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The Diaries of Jindfich Honzl: 1912-1952

Eva Slaisova’

In the present decade, we can still find little-known or previously undisclosed archival
material, which has the potential to shed new light on historical periods and contribute
to a fuller image and better understanding of previous times. One such unique and
as-yet unexplored source are the diaries of Jindfich Honzl, a theatre and film director,
theoretician, and one of the leading figures of the Czech avant-garde movement.

Honzl’s estate, currently managed by his heirs, namely by Zita Skot'epovd Honzlovd,
includes about 40 diaries, kept by Honzl between the years 1912 and 1952; that is starting
in his youth up to almost his death.? The vast majority of Honzl’s notebooks exists only
in handwritten form; the only exception being two notebooks from the mid-1930s that
were transcribed by theatre scholar Milan Obst in the 1960s. The notebooks vary in their
form, extent, and scope. Entries range from brief records of important dates, including
appointments, meetings, rehearsals, and premieres, to lengthy reflections on Honzl’s per-
sonal life as well as the artistic, social, and political situation in Czechoslovakia.

The diaries from the 1910s mainly include excerpts from books Honzl was reading,
his own poetic attempts and records of his personal life: reflections on the events and
feelings of a young man. The diaries of the 1920s consist mostly of brief notes of dates
of meetings, rehearsals, premieres, lectures, etc. Sadly, these diaries do not provide an
extensive window into the artistic period of the 1920s, which saw the beginnings of the
avant-garde movement in Czechoslovakia (namely the activity of the Dévetsil [Butter-
bur] group, and the Osvobozené divadlo [Liberated Theatre], in both of which Honzl
participated).

1 Eva Slaisovd received her Master’s degree in Czech Language and Literature and Ethnology from
Masaryk University, Brno, in 2005. In 2013, she completed her doctoral degree in Czech Studies at the
Department of Slavic Languages and Literatures at the University of Toronto, Canada. Her dissertation The
Semiotic Games of Voskovec and Werich’s Liberated Theatre focuses on Czech experimental theatre of the 1920s
and 1930s in relation to European theatre of that time and the theories of the Prague School. Since finishing
her PhD studies, she has completed a post-doctoral research fellowship at the University of Strasbourg, and
collaborated with the Department of Theatre Studies, Masaryk University, on the research project ‘Czech
Structuralist Thought on Theatre’. Between the years 2018-2021, she worked at the Department of Theatre
Studies, Charles University, Prague, where she conducted her research on “Primitive” and Folk Art in Czech
Avant-garde Theatre’. Currently she teaches at a private school and works as an independent scholar. Email:
slaisovaeva@seznam.cz.

2 The list of Honzl’s estate was made by Honzl’s wife, Marie Honzlova, in 1950-1960. In 2015, it was re-
organised by Andrea Jochmanova. The diaries are not listed either in the original or the revised list.
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The most remarkable notebooks are those from the 1930s. In this decade, Honzl
sometimes wrote two parallel kinds of records: he used one notebook to record impor-
tant dates and another to keep more extended reflections on various topics and areas
of his life. They contain records of his personal and family life, including family trips,
daily routines, and reflections on his relationships with his wife Marie and son Jan
(Jenda). They also include a miscellany of other notes, for example the train schedule
to Re7, where Honzl’s family had a cottage; instructions for the preparation of fertilis-
ers and how to trim fruit trees; chess strategies, etc. These entries are juxtaposed with
Honzl’s more personal reflections on social, political, cultural, and artistic aspects of
his life, which I consider to be the most significant ones.

Many of Honzl’s entries from the 1930s are devoted, of course, to theatrical life. He
reflects on various events, including premieres and performances in Czechoslovakia
and abroad; visits and lectures of international theatre directors in Prague (e.g., Erwin
Piscator and Vselovod Meyerhold); and the work of his colleagues (e.g., E. F. Burian,
Jiti Frejka), among other topics. In addition, HonzI’s diaries include lengthy reflections
about his own work. He captures thoughts and uncertainties about his work and talent
and reflects on his role within artistic circles. He also documents his plans for theatri-
cal productions (including some that were produced and some that were not) and the
whole course of preparation for various shows for different Czech stages. Voskovec
and Werich’s Liberated Theatre, in which Honzl worked as the theatre director in the
1930s, receives particular emphasis. Honzl’s entries include reflections on the negotia-
tion process with theatre managers, signing contracts, the search for a script and its
transformation or even creation. He also describes difficulties with various playwrights,
stage designers, and actors, and provides positive and negative details from the rehears-
al process. Last but not least, he captures the changing social and political situation of
the 1930s, which affected the operation and repertoire of theatres. Honzl’s synopses
of Voskovec and Weich’s gags based on improvisation at the Liberated Theatre stand
out among these entries as unique and significant material. The following excerpt from
Honzl’s diaries captures the rehearsal process of Voskovec and Werich’s adaptation of
Eugene Labiche and Marc-Michel’s play The Italian Straw Hat, which had its premiere
on 27 February 1934.

