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PREFACE TO THE THIRD PRINTING

The editor’s point of view, which has guided the selection of articles,
is stated in the Introduction which has been written for the second printing.

Passages, including samples of Czech poetry and literature that are too
specifically concerned with Czech problems or meaningful only to readers
thoroughly familiar with the Czech cultural scene, have been omitted unless
they were considered absolutely essential to the argument presented. All
omissions have been noted in brackets.

Poetic and literary examples from Czech have been cited in the original
only where the Czech wording is directly relevant; the English translation
then appears in brackets. In other instances, only the translation has been
given.

Bracketed annotations have been included whenever necessary to clarify
references to Czech literary figures and, in a few cases, to clarify the argu-
ment to the American reader.

The terminology has been translated in accord with modern American
usage and avoids terms too closely associated with approaches not current
among Czech structuralists. In instances where the English translation
might not be considered self-evident, the Czech term is cited in brackets.
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uStructuralism is neither a theory nor a method; it is an epistemological
point of view. It starts out from the observation that every concept in a
given system is determined by all other concepts of that system and has no
significance by itself alone; it does not become unequivocal until it is inte-
grated into the system, the structure, of which it forms part and in which
it has a definite fixed place. The scientific work of the structuralist is thus
a synthesis of the science of romanticism—which achieved new cognition
by deduction from its philosophic system which a posteriori classified and
evaluated the facts, and of the empirical, positivist view—which, on the
contrary, constructs its philosophy from the facts which it has ascertained
empirically. For the structuralist, there is an interrelation between the data
(facts) and the philosophic assumptions, not a unilateral dependence. From
this it follows that there is no search for the one and only right method;
on the contrary, ‘new material usually also entails a change in scientific
procedure’. (J. Mukafovsky, KCP, p. 15.) Just as no concept is unequivocal
until it is integrated into its proper structure, so are facts by themselves
not unequivocal; this is why the structuralist attempts to integrate the facts
into the kind of relationships in which their unequivocality, as well as their
superordination and subordination, can come to the fore. In one word,
the entire structure is more than a mechanical summary of the properties
of its components since it gives rise to new qualities.”

Josef Hrabdk, S1.SL. 7.203(1942)



INTRODUCTION

I am not a literary scholar but a structural linguist with a social-science
rather than a humanistic orientation. The work of the Prague School on
esthetics and literary structure interests me, not as a brand of literary
scholarship but as an attempt to extend structuralist theory and method
beyond the bounds of technical linguistics.

The basic assumption of structuralism is that its particular object of
cognition can be viewed as a structure—a whole, the parts of which are
significantly interrelated and which, as a whole, has a significant function
in the larger social setting.

The cognitive elements of structuralism are thus two orders of entities—
the whole and the parts, and two orders of relations—the function of the
whole and the relations between the parts. Structuralist analysis seeks to
delimit the entities and to describe the functions, raising the problems of
boundary and of function as crucial analytic objectives.

Analysis is possible because some of the cognitive elements are given
by direct observation or may be posited on the basis of a common-sense
interpretation of consistent informal observations. These can serve as
starting points for a controlled inferential method to ascertain the remaining
elements, the unknown.

Structuralist analysis can thus be applied to any object of cognition which
may legitimately be viewed as a structure and for which appropriate
analytic starting points can be found.

For Prague School esthetic and literary structuralism, the whole, the
parts, and the function of the whole serve as starting points; the detailed
relations between the parts are the unknown.

The whole and the parts are given by direct observation: the work and
its components (such as the chapters of a novel or the lines of verse of a
poem) have a perceivable beginning and end.

The function of the whole—that is, of the work of art or literature—
is posited to be the esthetic function, which is defined by the Prague School
as in opposition to the practical functions.

Every object or action, language included, can be assigned a practical
function—utilitarian for tools, communicative for language, and so on. If,
however, an object or action becomes the focus of attention for its own
sake and not for the sake of the practical function it serves, it is said to have
an esthetic function; that is, it is responded to for what it is, and not for
what it is for. Thus, the esthetic function as such is not limited to works
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of art and literature but can appear in connection with any object or action.
It comes about by virtue of what I have translated as foregrounding, as
opposed to automatization.

Automatization refers to the stimulus normally expected in a social situa-
tion; foregrounding—in Czech aktualisace—on the other hand, refers to a
stimulus not culturally expected in a social situation and hence capable
of provoking special attention. Let me paraphrase a linguistic example
given by Bohuslav Havrédnek(9):* If we translate the well-known Russian
greeting “zdravstvuyte” into English by its functional equivalent of “good
morning,” “good afternoon,” or “good evening,” it will pass unnoticed as
the normal greeting under the circumstances. If, on the other hand, we
translate it literally as “be well,” it might still be understood as some kind
of a greeting—that is, it may retain its communicative function—but it
will in addition provoke special notice of some sort, perhaps cause some
wonderment as to the intent of the translator, or be interpreted as trying
to convey the impression of a foreign environment. The free translation
thus constitutes an automatization; the literal translation is an instance of
foregrounding in which the wording itself, rather than the communicative
content of the message, is responded to, and it is this property of stimulating
a response in terms of itself that constitutes the esthetic function.

In regard to language, Jan Mukatovsky (18) refers to foregrounding as
“the esthetically intentional distortion of the linguistic components.” To
put this statement into its proper framework, we must understand that the
Prague structuralists are Saussurians. In Ferdinand de Saussure’s concep-
tion, the linguistic pattern—Ia langue—is both a system of signs and a set
of social norms.? As a system of signs, the pattern has a certain flexibility
allowing for variations within the units and in the choice and arrangement
of units to the extent that it does not confiict with the requirement of intel-
ligibility. As a set of norms, the pattern is more rigidly circumscribed in
terms of the cultural preference for, and statistical frequency of, thesc
allowable variations. Mukafovsky’s distortion is thus a distortion of the
pattern qua social norm, but still within the bounds of the pattern quu
system of signs, since the distorted, foregrounded units stem from the same
system as their automatized counterparts or are borrowed into it and in
terms of it.

The esthetic function is not limited to works of art and literature. What
characterizes the latter as opposed to the random foregrounding which may

1 Parenthetic numbers refer to the subsequent pages of the READER.
2 For a detailed discussion of this aspect of Saussurian thinking, see Henri Frei,
Langue, parole et différenciation, Journal de psychologie, 1952, pp. 137-57.
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occur in any social situation is, in Muka¥fovsky’s words: “the consistency
and systematic character of foregrounding. The consistency manifests itself
in the fact that the reshaping of the foregrounded components within a
given work occurs in a stable direction; thus, the deautomatization of mean-
ings in a certain work is consistently carried out by lexical selection (the
mutual interlarding of contrasting areas of the lexicon), in another equally
consistently by the uncommon semantic relationship of words close together
in the context. Both procedures result in a foregrounding of meaning, but
differently for each. The systematic foregrounding of components in a
work of poetry consists in the gradation of the interrelationships of these
components, that is, in their mutual subordination and superordination.
The component highest in the hierarchy becomes the dominant. All other
components, foregrounded or not, as well as their interrelationships, are
evaluated from the standpoint of the dominant. The dominant is that
component of the work which sets in motion, and gives direction to, the
relationships of all other components.”(20)

While the detailed relations between the parts of the whole thus still
remain to be ascertained, two basic assumptions, which will aid in formu-
lating a method for their investigation, are made of their nature: these
relations are systematic and are special, detailed manifestations of the
function of the whole.

This epistemological attitude is applicable to nonverbal as well as
verbal material. In Jifi Veltrusky’s paper on the theater(83-91), an
interesting methodological frame can be extracted from a discursively
styled presentation.

The whole, the play, is here given by direct observation, and the parts
with which he deals—actors, costumes, sets, and props—are likewise
directly given. The esthetic function of the whole is posited in terms of
the general theory.

To deal with the unknown—the relations between the parts—Veltrusky
posits a sliding-scale functional opposition of action versus characterization
(which, following the terminological customs of his milieu, he calls a
dialectic antinomy). Along this sliding scale he places the units of the
play, not in terms of their substantive characteristics but in terms of their
contribution to the function of the play as a whole which he conceives of
as a symbol directed towards the audience. This is illustrated very neatly
by his example of the dagger(87) which, in terms of its integration into
different contexts, ranges over the entire action-characterization scale.

Veltrusky does not go on to formulate a method for putting his very
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suggestive interpretation to a test, but other Praguc scholars have been
more specific about their methodology.

Thus, the use of test frames and verification by controlled techniques is
illustrated in Mukafovsky’s paper on the prosodic line(113-132).°

He, too, deals with the whole, the poem, and the parts as given by direct
observation. He posits as a basic functional property of the line of versc
a particular prosodic line (that is, pitch and stress distribution) character-
istic not only of certain poems but also of a given author, functioning as
the esthetic dominant to which other esthetic features such as word order
(which in Czech, unlike English, has no grammatical function and is thus
available for esthetic exploitation) are subordinate.

To verify this assumption, he uses the line of verse as a test frame within
which he subjects word order to systematic and controlled variation. He
has two controls (which he abandons only in a few instances where he
explicitly states his reasons): (1) word order is varied only over the
span of one half of the line, (2) rhyme is not altered. He inspects the
prosodic line of the original line of verse and compares to it the line of
verse resulting from his controlled variation. The basis for the assignment
of a given prosodic line to a particular line of verse appears to be (and
this is the one procedural step Mukafovsky fails to state) the unemphatic
fluent reading by an educated speaker (I tested this by reading the lines
myself). The result of his induced variation is in each case a change of
the prosodic line—often from one characteristic for the author of the par-
ticular line of verse to that characteristic for another poet. He considers
this, rightly, I believe, a verification of his assumption of the dominant
function of the prosodic line.

The implications of the work of the Prague School on esthetics and
literary structure go beyond the bounds of their chosen subject matter in
the direction of a theoretical and operational application of structuralism
to cultural research in general.

