intentionally, as a result of his developing poetic vision.30!

As other scholars have pointed out,3°? Zabrana'’s technique of the chains of infinitive
verbs might have been inspired from Ginsberg’s stylistic trait of starting each new verse of
his poem with the same grammar element. In Howl’s case, for example, it it's the pronoun
“‘who” which is repeated each new sentences, ensuring a continuity between all the
elements of the poem. What comes after the pronoun is totally up to the writer, the same
thing that happens with Zabrana’s chains. The difference is that the Czech poet utilises
verbs since, as he mentioned earlier while speaking of McClure poetics, he cannot

renounce to the verbs. Judging from what we have said so far, we might affirm the never-

301 Elias, Petr, Individual style in translation, in: Acta Universitatis Carolinae Philologica, 3, 2015, pp. 55-60.
302 “Regarding Havran, which was gradually expanded over time, it has been suggested that the work might
serve as ‘a kind of Zabrana's dialogue with Poe and Ginsberg, as well as a record of both personal and
social life experience.’ For the account of the ‘Horrors’ published in Zivot je véude (Life is Everywhere),
Zabrana employed an impersonal infinitive form, which could perhaps be seen as an analogy to Ginsberg's
litany-like verbal references in Howl, directed toward ‘those who (suffered, raged, dissented...)’ v Kvileni”
Kalivodova, Eva, Objevovani Ezra Pounda in: Kalivodova, E., Elia$, P. (eds.), Jan Zabrana: basnik,
pfekladatel, ¢tenar, op. cit., p. 227.
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released poem The Raven was supposed to be Zabrana’s Howl. In sum, Zabrana’s
translation not only captures Ginsberg’s original style but also invites reflection on the
resonances between their works, highlighting Zabrana’s alignment with Ginsberg’s spirit of

rebellion, critique, and truth-telling.
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Fourth Dossier: Disiecta Membra and Notes from the Hospital (1970-1984)

“Spisovatel, o kterém po smrti budou moci Fict:
popsal za svého zZivota les

- les dost velky, aby v ném zbloudilo dité.”3%

The final dossier encompasses Zabrana's diaries from 1971 to 1984. This period
marks the deepening of the author’s isolation, largely due to the deteriorating political
climate. The year 1968 saw the abrupt end of the brief liberalization movement known as
the Prague Spring, which was quashed by the invasion of Czechoslovakia by Warsaw Pact
forces. This invasion ushered in the so-called “normalization period”, during which a new
communist government, backed by the Soviet Union, reinstated strict control over society.
This regime systematically repressed any form of dissent, initiating widespread purges
across public institutions, similar to those following the 1948 communist coup. Writers and
magazines were censored, and many intellectuals chose to go into exile—such as Josef
Skvorecky, who left for Canada. Zabrana, however, decided to remain in the country, even
though Skvorecky had secured a teaching position for him in Slavic studies at the
University of Toronto. Deemed an undesirable writer by the state, Zabrana refocused his
efforts exclusively on translation work, a task that increasingly became his refuge. In early
1971, during his stay at the writer’s residence in the Slovak town of Horni Smokovec,
Zabrana began composing a new poem in free verse. This work, characterized by a stark
and bitter perspective on reality, once again bore the hallmarks of diary entries, blending
personal reflection with poetic expression. The poem, which can be seen as an evolution
of the earlier Havran mentioned previously, was posthumously published under the title
Zed' vzpominek (Wall of Memories) in 1992.3% The poem'’s editor, Jifi Travnicek, described
it as a collection of improvised notes and automatic writing, left in an unfinished state.3%°
This observation underscores the critical role of improvisation and spontaneity in
Zabrana’s creative process, which often blurred the boundaries between structured literary
form and raw, unmediated expression. The fragmented and improvisational nature of Wall

of Memories highlights Zabrana’s distinctive approach to poetry, where the act of writing

303 “A writer about whom, after his death, they will be able to say: he described a forest during his lifetime— a
forest large enough for a child to lose their way” Zabrana, Jan, Cely Zivot, op. cit., p. 211.
304 Sulc, Jan, Zaknihovany Zivot Jana Zébrany in: Kalivodova, E., Elia$, P. (eds.) Jan Z&brana: basnik,
pfekladatel, ¢tenar, op. cit., p. 15.
305 Zabrana, Jan, Zed' vzpominek, curated by Jifi Travni¢ek. Brno, Atlantis, 1992, p. 121.
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becomes a direct extension of lived experience, capturing fleeting moments of thought and
emotion with minimal mediation or artifice.

The deep sense of loss, depression, and isolation that defined his life during this
period drove Zabrana further into his diaries, which he used as a sanctuary to express his
innermost thoughts. It was during this time that Zabrana coined the term Disiecta Membra,
a Latin phrase meaning “scattered fragments”, which he used to describe the fragmentary,
disjointed nature of his existence. This term is particularly significant, as it encapsulates
not only his personal experience of isolation and loss, but also the broken, disrupted
nature of his cultural and intellectual life. In contrast to earlier diaries, in which Zabrana
would detail daily activities and personal experiences, the entries from this period are
markedly different. There is a stark absence of routine, mundane details; instead, these
diaries are filled with memories, political reflections, commentary on translation work,
reflections on books, and the formulation of new concepts and ideas for potential future
projects. Of particular note is the inclusion of new poems, which emerge as an essential
component of his creative output during this time. Zabrana’s Disiecta Membra thus
becomes not only a repository for intellectual and political musings but also a vital space
for artistic experimentation and expression. What is especially striking about these diaries
is the remarkable variety that Zabrana displays in his reflections. The fragmented entries
illustrate the wide-ranging scope of his intellectual and creative pursuits, even in the face
of political oppression and personal hardship. The texts blend different genres and forms,
oscillating between autobiographical reflection, philosophical inquiry, political commentary,
and poetic creation. Zabrana's multifaceted writing process reveals a deep engagement
with his surroundings, despite his isolation, as well as a relentless drive to make sense of

the world through literature:

Zahlédnout jesté jednou toho Stastného hrace
jak odchazi

z mista triumfu obklopen

houfem hlugicich

farizejl

ulickou kde odparena stara mo¢

po sobé nechala poprasek stfibrné soli

kde hvézdy s nimiz domluvil

obestrel flér osobnich vasni

kde na konci uli¢ky blyska dyka

kde na konci uli¢ky padne

146



zavrazdén sametovym nozem slov306

This poem, written in free verse, present several interesting traits that align with the
style of Zabrana we have seen so far. The scene depicted is very simple: a player of some
sort is leaving accompanied by the shouts of an enthusiastic crowd. The crowds are made
of pharisees, underlying their hypocrisy with a biblical reference. We can see the presence
of strong images, such as that of the old urine that evaporates. That same player, at the
end of the poem, gets “murdered by the velvet blade of words”. The poem might be hinting
to the corruption of the society of the time, blinded by power, surrounded by traitors and
slave to its pulsion that eventually might be killed by the power of word, by literature, which
is poetically described as made of velvet, since its effect are shown gradually, slowly.
Other poems featured in this set of the diaries are way more explicit in what they

thematize:

Je to krasné... je to
jak kdyz vprostied véty
vzpomene si na vers

nedopsany pred dvaceti lety

Za tu dobu se déti narodily, vyrostly
a zkurvily,

umfrelo pll generace,

malé mésto zbofili.

Zapomnél jsem ja na tebe

a na mé ty,

jen ten vers, ten nedopsany,

zUstal tréet kdesi v paméti.

Zpatky? Zpatky?

Cestou poznacenou,

stezkou jesté tak plachou,

jeSté mladou cenzurou

a libeznymi, mladickymi zvratky?

Dali to sezrat horké tvému mladi

306 To catch one last glimpse of that joyful player/as he departs/from the site of his triumph, surrounded/by a
throng of clamoring/Pharisees,/down an alley where evaporated old urine/has left a dusting of silver
salt,/where the stars he bargained with/are shrouded in a veil of personal passions,/where at the end of the
alley a dagger glints,/where at the end of the alley he falls,/murdered by the velvet blade of words Z&brana,
Jan, Cely Zivot, op. cit., p. 194
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Nezapomen jim to.307

The poem explore the profound sense of a life lost and wasted, a theme that has
consistently characterized Zabrana's work since the late 1940s. This recurring feeling of
futility is articulated through the voice of the lyrical "l," who reflects on a life left in
suspension, frozen in time, and accessible only through the fleeting and often painful lens
of memory. This suspended state suggests a life shaped and limited by external forces,
evoking a sense of regret and powerlessness. The poem’s nostalgic tone, however, is
undercut by a sharp critique of those individuals who initially supported communism but
later denied their complicity or sought to erase their involvement. This critique underscores
the moral and ethical dimensions of Zabrana's work, as he grapples with questions of
accountability and historical amnesia. Formally, the poem adheres to a structured format,
containing rhymes and precise stanzas reminiscent of a sonnet. This adherence to
formality contrasts with the raw emotional content, creating a tension between structure
and substance that amplifies the poem’s impact. As with much of Zabrana’s poetry, the

narrator—or lyrical “I"—adopts a dialogical attitude, addressing either an absent figure or
the reader directly. This dialogic approach reinforces the poem's reflective nature. A
notable feature of the poem is its use of rhetorical questions, which underscore its
philosophical undertones. These questions challenge both the narrator and the reader to
confront uncomfortable truths about personal and collective responsibility, the passage of
time, and the impossibility of reclaiming lost opportunities. Despite its reflective and
nostalgic tone, the imagery within the poem is strikingly harsh and unflinching,
demonstrating Zabrana's commitment to depicting reality without embellishment or
sentimentality. Additionally, the inclusion of foreign expressions within the text adds
another layer of complexity. These linguistic shifts may symbolize the fractured identity of
the narrator, suggesting an inner conflict or a sense of estrangement from both self and
society. This multilingual element could also be interpreted as a way of universalizing the
poem’s themes, linking Zabrana’s personal and cultural experience to broader human

concerns.

307 1t is beautiful... it is/like in the middle of a sentence/you suddenly recall a verse/left unfinished twenty
years ago./In that time, children were born, grew up,/and turned rotten./Half a generation died,/a small town
was demolished./I forgot about you,/and you about me,/but that verse, the unfinished one,/remained lodged
somewhere in memory./Back? Back?/Along a path now marked,/a trail still so timid,/still young with
censorship/and sweet, youthful vomit?/They made your youth swallow it scalding./Don’t forget that. Ibid.,
ibid., p. 204.
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As previously mentioned, the diaries function as a unique space for the author to
experiment freely with ideas and concepts. They serve as a kind of creative laboratory,
allowing the writer to test out themes, structures, and stylistic approaches that could later
be developed into fully realized works. This experimental nature of the diaries underscores
their importance not merely as a personal record but as a dynamic and generative space
for literary innovation. Within these pages, one can observe the preliminary sketches of

ideas, narrative fragments, that reflect the author’s evolving creative process:

Hospodsky, ktery mél psa misto koSe na odpadky — bylo mu to lito vyhodit, pes byl jak liny Zok —
dokud Zral a travil, bylo dobte, kdyz prestal Zrat, utratil ho — Zivy odpadkovy ko§ PES ZBYTKAR. O
kastelanovi, co ma tak rad zvirata, Ze je chova na doziti, napfiklad prase tak dlouho, az umfe, slepice,
kraty, husy, ovce, kdyz jde nakoupit, zvifata jdou do vsi za nim. Jsou pojmenovana - Pepik, Slavek. Na
hradé ma jesté ochoCeného lySaka, kterého vzdycky posle na chvili do lesa, kdyz ma pfijit exkurze,
pak ho zas povola - cvici se s nim na nadvofi, pomlouvaci dokonce tvrdi, ze ho udi jiujitsu, protoze je
lySak bezbranny, jak je ocho€eny. Historka s husou, kterou seshora furt cpali SiSkami a zezdola ji v

posadé Zraly krysy, pofad kejhala, tak ji pofad a porad cpali.3%®

The narratives presented by the author are characterized by a unique blend of
humor and tragedy. Featuring various animals as central figures, these stories can be
interpreted as allegories of life under a totalitarian regime. Each narrative functions as a
metaphor for different aspects of a dictatorship, subtly critiquing the mechanisms that
sustain such a regime through the use of seemingly whimsical and fantastical elements.
For instance, the character of the “dog-trashcan” serves as a powerful metaphor for the
way a totalitarian state manipulates and controls information. The dog, which consumes
the garbage its owner wishes to dispose of, can be seen as a representation of the
masses being force-fed propaganda by the regime. This interpretation aligns with the

broader critique of how a dictatorship shapes and distorts reality for its own purposes,

308 “The innkeeper who used a dog as a trash can—he just couldn’t bring himself to throw things away. The
dog was like a lazy sack—so long as it ate and digested, all was well. When it stopped eating, he put it
down. A living trash can, the DOG OF LEFTOVERS.
Then there’s the castle custodian, who loves animals so much he keeps them until they die of old age—a
pig, for example, until it finally passes away; chickens, turkeys, geese, sheep. When he goes shopping, the
animals follow him into the village. They even have names—Pepik, Slavek. At the castle, he keeps a tame
fox. Whenever a tour group is about to arrive, he sends the fox off to the forest for a bit, then calls it back
afterward. He trains with it in the courtyard, and some gossips even claim he’s teaching the fox jiu-jitsu, as
it's defenseless due to being so tame.
Then there’s the story of the goose. They kept stuffing it from above with pinecones, while below, rats
gnawed at it as it sat in its pen. The goose kept honking, so they kept stuffing it and stuffing it.” Zabrana, Jan,
Cely Zivot, op. cit., p. 194.
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feeding people only what it deems acceptable or useful while discarding inconvenient
truths.

Similarly, the other stories, such as The Castle Keeper and the tale about the goat,
feature animals that are “tamed” or “constrained” by human masters, symbolizing the
oppression of individuals who are forced to adapt to the needs of the regime. The animals
in these stories, much like the citizens under totalitarian rule, lose their autonomy and are
compelled to serve the interests of their rulers. The castle keeper, for instance, could be
seen as a figure representing those tasked with enforcing the state's will, maintaining order
and control through fear or coercion.

The story of the goose, in particular, provides a striking and poignant metaphor for the
suffering endured under oppressive regimes. In this narrative, the goose is being tortured
and cries out for help, yet those who hear its cries mistakenly interpret them as pleas for
more food. This powerful image underscores the idea that perceptions of suffering and
need can be manipulated or misunderstood, depending on the perspective of the observer.
The goat's plight symbolizes the misinterpretation of suffering within a repressive society,
where genuine cries for help can be twisted into something else entirely by those in power
or by those who are indifferent to the suffering of others.

The author's use of animal characters in these stories reflects a broader literary tradition of
using fables and allegories to critique authoritarian systems.3%° The fairy-tale atmosphere
of the narratives creates a sense of distance from the harsh realities they depict, allowing
the reader to engage with the underlying political messages in a more accessible, yet still
profound, way. This technique is reminiscent of classic works of political satire, such as
George Orwell's Animal Farm, where animals are used to expose the absurdity and cruelty
of totalitarian rule. The idea of the mechanized and corrupted society of the communist
regime as made of animals without free will is suggested in another short stories, which

perfectly exemplifies Zabrana’s view on his contemporaries:

Obnovovany pes. Dvé rodiny u nas ve vézaku maji stale stejného psa — Sestnact let, co tu bydlime.
Jedni uhlové erného malého kniface, drzi irského setra. Dlouho mi nedochazelo, Ze to neni pofad tyz
pes. Az loni, kdyz setr pani V. skonak na psi infarkt, zaregistroval jsem, Ze si do tydne, snad jesté
dfive, opatfila absolutné stejné zbarvené sténé, které je dnes, za par mésicl, od mrtvého psa

k nerozeznani. Sténé se jmenuje Alana, ale fika se mu jak tomu nejdFiv&j§imu — Bondy. Dovédél jsem

se, Ze je to uz &tvrty, absolutné stejny pes, kterého ma a kterému pofad stejné fika, zatimco L. uz maji

309 “What are we? Animals harming themselves... A stage of the development of consciousness (of the brain)
in constant conflict with a stage of biology (presumably lower), unable to manage it, unable to overcome it...”
Zabrana, Jan, Cely Zivot, op. cit., p. 225.
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dokonce patého, absolutné stejného antracitového kniraCe a pofdd mu taky fikaji Brix. Takhle porad
obnovovany pes je de facto nesmrtelny pes a co nevidét tomu tak bude i s lidmi, které si rezimy

chovaji ve svych statech pro svou potfebu jako lidé v domacnostech ty permanentni psy.310

In further entries, we find similar fairy-tale-like narratives that continue this
allegorical exploration of life under dictatorship. One such example is the story of two
dwarves, a tale that, like the others, utilizes fantastical elements to convey deeper political
and philosophical meanings. Through these seemingly simple stories, the author is able to
offer a layered critique of the totalitarian state, using humor and tragedy to explore the

complexities of power, control, and resistance:
Bajka

Byli dva trpaslici, bratfi¢ci. Jeden se jmenoval Leva, druhy se jsemoval Kynikrok.
Leva si dobfe uvedl, stale touzil poznavat néco nového, vysedaval nad knihou. Maminka Repka o
ném tvrdila, Ze to nékam dotahne, Ze pljde stale kupfedu a dal.
Zato Kynikrok byl lajdak, hlupak a nemotora. Stale bez cile pobihal po kuchyni, néco si vymyslel, na
néco se vyptaval a zlobil. | kdyz se sedl k u€eni, nedobre si vedl, usinal nad knihou, hlava mu
bimbala, valného uzitku z jeho u€eni nebylo.
Kdyz se blizil veCer, Maminka Repka oba skfitky pozorovala. Sedéli nad knihami a ucili se. Kdyz
vidéla, jak se Levova tvar chapavé projasnuje novym poznanim, povzbuzovala synka slovy:
“Kupfedu - Leva!”
Zato kdyz vidéla ospaly, tupy vyraz na tvafi Kynikrokové, jeho bimbajici hlavu, rozhodla se vzdy
energicky ukongit ta zbyte€nd muka a posilala nevyvedeného syna do postele se slovy “Spat -
Kynikrok”
Od téch dob na pamatku obou povahové tak rozdilnych bratfick( skFitkd vysila rozhlas vzdy vecer
pred zpravami pisni¢ku, kon&ici maminc€inymi slovy:
Kupfedu - Leva!

Spat - Kynikrok!31!

310 “The perpetually renewed dog. Two families in our apartment building have had the same dog—or so it
seems—for the sixteen years we’ve lived here. One has a coal-black miniature schnauzer, the other a
brazen Irish setter. For a long time, | didn’t realize that it wasn’t always the same dog. It only dawned on me
last year when Mrs. V’s setter died of a heart attack. Within a week—perhaps even sooner—she had
acquired a puppy with exactly the same coloring. Today, just a few months later, the new dog is
indistinguishable from the one that died. The puppy is named Alana, but they call it by the same name as the
first dog—Bondy. | learned that this is already her fourth identical dog, each one given the same name.
Meanwhile, the L. family is now on their fifth identical charcoal schnauzer, which they still call Brix. This
perpetually renewed dog is, in essence, an immortal dog. Before long, the same will be true for people—
individuals cultivated by regimes for their needs, just as households keep their permanent, interchangeable
dogs.” Ibid., ibid., p. 868.
311 Fairy tale /There were two dwarf brothers. One was named Leva, and the other Kynikrok. Leva was
ambitious and always eager to learn something new. He would sit with a book for hours. Their mother,
Repka, used to say that Leva would go far in life, always striving forward and beyond. Kynikrok, on the other
hand, was lazy, foolish, and clumsy. He aimlessly ran around the kitchen, coming up with silly ideas, asking
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The author entitles this entry “bajka” (fairy tale), adhering to the conventional
structure of the genre. However, beyond its simple form, the text can be interpreted as a
commentary on the perpetuation of cultural stereotypes and the mechanisms through
which they are created and disseminated. The two brothers, Leva (whose name shares
the root with “levy,” meaning “left” in Czech) and Kynikrok, represent two archetypes: the
diligent and disciplined student, deemed promising and supported by adults for his future
success, and the lazy, hopeless child who is easily dismissed. This juxtaposition aligns
with familiar societal norms and expectations.

The name Leva, which can be linked to “left” in a political sense, might suggest a
symbolic representation of the ideal citizen in a socialist state. Leva embodies the model
worker, the productive and obedient member of society, who is encouraged to move
“forward” and contribute to the state’s goals. In contrast, Kynikrok represents the
unproductive, aimless individual who fails to meet societal expectations, symbolizing those
who are left behind or actively dismissed by the state as unworthy. The mother's stark
encouragement—“‘Kupredu - Leva!” (Go forward, Leva!)—and her dismissal of Kynikrok—
“Spat - Kynikrok!” (Go to sleep, Kynikrok!)—reflect the clear division between those who
are seen as valuable contributors to society and those who are not. At the conclusion of
the fairy tale, we learn that a song, broadcast on the radio before the news, repeats these
two phrases from the mother. The broadcast of these private interactions into the public
domain reflects a more sinister undertone: the regime's control over private life. The fact
that the radio, a symbol of state communication and propaganda, is privy to the intimate
exchanges between mother and child suggests the intrusion of the state into the most
personal aspects of individual lives. In a socialist state where the collective is prioritized
over the individual, privacy is eroded, and personal identities are subsumed by public
expectations. The transformation of the mother's words into a repetitive song also hints at
the way societal roles and expectations are reinforced through state apparatuses. The
refrains, “Kuprfedu - Leva!” and “Spat - Kynikrok!,” serve as ideological mantras, subtly
indoctrinating society into accepting a binary perception of citizens: those who contribute

endless questions, and causing trouble. Even when he tried to study, he struggled. He would fall asleep over
his books, his head bobbing, and his studying yielded little benefit. As evening approached, Mother Repka
would observe her two sons. They would sit together with their books, trying to learn. When she saw Leva’s
face light up with understanding and new knowledge, she would encourage him with the words, “Go forward,
Leva!” But when she noticed the sleepy, dull expression on Kynikrok’s face and his bobbing head, she would
promptly decide to end his futile efforts. She would send her less successful son to bed with the words, “Go
to sleep, Kynikrok!”Since then, in memory of the two dwarf brothers, so different in character, the radio has
played a song every evening before the news, ending with their mother’s words: “Go forward, Leva! Go to
sleep, Kynikrok! Zabrana, Jan, Cely Zivot, op. cit., p. 207.
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to the state's vision of progress and those who do not. This mechanized repetition of roles
functions like a form of hypnosis, a process by which the state's values are transmitted,
normalized, and internalized by the populace. Zabrana’s ideas regarding future possible

works of his also encompass the sci-fi genre:

Dva naméty: 1) sci-fi o 1ékafi, ktery pfi vyzkumu objevil moznost ozivit v lidech stopy prozitych,
zaniklych vyvojovych stadii. Tak u lidi obdobi Fije jako u jelend, srncli. Rezultuje z toho co? 2)
Gestapak, ktery nedokazal za valky v&as zlikidovat odbojového pracanta, pomsti se mu do budoucna
tim, Zze pfed utékem zaradi odbojarovo jméno do kartotéky gestapa (ackoli ten nikdy agentem nebyl).