Ctvrtek 1.11. 34

Rano zkousim Slamény klobouk. Prvni zkouska. Nebude z toho nic jiného nez vaudeville.
Protoze u V&W by rezisér mohl byt jen vynalezce gagl. Nejde o aranzma: ¢lovéka - nebo
rytmus scény - jde o smich. V&W chtéji své obecenstvo bavit; nic vic. Maji-li fasismus
latkou, je ten fasismus pro zabavu. Jak jsem fekl V&W svym humorem nikoho neponizuiji.
Ajde v tomto divadle konec koncl jen o penize. S Plachtou je tézko zkouset: u n&jje humor
jen to, co improvizuje. Vdechno ostatni: herectvi, to uz nemQze byt humorné, protoZe to
neni pro Plachtu dost spontanni. Véseni klobouku na zed aby spadl, kdyz mu to feknu, uz
to neudéla. A kdyz mu napovéda fekne vtip brnk/brnk! - uz ma zlost a zrovna to nefekne.
W. ma nevyclerpatelnou invenci. Jeho humor neni vtip, ale fantasie. Humorné priblizeni
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dvou skute¢nosti k sobé. Nonancourt chce do pokoje. W: Tam nemUzete jit. Je tam stado
slond a reje (meje) mi tam podlahu - Jindy: W: Tam nemdzete jit, jsou tam tancici dervisi,
maji na nohou kartace a tanci, lestice podlahu. A jindy: zamecnici, zednici atd. - W: Honzl
je v plavkach na nohou vysoké boty a revolver a reziruje Strach.”

[..]

Odpol. si pfipravuji SI. kl. V noci jdu do divadla. Feurestein déla vypravu. V. fika, Ze je to studené,
nemél vtip. Jedina vtipna dekorace byla ta krabic¢ka sirek, co méla znacit Prahu. A Feuer. malu-
je scénu. Mam uz toho malovaného pro vzdy dost. Bud' ,Malované” - a nebo stavénou scénu.
Ne jako Burian ze skla. Ale ze skute¢nosti. (HONZL 1934: 25-26)3

Thursday 1. 1I. 34

In the morning | am rehearsing the Straw Hat. The first rehearsal. It will be nothing but
vaudeville. Because with V&W, the director could only be a gag inventor. It's not about
the arrangement: the man - or the rhythm of the scene - it's about the laughter. V&W
want to entertain their audience: nothing more. If fascism is their subject, that fascism
is for entertainment. As | said, V&W are not denigrating anyone with their humour. And
it's all about the money in this theatre, after all. It's hard to rehearse with Plachta:*with
him, humour is just what he improvises. Everything else: acting, it can't be humorous
anymore because for Plachta it's not spontaneous enough. Hanging a hat on the wall,
so it falls dawn, when | tell him, he won't do it again. And when the prompter tells him
a joke brnk/ brnk! - he's already angry and doesn’t say it. W[erich]® has inexhaustible
invention. His humour is not a joke, but a fantasy. A humorous combination of two
realities. [The character of] Nonancourt wants to go to his room. W[erich]: You can't
go there. There's a herd of elephants in there and they're digging (mopping) my floor. -
Another time: W[erich]: You can't go in there, there are dancing dervishes; they have
brushes on their feet and they're dancing, polishing the floor. And other times: lock-
smiths, bricklayers, etc. - W[erich]: Honzl is in a bathing suit wearing high boots, hold-
ing a revolver, and directing Fear.®”

(-]

In the afternoon, | am preparing the Straw Hat. At night | am going to the theatre. Feuerstein’
is doing the set. V[oskovec] says it's cold; he didn't have a funny idea for it. The only funny
decoration was the matchbox that was supposed to stand for Prague. And Feuer[stein] is

3 All the excerpts published here were taken from Milan Obst’s typewritten copy of Honzl’s diaries and
were re-typed and translated by the author of this text.

4 Jindrich Plachta (1899-1952) was a popular Czech comic actor, who was casted in several roles in the
Liberated Theatre in the 1930s.

5 All the passages published here are kept in their original form; they were not edited. The only exception
is these insertions in the brackets to facilitate readers’ understanding.

6 Strach [Fear] is a surrealist play by Vitézslav Nezval written in 1930 and staged by Honzl in 1934 (prem.
11. 1. 1934).

7 Bedrich Feuerstein (1892-1936) was a Czech architect, painter, and scenographer who collaborated
with renowned Czech theatres, such as the National Theatre and the Liberated Theatre.
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painting the set. I've had enough of painting for one lifetime. It's either ‘Painted’ - or a set
being built. Not like Burian® made of glass. Rather of facts.