Their strongest contribution is in the area of function where they have
been able to formulate their theoretical assumptions in an operationally
productive manner. Veltrusky’s paper, in spite of its methodological vague-
ness, gives enough leads towards a proper definition of the variables to
serve as a point of departure. His basic conception of the assignment of

2 Although this paper was first published in French (in Travaux du Cercle Lin-
guistique de Prague, I, 1929, pp. 121-39) and thus the original is more accessible
than papers which have appeared in Czech only, I have included it among these
selections because it contains a clear-cut and explicit formulation of Mukafovsk{’s
analytic method.
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functions in terms of the relation of units to contexts, rather than in terms
of the obvious substantive properties (animate actors versus inanimate
costumes, sets, and props) seems readily extensible to the many cultural
structures which are given as wholes by direct observation and in which
the substantive component parts are similarly given.

MukaFovsky’s contribution has been methodologically more concrete.
What he has done is, in Hjelmslev's terminology,* to add a sequential permu-
tation test to the substitutional commutation test, thus doubling the inventory
of basic structural techniques.

The permutation test as an analytic device seems to be particularly
appropriate for verbal and nonverbal cultural structures in which sequence
can be assumed to be a relevant characteristic.

Paul L. Garvin

4 Louis Hjelmslev, Prolegomena to a Theory of Language (Transl. by Francis J.
Whitfield), Baltimore, 1953, p. 46.
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THEORY

Bohuslav Havranek, The Functional Differentiation of the
Standard Language

(From: SCIK, pp. 41-70)

In popular speech as well, the use (selection) of linguistic devices is in
the concrete act of speech determined by the purpose of the utterance;
it is directed towards the function of the act of speech. We can see
a considerable difference in linguistic devices, according to whether it is,
for instance, a matter-of-fact everyday communication or the occasional
(solemn) recital of an event, or whether it is a conversation or the coherent
recital of things remembered; also, whether it is a conversation among
contemporaries or speech to children or to one’s elders (cf., for instance,
the immediate morphological differences in the use of grammatical person
and number in terms of the person addressed), not to mention the lexical
differences stemming from different occupations. In the standard language
the linguistic devices are likewise determined in terms of the purpose served
by the concrete act of speech, but with this difference: the functions of the
standard language are more richly developed and more precisely differen-
tiated; in folk speech (for a given community only, of course) practically
all the means of expression are shared by everyone, whereas the standard
language always will contain some linguistic devices not in general use.

I don’t want to start here by enumerating schematically all the different
functions of the standard language, but it should be made clear to everyone
that the fields in which the standard language is used are more varied than
is the case for folk speech and are, in part, such that the devices of folk
speech simply are not adequate to serve them,; its devices are, for instance,
not adequate for purposes of a serious coherent presentation of epistemology
or higher mathematics. On the other hand, in areas where folk speech is
commonly used, the standard will serve more or less equally well. Utter-
ances in folk speech can on the whole be assigned to the so-called communi-
cative function, that is, they belong in the area of everyday communication;
in the area of technical communication folk speech includes only some
lexical areas, and at times may acquire an esthetic function. The area of
workaday technical [odborné praktické] communication is almost entirely
reserved to the standard language, and that of scientific technical communi-
cation, completely so; likewise, the regular foundation of poetic language
is the standard.
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In the communicative function proper to the domain of folk speech, even
a member of a class which ordinarily uses the standard for speaking and
writing may use a form of folk speech, such as the colloquial standard * or
a local or class dialect, to the extent to which he knows how to speak it.
But the standard can be used as well, usually in its so-called conversational
form, that is, in the form used precisely in conversation only (the conversa-
tional functional dialect [funk&ni jazyk]). This conversational form is not,
for Czech any more than for other languages, identical with the colloquial
standard, although it shares some elements with it and often has some local
coloration as well in spite of the fact that for Czech it is not very stable,
and therefore has a rather variable scale of transition. The difference be-
tweeen the two is pointed up, among other things, by the conversational
and social clichés included in the former which function almost as a mark
of class. The difference between these and the clichés of folk speech is
considerable, as shown, for instance, by greeting formulae, terms of address,
and the like.® One would therefore be tempted to call this conversational
form just another class dialect, but from that standpoint the standard as
a whole is but a class dialect. We have spoken above (see p. 36) about its
exclusiveness in terms of class, different at different periods and in different
nations: these social clichés are likewise a measure of its exclusiveness, or
conversely, of its penetration into the broadest strata.

The modes and situations of the utterances are likewise more varied for
the standard than they are for folk speech: folk speech is usually limited
to oral communication and private conversation; the standard language,
which is, of course, not excluded from utterances of the former kind, then
is usually made to serve for various kinds of public utterances and written
communication.

The functional and stylistic differentiation of language is most conspicu-
ously based on a utilization of its lexical and syntactic aspects, but phono-
logical and morphological devices are used as well, though to a lesser extent.

8 By colloquial standard is meant an over-all dialect [interdialekt], that is, a dialect
used over a larger area in which otherwise local dialects are used, for instance,
Czech colloquial standard, but also Hané colloquial standard, LaSsko colloquial
standard, etc. [dialect areas in Moravia] (cf. Filologické listy, 51. 265 [1924]).

» Misunderstandings often arise when such formulae are not well known.—Let us
not forget that in Czech popular social clichés are quite elaborate; thus, the well-known
supplement to the invitation formula to the fair: “and don't you dare not come,”
without which the invitation is a mere polite formality, in [Josef] Holedek [1853-1929,
a rural novelist], Na$i {Our Folks] I, 1st ed., 123 (for another example, cf. ibid. 38).

On the other hand, the greeting “May the Lord help you” is perceived as a mark
of class and its meaning changes if a member of another class uses it.
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The latter are based primarily on variations in the phonological and morpho-
logical structure (the phonemic and morphological patterns), not counting
the very clear-cut functional pronunciation styles treated in Weingart's
paper. In terms of phonology and morphology, devices borrowed into the
standard from another norm, especially from the norm of the popular collo-
quial standard (the vulgar layer which is, of course, also found in the lexi-
con),*® are often used for differential purposes: in phonological terms,
cf., for instance, functionally different doublets such as #Fad—ouFad [office],
rypat—rejpat [dig; gripel, dichnouti—uchnout [smelll, and the like, or
words such as oufko [ear, diminutive], upejpat se [be coy] and the like
for which there is no equivalent in the standard; here also belongs the
functional utilization of certain phoneme groupings such as /&/, /5f/, fol-
lowed by /u/, /ou/ (éuméti [gapel, Sfourati [poke], and the like),'* which
are uncommon in the standard, on the phonemic side, and such doublets
as tlucte, a bude vdm otevieno [knock, and it will be opened for you]
versus netlucte tolik [don’t make so much noise], or the endings -i versus
-u for the 1st p. sg. for verbs such as kdfi, &e8i, piji, versus kdZu, éefu, piju
[I preach, comb, drink], and the like, on the morphological side.

Utilized also are such formal and, in part, syntactic doublets as arise in
the norm of the standard as well as in the norm of folk speech, from the
fact of the coexistence in them, in some respects, of an older and a newer
stratum. Thus, a possible genitive instead of an accusative after a negative
verb, or doublets of the type béfe—bere [he takes], and the like, can be
used for functional differentiation where one form is clearly archaic or
bookish in the language. Stylistic variety, that is, avoidance of tedious
repetition of the same form, as well as different rhythmic effects, can, for
instance, be achieved by using the two forms of the infinitive ending, -4
and -t, doublets which are otherwise interchangeable in the standard.

These various devices, primarily lexical and syntactic, of functional and
stylistic differentiation do not, however, consist merely of an inventory of
different words or grammatical forms, but also of different modes of utili-
zation of the devices of the language or their special adaptation to the dif-
ferent purposes of the standard language.

The major modes of this special utilization of the devices of the language
in the standard and in its various functions can be designated, on the one

10 On such a layer, but from a prehistoric standpoint, ¢f. V. Machek’s work Studie
o tvofent vyraziv expressivnich [A Study of the Formation of Expressive Forms), 1930.

11 Cf. my article in Travaux du Cercle Ling, de Prague, IV (1931), p. 276, and
V. Mathesius, Nafe Reé, 15.38 ff. (1931).—It is sometimes erroneously asserted that
palatal phonemes in general have a certain (emotional) functional coloring; this view
is rightly rejected by [Fr.] Trivniek, Prace filologiczne 15.2, 163 ff. (1931).




6 BOHUSLAV HAVRANEK

hand, as the intellectualization of these devices, and on the other hand, as
their automatization and foregrounding [aktualisace] in terms of their func-
tional differentiation.

(A) INTELLECTUALIZATION

By the intellectualization of the standard language, which we could
also call its rationalization, we understand its adaptation to the goal of
making possible precise and rigorous, if necessary abstract, statements,
capable of expressing the continuity and complexity of thought, that is, to
reinforce the intellectual side of speech. This intellectualization culminates
in scientific (theoretical) speech, determined by the attempt to be as precise
in expression as possible, to make statements which reflect the rigor of
objective (scientific) thinking in which the terms approximate concepts
and the sentences approximate logical judgements.*?

This intellectualization of the standard language affects primarily the
lexical, and in part, the grammatical structure.

[one paragraph and fn. 13 omitted.]

In terms of the lexicon, the intellectualization of the standard manifests
itself not only by an expansion of the vocabulary by new terms, the abstract
meaning content of which is alien to the common man such as poznatek
[bit of knowledge], pojem [concept],'* pFedstava [idea, picture], jsoucno
[being), podmét [subject], pFisudek {predicate], and the like, but also by
changes in the structure of the lexicon since, although in the language of
science, law, administration or business we talk of things in life around us,
we express ourselves differently from the way we would in ordinary con-
versation:

(a) we need unequivocal words: hence, for instance, the use in biology
of the word Zivo&ich [animal] instead of the word zvife with its rather
indefinite meaning content; in electrical engineering the word lampa [lamp]

12 We can thus speak of the logicality of language only when it has this function,
and judge the manner in which the verbal expression is adapted to rendering logical
thinking, with the reservation brought up below in fn. 16.—Recognition of the
essential difference between the logical evaluation of thinking in terms of correct or
incorrect judgments, and between the structure of the language, its material, and the
utterances which by themselves are neither logical nor illogical, as well as of the
fact that logical and grammatical categories are not identical, this recognition has
long been part of the ABC of linguistics. [remainder of footnote omitted.]