Pomstu dokona po valce, po 10 nebo 25 letech jina rozvédka.312

In the first example, Zabrana once again demonstrates his inclination to employ the
animal world as a lens through which to critique aspects of human society—a strategy
reminiscent of George Orwell's approach in works such as Animal Farm. Zabrana
speculates on what might occur if human beings adopted a mating season similar to that
observed in the animal kingdom. This satirical premise underscores his ability to use
hypothetical or exaggerated scenarios to expose the absurdities or inconsistencies in
human behavior. The comparison to Orwell is apt, as both authors leverage allegory to
interrogate societal norms and critique human tendencies from an external perspective.
The second subject, while less speculative, ventures into stark realism. It focuses on a
member of the resistance unjustly accused of collaborating with the Gestapo, a narrative
thread rooted in historical reality rather than science fiction. This premise could easily have
served as the foundation for one of Zabrana'’s detective novels, given that all three of his
contributions to the genre were set during the German occupation. However, it also
reflects a broader thematic preoccupation in Zabrana’s work: the mystification of truth and
the manipulation of historical narratives. This concern reveals his anxiety about the
potential for a person’s legacy to be distorted or entirely falsified, with such distortions
perpetuated across generations. In the Disiecta membra, this theme is further elaborated
through recurring stylistic devices, such as the "chains of infinitive verbs," which were
analyzed in the previous dossier. These linguistic constructions serve as a formal

experiment but also mirror the thematic content of Zabrana'’s reflections: the overwhelming

812 “1) A sci-fi story about a doctor who, during his research, discovers the possibility of reactivating traces of
past, extinct developmental stages in humans. For instance, triggering a mating season in humans like that
seen in deer or elk. What results from this? 2) A Gestapo officer who, during the war, fails to eliminate a
resistance worker in time and seeks revenge by secretly adding the resistance member's name to the
Gestapo files (despite the person never having been an agent). The revenge is completed after the war, 10
or 25 years later, by another intelligence agency.” Zabrana, Jan, Cely Zivot, op. cit, p. 211.
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accumulation of actions, events, and possibilities that ultimately dissolve into ambiguity or

uncertainty:

vracet se do mésta, kde na rohu kazdé ulice se na mne uskliba vzpominkas!3

slySet jeji narky, ze ji chybi pul centimetru prstu k tomu, aby mohla holou rukou vymyvat jogurtové

sklenicky314
vidét, Ze izraelsti basnici odmitaji oznacit oddily svych basni arabskymi ¢islicemi3®

zjistit jednoho dne pfi psani u stolu, zZe si ti vlastni bficho sedlo na kolena jako tepla a téZka angorska

kocka a zacalo je hrat.316

The themes presented in these poetic chains show a marked consistency with
those previously discussed, as they revisit the familiar motifs of aging, nostalgia, and
women's behavior. These motifs are central to the poet's exploration of human experience,
providing a lens through which the complexities of life are examined. The imagery
employed in these chains similarly echoes the patterns established in the 1960s, blending
depictions of quotidian events with a distinctive perspective that elevates the ordinary to
the poetic. This stylistic approach aligns with the author's evolving artistic objectives during
that earlier period, highlighting the continuity in their creative vision. Moreover, this
interplay between the mundane and the extraordinary reflects the author's sustained
commitment to capturing the essence of lived experiences through an unconventional
poetic lens. The chains do not merely recount events; they reinterpret them, imbuing
everyday moments with deeper significance. This technique serves as a hallmark of the
author’s poetics, showcasing their ability to merge reality with a personal, often
introspective, narrative style.

An additional manifestation of this poetic device can be observed in the following

excerpt:

DIALEKTIKA

Pochvalovati si Cinany, prokinat Cinany,

813 “returning to the city, where on the corner of every street a memory sneers at me,” Ibid., ibid., p. 195.
814 “hearing her lament that she’s half a centimeter short of being able to clean yogurt jars with her bare
hands” Ibid., ibid., p. 197.
315 “seeing that Israeli poets refuse to label sections of their poems with Arabic numerals” Ibid., ibid., p. 198.
316 “realizing one day, while writing at the table, that your own belly has settled onto your knees like a warm,
heavy Angora cat, and has begun to warm them.” Ibid., ibid., p. 199.
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velebit Tita, proklinat Tita, podlizat Titovi,

stavét pomnik, odhalovat pomnik, rozplyvat se nad pomnikem,

bofit pomnik,

slavit Stalina, hanét Stalina,

zavfit Gomulku, pustit Gomulku, nastolit Gomulku, kopnout do prdele Gomulku,
fikat, Ze vyhasina tfidni boj, Ze se zostfuje tfidni boj, Ze vyhasina tfidni boj,
zavfit Husaka, pustit Husaka, zvolit Husaka, chvalit Husaka,

zfidit Stazku, zrusit Stazku, zfidit Sazku,

popravit, miléet, popravit, nerehabilitovat, popravit, rehabilitovat,

zakdazat zvykaci gumu, trpét Zvykaci gumu

a porad spét k socialismu3l’

The author enlists a series of action that, as it becomes clear at the end of the
fragment, describes the chain of action performed by the Communist regime. Each line
has a series of verbs at the infinitive, which are repeated or replaced by other verbs in
each line. These actions contradict between each other, demonstrating the regime
falseness and change of behaviour according to its needs. This is also the reason why the
fragment is called “DIALECTICS”, because this is the way a totalitarian regime express
itself. Everything is reduced to actions that repeat themselves endlessly, despite the object
or the situation. This is what life has become according to the author, a fake a mechanized
existence built on reiteration and false mite. If this is how Zabrana perceives the reality of
the regime, the present times, the chain of actions he used to craft his poems were, on the
other hand, the opposite of such a scheme of action and consequences. Even tough the
founding principle was the same (the infinitive verb), in the author’s chains, as we have
seen many times, the follow up of each act had always unexpected outcomes, since they
were supposed to capture the hidden facets of reality. The kind of poetry that shows the
peculiarity of each individual breaks the chain of repetitive actions that constitute the
totalitarian world.

During this period, Zabrana'’s life and work were deeply permeated by a sense of
loss—both the enduring losses from his past and the new ones that continued to shape his

present. This preoccupation with loss is vividly reflected in his writing and notes, where

817 “To praise the Chinese, to curse the Chinese,/to extol Tito, to curse Tito, to ingratiate oneself with Tito,/to
build a monument, to unveil a monument,/to marvel at the monument, to demolish a monument,/to celebrate
Stalin, to condemn Stalin,/to imprison Gomutka, to release Gomutka, to establish Gomutka, to kick Gomutka
in the ass,/to say that class struggle is dying out, that class struggle is intensifying, that class struggle is
dying out,/to imprison Husak, to release Husak, to elect Husak, to praise Husak,/to establish the Stazka, to
abolish the Stazka, to establish the Sazka,/to execute, to stay silent, to execute, not to rehabilitate, to
execute, to rehabilitate,/to ban chewing gum, to tolerate chewing gum,/and always to advance towards
socialism.” Ibid., ibid., p. 254.
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themes of grief, mortality, and existential despair are recurrent. A particularly striking entry
from this period stands out for its stylistic and structural innovation: a poignant reflection on
the suicide of the poet Jifi Pistora, with whom Zabrana appears to have had a close
friendship. This fragment, which is dedicated to PiStora's tragic end, is constructed as a
narrative in five distinct acts, each offering a glimpse into the poet's final days. The
structure is both compelling and harrowing: each act is framed by a symbolic countdown,
marking the passage of time as the inevitable moment of Pitora's suicide approaches.
The acts represent the last eight days of the poet's life, with the progression of time

emphasizing the inexorable approach of his final decision:

I. 8 dni, 19 hodin pfedtim, nez spachal sebevrazdu, pochutnaval si na zadélavanych Zampionech.
Naramné si pochutnaval na zadélavanych zampionéch a tak zalibné krajel pfirodni fizek z teleciho

masicka. Osm dni pfedtim, nez spachal sebevrazdu, mu naramné chutnalo.318

The motif of suicide emerges as a central theme in this entry and functions as a refrain,
underscoring its profound significance within the narrative. This recurring motif contrasts
sharply with the vivid and affectionate memories of the poet Jifi PiStora that Zabrana
presents throughout the text. By juxtaposing the inevitability and finality of Pistora’s death
with scenes from his life, Zabrana emphasizes the unpredictability of death and its
dissonance with the vibrancy of the poet’s existence. This contrast becomes a poignant
commentary on the fragility of human life and the complex interplay between memory and
mortality. The remaining sections of the entry adhere to a consistent pattern, depicting
Pistora in humorous and light-hearted moments from his daily life. These anecdotes serve
as a counterpoint to the somber theme of suicide, offering a fuller, more human portrayal
of the late poet. Through these reminiscences, Zabrana paints a nuanced picture of
PiStora, highlighting his wit, personality, and vitality in ways that seem to resist the tragic
shadow of his end. The tonal shifts between the melancholic reflection on his death and

the humorous recollections of his life imbue the entry with emotional depth and complexity:

318 “|, Eight days and nineteen hours before he committed suicide, he thoroughly enjoyed a dish of creamed
mushrooms. He savored the creamed mushrooms with great delight, slicing into a natural veal cutlet with
such relish. Eight days before he took his own life, he found the meal immensely satisfying” Zabrana Jan,
Cely Zivot, op. cit., p. 202.
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To myslel - 4 dny, 10-9 hodin pfedtim, neZ spachal sebevrazdu. Aty 4 dny, 10-9 hodin pfedtim, nez
spachal sebevrazdu, mi zavolal. Zavolal a chtél se sejit, ale ja mu fekl: “Hele, neser furt, mam fotr. Je

to tak dulezity, nemuze to pockat do pfistiho tydne?319

The attempt to closely mirror reality in Zabrana’s writing is particularly evident in the
dialogues, where the use of colloquial expressions vividly captures the way people actually
spoke. Phrases such as "mam fotr" exemplify this approach, grounding the narrative in the
authentic vernacular of the time. This stylistic choice enhances the immediacy and realism
of the text, allowing the reader to engage more intimately with the depicted events and
characters. Such use of naturalistic speech serves not only to portray the voices of the
characters but also to reflect the author’s intention to blur the line between literature and
lived experience.

In these entries, direct speech functions as a multifaceted expressive tool. It
operates both as a means of character development—revealing personalities,
relationships, and social contexts—and as a medium for Zabrana to communicate his own
emotional and intellectual engagement with the subject matter. This dual functionality
underscores the layered complexity of the text, where the dialogues enrich the narrative
with depth and texture, while simultaneously serving as a reflection of Zabrana’s literary
craft. The tragedy of Jifi PiStora’s death is underscored by a recurring structural device that
Zabrana employs at the beginning of each act within the entry. A repeated formula
announces the decreasing number of hours leading to the poet's suicide, creating a
haunting countdown that intensifies the reader’s sense of tension and inevitability. This
meticulous structuring mirrors the inexorable progression toward the tragic event,
enhancing the dramatic impact of the narrative. The stark juxtaposition between the
countdown—a cold, mechanical marker of time—and the poignant, human moments
depicted within each act accentuates the emotional gravity of the entry.

Another category of entries in Zabrana’s diaries presents itself as a series of
philosophical inquiries into various aspects of human life. However, their unusual content
and the themes they address reveal a complexity that transcends mere reflection, offering
deeper insights into Zabrana’s writing style and worldview. One striking example illustrates
his capacity to intertwine the ordinary with profound philosophical musings: “Starsi lidé

soulozi vetsinou po ranu. Prichazeji k tomu z rosné zemé snu, z mlhy spanku, ktera

319 “He thought that—four days and 10-9 hours before he committed suicide. And those four days and 10-9

hours before he took his own life, he called me. He called and wanted to meet, but | said to him: “Look, stop

being such a pain. I'm swamped. Is it really that important? Can’t it wait until next week?” Ibid., ibid., p. 202.
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smazava, v niz se ztraci v§echno, co bylo pfedtim (proZito, zakon¢eno, zlomeno,
znetvoreno, zpotvoreno), prichazeji k tomu jako z détstvi”.3?0 In this fragment, Zabrana
offers a delicate meditation on the sexuality of older individuals, interweaving it with motifs
central to his work, such as memory and childhood. Here, he juxtaposes seemingly
incongruous elements, blending the intimacy of a morning sexual encounter with the
innocence and freshness of childhood. By comparing the act to a return to childhood,
Zabrana evokes a sense of renewal, as if the participants are learning everything anew,
unburdened by the weight of past experiences. This purity is achieved, in Zabrana’s view,
through the erasure of prior memories and emotional scars, creating a moment untainted
by the past—a recurring theme in his oeuvre. This reflection also illustrates Zabrana’s
broader engagement with themes of the body and sexuality, particularly as they relate to
his own experiences. He frequently comments on his physical state and the challenges of
aging, addressing these changes with both humor and poignancy. For instance, he
observes: “Zacne si muz po Ctyrice schrariovat sperma, nebot uz kone¢né pochopi, Ze je
to jediny argument a prispévek do diskuze o zitiku svéta?”3?t. This provocative statement
underscores Zabrana’s preoccupation with the decline of physical vitality and its
implications for identity and purpose. The tone, oscillating between irony and existential
questioning, reflects his broader concerns about the body’s role in shaping human agency
and legacy. The preservation of sperm, framed as a metaphorical contribution to the future
of humanity, becomes a reflection on the fragility of existence and the desire for continuity.
Another recurring theme in this set of diary entries is fate, which Zabrana
approaches with a characteristic sense of unease. Fate, for him, is often linked to the
mercilessness of God, a force that operates beyond human comprehension or control.
This theological dimension introduces a sense of existential dread, as Zabrana grapples

with the tension between individual agency and the inevitability of destiny:

Koupit si par slozek papiru a néco pékného na né napsat. To je prvni popud. Prvni motiv. Vné;jsi. Ale
ten pravy davod, ten byl dan dfiv, jesté dfiv, od pocatku. Vzpominam si, ze tihnuti k papiru se
projevovalo brzo, ve dvanacti - tfinacti letech, jesté dfiv, nez jsem o té katastrofé védomé védél. Touha
psat tedy nepfisla az dodatecné, jako reakce na uvédomeéni si Urazu, jako spasa pfed nim, zapas s
nim. A tak nakonec pfipoustim to, o &em jsem nikdy nechtél ani uvaZovat; obskurita toho mimo nas, co

vi dfiv, neZ my vime, co rozhodlo dfiv nez my, dfiv neZ jsme vyru€kovali po té nesnadné hrazdé

320 “Older people tend to make love mostly in the morning. They come to it from the dewy ground of dreams,
from the mist of sleep that erases, where everything that came before—lived, concluded, broken, deformed,
distorted—fades away. They approach it as if emerging from childhood” Ibid., ibid., p. 204.
321 “Does a man begin to save his sperm after forty because he finally understands that it is his only
argument and contribution to the discussion about the world's future” Ibid., ibid., p. 205.
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uvédomeéni si sebe sama, své situace ve svété. A tak: jsme marionety? Co je to, co vi, co védélo

predem? Blh?322

The theme of being controlled by a higher power recurs frequently in Zabrana’s
reflections, forming a critical component of his worldview. This sensation, evident as early
as his diaries from the 1940s, encapsulates a deep-seated feeling of powerlessness,
which he vividly conveys through the metaphor of a marionette—a puppet manipulated by
an unseen and often inscrutable force. Zabrana’s struggle to identify this controlling entity,
questioning whether it is God or some other indefinable power, underscores his existential
dilemma. This exploration of predestination becomes particularly prominent when Zabrana
reflects on his choice to become a writer. In one revealing entry, he states that the true
impetus for this decision did not stem from conscious deliberation but rather from an
almost primordial inevitability. He describes it as having existed before, at the beginning,
suggesting that his vocation was not a matter of personal choice but rather a
predetermined path that he was compelled to follow. This phrasing encapsulates his
perception of a profound lack of agency, not only in his life’s work but in his broader
existence. The image of the marionette serves as a powerful symbol of this existential
captivity, one that reverberates across Zabrana’s writings. It encapsulates his view of life
as a theater in which individuals are bound by strings they cannot control, enacting roles
dictated by external forces. This metaphor, rich in its implications, highlights Zabrana’s
recurring preoccupation with questions of fate, agency, and the nature of human
autonomy. Zabrana’s contemplation of these themes is not confined to isolated moments;
rather, it emerges as a persistent thread woven throughout his diaries. His reflections often
revisit the interplay between individual will and the constraints imposed by external
powers. In another diary entry, he revisits these ideas, though from a slightly different

perspective:

Noc. Mlha, mraky, tma z plané od Jarova. Zima, a¢ je pul zafi. Sedim ve svétru, zima. Ticho v byté.
Sedim sam. VSichni pratelé jsou daleko, pry¢. Pepik J., Errol, Standa M. Pilnakovi by letos bylo teprve
78 let. Babelovi také teprv 78 let.

322 “To buy a few folders of paper and write something nice on them—that’s the first impulse. The first motive.
External. But the real reason, that was given earlier, much earlier, from the beginning. | remember that the
attraction to paper manifested itself early, around twelve or thirteen years old, even before | consciously
knew about that disaster. The desire to write didn’t come later, as a reaction to realizing the injury, as a
salvation from it, a struggle with it. And so, in the end, | admit something | never even wanted to consider:
the obscurity of something beyond us that knows before we know, that decides before we do, before we
have climbed up that difficult bar of self-awareness, of realizing our place in the world. So: are we
marionettes? What is it that knows, that knew beforehand? God?” Zabrana, Jan, Cely Zivot, op. cit., p. 207.
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Jeseninovi 77, Mandel$tamovi 81. Ale oni by uz nezili. Zda se, Ze jsou mrtvi cely m{j zivot. Noc se
prikrada. Nemam uz autenticky pocit Zivota. Ale vim pro€. Bah si to nepfal. Blh mé chtél mit mrzakem.
To vysvétluje vSechno, co na mné bylo kdykoli komukoli nepochopitelné. Ale nesvéfil jsem se s tim v

Zivoté nikomu.323

The author’s reflection on his present is imbued with melancholy and resignation, as
he catalogs the individuals who have left him, including those he never met personally,
such as the poets Yesenin and Babel. Their absence feels so profound that he remarks,
“they have been dead for my entire life.” This statement suggests that their works and
spirits, though impactful, have been overshadowed by their absence, creating a sense of
perpetual mourning. The diary entry opens with a vivid description of the scene, likely the
setting in which the diarist composed his thoughts: a nighttime landscape shrouded in fog
and clouds. These environmental details are presented with stark brevity, as if to establish
not only the physical surroundings but also the emotional tenor of the reflection that
follows. The descriptions unfold in short, clipped sentences, creating a lapidary rhythm that
mirrors the fragmented and somber mood of the entry: “Night. Fog, clouds, darkness from
the plain near Jarov. It's cold, even if we are in the middle of September.” This cinematic
approach to framing the scene echoes the style of a film script, where the setting functions
as both a backdrop and a prelude to the thematic concerns of the narrative. Within this
evocative setting, Zabrana delves into a deeply personal confession: his lack of what he
terms “an authentic feeling of life.” He attributes this existential void to the will of God,
whom he accuses of condemning him to a state of metaphorical infirmity by making him a
“cripple.” The choice of this imagery resonates powerfully with the overarching theme of
fragmentation inherent in the Disiecta membra—a metaphorical depiction of his scattered

thoughts and limbs, symbolizing both physical and psychological disintegration:

Chyba byla z fadu tajemstvi, které nas obklopuje. Pro€ o ni mluvit s kymkoli z lidi? Strasna, strasna
zima. A je teprv zafi. Teplomér na okné ukazuje 7 nad nulou. Jsem nasmrt unaveny. [...] Jeden z
nejkuriéznéjSi zazitkh poslednich mésicu: kniha memoari Nadézdy MandelStamové (anglicky jsem ji
Cetl uz v 1été 71, ale teprv letos v €ervnu jsem dostal rusky original a od té chvile jej ¢tu pofad znova a
znova, obklopen stovkami jinych, neétenych knih) mé zavadi do jakéhosi svéta personalniho snu, pfes

vS8echnu hriiznost je mi s ni chté nechté Gtulno jako ve vlastni kizi a vlastnim zivoté, ano, takové byly

323 “Night. Fog, clouds, darkness from the plain near Jarov. It's cold, even if we are in the middle of
September. | sit in a sweater, chilled. Silence fills the apartment. | sit alone. All my friends are far away, gone.
Pepik J., Errol, Standa M. Piliiak would only be 78 this year. Babel too, only 78.
Yesenin would be 77, Mandelstam 81. But they wouldn’t be alive anymore. It feels as if they’'ve been dead
my entire life. The night creeps closer. | no longer have an authentic sense of life. But | know why. God didn’t
want it. God wanted me to be a cripple. That explains everything about me that anyone has ever found
incomprehensible. But I've never confided this to anyone in my life” Ibid., ibid., 17 September 1972, p. 216.
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premisy Zivota mych mladych let, to vSe je mi blizké, pochopitelné, moje, to byli lidé ve stejné situaci a
myslici stejné jako ja. Moji realni sou€asnici, spoluprozivaci mého Zivota jsou daleko, jsou pry¢. O
téch o deset let mladSi radSi nemluvim - jak jsou mi cizi. Ti deset dvacet let starsi jsou chodici trosky,

chodici mohyly. Prvni generace Zivych socialistickych hrob(i.324

The author appears to be preoccupied with the pervasive “mystery” that surrounds
him—a concept he previously referred to as “obskurita” or “darkness.” This recurring
notion of obscurity, ambiguity, and the unknown may explain his association of the
nighttime with his broader sense of loss and disconnection. His reflection is interspersed
with repetitions, notably the lament, “Terrible, terrible cold. And it's only September.” This
refrain not only reinforces the somber tone of the entry but also serves as a thematic echo,
reconnecting to the phrase that introduces the note. The repetition gives a cyclical rhythm
to his thoughts, mirroring the unrelenting nature of his despair. Zabrana’s meditation
deepens as he brings into focus Nadezhda Mandelstam’s memoirs, which provide a
heartfelt exploration of the life and tragic fate of her husband, the poet Osip Mandelstam.
Zabrana frequently cites Osip Mandelstam as one of the figures with whom he feels the
greatest affinity, finding in the poet a kindred spirit who shared his struggle against
oppression and his creative resilience in the face of adversity. This connection
underscores Zabrana’s broader identification with individuals who have suffered
persecution under totalitarian regimes. He considers such persecuted figures to be his
“true contemporaries,” a powerful declaration that highlights his sense of alienation from
his fellow countrymen. This detachment is not merely personal but deeply existential,
rooted in his perception of a collective moral and cultural failure within his immediate
surroundings.