Another significant focus of HonzI’s entries is on his theoretical opinions and reflec-
tions on the concepts and ideas of theoreticians which he had been reading (e.g.,
texts by Henri Bergson, André Breton, Petr Bogatyrev, Sigmund Freud, Roman Jakob-
son, Maurice Maeterlinck, Jan Mukarovsky, Alexander Tairov, Voltaire, Otakar Zich, to
name a few) or discussing with someone (Bogatyrev, Mukarovsky, Karel Teige, etc.).
These range from brief notes to elaborate reflections; they reveal Honzl’s critical read-
ing processes and the development of his own theories. Unlike Honzl’s published stud-
ies, they are sometimes rendered in a less clear or comprehensible manner, and they
are often more open and critical.

20.1. (1934)

[...] Vecer jsem volal Mukafovskyho. Chtél jsem se dovédét néco o Strachu, ale nefekl mi
nic. Upozornil jen, Ze jsem si udélal o noc vic (hraci majf byt ve svétnici denni). A fikal, ze kri-
tika neporozuméla, Ze védechny osoby jsou hlavni. Protoze slouZi oslabovani thematu strachu,
zklamavani: typické: straznik, ktery vybéhne proti primarovi. A pak vykladal jen o sobé&, o svém
problému formalismu a Sklovského. Cte mi ¢lanek proti kritikéim formalismu a Sklovského; ne-
haji formalismus, ale strukturalismus. Proti psychologii, formalismu, sociologii. Rika, ze neni
tézko hajit Sklovského vétu: zajima mne kvalita a technika bavinéné latky, ale nezajimaji mne
poméry na bavinarském trhu. Muk: Pravé proto, Ze nas zajima technika, jakou je udélana latka,
pravé proto mne zajimaji pomeéry na bavinarském trhu. Mam strach, aby Nezval svym manife-
stem trochu nezddraznil neodvislost od funkce dila.

A vyklada o strukture literarniho dila a funkce: vztahu ke skute¢nosti [...] Postavime-li vedle
sebe dvé slova, libovolna na lexikalnim planu, spojenim jejich nezasahuje se bud'intencionalni
skute¢nost nebo se mlze zasdhnout napf. kamenny budik - neni to jesté véta - maze za-
sdhnout intencionalni skute¢nost: kamenny budik neni. Véta rozhodne o zasaZeni obou
skutecnosti.

Véda dosahuje transcendentalni skute¢nosti - proti intencionalni - nékdy musi svij soud
odvolat, ale to nerozhoduje o tomto zasazeni.

Uméni dosahuje intencionalni skute¢nosti, ale obraci se jako hacek zpét pred skutecnosti
transcendentalni.

[...] )

Myslim, Ze je to ptiklad mysleni blaznd. Cisté védecké mysleni, ma tu netprosnou logiku, ze
se docela podoba blaznivé absurdité. [...] (HONZL 1934: 9-10)

20.1.(1934)
[...] I called Mukafovsky tonight. | wanted to know about Fear, but he didn't tell me anything.
He only pointed out that | had made an extra night (players are supposed to be in the day

8 Emil Franti$ek Burian (1904-1959) was a Czech composer, musician, actor, poet, and one of the most
gifted Czech theatre directors, the founder of theatre D, one of the most experimental stages of the avant-
garde period.
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room). And he said that the critics did not understand that every character in the play is a pro-
tagonist. Because they serve to weaken the theme of fear, the letdown: typical: the police-
man who darts out against the chief physician.

And then he was just talking about himself, about his problem of formalism and Shklovsky. He
reads to me an article against the critics of Shklovsky's formalism; he defends not formalism
but structuralism. Against psychology, formalism, and sociology. He says that it is not dif-
ficult to defend Shklovsky's sentence: | am interested in the quality and technique of cotton
cloth, but I am not interested in the conditions of the cotton market. Muk[afovsky]: Precisely
because we are interested in the technique by which the cloth is made, precisely for that rea-
son | am interested in the conditions of the cotton market. I'm afraid that Nezval's manifesto
might slightly stress the independence of the work on the function.

And he expounds on the structure of a literary work and the function: the relation to reality. If
we put two words arbitrarily on the lexical level next to each other, by combining them, either
the intentional reality is not affected or it can be affected, e.g., a stone alarm clock - it is not
yet a sentence - the intentional reality can be affected: a stone alarm clock does not exist.
The sentence decides about impacting both realities.

Science reaches transcendental reality - against intentional reality - sometimes it has to re-
tract its judgement, but that does not decide the hit.

Art reaches the intentional reality but turns backwards like a hook from the transcendental
reality.