14 The words poznatek, pojem, as well as dojem [impression), rozsah [range] and
many others, were first introduced into the Czech standard language by Anton Marek,
in Logika [Logic), 1820.
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is not sufficient and there is need for the word svitidlo [lighting fixture], and
the like;

(b) special distinctions are needed, such as pFi¢ina—duvod—podnét
[cause, reason, stimulus], in legal language pFestupek—predin—zlodin (con-
travention—délit—crime) or viastnik—drfitel—majitel (dominus—posses-
sor—detentor), and the like;

(c) abstract summarizing terms are needed, such as plodina [crop],
rostlina [plant), vozidlo [vehicle), vyrobek [product].

The intellectualization of the standard language is also brought about by
the need to express the interrelationships and complexity of thought proc-
esses, especially those of judgment and consideration. This is done, first
of all, by the creation of words or their adaptation to express various rela-
tionships, such as those of existence, possibility, necessity, the relations of
causality, finality, parallelism, and the like, as shown by nouns such as
iiCel [purpose], zdmér [intent], vysledek [result), disledek [consequence],
ndsledek [sequel], as well as many verbs, adjectives, adverbs, and preposi-
tions such as dociliti [achieve] next to dosdhnouti [reach), odpovidati [cor-
respond], sestdvati [consist], bezicelny [purposeless], bezvysledny [without
result], bezpodstatny [unsubstantiated], ndsledkem [in consequence ofl], za
ticelem [for purposes of], and the like. This leads to an expansion in the
standard language, or a formation and specialization, of word-formative
patterns; thus, to express abstracted concrete events transferred into the
category of substance of quality, verbal nouns (ending in -ni), participial
expressions, and particularly verbal adjectives (ending in -ci), nomina
agentis (ending in -tel and other suffixes), adjectives ending in -telny, and
the like, the standard language tends in general towards nominal groupings
brought about by combining nouns with attributes or by nominal predication
using empty verbs.

In doing this, intellectualization, of course, is affecting the grammatical
structure of the language and manifests itself particularly in sentence struc-
ture by the preference of the standard for the normalized sentence with the
two constituents, the subject and the predicate, clearly differentiated formally
so that linguistics, as long as its syntax was based on the standard only, saw
this sentence type as the normal sentence type in general. The desire to
achieve parallelism between the grammatical and the logical structure, for
instance, contributes to the expansion of the passive voice in the standard.
And finally we see in the standard, instead of the free sequence of sentences
in the folk speech, a tightly knit and integrated structure of sentences and
compound sentences with an elaborate hierarchy of superordination and
subordination expressing different relations of causality, finality, parallelism,
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and the like; this tendency manifests itself in the specialization of conjunc-
tions—thus, for instance, where in folk speech subordinate causal clauses
are introduced by the multivalued conjunctions Ze [that], dy¥ (kdyZ [when],
in the standard they can be marked specifically by the conjunctions protoZe,
ponévad? [because].'

Let me here add two notes that are important for the practical side of
language.

1. The definiteness of an expression in an utterance in the standard
language is a matter of degree: I have already mentioned that it culminates
in the language of science in the requirement that words express concepts.
If we call this unequivocality required by the language of science “accuracy”
and thus differentiate it from the broader concept of “definiteness,” we can
indicate these degrees schematically as follows: intelligibility—definiteness
—accuracy, thus gradually narrowing down the broader concept. Simple
intelligibility is what we get in the language of everyday contact {conversa-
tional), where definiteness is given not only by convention, but also by the
situation and the shared knowledge of various circumstances by the partici-
pants in the conversation so that the objectivity of the verbal response is
quite limited even when the content is as factual as can be; one just has to
think of the frequent use of pronouns in conversation, or of the simple fact
of everyday experience that a conversation overheard by a non-participant
is extremely unclear to him although the linguistic devices used are quite
familiar. In workaday [pracovni] language (administrative, business, jour-
nalistic) we usually deal with definiteness; it is given by convention or by
just so deciding, and by the objectivity of the utterance, that is, its inde-
pendence of the concrete situation and of concrete personages, and it is
much farther-reaching than in conversational speech; compare, for instance,
a personal letter to an order for merchandise. In the language of science,
finally, we deal with accuracy; it is defined and codified and in accord with
the accuracy of objective thinking, it tends towards a generally valid
objectivity.!®

It must be noted here that an unequivocal, accurate, or even just con-
ventionally definite expression need not be clear to everyone, that is,

18 Jt could, for instance, be ascertained statistically what compound sentences and
what types of subordinate clauses are found in folk speech. fremainder of footnote
omitted.]

186 We must of course differentiate between accuracy of expression (of terms) and
accuracy of concepts or thinking; we may have, for instance, arrived at an accurate
concept and not yet found a term; I may reject a term as inaccurate and admit the
concept as accurate, etc.



THE FUNCTIONAL DIFFERENTIATION OF THE STANDARD LANGUAGE 9

intelligible: it may be a term, or have a content, which is simply alien to
many speakers; thus, the general intelligibility and clarity cannot be the
gange for the accuracy of expression of a mathematical treatise on imaginary
numbers, and the legal difference between majitel [owner] and vlastnik
[possessor] is not inaccurate or indefinite just because it is not clear to the
layman. It might seem that I am belaboring the obvious, but the terms
accuracy, clarity, and intelligibility are often used quite arbitrarily.

[one paragraph and fn. 17 omitted.]

(B) AUTOMATIZATION AND FOREGROUNDING

Another mode of the special use of the devices of the language to meet
the various functions of the standard has been designated by me as the
differing automatization and foregrounding [aktualisace] of the devices of
the language, sometimes of the same ones.

What do we understand by the different automatization and foregrounding
of the devices of the language? Let me start with an example taken from
the relationship between different languages where these differences are
most conspicuous. If we, for instance, translate the common Russian
greeting formula “zdravstvuyte” into Czech by the phrase “bud’te zdrav”
[be healthy], everyone who does not know the literal meaning of the greeting
zdravstvuyte, but knows its use, will immediately note that such a transla-
tion is unsuitable; in Czech this greeting has a whole series of equivalents.
Why is this? A common Russian greeting form has been translated into
Czech by an uncommon form, that is, we have changed an automatized
expression into a foregrounded one although, of course, the phrase bud’te
zdrdv for many other purposes, for instance at the end of a letter, in saying
goodbye, and the like, will be a completely common and automatized
expression.

Or, to cite the most popular example. When someone translates the
French conventional formula “s’il vous plait” into Czech as “libi-li se vam”
[if you like], he has of course translated each individual word correctly,
but has completely changed the meaning of the formula as a whole since
the French formula has an automatized meaning more or less in the sense
of Czech “prosim” [please].

By automatization we thus mean such a use of the devices of the language,
in isolation or in combination with each other, as is usual for a certain
expressive purpose, that is, such a use that the expression itself does not
attract any attention; the communication occurs, and is received, as con-
ventional in linguistic form and is to be “understood” by virtue of the
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linguistic system without first being supplemented, in the concrete utterance,
by additional understanding derived from the situation and the context.

We thus call automatization what, in the cases of phrases, is sometimes
called the lexicalization of phrases. [eight lines omitted.] In other words,
we can speak of automatization only in those cases where the speaker’s
intent does not fail to obtain the desired effect, where the link between
intent and effect is not broken, unless there is a change in the environment
to which the utterance was addressed, or unless we deal with different
periods,

By foregrounding, on the other hand, we mean the use of the devices of
the language in such a way that this use itself attracts attention and is per-
ceived as uncommon, as deprived of automatization, as deautomatized,®
such as a live poetic metaphor (as opposed to a lexicalized one, which is
automatized).

Conversation yields good examples of both automatization and fore-
grounding: all conventional conversational devices are of course automa-
tized, but to liven up the conversation and to achieve surprise (wonderment)
foregrounded units are used, that is, linguistic devices that are uncommon
in everyday speech, or are used with an uncommon meaning, or in an
uncommon context (I am not concerned with content). They can, in accord
with the fashion, be either the devices of poetic language or of slang, or
other devices, perhaps even those of the language of science.

In a scientific treatise the author uses, on the one hand, words and phrases
which have accurate meaning for specialists in the field, by scientific defini-
tion or codification or convention, so that he doesn’t have to worry about
their meaning, that is, automatized expressions. On the other hand he uses
new expressions which, though uncommon, have been given a definitely
delimited meaning by himself or his school of thought and which he has
therefore automatized at least for purposes of a given work or a given
school, in the sense of having made them intelligible. If, however, such
cxpressions and modes of expression are included in utterances designed
for non-specialists, they lose their original automatization in the new con-
text (which in the old context we might have called “technical”), and
become either unintelligible, if they are devices totally alien to the layman,
or they become automatized in an entirely different way, if, indeed, they are
not foregrounded. Thus, every technical term, of course, has an automatized
meaning, but if it is transferred into a completely alien environment, it may
be foregrounded immediately and even become a swearword (cf. the use

18 Cf, [Jan] Rozwadowski in Bulletin de la Société de linguistique [de Paris], 25.106
(1925), where the term deautomatization is used, but in an evolutional sense.
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as invectives of words such as synfonie [symphony], fysike [physics] in
(Jan] Holeéek's Nasi [Our Folks] 1, 32 and passim).

Such a transfer of the automatizations of a certain field into an entirely
uncommon environment is at the root of many verbal jokes, which are
instances of foregrounding. [three lines omitted.]

The transfer of automatizations can, however, not be effected even in
the case of less conspicuous differences. Let us, for instance, compare a
statement in the language of science for purposes of theoretical formulation
to one for purposes of popularization or workaday communication, where
the subject matter of the statement may be identical, but its purpose is
different!