Zabrana’s reference to Nadezhda Mandelstam’s work is particularly significant
because her memoirs represent not only a tribute to Osip Mandelstam but also an act of
resistance against the erasure of memory by authoritarian powers. By drawing on this

example, Zabrana situates his own reflections within a broader lineage of writers who

324 “The mistake belonged to the realm of the mystery that surrounds us. Why talk about it with anyone?
Terrible, terrible cold. And it's only September. The thermometer on the window shows 7 degrees above
zero. I'm deathly tired. [...] One of the most curious experiences of recent months: the memoirs of Nadezhda
Mandelstam (I read it in English back in the summer of 1971, but it wasn’t until June of this year that |
received the Russian original, and since then, I've been reading it over and over again, surrounded by
hundreds of other unread books) transport me into a kind of personal dream world. Despite all its horror, |
find it, willy-nilly, as cozy as my own skin and my own life. Yes, these were the premises of my youth, all of it
familiar, understandable, mine. These were people in the same situation, thinking the same way | do. My real
contemporaries, the co-experiencers of my life, are far away, gone. I'd rather not even talk about those ten
years younger—how alien they are to me. Those ten or twenty years older are walking wrecks, walking
tombs. The first generation of living socialist graves.” Zabrana, Jan, Cely Zivot, op. cit., p. 216.
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grapple with loss, memory, and the oppressive weight of history. His alignment with
persecuted poets and intellectuals reveals his desire to transcend national and temporal
boundaries, seeking solidarity in shared experiences of resistance and suffering. The motif
of coldness, repeated throughout the entry, operates on multiple levels: it symbolizes the
physical discomfort of the moment, the emotional chill of loss, and the existential isolation
that defines Zabrana’s worldview. The nocturnal setting further amplifies these themes, as
the darkness enveloping him mirrors the inner obscurity and uncertainty he grapples with.
The interconnectedness of these elements—the personal, the historical, and the
universal—demonstrates Zabrana’s ability to weave his immediate experiences into a

tapestry of broader significance:

A proto v Mandel$tamové nachazim svét, kterému rozumim, udésnost historie bez Stastného konce mi
pfipomina klima mého zivota. A historicka situovanost (prostfedek 30. let) knihu a jeji osudy pfiblizuje
mému mladi. Ostatné - 30, léta jsme v Ceskoslovensku prozivali v letech 1948-1956.

To je mUj svét, vic, mnohem vic nez ten, ve kterém ted Ziju. Ticho. Noc. Zima. Zivot pokra&uje. Mj

zivot? Cerny Petr, o kterého jsem nestal.325

Zabrana articulates a profound sense of identification with a world defined by
persecution, oppression, and existential stasis. This alignment is not merely thematic but
also reflected in the formal and structural characteristics of his writing. In this particular
entry, Zabrana employs the repeated use of thematic keywords—Silence, Night, and
Cold—as a deliberate formal device. These recurring elements serve to anchor the
narrative, creating a cohesive framework that encapsulates the emotional and intellectual
tenor of his reflections. The repetition emphasizes the pervasive sense of inertia, isolation,
and existential heaviness that pervades the text. Additionally, the rhythmic recurrence of
these motifs imbues the prose with an almost incantatory quality, heightening its
psychological resonance and suggesting the enduring impact of the oppressive realities
Zabrana seeks to convey. This stylistic approach aligns with Zabrana's broader
tendencies, observed across his oeuvre, to dynamically link fragmented prose through the
deliberate recurrence of specific motifs and lexical elements. This repetition transcends its
rhetorical function to become a structural principle, transforming what might otherwise
appear as disjointed musings into a unified and textured textual landscape. This technique

325 “And so, in Mandelstam’s memoir, | find a world | understand; the dreadfulness of history without a happy
ending reminds me of the climate of my own life. Its historical context (the mid-1930s) brings the book and its
fates closer to my youth. After all—the 1930s were, in Czechoslovakia, experienced during the years 1948—
1956. That is my world, much more so than the one | live in now. Silence. Night. Cold. Life goes on. My life?
Alosing card, one | never wanted.” Zabrana, Jan, Cely Zivot, op. cit., p. 216.
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also serves to underscore the thematic gravity of his reflections, drawing the reader into
the cyclic nature of his thoughts and experiences. One of the key leitmotifs in Zabrana’s
writing is the image of the poet as a cripple, a recurring metaphor that encapsulates his
sense of creative and existential limitation under a repressive regime. This motif, reprised
multiple times in his diaries, reflects Zabrana’s perception of his own fractured existence—
an incomplete life that renders the spectre of death an intrinsic part of daily reality. He
poignantly remarks on this condition, writing, “Totalni rezimy nas obklopuji prvni smrti uz
zaZiva: prolhanym zpravodajstvim, komentafi, cenzurou vseho a stale. Smrt v podobé
dechovkovych poradu, polskych krvi, Gastusek, pisni centralni skupiny vojsk.” 326 This
passage vividly conveys his view that totalitarian regimes impose a metaphorical “first
death" upon their subjects—an existence suffocated by propaganda, censorship, and the
omnipresence of ideologically charged cultural products. Zabrana’s reflections further
reveal his inability to sever ties with the past, which looms as an oppressive force, refusing
to relinquish its hold over him. This haunting by history becomes a central theme of his
work, as the weight of unresolved memories and injustices prevents him from moving
forward. In this context, the use of repetitive imagery—whether it be the silence of
oppression, the cold of emotional detachment, or the night as a metaphor for existential
darkness—serves to emphasize the cyclical nature of his struggle, where past and present

are inextricably intertwined:

Vérnost stinlm, vérnost stinim... Tretina lidi, s nimiz jsem pred ctyfidvaceti lety chodil prazskymi
ulicemi, je po smrti - pohifbena, spalena... Ale svéZest, jitfrné skelna kfiStalovost tehdejsich vjema,
pocitd, dojmu je stejné svézi, stejné Cerstva jako tehdy - i ve starnoucich smyslech, i v rychle
starnoucim téle... stejna, stejna - cely se roztfesu, kdyz mi nékdy pamet’ vybavi néktery z tehdejSich
intenzivnich prozitk{ - je to, jako kdyz se ve mné borti zed’, ten pocit “propadnuti” v krajiné zaludku...
Trnu, kdyz si uvédomim, Ze nékteré z téch klukd, co za mnou chodi, nosi mi basnicky a ptaji se mne,
co si myslim o Zappovych textech a nahravkach, vozily mamy v ko€arcich kolem mne, kdyz jsem
chodival za vétrnych dopoledni s E. po vySehradskych hradbach... Ten temny, stale houstnouci les,

do néhoz zachazime pofad hloub ve stfednich letech, neni ze stroma, ale z mrtvych...327

326 “Totalitarian regimes envelop us in a kind of first death while still alive: through deceitful news reports,
commentary, and relentless censorship of everything, always. Death takes the form of brass band programs,
Polish krakowiaks, chastushkas, and songs from the Central Group of Forces” Zabrana, Jan, Cely Zivot, op.
cit., p. 229.
327 “L oyalty to shadows, loyalty to shadows... A third of the people | walked the streets of Prague with twenty-
four years ago are now dead—buried, cremated. Yet the freshness, the morning-glass crystalline clarity of
those perceptions, feelings, and impressions is as vivid, as fresh as it was back then—even in aging senses,
even in a rapidly aging body. The same, the same—I tremble all over when memory sometimes conjures up
one of those intense experiences from that time. It's as if a wall inside me is collapsing, that feeling of
“falling” in the pit of my stomach. | shudder when | realize that some of the boys who visit me now, bringing
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In this entry, Zabrana conveys a profound sense of temporal dislocation, expressing
that he experiences the past with greater immediacy and vividness than the present. This
heightened perception of the past arises from the reality that many of the individuals who
once populated his life are now deceased. The sharp contrast between these fresh,
enduring memories and his own aging body generates a feeling of estrangement, as the
vitality of his recollections stands in stark opposition to his physical reality. This disjunction
points to a deeper tension within Zabrana’s experience of time: while his memories situate
him firmly within a past era, his current life in the present feels distant and disconnected.
He occupies a psychological space where his chronological age does not align with the
period in which he mentally resides.3?® This creates a dissonance between the self and the

surrounding world, leading to an alienated sense of existence:

Pofad se mi vraci ta véta z Dante (vers?), kterou Graham Greene zvolil za moto k Vyhaslému pfipadu:
lo non mori, e non rimasi vivo. (I did not die, yet nothing of life remained.) (Neumrel jsem, ale ze Zivota

nic nezustalo.) Nic jiného nevystihuje pfesnéji muj Zivotni pocit téchto poslednich let.32°

The juxtaposition between the enduring presence of those who have passed away
in his memory and the continual progression of time underscores a feeling of being out of
sync with the present moment. Zabrana's narrative reveals how memory can act as both a
refuge and a trap, anchoring him in a temporal space that no longer exists, and thereby
intensifying his sense of isolation in a world that has moved on without him. This temporal
and existential disconnect captures the complexity of aging, loss, and the persistence of

memory as defining elements of his reflective and literary practice:

Uz tolik, tolik lidi, které jsem mél rdd nebo ktefi mi byli bliz§i neZ kdokoli z Zivych, je po smrti nebo jsou

sedmy rok v Kanadg&, v zapadnim Némecku, v Australii. Hlasy mrtvych a hlasy téch v dalce...

their poems and asking what | think about Zappa’s lyrics and recordings, were once pushed in strollers by
their mothers past me as | strolled along the VySehrad walls with E. on windy mornings. That dark, ever-
thickening forest we wander deeper into in middle age is not made of trees but of the dead.” Ibid., ibid., p.
320.
328 “Back then! In childhood, when time didn’t rush by, or flowed differently! Back then...” Ibid., ibid., p. 654.
329 “That line from Dante (a verse?) that Graham Greene chose as the epigraph for A Burnt-Out Case keeps
coming back to me: lo non mori, e non rimasi vivo. (I did not die, yet nothing of life remained.) (Neumfel
jsem, ale ze Zivota nic nezustalo.) Nothing else captures the essence of my feeling about life in these past
few years more precisely” Ibid., ibid., p. 460.
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dennodenng je sly§im v uSich a mluvim s nimi, hlasy blizsi, hlasy mnohem draz&i t&ch, s nimiz se

dennodenné potkavam, denné stykam...330

Zabrana engages in a persistent and introspective dialogue with death, which
permeates his reflections and writings. The deceased individuals he contemplates include
not only those he personally encountered but also figures he came to know through their
literary works. This ongoing connection with the dead reflects his sense of alienation from
his contemporaries, who, in his view, failed to share the profound and harrowing
experiences that defined his life and that of others like him. Zabrana explicitly articulates
this disconnection, stating, “Proto mé tak malo zajimali a zajimaji moji souc¢asnici, at’ ti
mladsi nebo ti starsi, pro které tahle zkusenost nebyla tak zakladni, tak palciva, tak
absolutné rozhodujici jako pro mne. Jejich problem mé osobné malokdy dokazou vzrusit;
mluvim s nimi, ale v duchu s nimi nejsem” 33! This passage reveals his deep-seated
detachment and inability to fully relate to those who lacked the defining, searing

experiences of totalitarian oppression that shaped his worldview:

Ten muz, ta ulice, ten kratky okamzik, zalehnuty sluncem pred 20 lety, Zije uz jen v mé hlavé. Tolik
skute€nosti Zije uz jen v mé hlavé. Jesté par let. Pak nic, nic, nic. Nikdo o tom vS8em nebude védét. To

je smrt smrti, ta druha -kdyz uz neni jediné védomi, v némz jsi autenticky byl!332

Given this sense of estrangement, it is unsurprising that death emerges as a
dominant motif in Zabrana’s entries from this period. For Zabrana, death is not solely a
matter of aging or physical decline; it also symbolizes the metaphysical realm he inhabits
even while alive—a world of the dead, populated by the memory and influence of those
who have passed. His reflections demonstrate that he sees himself as living on the
boundary between two worlds, a state that amplifies his feelings of isolation and existential
inquiry. Zabrana’s self-perception as a member of the world of the dead—a realm he
regarded as comprising his true community—renders the theme of death not only

omnipresent in his work but also multifaceted in its treatment. For Zabrana, death is not an

330 “So many, so many people | loved or who were closer to me than anyone alive are either dead or have
been in Canada, West Germany, or Australia for seven years now. The voices of the dead and the voices of
those far away... | hear them in my ears every day, and | speak with them—voices closer, voices far dearer
than those of the people | meet and interact with daily” Zabrana, Jan, Cely Zivot, op. cit., p. 368.
331 “That is why | have so little interest in my contemporaries, whether younger or older, for whom this
experience was not as fundamental, as searing, as absolutely decisive as it was for me. Their problems
rarely manage to stir me personally; | speak with them, but in spirit, | am not with them.” Ibid., ibid., p. 474.
832 “That man, that street, that brief moment bathed in sunlight twenty years ago, now lives only in my mind.
So many realities now exist only in my mind. Just a few more years. Then nothing, nothing, nothing. No one
will know about any of it. That is the death of death, the second one—when there is no longer a single
consciousness in which you authentically existed!” Ibid., ibid., p. 231.
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aberration or a distant, abstract concept; rather, it is a natural and inescapable aspect of
human existence. This perspective permeates his writing, where death is explored with
unflinching honesty and is woven into the fabric of life itself. One of the defining features of
Zabrana’s approach to death is his use of bitter irony, a literary device that underscores its
inevitability. This irony often serves to highlight the futility of resisting or denying mortality,
emphasizing instead the absurdity of human attempts to outmanoeuvre or ignore it. Death,
in Zabrana’s worldview, is not an extraordinary event but a mundane certainty—an
experience as integral to the human condition as birth or love. Through this lens, Zabrana
invites readers to confront death not as a source of fear but as an intrinsic and

unremarkable element of life:

Lidsky Zivot je pofad jen a jen: délame, co muzeme, a kdyZz nemuizeme, umifeme3s33

Dialog: “Umiram... ja umrfu...” - “Tak az umres, tak mi zavolej.” - “Budes jesté vzharu?”334

Moreover, Zabrana'’s ironic portrayal of death often reveals a deep engagement with
the absurdity of human life itself. By juxtaposing the banality of daily existence with the
inexorability of death, he exposes the fragile and transient nature of human aspirations
and achievements. This perspective serves to remind readers of the limitations of
individual agency and the ultimate futility of resistance against the forces of fate.

In addition to the entry on Mandelstam, Zabrana’s diaries include other fragments of
poetic prose that illuminate his literary style and thematic preoccupations. These entries
blend personal reflection with a broader commentary on human existence, often using
lyrical and metaphorical language to explore themes such as memory, loss, and the
passage of time. The fragmented structure of these pieces reflects Zabrana'’s tendency to
juxtapose disjointed thoughts and images, creating a tapestry of reflections that mirrors the

fractured nature of his inner world:

Sirka v pravanu - zhasne. Co jiného? Hmyz pomfe do konce léta. Co jiného? Stésti lidského masa je
nemozné bez tohoto masa. Co jiného? Ne jako oni, ale az do konce se muset tvafit jako oni. Co
jiného? Nahrazky predpisované k nahradé. Co jiného? Nac slzy, kdyz i ty jsou jiné nez jejich? Ale co

jiného? Co jim nabidnout? Zlatou protézu? Co jiného? Stahovat Stastné do svého nestésti? A co

333 “Human life is always just this: we do what we can, and when we can't, we die.” Zabrana, Jan, Cely Zivot,
op. cit., p. 300.
334 “Dialogue: ‘I'm dying... I'm going to die..."Well, when you die, give me a call. 'Will you still be awake?’
“Ibid., ibid., p. 300.
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jiného? Vinik pFiciny je i vinik fetézu pficin. Co jiného? To posledni na tomto svété neni k pochopeni. A

na ¢em jiném zalezi? Kdyz neni nadéje, je vpfedu uz jen smrt. Co jiného?335

The central theme of this entry is lost hope, with the lyric speaker repeatedly
questioning what remains in the world after hope—symbolized by the extinguished
match—has vanished. The phrase “Co jiného?” is a recurring motif, serving as a refrain
that provides the structural framework for the text. This repetition not only reinforces the
speaker’s resignation and sense of entrapment but also functions as a rhetorical device
akin to anaphora in poetry. Through this refrain, the lyric voice conveys a profound inability
to envision alternatives or solutions, encapsulating a life emptied of meaning and a
pervasive sense that it is no longer worth living. The rhetorical tone of the passage
combines polemics with resignation, reflecting the messianic undertones that began to
characterize Zabrana’s writings from the 1960s onward. This duality—a confrontation with
despair paired with an almost prophetic lamentation—imbues the text with an emotional
intensity that is both personal and universal, inviting the reader to grapple with the
existential implications of the speaker’s reflections.

Distinct from the thematic entries analyzed thus far is a particular category of brief

prose fragments, which appear to capture scenes born of sudden inspiration:

presadit olivu a cedr na Spilberk... vypoustét kolibfika ve Strahovské zahradé... “Ptaky, které jsem
lakala, plameny zahanim zpét” ...z oken tréely pruhy svétla... sama od sebe sunula se udolim sténa

mihy336

Cerny pték slétl do jejiho klina, tetelivé se tam usazoval, zamaval vzepienymi kfidly a explodoval v

rozkosi, roztekl se v kaluz nejvzacnéjsiho stfibra na svété, v kaluz kalného stfibra Zivota...3%7

The motif of the bird recurs frequently throughout this note, highlighting its symbolic

significance within the author's poetic universe. The bird, as a recurring image, appears to

335 “A match in a draft — goes out. What else? Insects will die off by the end of summer. What else? The
happiness of human flesh is impossible without this flesh. What else? Not like them, yet having to pretend to
the very end to be like them. What else? Substitutes prescribed for substitution. What else? What use are
tears, when even they are different from theirs? But what else? What to offer them? A golden prosthesis?
What else? Dragging the happy down into one’s misfortune? And what else? The culprit of a cause is also
the culprit of the chain of causes. What else? The last thing in this world cannot be understood. And what
else matters? When there is no hope, ahead there is only death. What else?”, Ibid., ibid., 7 July 1973, p. 236.
336 “Transplant an olive and a cedar to Spilberk... release a hummingbird in the Strahov Garden... "The birds
| lured, | now chase away with flames." ...strips of light jutted out from the windows... the wall of mist slid
through the valley on its own”. Zabrana, Jan, Cely Zivot, op. cit., p. 327.
337 “A black bird descended into her lap, trembling as it settled there, its outstretched wings quivering. It
exploded in ecstasy, melting into a pool of the rarest silver in the world, a pool of the murky silver of life.”
Ibid., ibid., p. 328.
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be intricately linked to the idea of freedom, a notion often juxtaposed with its antithesis—
imprisonment, represented by the cage. This dichotomy between liberty and confinement
resonates profoundly in the author's reflections, particularly in his characterization of
marriage. He frequently portrays marriage as a state of captivity, a theme vividly illustrated
in the following passage: “vzit se... a ve voliéfe manzelstvi do smrti navzajem pozorovat
sva starnouci téla”.2® In this context, the aviary emerges as a poignant metaphor for the
constraints inherent in the marital bond and the inexorable passage of time. It transforms a
space traditionally associated with care and nurturing into one evocative of confinement
and restriction. Furthermore, the metaphor extends beyond the concept of marriage itself
to encompass the physical body, which is also depicted as a cage—an emblem of the
aging process and the limitations it imposes on human existence. This layered symbolism
underscores the tension between freedom and constraint, a recurring theme in the
author's reflections. This metaphorical alignment of women with birds extends beyond his

prose and finds expression in his poetry as well:

Z prstu ti teCe krev, fizla ses o teplomér.
Aty vy&teS miismrt. A Ze jsem

s ni mé&l pomér.

Tak kFi€i v kleci ptak. SlySim

to z kuchyné.

Tu bledou rténku sis

Pujcila u tchyné.33°

The imagery of the bird, frequently recurring in Zabrana’s work, often operates
within a dual framework of freedom and captivity. The metaphor of the totalitarian regime
as a cage trapping a multitude of birds gains further resonance in another entry: “Bah
pousti na svét smrt jak kocku do voliéry”.34° Here, the world is envisioned as an aviary, but
one subject to the indifference of a distant God, casting existence itself as both confined
and imperiled. The bird also emerges as a symbol of death in Zabrana’s reflections: “Dnes,

ve tri Ctvrté na jedenact, kdyz jsem vétral, vietél mi do pokoje néjaky maly ptacek. Podle

338 “To marry... and in the aviary of marriage, observe each other's aging bodies until death” Ibid., ibid., p.
286.
339 “Blood flows from your fingers; you cut yourself on the thermometer. /And you accuse me, even of
death,/and of having an affair with her./The bird screams in its cage; | hear it/from the kitchen./That pale
lipstick/you borrowed it from your mother-in-law.” Ibid., ibid., p. 624.
340 “God releases death into the world like a cat into an aviary.” Ibid., ibid., p. 689.
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ruské povéry to znamena smrt (9. listopadu 1978)” 34! This motif resonates with Zabrana’s
engagement with Edgar Allan Poe’s The Raven, where the bird embodies death and
foreboding.

In addition to its associations with death and oppression, the bird also encapsulates
Zabrana'’s reflections on poetic expression. In one fragment, he writes: “Svoboda je vecere
a snidané a obéd... Zadna sexuélni tabu... Jinak nas zabijite, zabijite, jen a jen zabijite. ..
Ptak v kleci nezpiva preci... Ale jaky zpév — co dneska basnik se zpévem... to pfenecha
ptakum... (poznamky k poetice)”. 3*?> This passage suggests that the bird in a cage
metaphorically represents his approach to poetry, particularly from the 1960s onward.
Within the confines of a rigid poetic structure—analogous to the cage—Zabrana sought a
new kind of freedom. His deliberate choice to work within strict forms, such as limited
verses and stanzas, paradoxically afforded him greater creative liberty. The bird, refraining
from song, might thus symbolize Zabrana’s rejection of traditional poetic modes in favour
of an innovative style better suited to articulating the complexities of his time. In this sense,
the silent bird becomes an emblem of his restrained yet profound poetic voice, one that
sought to break away from convention while still operating within its boundaries. This
nuanced approach reflects Zabrana's broader struggle for authenticity and freedom, both
as a poet and as an individual living under an oppressive regime.

Zabrana’s diaries frequently function as a space for introspection on his ars poetica,
providing insights into his evolving approach to writing and his artistic influences. In the
previous dossier, we examined how Zabrana drew inspiration from the poets of the Beat
Generation, whose innovative styles and thematic focus on everyday reality significantly
shaped his own poetic vision. Zabrana’s adaptation of these influences resulted in a
distinctive poetics characterized by thematic engagement with quotidian life and a formal
structure unified by recurring elements. In his shorter poems, coherence was achieved
through rhyme schemes; in his poetic prose fragments, through the repetition of key
images; and in his broader works, by the recurrence of infinitive verbs. These devices not
only provided a rhythmic and structural cohesion but also reflected Zabrana's persistent
efforts to balance innovation with formal discipline.