[...]

| think this is an example of the thinking of fools [how the fools think]. Purely scientific think-
ing has such an inexorable logic that is quite similar to crazy absurdity. [...]

Or elsewhere:

26.12.1935

[...] A chci napsat néco jiného o divadelni feci, nez mohou ze sebe dostat ti formalisti
i s E. F. Burianem. P¥i&lo mi to na mysl, kdyZ jsem si pro¢ital stat Mukatovského: Cistym sub-
jektivnim vyrazem je napf. spontanni vykfik bolesti nebo radosti. Napadlo mne, Ze to je jedina
divadelni fe¢. Spontanni vykfik bolesti nebo radosti. Basen jej dava hotovy nebo zrozeny,
drama a divadlo ma moznost ukazovat, jak se rodi. Lyrismu tam pravé proto mize nabyvat
nejprostsi véta a je nesmysl uzivat verse nebo stylisované prosy. Vyklad neni nikdy spontan-
nost. Vyklad, tak jak mu rozumi Schiller, Ibsen, nebo vSichni ostatni dramatikové. - Cim v&im
byla fe¢ na jevisti - fikal jsem Nezvalovi, kdyz mi precetl v sobotu 21. prosince 1935 v kavarné
SIA Zlovéstného ptaka. Cim v&im u byla?: vypravénim, verdovanim lyrickym nebo epickym,
konversaci, presvédcovanim, dokumentovanim, licenim, divadelni deformaci pfednesovou -
ale nikdy nebyla spontannosti emocionalniho vyrazu.

Jaka je vibec spontannost divadla? Je mozné vibec divadlo jako mira spontannosti? Breton
a Eluard pry chtéji aranzovat nahla setkani. Mohlo by se i u nas udélat. Setkani Nezvala a Teige
u nich - reprodukovat misto - byt Teigdv a prenést tam Nezvala. Pfevést obecenstvo do mist,
které zna, které jsou tak znamé a prece zapomenuté. Ukazat kus skutecnosti jinak nez ve
skutecnosti. Bylo by to straslivé. Asi tak straslivé, jak se mne zmocnila hrlza, kdyz jsem si
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nemohl pfedstavit ulici za Novou radnici, zapomnél jsem ulici a nedoved| jsem si myslit, co je
za timto blokem domd. Vzpomnél jsem na Durychovu povidku o domé, ktery zmizel v fadé
dom. Tento otfes, kterym si teprve uvédomujeme skutecnost urcitych véci, ten je podobny
tomu, kdyz potkdme na divadle véci, staré znamé, ale které jsme nikdy nepredpokladali, ze
uvidime. Vidét znamé v neznamém - tento protiklad je v podstaté kazdého uméni - i dra-
matického. -

Ale k citatu z Mukafovského /Dialektické rozpory v modernim uméni Listy pro uméni a kri-
tiku 27V1.1935/Uméni, nebo lépe vyraz umélctiv neni spontanni VYKRIK bolesti nebo radosti
ackoliv "nelze poptit, Ze v uméleckém dile je cosi, co se tomuto vykfiku podoba.” Nebot nejde
jen o vykfik. Ten neni sam vyrazem emocionality feci. Zvykli jsme si, Ze emocionalita - zvlasté
emocionalita dramaticka je néco spole¢ného nebo shodného s vykiikem bolesti, leknuti,
vzlyku, zlosti - kratce emocionalniho poboufeni, kdy se ¢lovék blizi animalité emoci - pes se
také lekd, vyktikne a place. Ale dramati¢nost, skute¢né drama ma vice spole¢ného s ¢lovékem
nez se psem. Skute¢na dramati¢nost je to, co - jak jsem fekl - lyrika nemdze sprostiedkovat,
protoZe ji k tomu chybi material - ma jen skute¢nost slova, z niz mdze délat vsechny osoby,
véci a svét - a divadlo ma véci, ma skutecné objekty, z nichz mdze stavét svét fantasie. To co
je spole¢né skutecné lyrice a skute¢nému dramatickému uméni je proména skutecnosti do
tvarl emocionelniho svéta. Dramatické slovo je slovo jednajciho, proménujici se - a musi uz
jednou stctovat s predstavou dramati¢nosti jako tragismu, hadky, zlosti, svaru. Domovnicka
nebo vojenska dramati¢nost. Dramati¢nost mysliciho a citiciho ¢lovéka, ktery nezapomina na
svét, pro vzbourenou 7luc.