[four pages and fn. 19 omitted.]

We see clearly that, with essentially the same subject matter (the same
thematic plane) the linguistic shape of the utterance (the grammatico-
semantic plane) changes in accord with its purpose, and that one of the
basic components of this difference is the difference in automatization: a
scientific subject matter must be rid of technical automatizations in a popular
presentation (journalistic and the like) and be expressed, at least in part,
by means of the automatizations of everyday language; an everyday subject
matter acquires in scientific styling, instead of the automatizations of con-
versational speech which would be preserved in case of a popular presenta-
tion, the corresponding automatizations of technical language. It is, of
course, also possible to use the automatizations of conversational speech
in a technical paper, thus [the economist Jan] Kolousek in one of his papers
speaks of a vyhladovély &lovék [starved, very hungry individual], but this
is done for purposes of stylistic dissimilation (thus in essence a foreground-
ing of style) and more frequently in popular presentations than in strictly
scientific ones; in the latter, it may be for a pedagogical purpose, when we
repeat the same thing “in other words,” that is, in other automatizations.
In this article, for instance, I am using, in addition to the technical termi-
nology of a certain school of thought-—that is, technical automatizations
(which I am frequently citing only in parentheses)—also automatizations
and terms of more general use.

On the other hand, the automatizations of the language of science, or
even of just workaday technical speech, used in conversational speech (but
not, of course, in a technical conversation or discussion) become fore-
grounded. [four lines omitted.]

We find maximum foregrounding, used for its own sake, not only in
poetic language, but even in the language of essays, which is linked to
technical speech by the fact that the communicative intent is not com-
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pletely in the background, and the devices are sclected and arranged in
such a manner, be they taken from technical or conversational speech, that
they become foregrounded; the language of essays is directed towards the
foregrounded expression of a given communication (content), but fore-
grounded according to a certain pattern just as in poetic language, whereas
the language of science is directed towards an accurate expression of the
content, the workaday technical language towards a definite expression,
and conversational speech towards a generally accessible communication.
[two and one half paragraphs omitted.]

Even this brief and rather simplified comparison of different functional
dialects and styles shows that each of them has its own linguistic devices
and modes of their utilization; from this it follows that it is impossible and
incorrect to try to raise any one functional dialect or style to the status of
a criterion for the others. The professor who uses the language of science
in ordinary conversation is a well-known humorous figure; neither workaday
technical speech nor the style of written expression can properly be used
in plain conversation.®® And it is equally incorrect to recommend the so-
called “natural” way of expression for other dialects and styles: this means
forcing the automatizations of conversational speech, that is, a language
suited for just one function, upon other functional dialects and styles. Poetic
language can use these automatizations for its purposes in various ways
(cf. Mukafovsky's article), but it cannot be limited to them; technical
speech, both workaday and scientific, can use them only to a limited extent.
One can obviously not ignore the significance for standard French of its
conversational base, the usage of the court and society of the 17th and
18th centuries, but one should then not overlook what was the subject
matter of conversation in that society, the usage of which served as the
basis for Vaugelas' Remarques (literature, philosophy), and what is the
subject matter of the conversations recommended to the guardian of Czech
usage (women on the market, river sailors, see NaSe Reé [a purist journal],
1.266 [1917)). How this trend is based on a romantic idealization of the
people, the “unspoiled” people of course, can be seen from the fact that
in addition to constantly recommending popular conversational usage, there
are constantly repeated complaints about every element of slang in the
speech of students or young people in general, in spite of [V.] Ertl's [a
Czech historical linguist] ironical remark in Nafe Reé (8.61 [1924]) that
young people will evidently go on doing this as well as other mischief
“until [children) will be at least forty at birth.”

20 Cf, Vendryas' famous statement “un homme qui parie comme il écrit nous fait
'cffet d'un étre artificiel, anormal.” (Le langage, 1921, p. 326)
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[one paragraph and fn. 21 omitted.]

Just as the automatizations of conversational speech cannot be forced
upon other functional dialects and styles, so it is impossible to require
definiteness or accuracy of the standard language as such, and use them
as criteria to evaluate utterances made in it, as is sometimes done. We
did show that definiteness and accuracy as a manifestation of the intellec-
tualization of the standard are important properties of certain of its func-
tions, but let us therefore not forget that inaccuracy or indefiniteness may
be functionally justified, if that happens to be the purpose of a certain
verbal response. It is, for instance, sometimes used in the language of
commerce, legal practice, politics, diplomacy, and the like. It is not, and
cannot be, a simple yes or no language, and it sometimes wants to, or has
to, express itself noncommittally (cf. the well-known “I'll see what I can
do”). Thus, in the language of business correspondence there is, in addition
to some definite (unequivocal) expressions for the operations of business
practice and for the objects of commerce, a need also for some rather neutral
formulae which can be used in different situations and on different occasions,
because the correspondence is in bulk and is not individualized. Such
formulae must therefore be evaluated from the standpoint of their special
purpose and not be rejected en bloc as “feeble, anemic expressions which
only coarsly render one’s thinking, and where the writer avoids laborious
thinking over, clarifying his concepts, and looking for an accurate expres-
sion” (NaSe Re¢ 14.191 [1930], in [Jifi] Haller’s [a Czech purist] article
on business Czech): a secretary cannot think over laboriously, if she wants
to get her work done, neither can she “clarify her concepts” too much, since
she often doesn’t know too well herself what is involved and might change
the meaning of the statement. This is not only the reason, as Haller thinks
in the above paper, of these maligned “feeble, anemic expressions,” but
also the purpose of such formulae. These neutral formulae, as well as the
accurate clichés for business operations and the terms for the objects of
commerce, are of course automatized. There are few styles of language
as highly automatized as the language of business; nonetheless, it has room
for foregrounding, namely in the case of advertising. Then of course it
will not avoid “conspicuous novelties and uncommon forms,” which should
be avoided in accord with the advice given in the above article in Naje Reé
(p. 195).

Journalistic language is likewise in need of a store of various formulae
(clichés), but we shall speak of this in another connection (see p. 77).

A verbal response can be evaluated only in terms of its adequacy to the
purpose, whether it meets the given objective suitably.
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To these two practical remarks flowing for the critique of linguistic usage
from the discussion of the functional differentiation of language, let me add
a third: I am thinking of the impossibility of evaluating individual words
detached from their functional utilization and automatized combinations,
as well as the impossibility of considering the automatized meaning of a
word in a single combination and in a single function its only possible
meaning.

[four pages and fn. 22, 23 omitted.]

In conclusion to this section on the functional differentiation of the
standard language, let me give a schematic survey of this differentiation.
It is not a classification of all the functions of language, but a systematic
listing mainly of those differences which have been mentioned and which
are most significant for the various purposes of the standard language. It
therefore does not include the otherwise important and basic difference
between the emotional and the intellectual aspect of verbal responses, nor
that between overt and subvocal speech; for these differences, see at least
the thesis on the functions of language presented by the Linguistic Circle
of Prague to the First Congress of Slavic Philologists, Prague, 1929 (Sec-
tion II, Thesis No. 3, in French in Travaux du Cercle Linguistique de
Prague, 1.14 fi. [1929]).

Functions of the standard: Functional dialects:

1. communication conversational

2. workaday technical ;communicative workaday (matter-of-fact)
3. theoretical technical scientific

4. esthetic poetic language

Re 1. unified semantic plane
free relation of lexical units to referents
incomplete verbal responses
intelligibility, given by the situation and by conversa-
tional automatizations

Re 2. unified semantic plane
relation of lexical units to referents definite by convention
(terms)
relatively complete responses
definiteness, given by defined or codified automatizations
(terms and formulae)
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Re 3. unified semantic plane
relation of lexical units to referents accurate (concepts)
complete responses
accuracy, given by defined or codified automatizations

Re 4. complex (multivalued) semantic plane
relation of lexical units to referents, completeness and clarity
of the utterance determined by the structure of the literary
work and given by its poetic foregrounding

Functional styles of the standard language:

A. According to the specific purpose of the response:
1. matter-of-fact communication, information
2. exhortation (appeal), suasion
3. general explanation (popular)
4. technical explanation (exposition, proof)
5. codifying formulation

B. According to the manner of the response:
private-——public
oral—written

oral: 1. private: (monologue)—dialogue
2. public: speechmaking—discussion
written: 1. private
2. public: (a) notice, poster

(b) journalistic
(c) book writing (magazine writing)

Notes on the Scheme.

1. T have classed poetic language with its esthetic function as a fourth
functional dialect simply because I am giving here a mere listing. There
is an essential difference between the first three functional dialects listed
which are always used to communicate something (have a communicative
function) and between poetic language which is not primarily communi-
cative.—For the same reasons of listing I have simply included among the
functional styles that of exhortation and suasion, although there is a
fundamental difference between this style and all others.—The listing in
terms of the manner of the response can hardly be considered complete.

2. The difference between functional style and functional dialect [funk&ni
jazyk] consists in the fact that the functional style is determined by the
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specific purpose of the given verbal response—it is a function of the verbal
response (of the act of speech, “parole”), whereas the functional dialect
is determined by the over-all purpose of the structured totality of means of
expression, it is a function of the linguistic pattern (“langue”).

In verbal responses, we thus encounter functional dialects in different
functional styles.

3. The completeness of the response is evaluated in terms of the degree
to which the linguistic aspects of the response are complete or have gaps
as compared to what the response is intended to express (in terms of the
relationship of the grammatico-semantic plane to the thematic plane).—In
conversational speech, there are gaps in the verbal response from the stand-
point of the gradual development of the subject matter which are filled in
from the extralinguistic situation and by extralinguistic means. In the
language of science and in workaday speech, the continuity of the linguistic
aspects of the response (the grammatico-semantic plane) is given only
linguistically; the language of science, especially in the case of codifying
formulation, then attempts to achieve the maximum parallelism possible
in the given language between the linguistic expression and the gradual
development of the subject matter; in workaday speech, there rather seems
to be a conscious disturbance of this parallelism, and thus the progression
of linguistic expression as compared to the progression of the subject matter
is interrupted by repeating things “in other words,” or by deliberately leav-
ing gaps to be filled in by the listener or reader so that only part of the
thematic progression (usually its high points) find their expression,* with-

[fn. 24 omitted.]

out, of course, the automatic intervention of the extralinguistic situation.