During this period, Zabrana appears to have been particularly invested in formal

experimentation, seeking new strategies to expand the expressive range of his poetry. His

341 “Today, at a quarter to eleven, while | was airing out the room, a small bird flew in. According to Russian
superstition, that means death. (November 9, 1978)” Ibid., ibid., p. 618.
342 “Freedom is dinner and breakfast and lunch... No sexual taboos... Otherwise, you're killing us, killing, only
killing... A bird in a cage doesn’t sing... But what kind of singing — what does a poet have to do with singing
today... that’s left to the birds... (notes on poetics)” Zabrana, Jan, Cely Zivot, op. cit., p. 801.
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diary entries reveal a deliberate and reflective process of artistic evolution, as

demonstrated in the following excerpt:

Baseh zvukovych nahrad - tak aby vznikly dva vyznamové rozdilné texty, napf. slovo mésic nahradit
slovem mestic, - stal - sal a podobné (...) Z toho by mohl vyjit pokus &islo 2 - vyznamoveé rozdilné texty
se stejnymi rymovymi slovy. Identické opory uvniti textu by bylo mozno jesté rozsifit. Prakticky vyznam

= znazornéni relativity pevné jazykové struktury, naha sémantika; dvojspfezi vyznam - zvuk.343

Zabrana's concept of the “poem of sound substitutions” demonstrates his
experimental approach to language and meaning, offering insight into his desire to push
the boundaries of poetic form. In this framework, he proposes creating two semantically
distinct texts by substituting words with phonetic equivalents, such as replacing mésic
(moon) with mestic or stal (stood) with sal (hall). These substitutions not only create textual
variations but also open new interpretive possibilities. Zabrana emphasizes the interplay
between sound and meaning, exploring how identical phonetic structures can support
divergent semantic interpretations. This technique reveals his interest in linguistic relativity,
where the apparent stability of language is exposed as a fluid and dynamic construct. By
stripping away fixed semantic associations, he seeks to lay bare the underlying
mechanisms of language—what he calls “naked semantics”. The result is a dual
harnessing of sound and meaning, which not only challenges conventional expectations of
coherence but also deepens the reader’s engagement with the text. Zabrana's own diary
provides a practical application of this theory, illustrating how the substitution of sound can

lead to varied interpretations while maintaining a coherent aesthetic structure:

Horel student.

Horel studem.344

Cist Analogon,
brat Alnagon,
pracovat pro Armabeton,

Ceka jej Armageddon345

343 “A poem of sound substitutions—so that two semantically different texts emerge, for example, replacing

the word mésic with mestic, stal with sal, and so on. (...) From this could come Experiment No. 2—

semantically different texts with the same rhyming words. Identical anchors within the text could be further

expanded. Practical significance = illustrating the relativity of fixed linguistic structures, bare semantics; a

dual harness of meaning and sound.” Ibid., ibid., p. 229.

344 “A student burned/He burned with shame.” Zabrana, Jan, Cely Zivot op. cit p. 383.

345 “Reading Analogon,/Taking Alnagon,/Working for Armabeton,/Armageddon awaits him” Ibid., ibid., p. 289.
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The author’s fascination with linguistic phenomena of this kind may stem from what
Bolton described as the “polluted semiosphere,” a concept introduced in the introduction to
this work. In his view, as he poignantly expressed in a short poem he noted in a diary
entry, the language was so filled with lies, that it seemed like something coming from

another world:

Smrt se do nas do vSech vklizila
Zijleme tu jak na vesnici

v osmnactém stoleti

Cestina z radia

zvodnatéla Izi jak nohy s elefantiazou
A zni neznamé

jak fec z jiné galaxie346

Zabrana showed a persistent interest in documenting the errors and ambiguities
present in the state’s official and public communications—subtle shifts in phrasing that
could alter the meaning of a statement. From his perspective, these errors represented
cracks in the fagade of the regime’s ideological discourse, exposing its inherent
contradictions and vulnerabilities. For instance, he wryly notes: “[...] Misto ‘Porad o
Leninovi’ (recenze jakéhosi televizniho pasma) vysel titulek ‘Porad o Leninovi’. A letéli.”3*’
This misstep, trivial on the surface, held deeper symbolic significance for Zabrana as an
indication of the regime’s inability to maintain a perfectly controlled narrative. These
linguistic anomalies often served as a source of inspiration for Zabrana, embodying the
unintentional creativity of a controlled system inadvertently undermining its own
authority.3*® They symbolized, for him, the inherent flexibility and unpredictability of
language—qualities he sought to explore in his own literary work. In some cases,
fragments of official discourse or distorted phrases became the seed of a poetic idea. One
particularly striking example comes from an entry in which Zabrana transcribes the
headline “ZITRA K URNAM”. This phrase, likely intended as a call to participate in

elections, also evokes the imagery of funerary urns containing human ashes. Zabrana,

346 “Death has crept into all of us./We live here like in a village/in the eighteenth century./Czech on the
radio/has swollen with lies like legs with elephantiasis,/And it sounds unfamiliar,/like a language from another
galaxy. Ibid., ibid., p. 205.
347 “Instead of "Program About Lenin" (a review of some television segment), the headline came out as
"Always About Lenin." And they were fired.” Ibid., ibid., p. 619.
348 “On the other hand, the choice of non-standard forms becomes a tool for parodying official propaganda
slogans, which are thus inverted from a lofty plane to a lower one” Mares, Petr, Revolt against standard
language: requirements for language of literature and Jan Zabrana’s stories, Jazykovedny &asopis, 2023-12,
Vol.74 (2). P. 554.
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ever attuned to the duality of language, transforms this seemingly banal announcement

into a darkly poetic meditation. The same phrase reappears in one of his poems:

Konec vSi krasy je na dohled.
Do pdllitra je odtroubeno.
Venusi splachli pivni pé&nou

A zitra k urnam!... Zitra? Hned!
Kdyz med je jed a jed je med,

je konec krasy na dohled34°

The author’s linguistic play, particularly the juxtaposition of words with similar
phonetic qualities but opposing meanings, such as “med” (honey) and “jed” (poison),
reveals his deep engagement with the malleability of language. This overlapping not only
highlights the potential for misunderstanding and ambiguity but also demonstrates
Zabrana’s ability to harness these qualities as a deliberate poetic device. By embracing
linguistic dualities and ambiguities, he underscores both the fragility and the potency of
language. His work reveals that language can serve as a medium of beauty and poetic
expression, but it is equally capable of distortion and depersonalization. Through these
deliberate choices, Zabrana emphasizes that anything has the potential to be rendered
poetic or stripped of its poetic quality, depending on the context and intention behind its
use. The use of variations is not limited to the sounds, but also to the words. We
mentioned that the author has a tendency to go back to old poems and keep working on
them, given that he was never really satisfied with the result. It happens often that the
same poem was rearranged, by maintaining the same structure and the same key words,

but presenting some differences that slightly shifted the meaning:

Mlady basnik

napisSe Stéstim kfiCici vers

v bfeznovém dopoledni s tfesknutym
vétrem a sluncem,

vyjde na ulici a za rohem

ho &eka mlada divka.

Stary basnik
napiSe steskem prosakly vers

349 “The end of all beauty is in sight. /The last call has sounded for the pints./Venus drowned in beer foam's
flight,/And tomorrow to the polls!... Tomorrow? Tonight! /When honey is poison and poison is sweet,/The end
of beauty is in sight.” Zabrana, Jan, Cely Zivot op. cit, p. 625.
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v bfeznovém dopoledni s protivnym
vétrem a sluncem,
vyjde na ulici a za rohem

ho ¢eka stara smrt.30

Furthermore, Zabrana frequently engages with the visuality of language, utilizing
the graphic aspects of the text to emphasize meaning and create additional layers of
interpretation. A notable example is his strategic use of capitalization to underscore certain
concepts, lending them a heightened sense of urgency and universality. This technique is

evident in the following excerpts:

Kdyz jsem je slySel fikat: “Zivot jde dal,” mél jsem vzdycky chut se jich zeptat: “A smrt ne? Ta ne?
Smrt nejde dal?” Ale vétsSinou jsem si tu chut nechal zajit; lidi tohohle druhu jsem se v Zivoté nikdy na

nic moc nevyptaval. Ovéem, smrt jde dal, SMRT JDE DAL. Ta predev&im.35!

Dva systematizovani
chcankobardi

Jevtusenskij a VozneSenko
(jedna prdel o dvou pulkach)
rozeslani do USA

vytirat zrak

VERSE NA KMINE

VERSE SYROVE

Coz tak pravé hovi

Zakling

Kenneydové?352

The use of such stylistic devices, evident not only in Zabrana’s prose but also in his
poetry, appears to serve the dual purpose of rendering poetic language more realistic and
imbuing it with a conversational, dialogue-like quality. This is achieved through strategic

pauses, emphasized expressions, and frequent use of ellipses, which enhance the

350 “A young poet/writes a verse shouting with joy/on a March morning with biting/wind and sun,/steps out
onto the street, and around the corner/a young girl awaits him./An old poet/writes a verse soaked in
longing/on a March morning with spiteful/wind and sun,/steps out onto the street, and around the corner/old
death awaits him.” Ibid., ibid., p. 655.
351 “When | heard them say, "Life goes on," | always felt like asking, "And death? Doesn't it? Doesn’t death
go on?" But most of the time, | let the urge pass; | never really asked people of that sort much in my life. Of
course, death goes on, DEATH GOES ON. Above all, death.” Zabrana, Jan, Cely Zivot op. cit, p. 228.
352 “Two institutionalized/piss-bards,/Yevtushenko and Voznesensky/(two halves of the same
ass),/dispatched to the USA/to dazzle with/VERSE ON CARAWAY SEEDS/RAW VERSE./Perhaps they're
currently wooing/Jacqueline/Kennedy.” Ibid., ibid., p. 213.
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dialogicity of the text. Ellipses, in particular, serve as markers of unspoken thoughts or
emotional hesitation, reinforcing the fragmented and fluid nature of human interaction and

thought processes:

Kouka jak Zaba z prachu...
Opustény jak plarika...

Kul v ploté...

Osamély jako palec...

Zmokla slepice...

Holedbavy pav...

Jako Jeremias nad Jeruzalém...

Smeéje se jak motocykl s urazenym vyfukem:...353

Another notable aspect of Zabrana’s formal experimentation is his deliberate
manipulation of the graphic placement of text, a technique that contributes to the overall

interpretative depth of his work. Consider the following entry:

Je to jako kdyz jdes
po pfeplnéném chodniku
velkoméstskeé ulice
zdaleka vidi$ pfichazet ty, ktefi pfichazeji proti tobé, médni modely, médni frizary, médni klobouky,
nedbala panska elegance kozenych kazajek a k pomilovani pohfbenych trubek, pfichazeji proti tobé,
rozliSujes je, nékteré Zeny se ti libi, z nékterych haurd mas srandu, ty fasy, ty o€i, ty knirky, ta gesta, to
vSe zcela konkretni, to vSe zcela jedine¢né - a najednou stadi, kdyz udélas dva kroky vlevo z chodniku
do trafiky, zdrzi§ se tam 120 vtefin, vrati$ se na chodnik a po nikom z nich uz ani stopy.
svét je bez nich
kam se podéli

nikdy nebylis>

This fragment of poetic prose is striking in its structural composition. It comprises

two distinct textual units—an introductory and a concluding section, both visually offset

353 “He looks like a frog in the dust.../Abandoned like a stray fence slat.../A post in a fence.../Lonely as a
thumb.../A soaked chicken.../A boastful peacock.../Like Jeremiah over Jerusalem.../Laughing like a
motorcycle with a broken exhaust...” Ibid., ibid., p. 215.
354 “It’s like walking/on a crowded sidewalk/of a big city street./From afar, you see them coming toward you—
[/fashionable oultfits, trendy hairstyles, chic hats,/casual male elegance in leather jackets,/and irresistibly
buried brass instruments./They come toward you; you distinguish them./Some women catch your eye,/some
show-offs make you laugh—/those lashes, those eyes, those mustaches, those gestures,/all so concrete, all
so unique—/and suddenly, all it takes/is two steps to the left,/into a newsstand,/a delay of 120 seconds,/and
when you return to the sidewalk,/there’s no trace of them./The world is without them./Where did they
go?/They never existed” Zabrana, Jan, Cely Zivot, op. cit., p. 222.

174



and aligned slightly towards the center, and a central body that functions as an explanatory
interlude. The graphic division is more than an aesthetic choice; it conveys a profound
thematic significance. The opening and concluding sections could easily function as a
standalone poem, encapsulating the central idea of impermanence. However, the central
body offers a detailed and dynamic narrative, elaborating upon the fleeting nature of
human presence and interaction. The structural arrangement of these components serves
a dual function. On the one hand, the graphic separation mirrors the richness and transient
quality of a fleeting moment, symbolizing how life’s myriad details unfold rapidly, only to
vanish without a trace. This layout aligns with Zabrana’s poetic vision, which often
grapples with the tension between permanence and ephemerality. On the other hand, the
central section provides a more explicit reflection on the fragility of human uniqueness,
emphasizing how even the most vivid and concrete details of individual existence can
disappear within seconds, leaving no discernible mark on the world. The concluding
lines—“svét je bez nich / kam se podéli / nikdy nebyli"—strip the reflection to its core,
declaring the world’s indifference to those who have vanished. These laconic verses, stark
and unembellished, underscore the inevitability of loss and the relentless erasure brought
by time. Beneath their apparent simplicity lies a deeper, implicit resonance: the sense of
irrevocable grief connected to someone’s departure, whether literal or metaphorical. The
author transforms the mundane observation of people disappearing into the crowd into a
meditation on existential absence, a theme that resonates with the broader motifs of his
work. This interplay of form and content exemplifies Zabrana’s ability to balance explicit
narrative clarity with layers of implicit meaning. By using the visual placement of text as a
symbolic tool, he invites readers to not only engage with the words but also to consider
their spatial relationships and the ways in which form can amplify meaning.

Another well-documented stylistic hallmark of Zabrana’s writing is his
plurilingualism, a feature that is particularly prominent in the poems and fragments from
this period. This linguistic layering is not merely ornamental; it serves multiple purposes,
enriching the text's thematic and stylistic dimensions. Previously, we observed how
Zabrana employed foreign languages, such as French, to create deliberate linguistic
misunderstandings. These instances functioned as tools for characterization—adding
depth and individuality to his figures—and satire, exposing the absurdities or
contradictions inherent in particular social or ideological constructs.

In this period, Zabrana’s plurilingualism continues to operate with an array of

additional functions. Take, for example, the following fragments:
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I’'m your opus, your octopus, tec¢e mi do bot, ja jsem tvij chobot (toto dvojjazyéné blaboleni dnes rano

po probuzeni v hlavé - 8. fijna 1974)

La belle dame sans mercy

A's viedy na bércis%°
Dolce vita s horkym koncem?356
Ta wife ma tuhy life35”

Badatelé v cyklistické mo¢i,
zkoumatelé pozadi basnickych o€i.
My dear
a tim to konéi,

tim to vSechno konc¢i358

The interplay of English and Czech creates a surreal linguistic rhythm that mirrors
the dream-like and absurd nature of the fragment. The wordplay (“opus”/“octopus” and
“chobot”) highlights Zabrana'’s fascination with the malleability of language and its ability to
stretch meaning across cultural and linguistic boundaries. This bilingual "babbling," as the
author describes it, functions as a self-reflective commentary on his creative process. It
captures the fluidity of thoughts and the uncontrollable ways in which language interacts
within the mind. Moreover, the use of English, interspersed with Czech idiomatic
expressions (“te¢e mi do bot”), reveals a playful juxtaposition of registers, mixing the
mundane with the poetic. The fragment about “la belle dame sans mercy” demonstrates
how Zabrana uses French to evoke cultural and literary resonance, referencing Keats’s
poem La Belle Dame sans Merci, only to subvert its romantic and melancholic imagery by
pairing it with the starkly unpoetic and grotesque Czech phrase “s viedy na bérci” (with
ulcers on her shins). This juxtaposition destabilizes the high-cultural aura of the French
expression, grounding it in an unflattering corporeality that is both humorous and
disconcerting. The effect is a deliberate undermining of romantic idealism, emphasizing

Zabrana’s tendency to challenge and deconstruct literary traditions. Another striking

855 Zabrana, Jan, Cely Zivot, op. cit., p. 224.
3% |bid., ibid., p. 831.
357 |bid., ibid., p. 661.
358 |bid., ibid., p. 212.
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example is the use of Italian in the third example. The phrase combines the Italian
expression “dolce vita—symbolizing a carefree, hedonistic lifestyle—with the ominous
Czech phrase “s horkym koncem” (with a bitter or fiery end). The bilingual nature of this
phrase creates an ironic tension, where the idyllic implications of the Italian are undercut
by the foreboding Czech addition. This suggests a critique of superficial pleasures or
fleeting beauty, themes that align with the disillusionment pervasive in Zabrana’s writing.
Regarding the thematic content of Zabrana’s poetry, it is evident that his focus
remained consistent over time. The quotidian aspects of life continue to occupy a central
position in his creative vision, alongside his enduring intent to challenge the limits of
language and transcend them. This ambition is explicitly articulated in the following

excerpt:

Zapsani holého faktu do basné miize
1) ubranit fakt pfed upadnutim do zapomenuti
2) destruovat baser
3) uveést do poezie oblast dosud povazovanou za nepoetickou (tj. zpusobit, aby byl fakt
vniman jakozto poezie). Tato tfeti moznost ma mnoho variant v ramci mnoha poetik

a efekt je zfidka trvalej$i nez Ihlta, v niz ta ¢i ona poetika dominuje3°

Through this concise yet profound list, Zabrana outlines the foundational principles
of his poetic practice. He emphasizes the transformative power of integrating raw,
unembellished facts into poetry. This process achieves several objectives: it safeguards
factual elements from the inevitable erosion of memory, challenges and deconstructs
traditional poetic forms, and brings into poetry domains previously dismissed as unpoetic.
In doing so, Zabrana not only broadens the scope of what poetry can encompass but also
challenges its conventional boundaries. The first point in Zabrana’s framework
underscores poetry’s ability to preserve ephemeral moments. By embedding bare facts
into his verses, Zabrana seeks to rescue them from the impermanence of time. This
approach resonates with his broader poetic aim, discussed earlier, of arresting the flow of
time. Poetry becomes a medium through which fleeting elements of daily existence are

immortalized, granting them a permanence otherwise unattainable in ordinary

359 “Recording a bare fact in a poem can: Protect the fact from slipping into oblivion. Destroy the poem.
Introduce into poetry a domain previously considered unpoetic (i.e., cause the fact to be perceived as poetry.
This third possibility has many variations within various poetics, and the effect is rarely more lasting than the
period during which a particular poetics prevails.)” Zabrana, Jan, Cely Zivot, op. cit., p. 283.
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discourse.®0 Zabrana’s claim that the inclusion of raw facts may “destroy the poem” is
paradoxical. This destruction, rather than diminishing the poem, elevates its integrity by
stripping it of artifice. It foregrounds the essential nature of the fact itself, transforming what
might otherwise be overlooked into something remarkable. This act of deliberate
deconstruction reveals Zabrana’s commitment to authenticity and his willingness to
destabilize traditional poetic aesthetics in pursuit of a greater truth.36 The third possibility
articulated by Zabrana—bringing into poetry elements traditionally considered unpoetic—
reveals his experimental ethos. By challenging preconceived notions of what constitutes
poetic material, he renders the ordinary extraordinary. This approach aligns with his use of
everyday language and imagery, infusing them with poetic significance through their
integration into a structured artistic form. The transformation of the mundane into the
poetic underscores Zabrana'’s belief in the elasticity of language and its ability to imbue
meaning into even the most prosaic elements. These three elements—the preservation of
memory, the poeticization of the unpoetic, and the deliberate provocation of the reader—
can be seen as closely interconnected within Zabrana's poetic framework. The author’s
insistence on ensuring that memories do not dissolve into the obscurity of history is
achieved, in part, through the elevation of unpoetic elements into the poetic realm. This
process serves not only to commemorate these elements but also to imbue them with a
sense of permanence and significance. Zabrana achieves this transformation by adhering
to two distinct but interrelated strategies. First, as the poet himself asserts, the act of
thematizing and presenting elements traditionally excluded from poetry inherently grants
them a new poetic dimension. By doing so, he elevates the mundane or vulgar to the level
of the epic, creating a stark contrast that compels the reader’s attention. This
transformation, in turn, allows such elements to resist the natural erosion of time, as they
become enshrined within the literary text. Second, Zabrana deliberately destroys
traditional poetic expectations by introducing jarring or vulgar content into his work. This
act of destruction paradoxically renders the poem more memorable. The shock produced
by such disruptions imprints the poem in the reader’s memory, ensuring its endurance
beyond the fleeting moment of reading. Here, Zabrana'’s aesthetic intention is clear: to
provoke and challenge the reader, thereby catalyzing a deeper engagement with the text.