Tedy proti Mukafovského “"emocionalité feci”, bych postavil Bretonovu vétu emocionalni,
kterd se vynorfuje z paméti nebo ze sna: /hledal jsem Spojité nadoby a oteviel jsem je razem
na strance, kde je ta véta a zacal jsem na onom misté cist:/ "Nazitfi, v pll sedmé rano, pfi
probuzeni jsem si poznamenal tuto vétu: "V krajinach krajniho kraje severu, pod lampami,
které tahnou v fadach............ bloudi tebe cekajici Olga.’ Véty, které maji emocionalnost nikoli
fysiologickou ale psychickou. (HONZL 1934-1937: 92-93)

26.12.1935

[...] And | want to write something different about theatrical speech to what the formalists and
E. F. Burian can get out of themselves. It came to me when | read Mukafovsky's” essay: Pure
subjective expression is, for example, a spontaneous cry of pain or joy. It occurred to me that
this was the only theatrical speech. A spontaneous cry of pain or joy. A poem presents it ready-
made or born; drama and theatre have the opportunity to show how it is born. That is why
even the simplest sentence can become lyrical and using verse or stylised prose is nonsense.
Interpretation (vyklad) is never a spontaneous process, as Schiller, Ibsen, or all other dramatists
understand it. - What was all the speech on the stage - | told Nezval'® when he was reading The

9  Jan Mukarovsky (1891-1975) was a Czech aesthetician, and literary theorist, one of the founders of the
Prague Linguistic Circle, and one of the main proponents of the structuralist approach to analysing works
of art.

10 Vitézslav Nezval (1900-1958) was a Czech poet, writer and translator, one of the leading figures of
Poetism, a Czech avant-garde movement, and Surrealism.
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Sinister Bird" to me on Saturday, 21 December 1935, in the SIA café. It was already narration,
lyrical or epic versification, conversation, persuasion, documentation, depiction, theatrical de-
formation of presentation - but never the spontaneous emotional expression.

What is the spontaneity of theatre anyway? Is theatre as a measure of spontaneity even pos-
sible? Breton and Eluard are said to want to arrange sudden encounters. It could be done
here. The meeting of Nezval and Teige™ at their place, reproduce the place - Teige's apart-
ment and transfer Nezval there. Take the audience to the places they know, which are so
familiar and yet forgotten. To show a piece of reality in a different way than in reality. It would
be terrible. About as horrible as the horror that seized me when | couldn't imagine the street
behind the New Town Hall; | forgot the street and couldn't imagine what was behind that
block of houses. | remembered Durych's™ short story about the house that disappeared into
the row of houses. This jolt, by which we are only becoming aware of the reality of certain
things, is similar to when we meet objects at the theatre, old things we know but never ex-
pected to see. Seeing the familiar in the unfamiliar - this contradiction is at the heart of all
art - even dramatic art. -

Concerning the excerpt from Mukafovsky's /Dialectical Contradictions in Modern Art Letters
for Art and Criticism 27VI1.1935/Art, or rather the artist's expression, is not a spontaneous
EXCLAMATION of pain or joy, although ‘it cannot be denied that there is something in a work
of art which resembles this exclamation. For it is not just an exclamation. It is not itself an
expression of the emotionality of speech. We have come to think that emotionality - par-
ticularly dramatic emotionality - is something similar or identical to the cry of pain, fright,
sobbing, anger - short of emotional outrage, when one approaches the animality of emo-
tion - dogs also become frightened, cry out, and weep. But drama, a real drama, shares more
in common with the human than with a dog. A real drama is what, as | said, the lyricism can-
not convey, because it lacks material, - it has only the reality of the word from which it can
make all persons, things, and the world - and the theatre has things, has real objects from
which it can build a world of fantasy. What real lyrical and real dramatic art have in common is
the transformation of reality into the shapes of an emotional world. The dramatic word is the
word of the actor, transforming - and it must already reckon with the idea of the dramatic as
tragic, quarrelsome, angry, contentious. A janitorial or military drama. The drama of a think-
ing and feeling man who does not forget the world because of rebelling bile.

Thus, against Mukafovsky's ‘emotionality of speech’ | would contrast Breton's sentence of
emotion, which emerges from memory or from a dream:/| searched the Communicating
Vessels and opened it at once to page, where the sentence is, and began to read at that
point:/ "The next morning, about six thirty, on waking, | jotted down this walking sentence:
‘In the regions of the far Far North, under the smoking lamps . . . wandering, waiting for you,
Olga."* Sentences that have emotionality not physiological but psychological.

11 Zlovéstny ptak [The Sinister Bird] is a surrealist play by Vitézslav Nezval.
12 Karel Teige (1900-1951) was one of the leading theoreticians of the Czech avant-garde movement,

critic, and visual artist, who maintained contacts with leading figures of European avant-garde movements,
including Bauhaus, Dada, and Surrealism.