A more naive point of view will, instead of the thematic plane, think of
reality (facts) as the thing to be expressed; this is an improper oversimplifi-
cation. The thematic plane is not to be held identical with extralinguistic
reality; the two may be variously related to each other.




Jan Mukatovsky, Standard Language and Poetic Language
(From: SCIK, pp. 123-49)

The problem of the relationship between standard language and poetic
language can be considered from two standpoints. The theorist of poetic
language poses it somewhat as follows: is the poet bound by the norms
of the standard? Or perhaps: how does this norm assert itself in poetry?
The theorist of the standard language, on the other hand, wants to know
above all to what extent a work of poetry can be used as data for ascer-
taining the norm of the standard. In other words, the theory of poetic
language is primarily interested in the differences between the standard
and poetic language, whereas the theory of the standard language is mainly
interested in the similarities between them. It is clear that with a good
procedure no conflict can arise between the two directions of research;
there is only a difference in the point of view and in the illumination of
the problem. Our study approaches the problem of the relationship between
poetic language and the standard from the vantage point of poetic language.
Our procedure will be to subdivide the general problem into a number of
special problems.

The first problem, by way of introduction, concerns the following: what
is the relationship between the extension of poetic language and that of the
standard, between the places of each in the total system of the whole of
language? Is poetic language a special brand of the standard, or is it an
independent formation?>—Poetic language cannot be called a brand of the
standard, if for no other reason that poetic language has at its disposal,
from the standpoint of lexicon, syntax, etc., all the forms of the given
language—often of different developmental phases thereof. There are
works in which the lexical material is taken over completely from another
form of language than the standard (thus, Villon’s or Rictus’ slang poetry
in French literature). Different forms of the language may exist side by
side in a work of poetry (for instance, in the dialogues of a novel dialect
or slang, in the narrative passages the standard). Poetic language finally
also has some of its own lexicon and phraseology as well as some gram-
matical forms, the so-called poetisms such as zor [gaze), oF [steed], pldti
[be aflame], 3rd p. sg. mizf [can; cf. English -th] (a rich selection of
examples can be found in the ironic description of “moon language” in
[Svatopluk) Cech’s [1846-1908, a realist] Vylet pana Broucka do mésice
[Mr. Brou&ek’s Trip to the Moon]). Only some schools of poetry, of course,
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have a positive attitude towards poetisms (among them the Lumir Group
including Svatopluk Cech), others reject them.

Poetic language is thus not a brand of the standard. This is not to deny
the close connection between the two, which consists in the fact that, for
poetry, the standard language is the background against which is reflected
the esthetically intentional distortion of the linguistic components of the
work, in other words, the intentional violation of the norm of the standard.
Let us, for instance, visualize a work in which this distortion is carried out
by the interpenetration of dialect speech with the standard; it is clear, then,
that it is not the standard which is perceived as a distortion of the dialect,
but the dialect as a distortion of the standard, even when the dialect is
quantitatively preponderant. The violation of the norm of the standard,
its systematic violation, is what makes possible the poetic utilization of
language; without this possibility there would be no poetry. The more the
norm of the standard is stabilized in a given language, the more varied can
be its violation, and therefore the more possibilities for poetry in that
language. And on the other hand, the weaker the awareness of this norm,
the fewer possibilities of violation, and hence the fewer possibilities for
poetry. Thus, in the beginnings of Modern Czech poetry, when the aware-
ness of the norm of the standard was weak, poetic neologisms with the
purpose of violating the norm of the standard were little different from
neologisms designed to gain general acceptance and become a part of the
norm of the standard, so that they could be confused with them.

Such is the case of M. Z. Poldk [1788-1856, an early romantic], whose
neologisms are to this day considered poor neologisms of the standard.

[one paragraph and fn. 1, 2 omitted]

A structural analysis of Polék’s * poem would show that [Josef] Jungmann
[a leading figure of the Czech national renascence] was right [in evaluating
Polék’s poetry positively]. We are here citing the disagreement in the
evaluation of Poldk’s neologisms merely as an illustration of the statement
that, when the norm of the standard is weak—as was the case in the period
of national renascence, it is difficult to differentiate the devices intended
to shape this norm from those intended for its consistent and deliberatc
violation, and that a language with a weak norm of the standard therefore
offers fewer devices to the poet.

This relationship between poetic language and the standard, one which

31t is important to note that Poldk himself in lexical notes to his poem clearly
distinguishes little known works (including obvious neologisms and new loans) from
those which he used “for better poetic expression,” that is, as is shown by the evidence,
from poetic neologisms.
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we could call negative, also has its positive side which is, however, more
important for the theory of the standard language than for poetic language
and its theory. Many of the linguistic components of a work of poetry do
not deviate from the norm of the standard because they constitute the
background against which the distortion of the other components is reflected.
The theoretician of the standard language can therefore include works of
poetry in his data with the reservation that he will differentiate the distorted
components from those that are not distorted. An assumption that all
components have to agree with the norm of the standard would, of course,
be erroneous.

The second special question which we shall attempt to answer concerns
the different function of the two forms of language. This is the core of the
problem. The function of poetic language consists in the maximum of
foregrounding of the utterance. Foregrounding is the opposite of automati-
zation, that is, the deautomatization of an act; the more an act is automa-
tized, the less it is consciously executed; the more it is foregrounded, the
more completely conscious does it become. Objectively speaking: auto-
matization schematizes an event; foregrounding means the violation of the
scheme. The standard language in its purest form, as the language of
science with formulation as its objective, avoids foregrounding [aktualisace]:
thus, a new expression, foregrounded because of its newness, is immediately
automatized in a scientific treatise by an exact definition of its meaning.
Foregrounding is, of course, common in the standard language, for instance,
in journalistic style, even more in essays. But here it is always subordinate
to communication: its purpose is to attract the reader’s (listener’s) atten-
tion more closely to the subject matter expressed by the foregrounded means
of expression. All that has been said here about foregrounding and auto-
matization in the standard language has been treated in detail in Havranek’s
paper in this cycle; we are here concerned with poetic language. In poetic
language foregrounding achieves maximum intensity to the extent of pushing
communication into the background as the objective of expression and of
being used for its own sake; it is not used in the services of communication,
but in order to place in the foreground the act of expression, the act of
speech itself. The question is then one of how this maximum of foreground-
ing is achieved in poetic language. The idea might arise that this is a
quantitative effect, a matter of the foregrounding of the largest number of
components, perhaps of all of them together. This would be a mistake,
although only a theoretical one, since in practice such a complete fore-
grounding of all the components is impossible. The foregrounding of any
one of the components is necessarily accompanied by the automatization
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of one or more of the other components; thus, for instance, the foregrounded
intonation in [Jaroslav] Vrchlicky [1853-1912, a poet of the Lumir Group,
see above] and [Svatopluk] Cech has necessarily pushed to the lowest level
of automatization the meaning of the word as a unit, because the fore-
grounding of its meaning would give the word phonetic independence as
well and lead to a disturbance of the uninterrupted flow of the intonational
(melodic) line; an example of the degree to which the semantic independ-
ence of the word in context also manifests itself as intonational independence
can be found in [Karel] Toman’s [1877-1946, a modern poet] verse. The
foregrounding of intonation as an uninterrupted melodic line is thus linked
to the semantic “emptiness” for which the Lumir Group has been criticized
by the younger generation as being “verbalistic.”—In addition to the prac-
tical impossibility of the foregrounding of all components, it can also be
pointed out that the simultaneous foregrounding of all the components of
a work of poetry is unthinkable. This is because the foregrounding of a
component implies precisely its being placed in the foreground; the unit
in the foreground, however, occupies this position by comparison with
another unit or units that remain in the background. A simultaneous general
foregrounding would thus bring all the components into the same plane and
so become a new automatization.

The devices by which poetic language achieves its maximum of fore-
grounding must therefore be sought elewhere than in the quantity of
foregrounded components. They consist in the consistency and systematic
character of foregrounding. The consistency manifests itself in the fact that
the reshaping of the foregrounded component within a given work occurs
in a stable direction; thus, the deautomatization of meanings in a certain
work is consistently carried out by lexical selection (the mutual interlarding
of contrasting areas of the lexicon), in another equally consistently by the
uncommon semantic relationship of words close together in the context.
Both procedures result in a foregrounding of meaning, but differently for
each. The systematic foregrounding of components in a work of poetry
consists in the gradation of the interrelationships of these components,
that is, in their mutual subordination and superordination. The component
highest in the hierarchy becomes the dominant. All other components,
foregrounded or not, as well as their interrelationships, are evaluated from
the standpoint of the dominant. The dominant is that component of the
work which sets in motion, and gives direction to, the relationships of all
other components. The material of a work of poetry is intertwined with
the interrelationships of the components even if it is in 2 completely unfore-
grounded state. Thus, there is always present, in communicative speech
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as well, the potential relationship between intonation and meaning, syntax,
word order, or the relationship of the word as a meaningful unit to the

phonetic structure of the text, to the lexical selection found in the text, to
other words as units of meaning in the context of the same sentence. It can
pe said that each linguistic component is linked directly or indirectly, by
means of these multiple interrelationships, in some way to every other
component. In communicative speech these relationships are for the most
part merely potential, because attention is not called to their presence and
to their mutual relationship. It is, however, enough to disturb the equilib-
rium of this system at some point and the entire network of relationships is
slanted in a certain direction and follows it in its internal organization:
tension arises in one portion of this network (by consistent unidirectional
forgrounding), while the remaining portions of the network are relaxed
(by automatization perceived as an intentionally arranged background).
This internal organization of relationships will be different in terms of the
point affected, that is, in terms of the dominant. More concretely: some-
times intonation will be governed by meaning (by various procedures),
sometimes, on the other hand, the meaning structure will be determined by
intonation; sometimes again, the relationship of a word to the lexicon may
be foregrounded, then again its relationship to the phonetic structure of the
text. Which of the possible relationships will be foregrounded, which will
remain automatized, and what will be the direction of foregrounding—
whether from component A to component B or vice versa, all this depends
on the dominant.