This approach reflects the critical role of form, content, and reader interaction in Zabrana'’s

360 “In a situation where there is no future, the significance of the past doubles for a person.” Ibid., ibid., p.
291.
361 While commenting on his experimentations with the form of diary writing, he remarks: “To expand this
form to encompass an experience that was previously unknown to it—that was it, nothing more, nothing
less—what | was attempting when | wrote Pages from a Diary” Ibid., ibid., p. 448.
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poetics. As noted in the second dossier, Zabrana believed that the reader must be actively
stimulated for the poem to achieve its aesthetic potential. The deliberate interplay between
the poem's formal structure and its provocative content is instrumental in achieving this

goal. By unsettling the reader’s expectations, Zabrana creates a dynamic space where the

act of reading becomes a participatory experience, rather than a passive one:

Vsechny zaéinaji infinitivem. Slo o princip, ke kterému definitivng dospél. Infinitiv byl pro néj objev,
ktery mu umozrioval dostat do basné konkrétnost, skuteénou pachut i jas Zivota. Honza Sulc Fika, Ze
to byla rukavice hozena sob& samému. ZkouSel, kolik takovy postup unese a kam az dojde. Byla to

nedokon&enad, oteviena stavba, jeho babylonska véz...362

The intertextual dimension, a hallmark of Zabrana's creative process, continues to
play a crucial role in his work during this period, enriching both its depth and complexity.
The dialogue with other authors, often seamlessly interwoven with his own reflections and
experiences, becomes an integral aspect of his literary production. This intertextual
engagement is not merely a matter of citation or homage; rather, it reflects Zabrana's
deep-seated belief in the interconnectedness of literary voices and the collective nature of

creative expression:

Pole jsou obdélavana, tovarny zafi, nepfatelé jsou popravovani, my dekorovani... (Automatické

rozvijeni prvni fadky, ktera je z basné Paula Eluarda Smrt laska Zivot, napsané v roce 1951.)363

A compelling example of this can be observed in a fragment where Zabrana
juxtaposes his personal memories with lines from a poem by Ladislav Fikar. This act of
binding his individual recollections to the verses of another poet serves several critical
functions. First, it creates a layered textual landscape, where his subjective experiences
resonate with the universal themes articulated in Fikar’s poetry. This interplay blurs the
boundaries between personal and shared memory, underscoring Zabrana's commitment to

capturing the collective dimensions of human existence:

362 “They all begin with an infinitive. This was a principle he ultimately arrived at. For him, the infinitive was a
discovery that allowed him to bring concreteness, the real tangibility, and clarity of life into his poetry. Honza
Sulc notes that it was a challenge he posed to himself, testing how far such an approach could be pushed
and where it might lead. It was an unfinished, open structure—his Tower of Babel” Zabranova, Marie, Infinitiv
byl pro néj objev, op. cit., p. 145.
363 “Fields are cultivated, factories glow, enemies are executed, we are decorated... (An automatic
elaboration of the opening line from Paul Eluard's poem Death Love Life, written in 1951)” Zabrana, Jan,
Cely Zivot, op. cit., p. 516.
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Strojim vanoéni stromek a myslim na matku, ktera letos zemfrela... Beru do rukou stfibné saxofonky,
svétélkujici koule s duhovymi kruznicemi... Nékde, kdy vypadly hacky, jsou ozdoby navazany
barevnymi nitkami... U jedné zachytky, pletené ze zelené bavinky, jsem si dokonce vzpomnél, jak ji
délala hackem ve velkém pokoji v Humpolci v zimé& 46 nebo 47, za okny snih, v zahradé stromy
obalené slamou, do dalky bézici zasnézena pole a plané venkovskych Vanoc na kraji nového mésta,
tahnouci se tichem az k lesum pod Orlikem... Uz to bude skoro tficet let. Ty kiehké ozdoby ji prezily...
Ty kiehké ozdoby... Vzpominam si, jak mé rok co rok napominala, abych je ze samé horlivosti
nerozbil... Ty kfehké stfibné, tenounké, nepravdépodobné ozdoby ji pfezily... LetosSni Vanoce? Eman
Frynta umira... Kolikrat mé jesté venku, doma, okouzlovaly jako kluka Fikarovy verse:

MésteCko v zimé&. Sivé, studené.

Bez konce padal bezutésny snih.

Pili jsme tenkrat jesté z pramene...

Z ryzakl. Vzpomen. Z pistal vanocénich.

Véanoce, fikam si na sadé pohrbeném.364

The memory is portrayed with striking vividness and is, as is frequently observed in
Zabrana’s diary entries, prompted by a seemingly simple action performed in the present.
This form of involuntary recollection, reminiscent of Proustian moments, serves as a
recurring narrative mechanism in Zabrana’s work, where past experiences resurface
through sensory or situational triggers. In this specific passage, the melancholic tone is
amplified by the imagery of a wintry landscape, which, within Zabrana’s poetic framework,
functions as a symbol of nostalgia—a bridge connecting him to a time irretrievably lost.
The winter motif not only evokes a somber, reflective mood but also underscores a deeper
theme in his writing: the persistence of memory amid transience. Central to this fragment
is the leitmotif of materiality, particularly the Christmas decorations, which, despite their
deteriorated state, have outlasted Zabrana's mother. These fragile objects, described with
a palpable sense of decay, gain significance precisely because of their delicate nature.
Their fragility mirrors the vulnerability of human memory, yet paradoxically, it is this very

fragility that imbues them with permanence. The decorations serve as physical relics,

364 'm decorating the Christmas tree and thinking of my mother, who passed away this year... | take the silver
saxophone ornaments into my hands, the glowing balls with iridescent rings... In some places, where the
hooks have fallen off, the ornaments are tied with colorful threads... On one hook, crocheted from green
cotton, | even remembered how she made it with a crochet hook in the large room in Humpolec during the
winter of 1946 or 1947, snow outside the windows, trees in the garden wrapped in straw, snowy fields and
plains of countryside Christmases stretching into the silence all the way to the forests below Orlik... It's been
almost thirty years now. Those delicate ornaments have outlived her... Those delicate ornaments... |
remember how, year after year, she would caution me not to break them in my eagerness... Those delicate
silver, thin, improbable ornaments have outlived her...This Christmas? Eman Frynta is dying... How many
times, outside or at home, was | enchanted as a boy by Fikar’s verses:/The little town in winter. Gray,
cold./The unrelenting snow fell endlessly./Back then, we still drank from the spring.../From the roans.
Remember. From Christmas flutes./Christmas, | think to myself, in the orchard buried in grief. Ibid., ibid., p.
331.
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anchoring memories of more joyful times and thus becoming vessels of emotional
continuity in a life marked by loss and disintegration. This interplay between the physical
and the ephemeral, between objects and memories, reveals Zabrana’s ongoing struggle
with the passage of time. His reflections on material remnants suggest a profound
meditation on the capacity of fragile objects to withstand the erosion of memory and time,
thereby offering glimpses of stability and coherence in an otherwise fragmented existence.
This idea of time and erosion is also linked to the decay of the physical body. As we have
seen several times, Zabrana’s interest and fear in the decaying of the physical body (not
only his, but also of other) is one of the main themes he addresses. It is of course
something linked to his conception of time, the division between the old world of his
memories which is pure and untainted, and the present he despises so much. But it is also
one thing triggered by diary writing. The theme is declined by Zabrana in several ways. It
is a reflection not only of his mortality, but also of his existencial condition of a cripple in
pieces: “védét, Ze nikdo uz té nebude milovat kvdli tobé; vidét, jak vék nas rychle méni v
trosky a nakonec je jenom logické, Ze zemieme...”3%.

Zabrana’s engagement with the concept of time is multidimensional, encompassing
its fleeting nature, its presence in the here and now, and its implications for the future. His
awareness of time as a succession of transient moments is a recurring theme in his
diaries, where the act of recording becomes a way of grappling with and preserving these
ephemeral fragments. The present, as captured in the diary, emerges as a site of reflection
and meaning-making. This temporal awareness is thematized in various ways, including
the notable use of repetitive chains featuring the infinitive verb, which serve to emphasize
the immediacy and persistence of time’s passage. For instance, in the entry from January
4, 1975, written in the early hours of the morning, Zabrana implores himself to grasp the

essence of time:

Pochop &as. Pochop ho.
Prozivej kalendar.

Ze vSech sil. A tfeba jako kiec.
(4. ledna 1975, 0,3 hod. rano)36¢

365 “To know that no one will ever love you for who you are again; to see how age quickly turns us into
wrecks, and in the end, it's only logical that we die...” Zabrana, Jan, Cely Zivot, op. cit., p. 209.
366 Understand time. Understand it./Live the calendar./With all your might. Even as a convulsion./(January 4,
1975, 12:30 a.m.) Ibid., ibid., p. 331.
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The imperative tone underscores the urgency of understanding and fully inhabiting the
present moment, even if doing so feels as strained and desperate as a cramp. The
emphasis on experiencing time intensely reflects Zabrana’s preoccupation with its
inexorable progression and his desire to capture its elusive essence. Similarly, his poetry
often reflects on the cyclical nature of time, weaving together motifs of beginnings and
endings. In another entry, the layers of temporal continuity and recurrence are poetically

encapsulated:

Cas

konct | pocatkd,
cheopsu, eposl
prectenych pozpatkus&’

Here, time is presented as a continuum that encompasses both the monumental
(the pyramids of Cheops) and the literary (epics read backward), suggesting a view of
history and personal experience as interconnected and cyclical. This reflective stance
highlights Zabrana’s awareness of the vast temporal scales in which human life is situated,
juxtaposing individual moments with the weight of historical and cultural legacies.

Beyond the present and past, Zabrana’s work reveals a pronounced tension
towards the future, which becomes particularly acute in the Disiecta Membra. This
orientation towards what lies ahead manifests both personally and morally. On a personal
level, Zabrana grapples with the uncertainty of what the future holds, a theme amplified by
his experiences living under an oppressive regime. His reflections often oscillate between
hope for personal and collective freedom and a sense of foreboding rooted in the

constraints of his socio-political context:

Jenom jedno jesté zlstava v nasi moci: postarat se, aby tentokrat déjiny, svédectvi o této dobé nepsali
vitézové. Toto nékdejsi pivilegium je v nasi moci jim vyrvat. V starovéké Ciné odchazeli literati na

venkov a do horskych klasterd. Tady to chce pofridit si psa a psaci st(l.3¢8

367 “Time/of endings and beginnings,/of Cheops, of epics/read in reverse”. Zabrana, Jan, Cely Zivot, op. cit. p.
608.
368 “Only one thing remains within our power: to ensure that this time, history, the testimony of this era, is not
written by the winners. This former privilege is within our grasp to wrest from them. In ancient China, men of
letters retreated to the countryside and mountain monasteries. Here, it calls for getting a dog and a writing
desk.” Ibid., ibid., p. 380.
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The imperative to offer testimony, which emerges as one of the primary functions of
Zabrana’s diaries, finds explicit articulation in his reflections and is deeply intertwined with
his growing polemical tone, particularly from the 1960s onward. This shift in his writing
style aligns with his broader ambition to address a larger audience, warning them about
the dangers and atrocities perpetrated by the communist regime. Throughout his works,
Zabrana repeatedly underscores the fundamental responsibility of a writer to convey the
truth. For him, this duty was not merely a professional commitment but a moral imperative,

as he articulates in a passage that exemplifies his convictions:

Nastanou-li takové okolnosti, Zze stat, v némz Zije, znemozni spisovateli publikovat pravdu, ma
spisovatel psat a nepublikovat. NemUze-li se uzivit, aniz publikuje, ma se zivit né¢im jinym. A jestlize
vUbec nékdy napise néco, o ¢em ve svém nejvnitfnéjSi svédomi vi, Ze to neni pravda, pak je vyfFizen.
Lidé o ném nebudou chtit ani slySet, protoZe on, jehoz povinnosti je fikat jim pravdu, jim lhal. A on sam

nikdy nedojde vnitfniho klidu, protoze zradil svou jedinou zasadni povinnost3®°

This passage is a quote from Hemingway’s Men at War, a source that Zabrana
strategically integrates into his work to reflect and reinforce his own views on the writer’s
role in society. The invocation of Hemingway adds an intertextual depth to Zabrana’s
argument, situating his struggle within a broader literary tradition of truth-telling as a form
of resistance. Zabrana'’s reliance on Hemingway underscores his alignment with the belief
that writing should serve as a moral compass, a beacon of honesty in the face of political
and social corruption. Zabrana'’s forward-looking perspective is not confined solely to his
denunciation of the regime’s crimes but also reflects a deeply personal need for enduring
remembrance. This preoccupation is evident in his reflections on the limitations of
publication under oppressive conditions and the existential consequences of silencing a
writer’s voice: “Jesté jednou se vracim k tomu Publish or perish. Ale co kdyz publikovat
absolutné nelze a zahynout se nechce? Co pak? Pokusit se hodit do proudu ¢asu udici,

navnadu, tenkou $ridru, za kterou té jednou z hloubky - je-li viibuc takova Sance - budou

moct vytahnout” 3° Here, Zabrana encapsulates the dual nature of his tension with the

369 “If circumstances arise where the state in which a writer lives prevents them from publishing the truth, the
writer must write without publishing. If they cannot make a living without publishing, they should earn a living
through other means. And if they ever write something they know in their innermost conscience is not true,
they are finished. People will not want to hear from them, because they, whose duty it is to tell the truth, have
lied. And they themselves will never find inner peace, having betrayed their one essential obligation” Ibid.,
ibid., p. 288.
870 “Once again, | return to publish or perish. But what if publishing is absolutely impossible, and one does
not wish to perish? Then what? Try to cast a line into the stream of time—a bait, a thin thread—something by
which, one day, someone might be able to pull you up from the depths, if such a chance exists at all.”
Zabrana, Jan, Cely Zivot, op. cit. p. 611.
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future. On one hand, the metaphor of casting a fishing line into the stream of time reflects
his hope that his works might one day reach a receptive audience, even if only
posthumously. On the other hand, it underscores the precariousness of such an endeavor,
where the chances of retrieval are slim but nevertheless crucial to his legacy. This tension
also encapsulates the broader existential struggle he faces—the simultaneous yearning to
preserve his voice for posterity and the looming threat of physical decline and mortality.
The ambivalence in Zabrana’s approach to the future is thus richly layered. It conveys his
dual aspirations: the urgency of documenting and denouncing the injustices of the present
to ensure they are not erased from historical memory, and the deeply human desire to
transcend his temporal limitations through literary permanence. However, this forward
orientation is shadowed by the inevitability of death and decay, which he perceives as both
a personal end and an existential horizon that informs his creative urgency. In this way,
Zabrana’s diaries and poetry serve not only as acts of resistance against tyranny but also
as profound meditations on the nature of time, truth, and the writer’s role in bridging the
ephemeral and the eternal.

Several entries in Zabrana's diaries reveal how his recollections are infused with
chronotopical elements, offering rich, layered descriptions that demonstrate his skill in

creating evocative prose fragments. Consider the following passage:

Byl jsem tehdy je$té mlady, fidké podvelerni svétlo bfeznového dne mé doprovazelo po seni cesté,
jesté v ném byl rozpustény nazloutly svit, Sel jsem nad ozdravovnami lesem, ne po silnici, na
pasekach a na kraji lesa bylo svétlo jesté tak intenzivni, Ze tam, jde dopadalo na kdru borovic, byly
stromy narudlé, do Cervena... V lese ve stinu lezely Sedé, dobkaté kola€e posledniho snéhu, jehlici
bylo lesklé a mokré, svlazené, po zimé bez ving, les prostupovala jen jakasi pfedjarné svézi a

zaroven smutna vihkost371

This passage highlights Zabrana's nuanced use of light as a literary device to evoke
a particular mood and sensation. The woods are bathed in the dimming light of dusk, a
blend of residual snow and emerging spring transforming the landscape into a liminal
space between seasons. This interplay of light and shadow creates an atmosphere that is

both melancholic and reflective, suffused with a quiet anticipation of renewal. For Zabrana,

871 “| was still young then, walking along the hay-scented path in the sparse evening light of a March day. The
light still held a faint yellowish glow, accompanying me as | walked through the forest above the sanatoriums,
avoiding the main road. On the clearings and at the edge of the forest, the light was so intense that where it
fell on the bark of the pine trees, the trees glowed reddish, almost crimson. In the shaded parts of the forest,
there were speckled gray patches of the last snow. The pine needles were glossy and wet, dampened,
devoid of scent after the winter. The forest was permeated by a fresh, pre-spring moisture—both invigorating
and quietly melancholic.” Ibid., ibid., p. 547.
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such landscapes often held personal significance, evoking memories of his childhood and
the “old world” that he repeatedly revisited in his writing.3’? The thematic recurrence of
certain colors, especially shades of yellow, further amplifies the emotive resonance of his
descriptions. These hues appear frequently in his diary entries from this period, such as

the one from August 25:

25. srpna. Dnes rano — po tydnech destu — prvni podzimni den. V rannim svétle je vSechno jak
vykrojené sklenénym noze. Trava dycha ledovou rosou, jako by uz v ni byl nadrobno nasekany led.
Ranni slunce uz neni Zluté, je do okrova a prusvitné zaroven. M{j davny ilusivni pocit: sklo. V§echno
kolem za sklem. Za sklenénou sténou. [...] Ani jsem letos nevédél, Ze bylo léto. PfiSpendleny k papiru
jak exponatni motyl. Se svézimi smysly, ostrymi viemy minulosti uz mé spojuje jenom ten pocit

cerstvého, studeného predzimniho rana. Smrtelnost...373

[...] Sel jsem od pani P., které jsem celé odpoledne diktoval prvni verzi pfekladu dal$ich Buninovych
povidek (téch, které délam pro Odeon) a ¢ekal jsem u metra na autobus 155 do Malesic. Bylo uz
skoro sedm hodin, to je ta chvile, kdy odpadne nervozita a spéch, od Vltavy, od Karlaku svitilo po
nékolika rozpr§enych dnech do tahle stoupajici ulice prasvitem slunce a mazlo ji bronzovym medem

podvecerni idylky, jaka byvala v Praze za jarnych vecer(l pred étvrt stoletim, kdyz jsem sem pfisel.374

The recurring motif of colors like yellow and ochre serves as a symbolic thread in
Zabrana’s diary, representing not only the remnants of a vanished world but also the
enduring connection to it. These colors are closely tied to the morning and evening hours,
moments that hold an inherent liminality: “nechtéel bych pfilis generalizovat, ale ¢im dal vic
si uvedomuju, Ze literatura, kterou mym opravdu rad a ktera je mi nejbliz, je literatura z let
1920-1940. Samoziejmé — plus minus. Je to proto, Ze to je svét, ktery jsem vnimal

nejsvézejsima ocima ditéte? Ze to je svét, v jakém jsem si jako dité pfedstavoval, Ze budu

372 “Eva brought water for the flower vase three times, and the sunlight refracted and sparkled in the glass of
water like dew in the grass during those long-ago summer mornings in the garden in Humpolec” Ibid., ibid.,
p. 372.
373 “August 25th. This morning—after weeks of rain—the first autumn day. In the morning light, everything
looks as if it has been cut with a glass knife. The grass breathes icy dew, as if tiny shards of ice were already
scattered within it. The morning sun is no longer yellow; it is ochre and translucent at the same time. My
long-standing illusory feeling: glass. Everything around is behind glass. Behind a glass wall. [...] | didn’t even
realize summer had come this year. Pinned to paper like a specimen butterfly. The only thing that still
connects me to the fresh, sharp sensations of the past is this feeling of a crisp, cold, pre-winter morning.
Mortality...” Zabrana, Jan, Cely Zivot, op. cit. p. 554.
374 “| was walking back from Mrs. P., to whom | had spent the entire afternoon dictating the first draft of my
translation of more of Bunin's stories (the ones I'm working on for Odeon). | was waiting by the metro for bus
155 to Malesice. It was nearly seven o’clock, that moment when the nervous rush fades. From the Vltava,
from Karlak, the sun shone after several days of rain, casting its translucent light up the long, rising street
and painting it with the bronze honey of an early evening idyll, the kind Prague used to have on spring
evenings a quarter-century ago, when | first arrived here.” Ibid., ibid., p. 289.
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Zit?” 3> Here, Zabrana explicitly links his affinity for the interwar literary era to the
freshness of childhood perception—a time when the world appeared most vivid and full of
potential.

The poet’s fixation on the period of his youth, particularly through the act of
remembrance, is poignantly illustrated in the metaphor of the butterfly pinned to a sheet of
paper. This image serves a dual function: on the one hand, it symbolizes a long-lost
memory that has been preserved in his diary as a means of holding onto it; on the other, it
acts as a representation of the poet himself, immobilized in time by the weight of his past.
The motif of the butterfly, however, is not confined to his prose; it migrates into his poetry,

as exemplified in the following verses:

Tenkrat!

Tloukli jsme se v parku destniky a hustilkami po hlavach.
Milovali jsem se.

Smrt byla na cesté.

Sousedé mavali,

hodinky na vesté.

Skfinkohra v loznici.

Zalepilas mi srdce do obalky.

“Vis to jesté?” Oh, sdr que oui.

Sladky prach se sypal z podrazek.
Ukrajovany tvym placem.

Nikdy jsem neodepjal femen.

Jak?

“Rychle, nez se vyvafis.”

Rychle.

Dvé cizi dcery z mezipatra

odesly do hudebni Skoly.

Pfipichlas motyla na samet’ velké sbirky.
Nadechla ses a vykficela.

Milovali jsme se.

Tenkrat!37¢

375 | don’t want to generalize too much, but I’'m becoming increasingly aware that the literature | truly love
and feel closest to is the literature from the years 1920-1940. Of course—give or take. Is it because this is
the world | perceived with the freshest eyes of childhood? Because it's the world in which, as a child, |
imagined | would one day live?” Ibid., ibid. p.417.
376 “Back then!/We hit each other in the park with umbrellas and bike pumps on the head./We loved each
other./Death was on its way./Neighbors waved,/watches on their vests./The wardrobe chimed in the
bedroom./You sealed my heart in an envelope./"Do you still remember?" Oh, sir que oui./Sweet dust spilled
from the soles of our shoes,/shaken loose by your tears./l never unbuckled the strap./How?/"Quickly, before
you boil over."/Quickly./Two strange daughters from the floor above/left for music school./You pinned a
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In this poem, the butterfly is explicitly linked to stiliness, embodied in the image of
the insect pinned to velvet as part of a collection. This act of pinning also serves as a
metaphor for memory: fixed, unchanging, and forever tied to the past. The refrain
“Tenkrat!” (“Back then!”) underscores the poet’s longing for and attachment to a bygone
era. It reflects Zabrana’s recurring theme of the past as a realm more vivid and alive than
his present, a concept explored in depth in earlier analyses. This association between the
past and an almost consuming vitality resurfaces in another motif—fire. In Zabrana’s
writing, fire frequently symbolizes the vibrant, albeit fleeting, intensity of memories. For
instance, the following lines evoke a poignant interplay between the fragility of memory

and its enduring warmth:

Na lasku vzpomerni
Jak byla krotka
Jak sfoukla ohen

Ta ticha loutka.37”

In the later phase of Zabrana’s writing, fire takes on an expanded significance,
becoming a central motif in his poetic landscape. While it continues to symbolize the
vitality of the past, it also acquires darker associations, particularly with death and the
atrocities committed by oppressive regimes. This duality is evident in Disiecta Membra,
where fire often invokes the imagery of crematoria, as seen in the recurring references to

urns that encapsulate the remnants of human lives obliterated by totalitarian violence:
V krematoriu jsem byl v poslednich letech a hlavné letos tolikrat, Ze uz tam jsem jako doma378
| popel z téch nejzhavéjSich kremaci jednou vychladne37®

Informace z krematoria: Urnu mozno vyzvednout v Utery - patek od 8 do 15 hodin (i pfes poledne)38°

butterfly to the velvet of your grand collection./You took a breath and screamed./We loved each other./Back
then! Zabrana, Jan, Cely Zivot, op. cit. p. 277.

377 “Remember love/How gentle it was/How it blew out the fire/That quiet puppet” Ibid., ibid., p. 811.

378 “In recent years, and especially this year, I've been to the crematorium so many times that it already feels
like home” Ibid., ibid, p. 301.

379 “Even the ashes from the hottest cremations will one day cool.” Ibid., ibid., p. 314.