13 Jaroslav Durych (1886-1962) was a Czech writer of Catholic-oriented literature.
14 English translation is taken from (BRETON 1990: 100).
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Honzl’s diaries also include reproductions of conversations among leading figures of
Czech avant-garde circles, which often took place in Prague’s cafés. These entries are
valuable as they capture the atmosphere of these encounters and offer a unique testi-
mony about the turbulent exchange of thoughts, opinions, works of art, studies and
journals, as well as jokes and gossip, which took place among these artists, critics, and
theoreticians. Some of the most frequently recorded conversations are between Vitézslav
Nezval, Karel Teige, Toyen (referred to as Manka in the diaries), and Jindfich Styrsky.

Ve stiedu: Nezval, Styrsky, Teige, Manka a ja v Manesu. Styrsky je velmi nespokojen, %e
nepfipravuje ¢asopis, Ze se nic nedéje. Nezval sepisuje program ¢asopisu, ale to Styrsky nepo-
sloucha, ani to neceni. ,Ty si to tady pises, ale bude-li to.” Teige chce psat proti Dalimu - (jeho
¢lanek o architektute) Nezval je dotéen - a vycita Styrskému - kdyz Teige odedel - e daval
navrh, aby Teige vzal véc ¢asopisu na sebe. A pak jde o dopis Nezvaltv Bretonovi. Styrsky
ho ¢te, podrazdén ,Hrozné posranej pred Bretonem.” Teige hned totéz. Nezval: v ¢em. St:
No tady jak Fikas o tom, Ze kazdy radek chces znat. ,N: Ale to je tedy pravda. Zeptej se Teige,
Honzla, ktery se pro mne obétoval a prekladal mi celé Vases comminicants, co ja jsem se
Teige natrapil.” St: Ja ti nemohu Fict v ¢em, ale cely ten dopis je tak uctivy, 7e se mi to zda
sebepodcenovani. Nezval se dovolava mne. ,To je mdj pomér k Bretonovi. A to je moje
prednost, ze kdyZ néznost, tak jsem v ni cely. Ze kdyz jde o obdiv, Ze se nebojim ho pfiznat.
To aniz bych sebe podcerioval myslim, ze Spojité nadoby jsou takova kniha, Ze pro ni musf byt
obdiv, vzpomen si, co pfed druhym manifestem a pred Vasami jsme o Surrealismu védéli my.
A myslim, Ze je to ma pfednost Ze se nebojim pfiznat se k vécem, a Ze se to ukdze nakonec
spravnym. A také myslim, Ze Breton je clovék, ktery z téchhle fadek pozna mne celého -
a zeptej se Honzla, Ze s nami jednal docela otevrené a pratelsky.” Ja: myslim, ze v dopisu neni
nic, co by neodpovidalo pravdé, a Ze ten dopis vyjadfuje opravdu zamilovany pomér NezvalQv
k Bretonovi. [...] Teige ml¢i. Styrsky ml¢i - Manka mléi - ja fikam, Ze zatim je rozhodujici, jak
odpovi Breton - a lou¢im se. (HONZL 1934: 116-117)

Wednesday: Nezval, Styrsky™s, Teige, Manka'®, and | in Manes". Styrsky is very unhappy that
he is not preparing the magazine, and nothing is happening. Nezval is writing the programme
for the magazine, but Styrsky doesn't listen, nor does he appreciate it. "You are writing it
here, but will it ever be! Teige wants to write against Dali - (his article on architecture) Nez-
val is offended - and reproaches Styrsky - after Teige has left - for suggesting [making the
suggestion] Teige should take charge of the magazine. And then there is Nezval's letter to
Breton. Styrsky reads it, irritated, ‘absolutely chicken-shit in front of Breton. Teige does the
same. Nezval: in what way? St[yrsky]: Well here, as you say about wanting to know every line.
‘N[ezval]: But that's true, then. Ask Teige, Honzl, who sacrificed himself for me and translated

15 Jindfich Styrsky (1899-1942) was a Czech Surrealist painter and scenographer, one of the founders
and leading figures of the Czech Surrealist group.

16 Manka, i.e., Toyen (1902-1980) was a Czech-French painter, one of the founders of the Czech Surrealist
group in Prague, as well as one of the renowned representatives of European Surrealism.

17 Mines is an exhibition hall, which was built in the 1930 on the banks of the Vltava River. In the 1930s
it included a restaurant and a coffee shop where Czech avant-garde artists liked to meet.
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for me the whole Communicating Vessels, which | bothered Teige with.” St[yrsky]: | can't tell
you in what way, but the whole letter is so reverential that it seems self-deprecating. Nezval
appeals to me. 'This is my affair with Breton. And that is my virtue, that when tenderness is
there, | am all in it. That if it comes to admiration, | am not afraid to admit it. That without
underestimating myself, | think that Communicating Vessels is such a book that there must
be admiration for it, remember what we knew about Surrealism before the second mani-
festo and before Vessels. And | think it's my advantage that I'm not afraid to admit things,
and that it turns out to be correct in the end. And | also think that Breton is a man who will
know the whole of me from these lines - and ask Honzl, he has been quite open and friendly
with us. Me: | think there is nothing in the letter that does not correspond to the truth, and
the letter expresses Nezval's truly amorous affair with Breton. [...] Teige is silent. Styrsky is
silent - Manka is silent - | say that for the time being we shall have to wait and see how Breton
responds - and | say goodbye.