The dominant thus creates the unity of the work of poetry. It is, of
course, a unity of its own kind, the nature of which in esthetics is usually
designated as “unity in variety,” a dynamic unity in which we at the same
time perceive harmony and disharmony, convergence and divergence. The
convergence is given by the trend towards the dominant, the divergence by
the resistance of the unmoving background of unforegrounded components
against this trend. Components may appear unforegrounded from the
standpoint of the standard language, or from the standpoint of the poetic
canon, that is, the set of firm and stable norms into which the structure
of a preceding school of poetry has dissolved by automatization, when it
is no longer perceived as an indivisible and undissociable whole. In other
words, it is possible in some cases for a component which is foregrounded
in terms of the norms of the standard, not to be foregrounded in a certain
work because it is in accord with the automatized poetic canon. Every
work of poetry is perceived against the background of a certain tradition,
that is, of some automatized canon with regard to which it constitutes a




22 JAN MUKAROVSKY

distortion. The outward manifestation of this automatization is the ease
with which creation is possible in terms of this canon, the proliferation of
epigones, the liking for obsolescent poetry in circles not close to literature.
Proof of the intensity with which a new trend in poetry is perceived as a
distortion of the traditional canon is the negative attitude of conservative
criticism which considers deliberate deviations from the canon errors against
the very essence of poetry.

The background which we perceive behind the work of poetry as con-
sisting of the unforegrounded components resisting foregrounding is thus
dual; the norm of the standard language and the traditional esthetic canon.
Both backgrounds are always potentially present, though one of them will
predominate in the concrete case. In periods of powerful foregrounding
of linguistic elements, the background of the norm of the standard predomi-
nates, while in periods of moderate foregrounding, that of the traditional
canon. If the latter has strongly distorted the norm of the standard, then
its moderate distortion may, in turn, constitute a renewal of the norm of the
standard, and this precisely because of its moderation. The mutual relation-
ships of the components of the work of poetry, both foregrounded and
unforegrounded, constitute its structure, a dynamic structure including both
convergence and divergence and one that constitutes an undissociable artis-
tic whole, since each of its components has its value precisely in terms of
its relation to the totality.

It is thus obvious that the possibility of distorting the norm of the stand-
ard, if we henceforth limit ourselves to this particular background of fore-
grounding, is indispensable to poetry. Without it, there would be no poetry.
To criticize the deviations from the norm of the standard as faults, especially
in a period which, like the present, tends towards a powerful foregrounding
of linguistic components, means to reject poetry. It could be countered
that in some works of poetry, or rather in some genres, only the “content”
(subject matter) is foregrounded, so that the above remarks do not concern
them. To this it must be noted that in a work of poetry of any genre there
is no fixed border, nor, in a certain sense, any essential difference between
the language and the subject matter. The subject matter of a work of poetry
cannot be judged by its relationship to the extralinguistic reality entering
into the work; it is rather a component of the semantic side of the work
(we do not want to assert, of course, that its relationship to reality can
not become a factor of its structure, as for instance in realism). The proof
of this statement could be given rather extensively; let us, however, limit
ourselves to the most important point: the question of truthfulness does
not apply in regard to the subject matter of a work of poetry, nor does it
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even make sense. Even if we posed the question and answered it positively
or negatively as the case may be, the question has no bearing on the artistic
value of the work; it can only serve to determine the extent to which the
work has documentary value. If in some work of poetry there is emphasis
on the question of truthfulness (as in [Vladislav] Van&ura’s [1891-1942,
a modern author] short story Dobrd mira [The Good Measure]), this
emphasis only serves the purpose of giving the subject matter a certain
semantic coloration. The status of subject matter is entirely different in
case of communicative speech. There, a certain relationship of the subject
matter to reality is an important value, a necessary prerequisite. Thus, in
the case of a newspaper report the question whether a certain event has
occurred or not is obviously of basic significance.

The subject matter of a work of poetry is thus its largest semantic unit.
In terms of being meaning, it has certain properties which are not directly
based on the linguistic sign, but are linked to it insofar as the latter is a
general semiological unit (especially its independence of any specific signs,
or sets of signs, so that the same subject matter may without basic changes
be rendered by different linguistic devices, or even transposed into a different
set of signs altogether, as in the transposition of subject matter from one
art form to another), but this difference in properties does not affect the
semantic character of the subject matter. It thus holds, even for works and
genres of poetry in which the subject matter is the dominant, that the latter
is not the “equivalent” of a reality to be expressed by the work as effectively
(for instance, as truthfully) as possible, but that it is a part of the structure,
is governed by its laws, and is evaluated in terms of its relationship to it.
If this is the case, then it holds for the novel as well as for the lyrical poem
that to deny a work of poetry the right to violate the norm of the standard
is equivalent to the negation of poetry. It cannot be said of the novel that
here the linguistic elements are the esthetically indifferent expression of
content, not even if they appear to be completely devoid of foregrounding:
the structure is the total of all the components, and its dynamics arises
precisely from the tension between the foregrounded and unforegrounded
components. There are, incidentally, many novels and short stories in which
the linguistic components are clearly foregrounded. Changes effected in
the interest of correct language would thus, even in the case of prose, often
interfere with the very essence of the work; this would, for instance, happen
if the author or even translator decided, as was asked in NaSe Reé, to
eliminate “superfluous” relative clauses.

There still remains the problem of esthetic values in language outside of
the realm of poetry. A recent Czech opinion has it that “esthetic evaluation




24 JAN MUKAROVSKY

must be excluded from language, since there is no place where it can be
applied. It is useful and necessary for judging style, but not language”
(J. Haller, Problém jazykové sprdvnosti [The Problem of Correct Lan-
guage], Vyroéni zprdva &. st. ref redl. gymnasia v Usti nad Labem za r.
1930-31, p. 23). I am leaving aside the criticism of the terminologically
inaccurate opposition of style and language; but I do want to point out, in
opposition to Haller’s thesis, that esthetic valuation is a very important
factor in the formation of the norm of the standard; on the one hand because
the conscious refinement of the language can not do without it, on the other
hand because it sometimes, in part, determines the development of the norm
of the standard.

Let us start with a general discussion of the field of esthetic phenomena.
It is clear that this field by far exceeds the confines of the arts. Dessoir
says about it: “The striving for beauty need not be limited in its manifesta-
tion to the specific forms of the arts. The esthetic needs are, on the contrary,
so potent that they affect almost all the acts of man.” ¢ If the area of
esthetic phenomena is indeed so broad, it becomes obvious that esthetic
valuation has its place beyond the confines of the arts; we can cite as
examples the esthetic factors in sexual selection, fashion, the social ameni-
ties, the culinary arts, etc. There is, of course, a difference between esthetic
valuation in the arts and outside of art. In the arts, esthetic valuation
necessarily stands highest in the hierarchy of the values contained in the
work, whereas outside of art its position vacillates and is usually subordi-
nate. Furthermore, in the arts we evaluate each component in terms of the
structure of the work in question, and the yardstick is in each individual
case determined by the function of the component within the structure.
QOutside of art, the various components of the phenomenon to be evaluated
are not integrated into an esthetic structure and the yardstick becomes the
established norm that applies to the component in question, wherever the
latter occurs. If, then, the area of esthetic valuation is so broad that it
includes “almost all of the acts of man,” it is indeed not very probable
that language would be exempt from esthetic valuation; in other words,
that its use would not be subject to the laws of taste. There is direct proof
that esthetic valuation is one of the basic criteria of purism, and that even
the development of the norm of the standard can not be imagined without it.

[three and one half pages and fn. 5, 6 omitted.]

Esthetic valuation clearly has its indispensable place in the refinement of
language, and those purists who deny its validity are unconsciously passing

4 M. Dessoir, Asthetik und allgemeine Kunstwissenschaft, Stuttgart, 1906, p. 112.
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judgment on their own practice. Without an esthetic point of view, no other
form of the cultivation of good language is possible, even one much more
efficient than purism. This does not mean that he who intends to cultivate
good language has the right to judge language in line with his personal
taste, as is done precisely by the purists. Such an intervention into the
development of the standard language is efficient and purposeful only in
periods when the conscious esthetic valuation of phenomena has become
a social fact—as was the case in France in the 17th century. In other
periods, including the present, the esthetic point of view has more of a
regulatory function in the cultivation of good language: he who is active
in the cultivation of good language must take care not to force upon the
standard language, in the name of correct language, modes of expression
that violate the esthetic canon (set of norms) given in the language
implicity, but objectively; intervention without heed to the esthetic norms
hampers, rather than advances, the development of the language. The
esthetic canon, which differs not only from language to language, but also
for different developmental periods of the same language (not counting in
this context other functional formations of which each has its own esthetic
canon), must therefore be ascertained by scientific investigation and be
described as accurately as possible. This is the reason for the considerable
significance of the question of the manner in which esthetic valuation influ-
ences the development of the norm of the ctandard. Let us first consider
the manner in which the lexicon of the standard language is increased and
renewed. Words originating in slang, dialects, or foreign languages, are,
as we know from our own experience, often taken over because of their
novelty and uncommonness, that is, for purposes of foregrounding in which
esthetic valuation always plays a significant part. Words of the poetic
language, poetic neologisms, can also enter the standard by this route,
although in these cases we can also be dealing with acceptance for reasons
of communication (need for a new shade of meaning). The influence of
poetic language on the standard is, however, not limited to the vocabulary:
intonational and syntactic patterns (clichés) can, for instance, also be
taken over—the latter only for esthetic reasons since there is hardly any
communicative necessity for a change of the sentence and intonation struc-
ture current until then. Very interesting in this respect is the observation
by the poet J. Cocteau in his book Le secret professionnel (Paris, 1922,
P- 36) that “Stéphane Mallarmé even now influences the style of the daily
Press without the journalists’ being aware of it.” By way of explanation it
must be pointed out that Mallarmé has very violently distorted French
syntax and word order which is incomparably more bound in French than
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in Czech, being a grammatical factor. In spite of this intensive distortion,
or perhaps because of it, Mallarmé influenced the development of the
structure of the sentence in the standard language.