380 “Information from the crematorium: Urns can be collected Tuesday—Friday from 8 AM to 3 PM (including

during lunch hours).” Zabrana, Jan, Cely Zivot, op. cit. p. 319.
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A &eho se ted lidé chytaji, €¢eho se drzi? Polovina se jich drzi volantu, ktery je v iluzi vede vpied —
ale ten je kruh, nikde neza€ina, nikdy nekondéi [...] A ti druzi, v€etné mne? Drzi se, ano, pravé drzi

cigarety, ktera se kazdym okamzikem se proméfiuje v popel.38t

In Zabrana's work, fire emerges as a multifaceted motif deeply intertwined with his
reflections on the past, present, and future. The symbolic weight of fire extends beyond its
literal representation, encompassing themes of memory, vitality, and destruction. Fire is
particularly tied to the past, a period the author often depicts as vivid and alive in stark
contrast to his perception of the present and future. This thematic connection is
exemplified in the poet’s tendency to characterize his current existence as engulfed by an

all-consuming darkness, devoid of light or hope:

V noci jsem slySel z radia Sest Mozartovych landlert — venku po desti, vitr, vitr, temna plan, v dalce
namodrala svétla letisté, kruh svétla z lampy, samota nad papirem... Mrtvi mé obstoupili, stesk,

vSechno, co byl Zivot, bylo uz davno. Sizy v o¢ich a pfede mnou jen noc, noc, noc az do konce.382

Nezapominat: pfiSel jsi na svét umirat... Zfejmé je to vS8ecko normalni, organické: vSechno je den ze

dne cizejsi, vzdalenéjsi, mirn barevné. Slysim je: kroky konce, kroky konce.383

This passage reveals the stark contrast between the vibrancy of the past and the
pervasive desolation of the present and future. The imagery of “endless night” suggests a
life overshadowed by an absence of light—metaphorically, the extinguished fire. The dead
are ever-present, surrounding him in solitude, while the living moments of his past, which
once brimmed with vitality, now exist only as a distant echo. This distance is usually

expressed by the author through the image of the glass:

Za prahlednou clonkou skla
se Cas preSoupal

jak plynomér

381 “And what do people cling to now, what do they hold onto? Half of them grip the steering wheel, which
gives them the illusion of moving forward—but it's a circle, with no beginning and no end. [...] And the others,
including me? We hold onto, yes, we cling to cigarettes, which with every passing moment are turning into
ash” Ibid., ibid., p. 274.
382 “At night, | heard six of Mozart’s Landler on the radio—outside, after the rain, wind, wind, a dark plain, in
the distance the bluish lights of the airport, the circle of light from the lamp, solitude over paper... The dead
surrounded me, longing, everything that had been life was already long gone. Tears in my eyes, and ahead
of me only night, night, night until the end.” Ibid., ibid., p. 655.
383 “Don’t forget: you came into this world to die... Apparently, it's all normal, organic: everything grows
stranger, more distant, less colorful day by day. | can hear them: the steps of the end, the steps of the end.”
Ibid., ibid., p. 312.
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Cela ta dzungle v tobé
Prestala véfit

v piisti jaro.

Bohyni vSech tvych dnud

se stala noc.

Hazené maso Zivota
dopada mimo klec.

Ne, zivot od tebe neodpad,
ale ty, ta fasa na vicku,

stal ses v ném rasou v oku.

Zitra, pozitfi, ted —
Ted, pozitfi, zitra
umfes. Aco?
Nebude to poprvé.
Ty, ktery jsi prozil
Tolik mrtvého Zivota.

Tticet let smrti zaziva
v rezimu Izi, vrazd

a svini v lidské podobé

Smrt je jen plna mira

mrtvého Zivota.384

The darkness, the goddess of night, reflects an existential void, a future stripped of
hope or meaning. The motif of fire, therefore, becomes thematically linked to the author’s
efforts to preserve the past through the act of writing. As a diarist and poet, Zabrana’s
creative process can be seen as an attempt to rekindle the flames of memory, countering
the encroaching darkness. The symbolic interplay between fire and darkness not only
highlights the fragility of memory but also underscores Zabrana'’s belief in the power of
literature to defy temporal decay. By recording the ephemeral and breathing life into the

inert, he reclaims fragments of the past, granting them a semblance of permanence. Light

384 “Behind a transparent veil of glass,/time shifted/like a gas meter./The whole jungle within you/stopped
believing/in the next spring./The goddess of all your days/became the night./The tossed meat of life/lands
outside the cage./No, life hasn’'t abandoned you,/but you, that lash on the eyelid,/have become the mote in
its eye./Tomorrow, the day after, now—/Now, the day after, tomorrow/you will die. So what?/It won’t be the
first time./You, who have lived/so much dead life./Thirty years of death while alive/in a regime of lies,
murders,/and swine in human form./Death is only the full measure/of dead life.” Zabrana, Jan, Cely Zivot, op.
cit. p. 641.
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and darkness as respectively the beginning of and the end of the poet’s life are also

underlined in the following verses:

Koleje, koleje,
na jednom vasem konci uz svétlo,

na druhém vasem konci uz tma...38

This short poem once again brings into focus the motif of tracks, specifically the
railway tracks that signify a train bound to follow its predetermined route. This imagery
resonates deeply with Zabrana's recurrent use of the train as a metaphor, an element we
have previously examined in earlier analyses. The train, with its unalterable path, serves
as a powerful symbol of predestination, a theme that preoccupied Zabrana throughout his
work. This metaphor extends beyond the scope of individual experience, encapsulating
Zabrana's perception of historical and collective human destiny: “Ujel jim autobus, vypadli
z vlaku déjin, vylili s vani¢kou i dité a na jejich ulici uz nebude nikdy svatek...”388

One poem that serves as an exemplary illustration of the key elements in
Zabrana’s poetry, as discussed so far, is the following piece, noted down in 1973. This
work encapsulates the imagery, themes, and stylistic nuances characteristic of this phase

of Zabrana’s writing:

Ptaci

zataveni

v kfiStalu podzimniho vzduchu.
Kdo ji mél trestat,

tenkrat, pfed tfinacti lety,

za hysterii, jiz propadla,

kdyz ho uvidéla v blizkosti

mladé zeny?

Kdyz si uvédomila,
Ze ji svate€ni vanocka Stésti

nevykynula pod rukama?

To vSechno ze strachu

pred osamélymi podzimy

385 “Tracks, tracks,/at one end of you, there’s already light,/at the other end of you, there’s already
darkness...” Ibid., ibid., p. 315.
386 “They missed the bus, fell out of the train of history,/threw out the baby with the bathwater,/and on their
street, there will never be a holiday again...” Ibid., ibid., p. 215.
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s ptaky zatavenymi do kFistalu vzduchu.

“Kam jsem rozum dala,

Ze jsem se za ného neprovdala?”

I smrt, i smrt mi jednou
mohla Fikat: “Pani...”
Tak blazen tresta jiné

za své vlastni chyby.

Na milovanych jsou nam
nesnesitelné i ty chyby,

S nimiz se u sebe smifujeme.
Jsme neradi, kdyZ se pfed nami
shazuiji ti, které mame radi.

A laska zmérena timhle

je laska zabita sekerou.

Laska zmylena s megerou.
Podzim ticha.

Ticho v hluéném svété.

O jedny plice min vtahuji

z toho vzduchu.

Jsme zataveni v nehybnosti letu.

Jsme zataveni v kfistalu.

A byvala to slza.

A ze slzy zaZloutla kaluz

jak prostéradlo pomocené ditétem.
Zataveni do vzduchu

tohoto podzimu a svéta

i se svym vyletem.

Pravovérni ke smrti -
chtivost, dychtivost zivota
zda se nam pfirostla

jak lagny host,

jenz nevi, kdy ma dost.

Nas z nékdejska,
otiSténé do vosku,

uz rozestavil ¢as
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u zbagranovych cest.
Slysi$ porad ty véely
v lipovych alejich,

jejichz dfevo shofelo pfed deseti lety?

Vidi$ pofad to ranni slunce,

v okrovém prachu ulice,

kterou zbofili pfed deseti lety?

Pak svét ujizdi pod nohama jako led.
A pak uz jsme vic v tom,

ktery neni,

nez v tom, ktery je.

Svét v mofi nasich hlav.

Je dal ten zlaty pav.

Ten ted a kolem nas
je temny jako Sibif.
Jako hrob, k némuz jdes,

kam mifFis.387

This poem encapsulates many of the thematic and symbolic elements that are
central to Zabrana’s poetic vision. Chief among these is the recurring image of birds, here
depicted as frozen in the crystal of autumn air." This imagery evokes a profound sense of
entrapment and stillness, a motif that appears frequently in Zabrana’s work as a metaphor
for captivity—whether physical, emotional, or existential. The poem also prominently
features the color yellow, or ochre, a hue that Zabrana often associated with loss and

nostalgia. The yellow here is tied to memories of the past, evoking both the beauty and

387 “Birds/Frozen/in the crystal of autumn air./Who was to punish her,/thirteen years ago,/for the hysteria that
seized her/when she saw him/near a young woman?/When she realized/that the festive Christmas loaf of
happiness/had not risen under her hands?/All of it driven by fear—/fear of lonely autumns/with birds frozen in
the crystal of the air./"Where was my mind/when | didn’t marry him?"/Even death, even death itself,/might
have once called me “Madam...”/So a fool punishes others/for her own mistakes./In those we love,/even the
faults we tolerate in ourselves/become unbearable./We dislike it when those we hold dear/humble
themselves before us./And love measured by such things/is love slain by an axe,/love mistaken for
malice./The autumn of silence./Silence in a noisy world./One less breath pulls/from this air./We are frozen in
the stiliness of flight./We are frozen in crystal./Once, it was a tear./And from that tear, a yellowed puddle/like
the sheet wet by a child./Frozen into the air/of this autumn and this world,/even with our journey./Faithful unto
death—/the craving, the yearning for life/clings to us like a greedy guest/who doesn’t know when to
leave./We, from that former time,/pressed into wax,/have already been placed by time/along the bulldozed
roads./Do you still hear the bees/in the linden alleys,/whose wood burned to ash ten years ago?/Do you still
see that morning sun,/in the ochre dust of a street/that was demolished ten years ago?/Then the world slips
beneath your feet like ice./And then we are more in what isn’t/than in what is./The world within the sea of our
minds./The golden peacock is still there./But the world here, around us now,/is as dark as Siberia./Like the
grave to which you walk,/toward which you head.” Zabrana, Jan, Cely Zivot, op. cit., p. 244.
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fragility of what has been irretrievably lost. This association may stem from the seasonal
setting of autumn, a period Zabrana revered for its transient beauty and melancholic
overtones. As noted in the first dossier, autumn for Zabrana carried personal and literary
significance, serving as a bridge to the poetic worlds of Sergei Yesenin. The tension
between the present and the past is another key element in this poem. Zabrana
juxtaposes the impermanence of memory with the persistence of sensory impressions:
“Slysis porad ty véely v lipovych alejich, jejichZ dievo shorelo pred deseti lety?” ("Do you
still hear the bees in the lime-tree avenues, whose wood burned down ten years ago?”).
The dissonance between memory and the irrevocable passage of time mirrors the poet’s
broader struggle to reconcile personal and historical losses. The theme of mortality
permeates the text, particularly in its exploration of the fragility of love and the inevitability
of death. Lines such as “Pak svét ujizdi pod nohama jako led” (“Then the world slides
away underfoot like ice”) reflect Zabrana’s existential concerns, emphasizing the
precariousness of life and the inexorable pull toward the void. This meditation on the
fleeting nature of existence finds its culmination in the stark imagery of the poem’s final
lines, where the world becomes “dark as Siberia,” a metaphorical grave to which all are
ultimately drawn. Another element which is noteworthy, for this phase of Zabrana’s poetic
development, is the image of the bees and the hive, which become recurring in the diaries
of this period. At times, the dead bees symbolize the poet deprived of his literary career:
“védét, Ze v nesvobodé i slova basnikil pachnou jak mrtvé véely v zabednéném ule”. 388 In
another entry, the author offer a more precise interpretation of this kind of imagery. He
compares the countries subjugated by a totalitarian regime to an hive: “Do konce stoleti
chtéji viady vsude na svété udélat z lidstva uly. Jejich idealem, idealem vsech viadnoucich
zlocincd jsou uly véel, které makaji a na nic se neptaji - farmy norkd a nutrii”.32° Deprived
of their individuality, the citizens of a totalitarian country are like bees, whose purpose is
only that to work and produce, and to follow blindly the orders they are given. This might
be the reason why the dead bees could symbolize not only the unpublished works of
banished authors, but also writers themselves, persecuted and stripped of their role as
intellectuals, forced to perform menial jobs. This idea also corroborates what we have said

about how Zabrana utilizes animals to portray the Czechoslovakian society of his time.

388 “To know that, without freedom, even the words of poets reek like dead bees in a sealed hive.” Ibid., ibid.,
p. 208. Or “And the bees settled and drifted along the sweet streams of diabetic urine”. Zabrana, Jan, Cely
Zivot, op. cit., p. 326.
389 “By the end of the century, governments everywhere aim to turn humanity into hives. Their ideal—the
ideal of all ruling criminals—is bee hives: bees that toil without question, like mink and nutria farms.” Ibid.,
ibid., p. 236.
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The “Notes from the Hospital” represent a unique segment of Zabrana’s diaries,
penned during his hospitalization at Motol Hospital in Prague in 1984. These entries
provide an intimate, unflinching look into the poet’s physical and mental condition, as well
as his observations of the hospital environment, its routines, and its inhabitants. Written
amidst his illness, these fragments are characterized by a stark blend of cynicism,
meticulous detail, and poetic resonance, reflecting both his acute self-awareness and his
broader existential reflections. In these notes, Zabrana carefully documents his symptoms
with clinical precision, conveying both the relentlessness of his physical suffering and his

intellectual engagement with his deteriorating condition:

Drapky andulky, které se ti zatinaly do ruky, tvrda zihadla jiskficich injekci, které se ti slétaly na ruce,

to byl tvyj civil, civil tvé viekle usouzené kazdodennosti, tvoje hiebiky Kristovy.3%0

Here, he transforms the ordinary pain of medical treatment into a vivid metaphor. The
image of a budgerigar’s claws digging into his hand and the sting of injections evoke not
only the physical invasiveness of his condition but also its deeper existential toll. The
phrase “your nails of Christ” ties this pain to a broader spiritual and philosophical reflection,
elevating his suffering to a universal dimension while maintaining the specificity of his
personal struggle. Zabrana’s notes also include stark and concise records of his physical
state and medical procedures, rendered with an almost detached objectivity that contrasts

with the emotional depth of his metaphors:

53. narozeniny. Ve $pitale. V noci mé bolela jatra, k ranu jsem se znova potil (po inzulinu?)3%!

Opét Spatna, stavy Uzkosti, poceni, béhani na zachod. Odpoledne Eva na navstéve.3?

Ctvrtek 21. &ervna, dusné, zamzené Servnové rano. V poledne mi maji délat laparoskopii. Pfes noc uz

injekce, prasky, dvakrat klystyr, ale spal jsem jakz takz3%3

390 “The claws of the budgie digging into your hand, the sharp stingers of sparking injections landing on your
arms—this was your civilian life, the civilian reality of your drawn-out, tormented everyday existence, your
nails of Christ.” Ibid., ibid., p. 1018.
391 “Fifty-three years old. In the hospital. At night, my liver hurt; by morning, | was sweating again (from the
insulin?)” Zabrana, Jan, Cely Zivot, op. cit., p. 1018.
392 “Once again, bad. States of anxiety, sweating, constant trips to the bathroom. In the afternoon, Eva came
to visit.” Ibid., ibid., p. 1021.
393 “Thursday, June 21st. A stifling, hazy June morning. At noon, they’re supposed to perform a laparoscopy.
Overnight, it's already been injections, pills, two enemas—but | slept, more or less.” Ibid., ibid., p. 1030.
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These entries provide a glimpse into the mundane realities of hospital life—pain,
medical interventions, and exhaustion. Yet, even in their brevity, they hint at the poet’s
endurance and the quiet despair of confronting his mortality within the sterile confines of a
hospital. In addition to chronicling his physical condition, Zabrana’s diary portrays the
broader environment of the hospital. His descriptions of other patients and their routines

bring the setting to life, often with a wry, critical tone:

Klidna, klidna... Pacienti maji pustény tranzistor. Od Sesti rano predcita libezny, Stavnaty, syté

modulovany hlad jednu lez za druhou — jako kazdy den.394

This observation juxtaposes the superficial calmness of the patients with the
unrelenting intrusion of propaganda from a transistor radio, symbolizing the larger
sociopolitical constraints Zabrana experienced even in the hospital. The “sweet, juicy,
richly modulated voice” delivering "one lie after another" encapsulates his disillusionment
with the regime and its pervasive control over public discourse.

Beyond clinical observations, the Notes from the Hospital are replete with personal
memories and poetic fragments, demonstrating a continuation of the reflective practice
seen in Disiecta Membra. These entries reveal an author deeply engaged in assessing the
trajectory of his life, balancing his reflections on the past with considerations for the future.
At this stage in his life, Zabrana revisits his personal and professional struggles,
particularly those rooted in the systemic injustices he endured due to his social and class
origins. His enduring resentment against those who oppressed him is palpable, as is his

commitment to preserve an unvarnished account of his life for posterity:

CO BYCH MEL UDELAT, DOSTANU-LI SE JESTE K TOMU: napsat si pro sebe (a pro kohokoli

v budoucnu) kratky, nékolikastrankovy, ale ve faktech exaktné pfesny zivotopis, kde budou uvedeny
naprosto konkrétni idaje (ze napfiklad svazackymi pfisedicimi komise v modrych koSilich, ktera mi
napsala, ze jsem nebyl pfijat ke studiu na FF pro ,naprosto nevyhovuijici ideologické pfedpoklady

k studiu®, byli ti a ti...). Zivotopis, ktery by rusil véechny zamky a polopravdy, jeZ jsem z donuceni

musel psat jinde. Pak psali muj Zivotopis jini.35

394 “Calm, calm... The patients have the transistor radio on. Since six in the morning, a sweet, juicy, richly
modulated voice has been reading one lie after another—just like every day.” Ibid., ibid., p. 1027.
395 “WHAT | SHOULD DO, IF | EVER GET THE CHANCE: write a short, several-page biography for myself
(and for anyone in the future), one that is factually precise and accurate. It would include entirely specific
details (for example, naming the youth league members of the commission in blue shirts who wrote that |
was not admitted to study at the Faculty of Arts due to “completely unsuitable ideological qualifications for
study”). A biography that would break through all the locks and half-truths | was forced to write elsewhere.
Later, others wrote my biography for me.” Zabrana, Jan, Cely Zivot, op. cit., p. 1024.
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Here, Zabrana expresses a determination to create an autobiographical account
that is factually precise and immune to manipulation. This life narrative would serve as
both a corrective to official histories and a means of denouncing those complicit in his
marginalization. His desire to “rusit vSechny zamky a polopravdy” (break down all locks
and half-truths) underscores his lifelong commitment to truth-telling, even in the face of
oppressive forces that sought to silence him. Despite the physical toll of his iliness,
Zabrana’s entries also hint at his enduring creative aspirations. These include plans for

new poems and translations, as exemplified in the following fragment:

Had formy

si tebe podal

z platformy

kdy basnické je
spi$ nez lidské
a lidské jen to

nebasnické39

Described by Zabrana as a poem inspired by a visit to a prison, this work reflects
his characteristic interplay between personal and collective experience. Formally, the
poem exhibits features familiar in his oeuvre: a rhythmic use of rhyme and the

‘(I”

engagement of a lyrical “I” addressing an interlocutor. This interaction suggests a shared
emotional or existential space, reinforcing the central tension in Zabrana’s work between
individual subjectivity and universal themes. As his health deteriorated and the wait for
medical results dragged on, the specter of death loomed large in Zabrana’s reflections. His
diaries from this period are permeated with a haunting awareness of mortality, which
surfaces not only in his prose but also in the fragments of poetry he continued to compose.
The inevitability of death—manifested through both physical suffering and existential
contemplation—becomes a dominant theme, underscoring the fragility of life and the
urgency of Zabrana’s creative and testimonial endeavours. In this context, the Notes from
the Hospital serve as a testament to Zabrana'’s resilience as both an individual and a
writer. Even as his body failed him, his commitment to capturing the truth—whether in
prose, verse, or personal recollection—remained unwavering, ensuring that his voice

would endure beyond the confines of his own mortality

3% The serpent of form/took hold of you/from the platform,/where the poetic/is more than the human,/and the
humanl/is only that/which is unpoetic. Ibid., ibid., p. 1025.
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For what concerns sources of exogenetic influences, in this final phase of his
writing, we find several of them. One is for example the friend and writer Josef Skvorecky,
with whom Zabrana had been in constant touch since the 50s: “Styskali jsme se tenkrat
skoro denné a porad mluvili spolu o praci, takzZe ty vypUjcky jednoho od druhého byly
bézné. Ja jsem si od ného vypujcil do jedné basné ze Stranek z deniku jeho parafrazi
némecké valeéné pisnicky (Sterbe wohl, Erika) a jindy jiné véci.” We have already
mentioned of the contact with the writer was key in Zabrana'’s formation as an expert and
translator of angloamerican literature. He mentions different authors throughout the diaries
of this period, and | will try to focus on the ones that in my opinion influenced him the most,
besides the alter-ego we will speak of in the latest section of this dossier.