The interest in or even admiration of Surrealism, one of the leading avant-garde
movements in 1930s Prague (the proponents of which were all the participants of
the above-quoted meeting), is clear from Honzl’s 1930s diaries. Inclined toward the
poetics of Surrealism, Honzl often describes his dreams and erotic experiences in his
diaries; some entries show associative linking of ideas. Apart from this, Honzl’s diaries
include excerpts from and translations of French surrealist authors, reflections on their
ideas, reproductions of numerous discussions on the theme of Surrealism, as well ac-
tivities and plans of Czech and French surrealists, etc. Through entries such as these
Honzl’s diaries offer a unique view of the reception of French Surrealism in Prague,
the cooperation between French and Czech surrealist groups, and the role of Surreal-
ism in artistic circles in the 1930s. Honzl’s diaries provide some of the most valuable
testimonies available on Czech-French connections at this time. Among his entries is,
for example, an account of his 1933 trip to France with fellow Czech artists Nezval and
Vancura, an important part of which is their encounter with French surrealists in Paris.
He also captures a visit by French surrealists to Prague in 1934.

29. 1. patek

[...]

Vecer Bretonova prednaska v Manesu. Okouzlovatel - retor - hlava se Stinem - jasné a presné
formulace. Poesie je nejvys na zebfiku hodnot. Hegel citovan. Krizi humoru po Sercym/?/.
Potom vecefi se v sdle Manesa. Eluard: Pro¢ lidé omalovavaji obrazy? To je lepsi omalova-
vat ptirodu. Trikrat umiral. Lékaf v Davosu po velkém krvaceni z ucha: Vy jste jesté Ziv? Bylo
to tuberkulosni krvaceni. Nema 1/2 plic. A zaludek nema zdravy. Vypravi o Ernstovi, ktery
u némecké artilerie ostfeloval misto, kde byl Eluard, francouzsky pésak. Vzpomene na to pfi
prednasce. Podati si ruku.

Br. a El. byli u Styrského - jsou nadéeni - autentické je jejich nejvyznamnéjéi slovo - na obvodu
surrealismu.

Hoffmeister odtahl Eluarda od nas - naproti Majerové, ktera koufi dymku. Hnusna teplota.
(HONZL 1934-1937: 55-56)

131



Eva Slaisova

The Diaries of Jindfich Honzl: 1912-1952

oy 3
B s OF .\l
' 4

[ aAIYdae |

"SAIYDIY S,|zUoH Youpulf (‘bed ou 1oAod paisyoayd Aelb-yoe|q Yiim 300gal10oN)
"3 00Qga30U pajepun s,|zUoH Wolj buimesp v : *big

132



Eva Slaisova
The Diaries of Jindfich Honzl: 1912-1952




Eva Slaisova
The Diaries of Jindfich Honzl: 1912-1952

i

KVETEN s : 1932
Rl 16 Nedsle COLY¥ .1,
i o *"%M&I:ﬁ»ui‘;‘* ’}é“'o‘e_n‘_‘yu
LR M '3""-‘%*-9«4’ Yoreh fo hecy Adprg *dr-'?eaqw
“"""“"ﬁ ‘&mwoffd—«rs Forcocrnn g Hers o
g Mﬁ"“(ﬁ‘ﬂyrﬂd{!ﬁ'o\%&w A
L Bi N 7 Jei gragny; ie! Lushry, b3

- L PR
g b5 o s g s .

3 & £ (a—‘twwﬂo _f.c - odes 5'Gcado f B
| || &< 23h0p 2?“.«.?’&0;“.,;,’;% :
g ‘f—/‘r‘“m aqommp,/‘-‘-*w i

§ ’ 16 Pondéli C-iit“;j

| &'Wwﬁvukoum PO « Hafitn®, w
A '; M{o\q}hﬂ“ ‘&-
4§ }"""‘J b el gyl i) M

,i m

( /fm L’Q MUM ‘
L §I| o Rep Leny k/bracmcrgma'.u;;'*&um .
, ; "5 ‘ioaﬁfg by *:!Auﬂ‘heb LS%ghco. hoag. a O
r‘ffwm: ;ii‘Zif?a& et e |

f 17 Utery C‘gt/}@”
gl 34»019:’ s Perotisg R"l-r/y?cm'tulu |
: %h]th#‘”M{.u Joowr g
: Vacood o', “LoCal pae, o> o,
: %""é/\m‘ Xl s qu—’ ;f?nf:em“_
: 21‘-«’:‘/“6440}-#»‘. ot ¢ Cada