The effect of esthetic valuation on the development of the norm of the
standard is undeniable; this is why the problem deserves the attention of
the theorists. So far, we have, for instance, hardly even any-lexical studies
of the acceptance of poetic neologisms in Czech and of the reasons for this
acceptance; [Antonin] Frinta’s article Rukopisné podvrhy a nale spisovnd
Fe& [The Fake Manuscripts (Véaclav Hanka’s forgeries of purportedly Old
Czech poetry, 1813, 1817) and our Standard Language] (Nase Reg, vol. II)
has remained an isolated attempt. It is also necessary to investigate the
nature and range of esthetic valuation in the standard language. Esthetic
valuation is based here, as always when it is not based on an artistic
structure, on certain generally valid norms. In art, including poetry, each
component is evaluated in relation to the structure. The problem in evalu-
ating is to determine how and to what extent a given component fulfills
the function proper to it in the total structure; the yardstick is given by
the context of a given structure and does not apply to any other context.
The proof lies in the fact that a certain component may by itself be perceived
as a negative value in terms of the pertinent esthetic norm, if its distortional
character is very prominent, but may be evaluated positively in terms of a
particular structure and as its essential component precisely because of
this distortional character. There is no esthetic structure outside of poetry,
none in the standard language (nor in language in general). There is,
however, a certain set of esthetic norms, each of which applies independ-
ently to a certain component of language. This set, or canon, is constant
only for a certain period and for a certain linguistic milieu; thus, the esthetic
canon of the standard is different from that of slang. We therefore need a
description and characterization of the esthetic canon of the standard lan-
guage of today and of the development of this canon in the past. It is, of
course, clear to begin with that this development is not independent of the
changing structures in the art of poetry. The discovery and investigation
of the esthetic canon accepted for a certain standard language would not
only have theoretical significance as a part of its history, but also, as has
already been said, be of practical importance in its cultivation.

Let us now return to the main topic of our study and attempt to draw
some conclusions from what was said above of the relationship between
the standard and poetic language.

Poetic language is a different form of language with a different function
from that of the standard. It is therefore equally unjustified to call all
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poets, without exception, creators of the standard language as it is to make
them responsible for its present state. This is not to deny the possibility of
utilizing poetry as data for the scientific description of the norm of the
standard (cf. pp. 18-19), nor the fact that the development of the norm of
the standard does not occur uninfluenced by poetry. The distortion of the
norm of the standard is, however, of the very essence of poetry, and it is
therefore improper to ask poetic language to abide by this norm. This was
clearly formulated as early as 1913 by Ferdinand Brunot (L’autorité en
matiére de langage, Die neueren Sprachen, vol. XX): “Modern art, indi-
vidualistic in essence, can not always and everywhere be satisfied with the
standard language alone. The laws governing the usual communication of
thought must not, lest it be unbearable tyranny, be categorically imposed
upon the poet who, beyond the bounds of the accepted forms of language,
may find personalized forms of intuitive expression. It is up to him to use
them in accord with his creative intuition and without other limits than
those imposed by his own inspiration. Public opinion will give the final
verdict.” It is interesting to compare Brunot’s statement to one of Haller’s
of 1931 (Problém jazykové sprdvnosti, op. cit. 3): “Our writers and poets
in their creative effort attempt to replace the thorough knowledge of the
material of the language by some sort of imaginary ability of which they
themselves are not too sincerely convinced. They lay claim to a right
which can but be an unjust privilege. Such an ability, instinct, inspiration,
or what have you, cannot exist in and of itself; just as the famous feel for
the language, it can only be the final result of previous cognition, and
without consciously leaning on the finished material of the language, it is
no more certain than any other arbitrary act.” If we compare Brunot’s
statement to Haller’s, the basic difference is clear without further comment.
Let us also mention Jungmann's critique of Poldk’s VzneSenost pFirody [The
Sublimity of Nature] cited clsewhere in this study (p. 125 [see above]);
Jungmann has there quite accurately pointed out as a characteristic feature
of poetic language its “uncommonness,” that is, its distortedness.—In spite
of all that has been said here, the condition of the norm of the standard
language is not without its significance to poetry, since the norm of the
standard is precisely the background against which the structure of the
work of poetry is projected, and in regard to which it is perceived as a
distortion; the structure of a work of poetry can change completely from
its origin if it is, after a certain time, projected against the background of
a norm of the standard which has since changed.

In addition to the relationship of the norm of the standard to poetry,
there is also the opposite relationship, that of poetry to the norm of the
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standard. We have already spoken of the influence of poetic language on
the development of the standard; some remarks remain to be added. First
of all, it is worth mentioning that the poetic foregrounding of linguistic
phenomena, since it is its own purpose, can not have the purpose of creating
new means of communication (as Vossler and his school think). If any-
thing passes from poetic language into the standard, it becomes a loan in
the same way as anything taken over by the standard from any other lin-
guistic milieu; even the motivation of the borrowing may be the same: a loan
from poetic language may likewise be taken over for extraesthetic, that is,
communicative reasons, and conversely the motivation for borrowings from
other functional dialects, such as slang, may be esthetic. Borrowings from
poetic language are beyond the scope of the poet’s intent. Thus, poetic
neologisms arise as intentionally esthetic new formations, and their basic
features are unexpectedness, unusualness, and uniqueness. Neologisms
created for communicative purposes, on the other hand, tend towards
common derivation patterns and easy classifiability in a certain lexical
category; these are the properties allowing for their general usability. If,
however, poetic neologisms were formed in view of their general usability,
their esthetic function would be endangered thereby; they are, therefore,
formed in an unusual manner, with considerable violence to the language,
as regards both form and meaning.

[two and one half pages and fn. 7, 8, omitted.]

The relationship between poetic language and the standard, their mutual
approximation or increasing distance, changes from period to period. But
even within the same period, and with the same norm of the standard, this
relationship need not be the same for all poets. There are, generally speak-
ing, three possibilities: the writer, say a novelist, may either not distort
the linguistic components of his work at all (but this nondistortion is, as
was shown above, in itself a fact of the total structure of his work), or he
may distort it, but subordinate the linguistic distortion to the subject matter
by giving substandard color to his lexicon in order to characterize person-
ages and situations, for instance; or finally, he may distort the linguistic
components in and of themselves by either subordinating the subject matter
to the linguistic deformation, or emphasizing the contrast between the sub-
ject matter and its linguistic expression. An example of the first possibility
might be [Jakub] Arbes [1840-1914, an early naturalist], of the second,
some realistic novelists such as T. Novédkova [1853-1912] or Z. Winter
[1846-1912], of the third, [Vladislav] Vandura. It is obvious that as one
goes from the first possibility to the third, the divergence between poetic
language and the standard increases. This classification has of course been

_
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highly schematized for purposes of simplicity; the real situation is much
more complex.

The problem of the relationship between the standard and poetic language
does not, however, exhaust the significance of poetry as the art form which
uses language as its material, for the standard language, or for the language
of a nation in general. The very existence of poetry in a certain language
has fundamental importance for this language. [seven lines omitted.] By
the very fact of foregrounding, poetry increases and refines the ability to
handle language in general; it gives the language the ability to adjust more
flexibly to new requirements and it gives it a richer differentiation of its
means of expression. Foregrounding brings to the surface and before the
eyes of the observer even such linguistic phenomena as remain quite covert
in communicative speech, although they are important factors in language.
Thus, for instance, Czech symbolism, especially O. Bfezina’s [1868-1929]
poetry, has brought to the fore of linguistic consciousness the essence of
sentence meaning and the dynamic nature of sentence construction. From
the standpoint of communicative speech, the meaning of a sentence appears
as the total of the gradually accumulated meanings of the individual words,
that is, without having independent existence. The real nature of the
phenomenon is covered up by the automatization of the semantic design of
the sentence. Words and sentences appear to follow each other with obvious
necessity, as determined only by the nature of the message. Then there
appears a work of poetry in which the relationship between the meanings
of the individual words and the subject matter of the sentence has been
foregrounded. The words here do not succeed each other naturally and
inconspicuously, but within the sentence there occur semantic jumps, breaks,
which are not conditioned by the requirements of communication, but given
in the language itself. The device for achieving these sudden breaks is the
constant intersection of the plane of basic meaning with the plane of
figurative and metaphorical meaning; some words are for a certain part of
the context to be understood in their figurative meaning, in other parts in
their basic meaning, and such words, carrying a dual meaning, are precisely
the points at which there are semantic breaks. There is also foregrounding of
the relationship between the subject matter of the sentence and the words
as well as of the semantic interrelationships of the words in the sentence.
The subject matter of the sentence then appears as the center of attraction
given from the beginning of the sentence, the effect of the subject matter
on the words and of the words on the subject matter is revealed, and the
determining force can be felt with which every word affects every other. The
sentence comes alive before the eyes of the speech community: the structure
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is revealed as a concert of forces. (What was here formulated discursively,
must of course be imagined as an unformulated intuitive cognition stored
away for the future in the consciousness of the speech community.)
Examples can be multiplied at will, but we shall cite no more. We wanted
to give evidence for the statement that the main importance of poetry for
language lies in the fact that it is an art. :

[final nine and one-half pages omitted.]