Among Russian writers, the ones he was most fond of were Osip Mandelstam, Ivan
Bunin, and Andrei Platonov. While Mandelstam's work resonated deeply with him for
reasons previously discussed, his connection to Bunin and Platonov reveals a similarly
profound and personal engagement. Zabrana's attraction to lvan Bunin appears to have

been driven by a kind of mystical force, as he himself described:

Cim dal vic si uvédomuiji, Ze v mém vztahu k Buninové préze je cosi “soukromé mystického”, pocit
sblizeni, ¢aste¢né identity osobnosti (nikoli ke jeho verSam, které mi pfes nékolikeré opakované ¢teni
pofad zustavaji cizi). Buninova préza jako by mi potvrzovala, Zze v Zivoté a v uméni ma cenu pfesné
to, o &em jsem si vZdy myslel, Ze to cenu ma. (...) jsem tou prézou stale posedlejsi - odejdu od

pfekladu, a misto abych se rozptylil né€im jinym, ¢tu si jiné jeho povidky.3%”

ztraceného raje.3%8

Pfekladat Bunina je tak t&Zké prace jako orat pole. A to fikam v roce 1974, kdy pracuju jako

prekladatel z profese dvacaty let3%°

Zabrana’s fascination with Bunin was rooted in the writer’s ability to evoke a

poignant and sentimental atmosphere, imbuing his works with a magnetic charm. He found

397 “l increasingly realize that my relationship with Bunin's prose has something "privately mystical" about it—
a feeling of closeness, a partial identification of personality (though not with his poetry, which, despite
multiple readings, still feels foreign to me). Bunin's prose seems to affirm that in life and art, what has value
is precisely what | have always believed to be meaningful. (...) | am becoming more and more obsessed with
his prose—I step away from translating, and instead of distracting myself with something else, | find myself
reading his other stories.” Zabrana, Jan, Cely Zivot, op. cit., p. 324.
398 “This world, a glimpse of which | still caught in my lifetime, enchants me in Bunin's work with the charm of
a lost paradise.” Ibid., ibid., p. 282.
399 “Translating Bunin is as arduous a task as plowing a field. And | say this in 1974, after twenty years of
working professionally as a translator.” Ibid., ibid., 274.
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Bunin’s capacity to evoke tears in his readers, while still maintaining a degree of
sentimentality, particularly compelling. He wrote: “Slzotvorné pasaze v Buninovi. Jsou to
nejgenialnéjsi mista v jeho préze. Nékdy sentimentalni”.*%® Zabrana felt an extraordinary
closeness to Bunin, to the extent that the Russian writer can be considered one of
Zabrana’s literary alter egos*°'—figures from the past with whom he maintained a
symbolic dialogue across time. This profound sense of connection is articulated in a note
Zabrana wrote in 1980, where he reflects on his unfinished translations of Bunin’s works.
He remarks: “ten Bunin se pro mne stal symbolem, Zivotnim setkanim, prézou — snem o
nécem, co jsem znal v mladi, co mi bylo nekonecné blizké a drahé, bez ¢eho bych nechtél
odchazet’.#9?2 Zabrana’s sense of affinity with Bunin was further intensified by what he
perceived as a series of symbolic coincidences, which he interpreted as evidence of a
fateful connection between them. He describes one such moment during Christmas Eve,
when he was translating Bunin’s novella Chistyj ponedel’nik (A Clean Monday). The story
is set on the night before Christmas, and Zabrana, struck by this parallel, remarks: “Dalsi z
téch “shod okolnosti”, které ke mné mliuvily, které mé oslovovaly od détstvi. Mluvi s nami
mirtvi prostfednictvim téchto skrytych, jen nasemu védomi zjevovanych znameni? Bunin
mél tuhle povidku nejradéji ze vseho, co kdy napsal [...]"*%3. This sense of fate and
connection also extended to Zabrana’s engagement with other writers, such as Osip
Mandelstam. Zabrana noted with amazement that Mandelstam’s poem Polno¢ v Moskve.
Roskosno budijskoje leto... (“Midnight in Moscow. A Luxurious Buddhist Summer...") was
written on June 4, 1931—the day of Zabrana’s birth: “Mandelstamova baseri ‘Polno¢ v
Moskve. Roskosno budijskoje leto....” Je napsana v den, kdy jsem se narodil- 4 cervna
1931”.404 Such moments reinforced his belief in the existence of symbolic links between
himself and these figures from the literary past. These connections, real or perceived,
provided Zabrana with a sense of continuity and dialogue with the dead, which he

regarded as a profound source of artistic inspiration.

400 “Tear-inducing passages in Bunin. These are the most brilliant moments in his prose. Sometimes
sentimental” Ibid., ibid., p. 315.
401 “Before | die, | still want to visit a the few ones that are truly dear to me — among those I've translated:
Bunin, Yesenin...” Ibid., ibid., p. 366.
402 “Bunin has become for me a symbol, a life-defining encounter, prose—a dream of something | knew in my
youth, something infinitely close and dear to me, something without which | would not want to depart.” Ibid.,
ibid., p. 751.
403 “Another of those "coincidences" that have spoken to me, reaching out to me since childhood. Do the
dead speak to us through these hidden signs, revealed only to our consciousness? Bunin considered this
story his favorite of everything he ever wrote.” Ibid., ibid., p. 263.
404 “Mandelstam's poem "Midnight in Moscow. Luxurious Buddhist summer..." was written on the day | was
born—June 4, 1931.” Ibid., ibid., p. 516.
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Another significant literary alter ego for Zabrana during this period was the Chilean
poet Nicanor Parra. Zabrana found a striking resonance between himself and Parra,
describing the connection as if he had discovered his own double: “Zadny cizi basnik mé
v poslednich deseti letech «neoslovil» tak pfimo a naléhavé jako Nicanor Parra [...] Od
chvile, kdy jsem ho prvné cCetl [...] mél jsem pocit, Ze jsem snad nikdy u nikoho nenasel
vyjadrenou nauzeu ze skuteénosti v takové analogii ke své viastni”.#%® This profound
sense of identification with Parra’s poetic sensibility astonished Zabrana, leading him to
reflect on their shared worldview and artistic expression.

In a journal entry, Zabrana elaborates on the extraordinary nature of this

connection:

Clovék, ktery &te poezii, setka se, jak se &as vrsi, s basniky, ktefi jsou mu bliz nez jini. Takovych
setkani jsem zazil v Zivoté mnoho. Moje setkani s Nicanorem Parrou bylo ale UpIné jiné, mimoradné
od prvniho pohledu. Se stejnou intenzitou uhranuti, jakou jsem znal z mladi, kdyz jsem v davu tél a
tvafi zahlédl na plovarné jedno télo a jednu tvar [...] Jako kdybych Zil j4 — JA SAM — jesté jednou,
zaroven na jiném misté na svété — jako by kazdy Parr(iv ver$ byl pro mne ver§em ze sna, mym
verSe, mym vlastnim, ktery jsem uz kdysi napsal, o kterém se mi zdalo, Ze uz jsem jej nékdy napsal

[...] dokazu promluvit cesky za svého dvojnika?406

Zabrana recognized in Parra a mirror of himself, a counterpart born in another
country. In the author’s words, they shared a similar nausea towards really, which we said,
at least in Zabrana'’s case, was triggered by the appalling present he was living in. This
profound kinship with Parra, while deeply enriching on a personal level, would make him
an unlikely subject for inclusion in one of Zabrana’s so-called “genetic dossiers.” The
rationale is clear: Parra was so aligned with Zabrana’s own poetic ethos that their
relationship would not offer much insight into Zabrana’s literary evolution through external
influences. However, Zabrana’s connection with Parra provides a unique lens for
understanding his poetics during this phase. For instance, in a 1976 journal entry, Zabrana

notes that Parra was one of several writers who employed a compositional principle similar

405 “No foreign poet in the last ten years has ‘spoken’ to me as directly and urgently as Nicanor Parra [...]
From the moment I first read him [...] | felt as though | had never encountered anyone who expressed a
nausea toward reality so analogous to my own.” Zabrana, Jan, Cely Zivot, op. cit., p. 396.
408 “A person who reads poetry will, as time accumulates, encounter poets who feel closer to them than
others. | have experienced many such encounters in my life. But my meeting with Nicanor Parra was entirely
different, extraordinary from the very first moment. It struck me with the same intensity of enchantment | had
known in my youth, like seeing a single face and body in a crowd at the swimming pool that held my gaze
above all others. It was as though |I—I myself—were living once more, simultaneously in another place in the
world. As if every one of Parra's verses was a verse from a dream, a verse of mine, my very own, one | had
already written, or dreamt that | had written before. Can | find the words in Czech to speak on behalf of my
doppelganger” Ibid., ibid., p. 418.
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to that of his own Havran. He writes: “V Nicanoru Parrovi nalezen dal$i z textu,
vznikajicich jakoby z analogické koncepce jako muj Havran. (Emergency Poems, baseri
Pastime.) Pripojit k pripravenym a excerpovanym textum z Eliota a Stevense (+1 ver§

z Ferlinghettiho: , To fuck is to love again®."*%". This note highlights Zabrana’s systematic
effort to identify authors who utilized a compositional principle based on the chain of
infinitive verbs, as he observed not only in Parra but also in poets like Ferlinghetti and
Mercerau: “Infinitivni slovesa — pozor, véc zajmu! — také v basni Mercerau v Capkové
Francouzské poezii. (nepfilis vyrazné)”.4°® Wallace Stevens also figures prominently in
Zabrana’s literary reflections, as the two poets shared a preoccupation with the fragility of
human existence and the illusory nature of the past. In a 1982 entry, Zabrana remarks:
“denom vzduch, ktery dychame v mladi, v kterém vidime vSechno kolem sebe v mladi, je
vzduch vécnosti. Po Ctyficitce uz vdechujeme jen vzduch nicoty, vidime v§echno
obklopené vzduchem nicoty. Presné to, jak je to v té Stevensové basni, kterou jsem pfed
lety prekladal: To je jen iluze, Ze jsme kdy byli naZivu”.*%° This reflection underscores
Zabrana’s philosophical affinity with Stevens and his deep engagement with the themes of
transience and existential void.

Zabrana held Andrei Platonov’s work in high regard, viewing it as possessing a
literary potency comparable to that of Franz Kafka. In one journal entry, he reveals his
decision to translate a short novel by Platonov as a substitute for Kafka, whose works
were banned at the time.*1° What captivated Zabrana most about Platonov was his

distinctive writing style, which he described with great admiration:

Platonovova véta je nesena jeho dechem a okamzitym stavem myslenky: Zdanlivé ,nedotazené*, polo
banalni formulacem, nékdy stale opakovani jednoho slova, klouzani po okraji fraze — to vSe tvofi jeho

styl, ktery nékdy naopak dokaze zachytiti a uvést do hry leccos jinak nezachytitelného, postihnout

407 “In Nicanor Parra, | found yet another example of texts arising from an analogous conception to my
Havran. (See Emergency Poems, the poem Pastime.) Add this to the prepared excerpts from Eliot and
Stevens (+1 verse from Ferlinghetti: “To fuck is to love again.’)” Ibid., ibid., p. 425.
408 “Only the air we breathe in youth, the air in which we see everything around us during youth, is the air of
eternity. After forty, we inhale only the air of nothingness, seeing everything surrounded by the atmosphere of
nothingness. Exactly as it is in that Stevens poem | translated years ago: ‘It is only an illusion that we were
ever alive.” Ibid., ibid., p. 643.
409 “Only the air we breathe in our youth, the air through which we see everything around us in our youth, is
the air of eternity. After forty, we breathe only the air of nothingness; we see everything surrounded by the air
of nothingness. It's exactly as it is in that poem by Stevens that | translated years ago: it is merely an illusion
that we were ever truly alive.” Zabrana, Jan, Cely Zivot, op. cit. p. 865.
410 “When they banned Kafka, they will have Platonov—his novella The Dung Wind, which, in its
phantasmagoria and constant oscillation between approaching and retreating from concrete analogies, is
just as horrifying, perhaps even more so... And beyond that... And always... Even if it continues until death
without any tangible result” Ibid., ibid, p. 252.

200



nepostizitelné. Nejlépe to, myslim, zatim formuloval kritik, ktery napsal, Ze v prézach Andreje

Platonova je jazyk v pfedanalytickém stavu*t!

This description highlights the unique texture of Platonov’s prose, which Zabrana
found simultaneously raw and profound. The apparent simplicity of Platonov’s sentences
belied their ability to encapsulate deep philosophical and emotional truths, resonating with
Zabrana’s own aesthetic sensibilities. Zabrana recognized in Platonov a kindred spirit, a
writer who, like himself, sought to explore the ineffable dimensions of human experience
through language.

Zabrana’s engagement with Platonov also sheds light on his broader literary strategy. By
choosing to translate Platonov, Zabrana not only circumvented the restrictions imposed on
Kafka’s work but also enriched his own literary practice. Translating Platonov allowed him
to immerse himself in a style that mirrored his own tendencies toward repetition and the
use of deceptively simple expressions to convey complex ideas.

Despite his connections to these various writers, it is Sylvia Plath who stands out as
the most compelling of Zabrana’s literary alter egos. Plath encapsulates the characteristics
Zabrana most valued and struggled with in his own work: a relentless interrogation of
existence, a haunting engagement with the self, and an acute awareness of life’'s inherent
fragility. As we explore in the final section of this dossier, Plath’s influence offers a key to
understanding the culmination of Zabrana’s poetic vision.

Sylvia Plath requires little introduction; she is one of the most significant poets of the
twentieth century. The feelings of tension and anxiety that she experienced throughout her
life are thematized in her poetry, especially in the posthumously published collection Ariel
(1965), which is the focus of our discussion here. This is deeply personal poetic work that
reflects and explores various aspects of the poet’s personality. This type of work is
commonly referred to as "confessional poetry," a style that emerged in the 1950s with figures
like Robert Lowell.*'? Plath’s poetry addresses her relationship with her father, her family,

her inclination toward death, and the death of love.

411 “Platonov's sentences are carried by his breath and the immediate state of his thought: seemingly
"unfinished," semi-banal formulations, sometimes the constant repetition of a single word, skimming the edge
of a phrase—all of this constitutes his style. This style, in turn, is capable of capturing and bringing into play
elements that would otherwise remain elusive, grasping the ungraspable. | believe this was best articulated
by a critic who wrote that in the prose of Andrei Platonov, language exists in a pre-analytical state.” Ibid.,
ibid., p. 253.
412 Molesworth, Charles, ,With Your Own Face On*: The Origins and Consequences of Confessional Poetry,
in: “Twentieth Century Literature”, May, 1976, Vol. 22, N° 2, pp. 163-178.
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Zabrana worked on translating Sylvia Plath’s poetry from 1967 until the end of his life
in 1984. Plath’s poetic voice resonated with him, which was a rare occurrence for Zabrana,
even among the many authors whose works he translated into Czech. As a translator,
Zabrana achieved an extraordinary level of understanding of the texts: to render them
faithfully, he needed to immerse himself in their structure and uncover the intricacies of their

composition and poetics:

nikdy knihu nepoznate tak dobfe, jako kdyz ji — slovo od slova — pfelozite, ponévadz pfi té praci ji de
facto rozpitvate, prokouknete do detail(, jak jsou stavéné véty, jak délané odstavce, jakou ma autor
slovni zasobu, jak promySlené a hluboké jsou dé&jové a psychologické spoje zajistujici textu

vérohodnost, originalitu, dlouhovékost.413

Although Zabrana claims not to identify with the authors he translates, he was drawn
to the strength of certain personalities. Sylvia Plath was one such figure; one might even
say she was his poetic alter ego. Through her poetically rendered experiences, Plath
becomes “a singular poet of the tragedy of her fate—a fate that is not merely the result of a
momentary crisis but a fundamental characteristic of her life.”*'4

In an essay dedicated to Plath’s work, Zabrana highlights the main features of her
poetics, rooted in her personal experiences, observing that her poetry is “predominantly
confessional, where she does not attempt to ‘process themes’ but instead writes herself,
expressing her destiny in the world that surrounded her“.#1®> Despite this, Zabrana insists he
did not fully identify with Plath as he did with other alter egos he has mentioned. Yet, it seems
that Plath’s world became in some way a part of his personality. He remarks: “Zapomnél
Jjsem mozna na Sylvii Plathovou, ale jeji sbirku Ariel jsem vic proZil a pochopil, dokazal ji do
sebe vstrebat - tam pocit sebeidentifikace s vypovédi chybél“.*18 In this case, it appears that
the extent to which Zabrana recognized himself in the words of his alter ego was less

significant than the sheer poetic force of Plath's work, which was so powerful and compelling

413 “You never truly understand a book as deeply as when you translate it—word by word—because in doing
so, you essentially dissect it. You uncover the details of how the sentences are constructed, how the
paragraphs are crafted, the breadth of the author's vocabulary, and the depth and thoughtfulness of the
narrative and psychological connections that ensure the text's credibility, originality, and longevity” Zabrana,
Jan, Potkat basnika uvahy a eseje, op. cit., p. 408.
414 Zdenék, Beran, Basnicka podstata Zabranovych prekladl z angloamerické literatury, in: Jan Zabrana,
basnik, prekladatel, ¢tenar, op. cit., s. 178.
415 Zabrana, Jan. Potkat basnika: Gvahy a eseje, op. cit., p. 342.
416 “| may have forgotten Sylvia Plath, but her collection Arie/ was something | experienced more deeply and
understood; | was able to absorb it. However, the sense of self-identification with her expression was
absent.” Zabrana, Jan, Cely Zivot, op. cit., p. 630.
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that it fostered a certain form of identification.*'” It is worth noting that this degree of
resonance may also have stemmed from shared existential and artistic traits between the
two writers. Tragedy, for example, was a fundamental aspect of both Plath’s and Zabrana’s
existence. Both may have felt the impossibility of escape, striving to articulate this in their
poetry—a necessity and urgency that can be perceived in their work. This affinity between
the two authors has been examined, for instance, by scholar Markéta Jansova, who focused
on gender identity in Plath's poetry. Jansova argues that the gender ambiguity in Plath’s
poetry—partly due to the morphological characteristics of the English language—could offer

the translator a degree of choice in selecting gender during the process of translation:

Basné Sylvie Plathové jsou ¢asto psany tak, Ze neni jisté, ,kdo ke komu mluvi“, ,kdo komu co déla“.
Miuvéi (,the speaker®), identita autorského promlouvajiciho subjektu, se v jejich basnich formuje od
sloky ke sloce, nékdy od verSe k verSi. Tato nejednoznacnost se netyka jen rodu, jde i o Cislo, hru s

dvojim vyznamem slov ¢i o dvojznaéné syntaktické struktury.418

The author continues the analysis by presenting two examples of Zabrana’s
translations in which he chooses to use the masculine form, thereby disrupting the ambiguity
inherent in English morphology. What is more surprising, as Jansova argues, is Zabrana'’s
decision to translate the title of the poem The Munich Mannequins with the masculine

Mnichovs$ti manekyni (Munich Male Mannequins):

V originalu sice neni jejich muZska nebo Zenska identita explicitné vyjadiena, avdak domnivam se, Ze
fada obsahovych indikator(i odkazuje v tomto pfipadé na Zeny. Baser zacina jednim z nejcitovanéjSich
uvodnich verSu Sylvie Plathové: Dokonalost je strasna, nemlze mit déti. Tento ver$ se vztahuje k

zenam, zenskému télu.419

But what do these alter egos created by Zabrana have in common with Plath, given

that she came from an entirely different cultural context? We have seen that Zabrana’s

417 Eva Zabranova na pfiklad tvrdi, v své knize vénované pamatce otce, Ze Sylvia Plathova byla mezi vSemi
Zenami, které za svého Zivota miloval, jeho ,bezkonkurenéni favoritkou“ a Ze mél ,jeji malou rozmlZzenou
fotku nalepenou na knihovni€ce nad stolem” Zabranova, Eva, Flashky, Torst, Praha 2014, p. 63.
418 “The poems of Sylvia Plath are often written in a way that leaves it uncertain "who is speaking to whom"
or "who is doing what to whom." The speaker, the identity of the authorial voice, takes shape stanza by
stanza, sometimes even line by line. This ambiguity extends beyond gender to include number, plays on
double meanings of words, and ambiguous syntactic structures.” Jansova, Markéta, Genderova identita
v poezii americké basnirky Sylvie Plathové a v ¢eskych prekladech, in: Heczkova, LibuSe a kol. (eds.),
Vztahy-jazyky-téla., FHS, Praha 2007, p. 1.
419 “In the original, their masculine or feminine identity is not explicitly expressed; however, | believe that
numerous contextual indicators in this case point to women. The poem begins with one of Sylvia Plath's
most quoted opening lines: Perfection is terrible, it cannot have children. This line relates to women and the
female body.” Jansova, Markéta, Genderova identita v poezii americké basnirky Sylvie Plathové a v ¢eskych
pfekladech, op. cit., p. 2.
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affinity with the various authors he translated stemmed from different aspects: shared life
circumstances (Pasternak, Mandelstam), mystical attraction (Bunin), or self-identification
through the words of the poet (Yesenin, Parra). The themes addressed in the poem The
Munich Mannequins seemingly have nothing to do with Zabrana, as Jansova claims,
because they pertain to the condition of women. However, is it possible that Zabrana felt
similarly—like a puppet manipulated by external hostile forces? This proposed identification
would indicate how closely Zabrana related to Plath’s sensibilities, despite the gender and
life differences between them. The painful absurdity they both carried within them was the
same. Considering how Zabrana describes his existential situation in his diaries, we can
identify the basis of this kinship. The image of the puppet appears repeatedly in Zabrana’s
journal entries. For example, in a 1948 entry, he writes: “Néjak to skonci, vSechno musi
néjak skoncit. Nékdo se mnou zahraje a dohraje muj Zivot. Jako se hraje s loutkou”.*?° The
motif of the marionette, linked to the theme of the unfree individual, appeared several other

times throughout the diaries, as we have previously seen:

Manekyny nosi na holém téle fetizek (pevné obepjaty). Jakmile se jim zaCne zafezavat, pfestanou jist,

a naopak, jakmile je volny, prestanou se o dietu starat.#2!
V mistnosti byla zhu$téna atmosféra tupé blbosti, jako kdyz se pét manekynek sejde...4%?

To pfinasi velka pocit rozkoSe — korumpovat lidi. Jsou jak loutky na jednoduchych dratkach své

ziskuchtivosti, lacnosti, nefestnosti.423

Pfipadali mi jako figuriny loutkového divadla, za néZ jiny hovofi a jedna, hnévivé bez hnévu, radostné

bez radosti.424

hrat loutkové divadlo se sackem ¢aje na nitce*?®

This inexplicable predestination, which strips individuals of the ability to choose their

fate and appears absurd to the author, evokes in Zabrana a profound sense of anxiety. This

420 “Somehow it will end; everything must end somehow. Someone will play out my life with me, and finish i,
just as one plays with a puppet. ” Zabrana, Jan, Cely Zivot, op.cit., p. 84.
421 “Mannequins wear a chain (tightly fitted) on their bare skin. As soon as it starts to break, they stop eating;
conversely, as soon as it becomes loose, they stop caring about their diet.” Ibid., ibid., p. 297.
422 “The room had a dense atmosphere of dull stupidity, like when five mannequins gather together...” Ibid.,
ibid., p. 239.
423 “There’s a great sense of pleasure in corrupting people. They are like puppets on simple strings of their
greed, gluttony, and vice.” Ibid., ibid., p. 868.
424 “They seemed to me like figurines in a puppet theater, speaking and acting through someone else—
angrily without anger, joyfully without joy.” Ibid., ibid., p. 873.
425 “Playing puppet theater with a tea bag on a string.” Zabrana, Jan, Cely Zivot, op.cit., p. 386.
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feeling, | believe, draws him closer to Sylvia Plath. While in Zabrana’s case, this sense of
entrapment relates to God—the supreme being who decides on behalf of all—for Sylvia
Plath, this anxiety can be attributed to the position of women in the society of her time.
Scholars of her work suggest that her sense of isolation might also have been caused by

the premature loss of her father:

Most critics attribute this sense of alienation and depression in Plath to her troubled childhood,
particularly the premature death of her father in 1940, which left her with a deep sense of abandonment
and fear of losing people. It is evident that her young life was plagued by an acute sense of anxiety and

suffering. Feelings of anger, betrayal, and hatred, as well as the fear of loss, never left Plath's mind.426

Similarly, Zabrana experienced the loss of his parents early in life, which instilled in
him anger and distrust toward the world around him. Broadly speaking, while Sylvia Plath
was not persecuted by a political regime, she suffered because of her societal role as a

woman and mother, a role to which she felt predestined.