; Mocegton' AN Ay ot Ve vlisiey i

a | V.b“’o Yadorchsin , Olunan 4’ R “lecs fRntad Towpdy -
: E“\r‘“"f* 18 Stieda ¢ -/.\e,n_

L éu,»_ f;.. Vel BorlaTon, Mg ie ininm, '-"-w\i

I 7_ M‘K »ilpte. "‘;#w—?m-w'

Aq:mangr-fnwh‘smﬁ-m “elaad

%/ "‘""‘1 alartre

] ? ”‘!ﬁ L e
) gy, FOL m&"u-ruw Mm:z

i\ M ! (.0 frhgildalg, @ ‘z

=

Fig. 2: A page from Honzl's diary (1932, no pag.). Jindfich Honzl's Archive.
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29. lll. Friday

[...]

In the evening, Breton's lecture in Manes. Charmer - orator - head with Shadow - clear and
precise formulations. Poetry is the highest on the ladder of values. Hegel quoted. The crisis
of humour after Sercy/?/.

Then dining in the hall of Manes. Eluard: Why do people paint pictures? It's better to paint na-
ture. He was dying three times. A doctor in Davos after a large bleeding from the ear: You are
still alive? It was a tuberculous hemorrhage. Half of his lungs are missing. And his stomach is
not healthy. He is talking about Ernst, who was with the German artillery and who was shelling
the place where Eluard, a French infantryman, was. He recalls it in the lecture. Handshakes.
Br[eton] and El[uard] were at Styrsky's place - they are enthusiastic - authentic is their most
significant word - on the perimeter of Surrealism.

Hoffmeister'® has dragged Eluard away from us - toward Majerova', who is smoking a pipe.
Nasty temperature.

The war diaries, dating from 1939-1945, are very brief. One can assume that this was
because Honzl withdrew from public life and did not want to compromise his own or
anyone else’s privacy during the war times. Honzl's more extended entries only reap-
peared after the end of the war in 1945, and reflect several social, political, cultural,
and artistic events of that time. In the last diaries, those from the turn of the 1950s,
Honzl was again brief; his deteriorating health and doctor’s appointments became the
central theme of his last notebooks.

To summarise this brief overview and ‘degustation’, the diaries of Jindiich Honzl
offer a unique (yet very personal) window into important aspects of interwar and post-
war Czechoslovakia, including the atmosphere; the relationships between artists; and
the cultural, social, and political situation. By offering a previously missing perspective
on these decades, they complete in many ways the picture provided by the diaries and
memoirs of Honzl’s colleagues and friends, such as Vitézslav Nezval, Karel Honzik,
Karel Teige, and Jan Werich (which have already been or are about to be published),
and contribute to a fuller understanding of these times. I hope that with the support of
the Institute of Czech Literature of the Academy of Science, an edition of Honzl’s dia-
ries will be published, and this valuable material can become accessible to a wider
audience.

18 Adolf Hoffmeister (1902-1973) was a Czech painter, caricaturist, scenographer, writer, and one of the
founders of the Butterbur movement.

19 Marie Majerovd (1882-1967) was a Czech leftist (communist) writer and journalist.

136

Theatralia [26/2023/1]



[L/€202/92] elesyeay

Eva Slaisova
The Diaries of Jindfich Honzl: 1912-1952

Bibliography

BRETON, André. 1990. Communicating Vessels [online]. Lincoln/London: University of Nebraka
Press: 1990. [accessed on 21.1.2023]. Available online at https://monoskop.org/images/4/47/
Breton_Andre_Communicating_Vessels_1990.pdf.

HONZL, Jindfich. 1912-1952. Deniky z let 1912 aZ 1952 [Diaries Written Between 1912 and 1952],
Jindtich Honzl’s Archive.

HONZL, Jindtich. 1934. Denik 1934, strojopis Milan Obst [Diary 1934, Typescript of Milan Obst],
Jindrich Honzl’s Archive.

HONZL, Jindfich. 1934-1937. Deniky 1934-1937, strojopis Milan Obst [Diaries 1934-1937, Type-
script of Milan Obst], Jindfich Honzl’s Archive.

Toto dilo Ize uZit v souladu s licenénimi podminkami Creative Commons BY-NC-ND 4.0 International (https://creativecommons.org/
licenses/by-nc-nd/4.0/legalcode). Uvedené se nevztahuje na dila ¢i prvky (napt. obrazovou ¢i fotografickou dokumentaci), které jsou
BY NC ND v dile uzity na zakladé smluvni licence nebo vyjimky ¢i omezeni pislusnych prav.

137