426 Ghasemi, Parvin; Violence, rage and self-hurt in Sylvia Plath’s poetry, in: CLA Journal, MARCH 2008, Vol.
51, No. 3 (MARCH 2008), p. 285.
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Zabrana and Plath

“Den ze dne chce spachat sebevraZzdu a pofad si kupuje nové Saty.
(Esther v romanu Sylvie Plathové The Bell Jar) 4%

The collection Ariel was published posthumously in 1965. Zabrana's Czech
translation of the collection appeared in 1984. However, as his diaries reveal—and as
previously mentioned—he had actually been working on these translations for nearly twenty
years, beginning in 1967.4%® he title of the collection could refer to a variety of elements, but
it is, in fact, a testament to the author’s first encounter with death: ,pro ni Ariel bylo jméno
koné, na kterém chodivala jezdit a ktery ji jednou shodil a zranil, pfiblizil k smrti, jak o tom
piSe ve stejnojmenné basni, po niz dostala sbirka nazev“.#?° Death can, therefore, be
considered one of the central themes of the collection. The helplessness of life, as well as
the process of aging and physical decay heralding imminent death, are frequently
thematized in Zabrana’s diaries.**® The atmosphere of Ariel likely held deep personal
significance for him, resonating with his own experiences and emotions.

We know that Zabrana translated certain authors with the intent of introducing something
innovative to Czech literary culture, with the hope of positively transforming it.43! Moreover,
as Petr Onufer’s editorial note to the third edition of Ariel/ (2017) confirms, Zabrana had
access to the 1966 American edition of the collection, which included three additional poems

compared to the first British edition (Lesbos, Mary’s Song, and The Swarm).*3? What

427 “Day by day, she wants to commit suicide, and yet she keeps buying new dresses.

(Esther in Sylvia Plath's novel The Bell Jar)’ Zabrana, Jan, Cely Zivot, op.cit., p. 631.

428 “April 21, 1983. | completed the translation of Sylvia Plath's Arie/—10:05 in the morning. A task | thought |

might never conquer, a task | began in 1967!” Ibid., ibid., p. 933.

429 Zabrana, Jan. Potkat basnika: tvahy a eseje., op. cit., p. 346.

430 “potkavat starce s vystavnimi hlavami, tvafici se, jako by nebyl ¢as, nebyla smrt” Ibid., ibid., 213.

431 “The translator can preserve the national peculiarities of a work to a greater or lesser extent depending on

the level of familiarity with the foreign culture they can assume in their reader. At the same time, however, the

translator has the opportunity to educate the reader towards a better understanding of foreign literature. (...)

The translator can even, depending on the needs of the historical situation, deliberately influence the

rapprochement or distancing of two cultures.” Levy, Jifi, Uméni pfekladu, op. cit., p. 97-98.

432 Onufer, Petr, Edicni poznamka in: Plathova, Sylvia, Ariel, pfelozil Jan Zabrana, Argo, Praha 2017, p. 121.
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translation opportunities did Zabrana have under the conditions of a totalitarian regime? By
the 1980s, he was able to use his name as a “cover” to support the publication of translations
by other politically undesirable translators.*33 his suggests that Zabrana held an officially
recognized status as a translator during that period, allowing him to influence publishers in
their selection of texts for translation.*** his influence may explain why Plath’s collection was
accepted for publication. Zabrana’s translations needed to achieve a high level of artistic
quality, adhering to the standard of artistry defined by Jifi Levy—that is, they had to be
sufficiently reworked to exert a positive influence on the core of Czechoslovak cultural
semiotsphere.*3

The analysis will use specific segments of the translation and the original text, as
additions or omissions in translation become more apparent through paired comparison
(coupled pairs).43¢
In the opening poem of the collection, Morning Song (Jitrni piseri), we immediately

encounter instances of aesthetic excesses in the first stanza:

Love set you going like a fat gold watch.
The midwife slapped your footsoles, and your bald cry

Took its place among the elements.

Laska té natahla, jak tlusté zlaté hodinky
porodni baba popleskala po patach a tv(j lysy kfik

si uzurpoval misto mezi zivly.*3"

We can observe here that, compared to the original, where the integration among the
elements is relatively neutral, this image in Zabrana's interpretation transforms: it becomes
harsher and more brutal than what is expressed by Plath. He adds a nuance that could be

described as political, as the verb usurp is semantically linked to seizing a throne—almost

433 \Wogerbauer, Michael; Samal, Petr, V obecném zajmu, |l. svazek, Nakladatelstvi Akademia, Praha 2015,
s. 1110.
434 “\/ sazbé byl v Odeonu dalsi svazek jeho Vybranych spisu [...] k némuz jsem loni na podzim v ramci
editorskych povinnosti psal doslov uréeny jen k tomu, aby knihu «zastitil», aby se text dostal k ¢tenéfi.”
Zabrana, Jan, Cely Zivot, op. cit., p. 276.
435 “In times of oppression, it is more valuable and significant to translate the works of writers who lived in
freedom, who were able to write and publish freely, than to create original works. [...] Literature that is
preemptively resigned to censorship and calculates its presence in advance is dead, forever condemned to
death before it has even written its first sentence. Indeed, if one cannot write freely, it is better (if one wishes
to publish) to translate and release the works of those who had the privilege of writing in freedom.” Ibid.,
ibid., p. 458.
436 Toury, Gideon, Description Translation Studies and Beyond, op. cit., p. 124.
437 The Czech translations of the poems by Zabrana are drawn from the following volume: Plathova, Sylvia,
Ariel, Argo, Praha 2017. The English original version of the poems is taken from: Plath, Sylvia, Ariel, Faber
and Faber, London, 1968.
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as if the child were violently taking the mother's life. The image of the newborn, which
becomes a significant part of the parents' lives, is depicted by Zabrana in a more pronounced
way. Why might he have chosen such an approach? It seems that this choice of verb is not
motivated by phonetic considerations. One of Zabrana's most frequently employed
translation strategies is his effort to reconstruct as faithfully as possible the charm of the
original text in Czech so that it resonates naturally with Czech readers. Yet here, the solution
does not align with the original; rather, it diverges. Such a political reading of Morning Song
is amplified by the second stanza, where the original verse acquires a similar tone in

translation:

Shadows our safety. We stand round blankly as walls/ Spehuje nasi obezretnost. Stojime kolem

bledi jako stény. (Jitfni pisen, 2° stanza)

Additionally, the phrase pale as walls, unlike in the original, takes on an
emotional undertone and becomes more intense, as in Czech it is commonly
associated with fear. Furthermore, the expression draws attention to itself acoustically
due to the rhyme, which is absent in the original. In both cases, this reflects a
phenomenon of aesthetic excess, which we previously referred to as emotional
intensification. By this term, we aim to capture the aesthetic excesses in Zabrana's
translations, where poetic images become more concrete compared to those found in
Sylvia Plath’s original poems. Other examples can also be cited in which Zabrana opts
to replace certain abstract images with more specific ones, thereby giving the poem a

new and more tangible visual quality:

Is it the sea you hear in me, its dissatisfactions?/ je to more, co sly$i§ ve mné, jeho podrazdéné

reptani (Jilm mluvi, 2° stanza)
Grey birds obsess my heart/ Sedi ptaci jsou Farie mého srdce (Mariina pisefi, 5° stanza)
It is the noise that appals me most of all/ nejvic mé dési to reptani (Pfivezli ul, 4° stanza)

Or shall i bring you the sound of poisons?/ nebo ti mam pfinést Suméni jedt? (Jilm mluvi, 5°

stanza)
Stasis in the darkness/ Zatrnout. Strnout ve tmé. (Ariel, 1° stanza)

Why am | given/ pro¢ mné byly dany (No¢ni tance, 11° stanza)
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The noteworthy aspect here is the fact that Zabrana is compelled to re-translate and
thus internalize the texts, which gives them his unique imprint. The sense of dissatisfaction
and anxiety is more pronounced in Zabrana’s work than in Plath’s, where her pessimistic
stance towards the world manifests in a different way. While Zabrana's expression of this
element carries an impatient, almost irritated tone that fills his poetic-prose images with
anger, Plath’s approach often leans toward passivity and resignation. The most striking
example is the phrase “zatrnout, strnout” (to shudder, to freeze), which in Zabrana’s
translation adds an additional layer of meaning compared to the original. This is very similar
to the chains of infinitive verbs that Zabrana frequently employs in both his poetry and his
diaries.*3® This phenomenon recurs in other instances, such as in the line “why am I given,”
where Zabrana emphasizes the personal pronoun “mné” (to me) with italics, which is absent
in the original. Although this choice aligns with English conventions of emphasizing by

“l”

repositioning the pronoun “I” before the verb “to be” (am), Zabrana’s use of italics is also a

recurring feature in his original poetry.#3® Thus, it could be seen as evidence of his stylistic
influence permeating Plath’s poetry. On the morphological level, static imagery in Plath’s
work often transforms into dynamic scenes in Zabrana’s interpretations. This is evident in

multiple poems:

And | a smiling woman/a ja se zménim v tu Zenu, ktera se sméje (Lady Lazarus,
7° stanza)

Whose side are they on?/ za koho se jdou bit? (Riznuti, 6° stanza)

There is a green in the air/ Néjakou zeleri citim vzduchem vat (Listopadovy dopis,
2° stanza)

| am learning peacefulness/uéim se vnimat klid a mir (Tulipany, 1° stanza)
And | am aware of my heart/a pojednou vim, Ze mam srdce (Tulipany, 9° stanza)

Then that red plush /vyhrknul rudy ple$ (Riznuti, 2° stanza)

438 “trnout, zalykat se v reji kmotrt, $akal(, motylkd, francouzskych milenek, ptlno¢nich kovboju, klosetklost,
efelvéki, Safafik(”. Zabrana, Jan, Cely Zivot, op. cit., p. 299.
439 “Vidi, co toho navafily [...] spélily jenom vafe¢ky” Zabrana, Jan, Stranky z deniku, Ceskoslovensky
spisovatel, Praha 1968, p. 34.
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However, it is essential to note the morphological differences between Czech
and English. English, as a nominal language, tends to describe external reality through
nominal constructions, whereas Czech, as a verbal language, frequently employs
verbal expressions.**° Even if this transformation is partially attributable to the specific
traits of Czech, Zabrana’s interpretation nonetheless alters the essence of Plath’s
poetic images. The stillness of her poetic world acquires a different character and

begins to tremble, as though it belonged to another author:

Centered on insatiable private needs, such a life is “stalled,” “stilled,” “stunned” - words used often
in the poetry - in chronic repetition. Existence seems to have meaning for Plath only when it either
confirms her vision of deadliness and death, or offers a momentary release from it, as with the
thrill of a cut finger; a child's cry at dawn; the sight of poppies in October or a rook in rainy weather.
Immobilized by her own psychic paralysis, she resists the spontaneous impulse towards action

or perception that could allow her a larger and more objective view of the outer world.44

The static world of Sylvia Plath, in Zabrana's translations, becomes more
dynamic; her voice often grows harsher as it names phenomena and emotions. These
phenomena are linked to what we have described as verbal dynamization.

Another phenomenon of aesthetic surplus is the concretization of poetic images.
In his translations, Zabrana conveys a greater semantic intensity that was not present
in the original poems. These changes are frequently tied to specific semantic spheres

that resonate closely with Zabrana's own poetics:

Of your small breath/ tvého kiehkého dechu (Noc&ni tance, 5° sloka)

Bit my pretty red heart in two/ kdo mi rozkiap krehké rudé srdce jako strep (Tato, 12° sloka)

It is the noise that appals me most of all/ nejvic mé dési to reptani (Pfivezli Ul, 4° sloka)

I do it so it feels like hell/ to umim tak, ze to pali, ze je to jak peklo vielé (Lady Lazarus, 15° sloka)

| turn and burn/ pali to jako plamen. (Lady Lazarus, 23° sloka)

440 Duskova, Libuse — Kalenska, Eva: Mluvnice soucasné anglictiny na pozadi ¢estiny, Academia,
Praha1994, s. 542. Nebo: Novakova, Eva: Nominalni tendence v anglictiné a jejich ¢eské ekvivalenty,

[online]. Filozoficka fakulta Univerzity Palackého v Olomouci, Katedra anglistiky a amerikanistiky, Olomouc

2012, p. 12.

441 McClave, Heather, Sylvia Plath: Troubled Bones. New England Review (1978-1982), 1980, €. 3, p. 447-

465.
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Snags and eddies round a sunken rust-red engine/ kdyz se ve virech tfisti o motor na dné,

sezrany rudou rzi (Tulipany, 8° sloka)

If you only knew how the veils were killing my days/Kdybys tusil, jak mi ty zavoje znechucovaly

den za dnem (Darek k narozeninam, 19° sloka)

The ovens glowed like heavens, incandescent/salaly pece jak nebesa rozpalena dobéla. (Mariina

pisen, 6° sloka)

It becomes evident that such concretizations are often associated with specific
notions: fragility,**? bitterness,*** and physical and psychological degradation.*** We
also observe the element of fire, which is often intensified or concretized and serves
as a recurring symbolic obsession in Zabrana’s diaries.**> As has been mentioned,
these tendencies have been observed by other scholars as well. In addition to Jansova,
Vanda Obdrzalkova, in her study on Zabrana’s translations in the anthology Modern
English Poetry (1964), also noted the tendency toward “appropriation” in Zabrana’s

translational approach:

Pokud bych méla na zakladé analyzovaného materialu definovat obecné&jSi rysy Zabranovy
prekladatelské prace, je tfeba v prvni fadé fFici, ze se vzdy snazil, pokud mozno, pfesné
interpretovat vyznam basné jako celku. Tento pfistup na jednu stranu umozhuje dosahnout
vysledku, ktery je pro &tenafe srozumitelny a pfirozeny, ale zaroven s sebou nese néktera uskali
[...] Druhé uskali pak pfedstavuje fakt, Ze Zabrana méa v nékterych pfipadech tendenci vykladat
si pfekladané texty ,po svém® a snad do nich i vkladat vlastni mySlenky a postoje, ackoli pfesnou
hranici mezi ,neporozuménim“ a védomym zdGraznénim jednoho z moznych vyznamu neni vzdy

snadné urdit.446

442 “ty kirehké, jemné, stihlé, krasné staré americké damy”. Zabrana, Jan, Cely Zivot, op. cit., p. 233.
443 “[...] JenZe pro mé to je horké, pro mé to je porad tak horké jako ten den, kdy hofeli. A nikdy to pro mne
ani o chlup min horké nebude]...]". Ibid., ibid., p. 297.
444 “[...] Srdce se scvrkava a napina cely zivot, ale nyni se otfasa jesté druhym pulzem, jako vysazeno do
vétrné plané. Nase srdce je ofech v louskacku, jesté klade odpor. Brzo praskne. [...]“, p. 162.
445 References to the element of fire are virtually everywhere in Zabrana's versions of poems found in his
diaries: “[...] Pfiklada$ mé do svych kamen./ A ¢eka$ plamen. Amen. Amen. Amen. [...]" Zabrana, Jan, Cely
Zivot, op. cit, p. 223.
446 “If | were to define the broader characteristics of Zabrana's translation work based on the analyzed
material, it must first be said that he always strove, as much as possible, to accurately interpret the meaning
of the poem as a whole. On the one hand, this approach enables a result that is understandable and natural
for the reader, but on the other hand, it carries certain challenges. [...] A second challenge lies in the fact that
Zabrana, in some cases, tends to interpret the translated texts 'in his own way' and perhaps even to insert
his own thoughts and attitudes into them. However, determining the precise boundary between
'misunderstanding’ and a deliberate emphasis on one of the possible meanings is not always easy”
Obdrzalkova, Vanda. Pfeklady v antologii Moderni anglicka poezie, in: Jan Zabrana, basnik, prekladatel,
Ctenar, op. cit., p. 181-183.
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Similarly, Petr Elia$ observed this stylistic crossing of boundaries between translator
and author. In Zabrana’s translations “se setkavame s dil¢imi posuny v expresivité. Jedna
se VvétSinou o pfipady, kdy Zabrana pomérné bezpfiznakovy vyraz nahrazuje
expresivnéjsim. Velmi ¢asto pritom voli nejrtiznéjsi souslovi ¢i frazémy (jsou v tahu, poslat
k ¢ertu apod.). Zesileni expresivity tedy neni cilem, ale spise vedlejSim efektem snahy o
idiomaticnost”. 447

If we were to evaluate the position occupied by all of Zabrana's translations analyzed
across the various dossiers, we could assert that his work demonstrates a nuanced interplay
between two poles defined by Toury's distinction: acceptability (i.e., the adaptation of the
source text to align with the norms of the target culture) and adequacy (i.e., the preservation
of the source text's integrity without incorporating elements from the target culture).
Zabrana's approach is characterized by a deliberate effort to mediate between these poles,
reflecting both an intent to adapt the text to the expectations of the Czech cultural context
and a commitment to infuse it with his own aesthetic sensibilities.**® This duality is
particularly evident in instances where Zabrana introduces elements of aesthetic
amplification that exceed the source text's original intent. Such embellishments often align
closely with his personal poetics and emotional sensibilities. For example, recurring motifs
like heat, fire, and other related imagery, which we have identified in several of his
translations, reveal not only his interpretive choices but also his inclination to render the text
in a way that resonates with his subjective creative vision. These interventions underscore
a tension between fidelity to the source and an active re-creation of the text that reflects
Zabrana’s individual artistic criteria, suggesting that his translations serve as a site where

his personal poetics and the source material converge.

447 “\We encounter partial shifts in expressivity. These are typically cases where Zabrana replaces relatively
neutral expressions with more expressive ones. Often, he chooses various idiomatic phrases or
colloquialisms (e.g., jsou v tahu’ [they are done for], ‘poslat k ¢ertu’ [to hell with it], etc.). The intensification
of expressivity, then, is not a goal in itself but rather a byproduct of his effort to achieve idiomaticity” Elias,
Petr. Jan Zabrana — prekladatel a basnik: inspirace beatnickou poezii a jeji preklady [online]. Diplomova
prace. Filozoficka fakulta Karlovy univerzity, Ustav translatologie, Praha 2022, p. 73.
448 “In the various things | worked on, | always 'wove in' something: something personal, a memory of a
friend, and so on” Zabrana, Jan, Cely Zivot, op. cit., p. 458.
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Conclusion

“Zijeme v dobé, kdy je ¢lovék celé desetileti nucen
predstirat, Ze neni basnik, Ze ani ve snu nepomysSli na
to, aby se jim stal, nebo Ze uZ na to aspori davno
prestal pomyslet — kdy musi vSechno tohle pfedstirat,
aby jim mohl byt"44°

After analyzing the evolution of Jan Zabrana’s writing style across four distinct
periods as documented in his diaries, several conclusions emerge. The poetics and literary
style of this Czech poet stand out as profoundly intertwined with the cultural and historical
circumstances in which he lived. Zabrana’s work reflects the profound impact of the
Communist regime on his personal and artistic life, tracing a trajectory from the romantic
idealism of his early years to a stark and uncompromising realism shaped by trauma and
persecution. His early love for nature and the idyllic visions of his youth were irrevocably
altered by the political realities of the era, transforming his poetic paradise into a grim
depiction of an unyielding and oppressive world.

One of Zabrana’s defining characteristics as a writer was his extraordinary erudition,
cultivated from an early age. His extensive engagement with a wide range of literary
traditions provided him with the tools to master diverse formal devices and to approach
poetry with a meticulous attention to form. This passion for literature and its structures
informed his poetics, even as his thematic concerns shifted toward the harsh realities of
life under a totalitarian regime. Despite the increasing realism in his content during the
1950s and 1960s, the formal architecture of his works remained a cornerstone of his
artistry.

The diary form, central to Zabrana’s personal and creative life, shaped not only his
perception of time but also his poetic structures. His poetics, as influenced by the diary

format, operated on multiple temporal layers. First, there is a focus on the present—a

449 “We live in a time when a person is forced for decades to pretend that they are not a poet, that they do
not even dream of becoming one, or that they have long since abandoned such thoughts—all this pretense,
just so they can actually be a poet” Zabrana, Jan, Cely Zivot, op. cit, p. 866.
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present that Zabrana sought to capture in all its transience. This is evident in his use of
formal devices such as chains of infinitive verbs, which reflect his intent to distil fleeting
moments into poetic form. These moments, however, were often imbued with a poignant
sense of loss, as they represented fragments of a life stripped of meaning and vibrancy by
the Communist regime. In this desolate present, Zabrana found solace only in his
imagined dialogue with the dead—writers and individuals who shared a fate similar to his
own.

Zabrana’s work is also deeply oriented toward the past, particularly the past of his
youth, which he viewed as a lost paradise. Nostalgia for this irretrievable time pervades his
writing, often symbolized by the image of fire, a recurring motif representing both the
warmth of memory and the pain of its absence. One of Zabrana’s central aims as a writer
was to preserve these memories, to shield them from the erasure imposed by the regime
and to maintain their vitality as a source of personal and cultural identity.

Equally significant is Zabrana’s orientation toward the future. His evocation of the
past is not solely an act of personal preservation but also a deliberate attempt to bear
witness to the atrocities of his time. He viewed writing as a moral act, a means of ensuring
that the crimes of the regime would not be forgotten. By preserving these truths, Zabrana
sought to create a bridge to future generations, offering them a testimony of resilience and
warning against the repetition of such horrors. This forward-looking dimension is evident in
the rhetorical questions that often punctuate his work, suggesting an implicit dialogue with
a broader, imagined audience. For Zabrana, the role of the writer was fundamentally
ethical: to state the truth with clarity and conviction.

Zabrana’s poetics thus emerge as a product of captivity—both physical and
intellectual—that encompasses all dimensions of time. His work is an alternative history, a
monument to the individual, and an intricate intertextual network that underscores the
permeability of literary traditions. As a translator, Zabrana absorbed and reinterpreted the
voices of other writers, incorporating their influences into his own poetic framework. This
interplay between translation and original work further enriched his poetics, situating him at
the threshold of multiple dimensions: private and public, past and future, individual and
collective.

In conclusion, Zabrana was a poet of liminality, operating at the intersections of
various spheres and temporalities. His work reflects a profound engagement with the
complexities of human experience, shaped by the historical forces of his time and the

literary traditions he so deeply admired. This unique position renders him a poet of
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exceptional depth and significance, whose voice resonates far beyond the confines of his
immediate historical and cultural context. His writing stands as a testament to the enduring

power of art to resist oppression and to illuminate the human condition.
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