Jan Mukafovsky, The Esthetics of Language
(From: KCP, pp. 41-77)

Considerations of the esthetics of language usually have a purely norma-
tive character. The question is asked how beauty can be given to the
individual verbal response or what direction can be given to the over-all
effort of the cultivation of good language [jazykové kultura]. The esthetic

int of view in the investigation of language is of course not limited to
considerations of the esthetic in language, but is also brought to bear on
stylistic work; stylistics then, as opposed to the esthetics of language, has
lately abandoned its normative objective and has turned towards the
descriptive analysis of style. In doing this, however, it has fallen into the
other extreme by renouncing the norm not only as a dictate, but also as an
object of cognition. This is particularly true of the work of the scholars
in the circle of “Idealistische Philologie,” where the emphasis is placed
mainly on the description of the individual features of the style of various
authors. Both points of view, the one which conceives of style as a
supraindividual norm, and that which sees in it only a manifestation of
individuality, restrict the problem area of the esthetic in language. Our
study therefore establishes as its objective the inspection of the esthetic
in language in its entirety and in all its modalities, without any limitation.

Before approaching the esthetic in language only, however, we feel the
need for some preliminary remarks on the esthetic in general, especially on
its threefold aspect: as function, norm, and value. The esthetic function
makes of the object which is its carrier an esthetic fact without any further
classification; therefore it often manifests itself as a fleeting stroke touching
the object, as an accident stemming from a single momentary rapport
between the subject and the object. The esthetic norm, on the other hand,
is the force regulating man’s esthetic attitudes towards things; therefore
the norm detaches the esthetic from the individual object and the individual
subject and makes it a matter of the general relationship between man and
the world of things. Between the unbridled esthetic function and the
esthetic norm there is a direct opposition in the nature of a dialectic
antinomy of related, yet opposing, forces. In order to give terminological
shape to this opposition, we will henceforth call the pole constituted by the
pure and unbridled esthetic function, the unstructured esthetic [esteti¢no
henormované), and the opposite pole of the esthetic norm, the structured
esthetic [estetiéno normované]. Both the structured and the unstructured
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esthetic are brought to bear upon the entire range of language, not just in
poetry where the esthetic intent predominates over the other functions of the
act of speech. Since their mutual opposition unites both poles of the
esthetic into an indissoluble unity, we must assume a priori that whenever
one of them is brought to bear, the other is present at least potentially:
even where the esthetic is manifested uniquely and accidentally, there is
present the covert tendency to generalize and stabilize this unique event,
that is, a norm-building tendency; and on the other hand, wherever the
esthetic is brought to bear as a generalized rule, there is present, albeit
covertly, the tendency towards uniqueness. All this will be shown in detail
further on.

There remains finally the esthetic value. It is a dialectic synthesis of the
two poles of the esthetic. It shares with the unstructured esthetic the trend
to uniqueness, with the structured esthetic the requirement of supraindi-
viduality and stability. Its field is the arts, for our purposes poetry. Every
work of poetry (just as any work of art) manifests a tendency to be valid
both uniquely, that is, bound to a certain individual subject and a certain
place in time and space, and generally, that is, independent of these
changing factors. This paradox was perceived particularly acutely by the
poetics of symbolism; thus, for instance, Mallarmé “wants to create an
absolute work . . . , but at the same time feels that what he wants to make
absolute is suggested to him by virtue of accident and circumstances”
(A. Thibaudet, La poésie de Stéphane Mallarmé, Paris, 1926, p. 421). The
conflict between the unstructured and structured esthetic, constantly self-
renewing, again finds its unstable leveling out in each work of poetry. And
this feeling of momentary equilibrium between the unique and the general,
between accident and lawfulness, which at the next moment is replaced,
both in the poet and the reader, by the desire for a new equilibrium, is the
mental equivalent of the esthetic value.

Let us now turn our attention for a moment to the relationship between
the esthetic and the area of extraesthetic functions, norms and values. A
differentiation of the esthetic from the extraesthetic appears at first blush
to be uneven, since it opposes a single function to all the others. Its
justification lies in the fact that the esthetic, as opposed to all other modes
of the utilization of things by man, makes the thing an end in itself. The
extraesthetic is the proper area of human work and creation, using things
as its tools. The esthetic attitude, by contrast, has a negative character in the
sense that, by denying the external objective, it makes of the thing a purpose
in itself. The negative nature of the esthetic manifests itself, of course,
only in relation to the practical attitude. In relation to man, the negative
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pecomes positive in the sense that the esthetic gives man an ever renewed
gwareness of the manifold and multivalued nature of reality, by making
cvery object in its power a center of attention for its own sake, whereas
the practical world turns the attention of man only to those things, and to
those of their properties, which are appropriate to the given objective.
From this basically negative character of the esthetic attitude, however, it
follows that the esthetic potentially accompanies any practical activity, ever
ready to become manifest when the occasion arises. M. Dessoir (Asthetik
und allgemeine Kunstwissenschaft, Stuttgart, 1906, p. 112) puts it as
follows: “The striving for beauty need not manifest itself in the specific
form of art alone. The esthetic need, on the contrary, is so potent that it
touches almost all of the acts of man.”

Thus, it is impossible even in theory to differentiate the esthetic from the
extraesthetic attitude exactly, by assigning to each of them its separate area.
The esthetic function, norm, and value are constantly intermingled with
extraesthetic functions, norms, and values. Whenever the esthetic is mani-
fested as function and norm, that is, in the area of practical activities, it is,
as a rule, but an accompaniment of the practical attitude, but it is not
absent; whenever, on the other hand, it appears as esthetic value, that is,
in the arts, it is usually superordinate to the practical attitude, but can
never suppress it completely. The esthetic in language must likewise be
looked for in all kinds of verbal responses, not only where it predominates,
such as in poetry; and on the other hand, neither may the observer of
poetry lose sight of the various shadings of the communicative function and
its significance for the poetic structure. Heed must obviously be paid also
to the intermingling of the unstructured and structured esthetic with other
types of linguistic functions and norms, to the interpenetration of the
esthetic and the communicative attitudes; the latter is sometimes so intimate
that it is impossible to differentiate the esthetic from the extraesthetic (in
language, communicative) attitude even terminologically. Thus, for instance,
speaking in the eulogies and defenses of the mother tongue of its positive
properties, its esthetic perfection is usually cited as merely one among many
qualities, but even the rest of them have such a definite esthetic coloring
that it is impossible to isolate it terminologically.

Let me cite as one example among many a few sentences from [Ka-
rel) Capek’s famous Chvdla Fe¢i &eské [Eulogy of the Czech Language]
(Marsyas [1931]): “Speech is the very spirit and culture of the nation.
Its euphony and melody bear witness to the poetic joys of the tribe; its
syntax and purity reveal the mysterious laws of thought; its accuracy and
logic give the measure of the intellectual gifts of the nation. Where language
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is discordant and disharmonic, there is something discordant in the deepest
being of the people; every distasteful and cheap bit of language, every
cliché and worn phrase is the symptom of something wrong in the life of
the community.”—The only clearly esthetic criterion mentioned here is
“euphony and melody” (in the negative formulation: “where language is
discordant and disharmonic™); all other criteria, whether positive (purity,
accuracy, logic) or negative (distasteful, cheap, cliché, worn phrase) are
extraesthetic, but are clearly intended esthetically as well. Similarly, when
speaking of the majesty, nobility of language, etc., it is difficult to differen-
tiate the esthetic from the extraesthetic share in these and similar epithets.

It is incidentally well known in the history of the cultivation of good
language how seldom esthetic requirements are differentiated successfully
from extraesthetic; an essentially esthetic dictum is here often masquerading
behind an extraesthetic rationale and vice versa. Thus, for instance, [one
Czech purist] “differentiates ‘good and powerful’ expressions from ‘empty
and paper words’ by rejecting the latter and praising the former; he thus
unconsciously introduces into his differentiation an esthetic valuation of
lexical areas. An objective classification could only state that some words
are characteristic of the vocabulary of written language (designed for
written utterances), others of the vocabulary of spoken language. The
former type of words are what the purist calls ‘paper words,” the latter what
he calls ‘powerful’ ” (see my Jazyk spisovny a jazyk bdsnicky [Standard
Language and Poetic Language], SCJIK). The example cited thus shows
how an esthetic valuation masquerades as extraesthetic. The contrary case
also exists where for the purist the esthetic point of view predominates over
the extraesthetic and masks it. The French poet R. de Gourmond published
a purist book in 1899, Esthétique de la langue frangaise, where he says in
the preface: “The esthetics of the French language means the investigation
of the conditions under which the French language ought to develop in order
to preserve its beauty, that is, its original purity. Having ascertained many
years ago that our language is being harmed by the thoughtless use of
exotic or Greek words, I have drawn the conclusion from my impressions
and discovered that these intruders are just as ugly as a faulty shading on
a picture or a false note in a musical phrase.” The esthetics of language is
here reduced to the striving for the purity of language, or rather, serves as |
a mask for it. Reasons of language policy could not very well be given
against the use of foreignisms, mainly Grecisms, since they are loans from
a dead language. Nor could the danger of ruining the language be given
for the language of diplomacy known the world over. In view of all this,
the esthetic reason was advanced.

.
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We will constantly touch upon the intermingling of esthetic and extra-
esthetic factors in our further considerations. It must be noted here also
that the transition from esthetically indifferent speech to esthetically colored
speech, or even speech saturated with esthetic function, as well as the
transition in the opposite direction, can occur without difficulty within the
bounds of the same utterance: “Sometimes (when writing a letter) he would
become so engrossed in writing that he ceased being a preacher and became
a poet,” attests Jos. Holetek [1853-1929, a rural novelist] in Na¥i [Our
Folks] (Book I, Prague, 1906, p. 119) in speaking of his father. Thus, the
esthetic becomes an important factor in language, much more important
than it would appear to an eye fixed exclusively on its consistent and “pure”
manifestations,

By coalescing with other linguistic functions and norms the esthetic also
acquires considerable variety. It is, however, more varied even taken by
itself than the usual conception allows, which identifies it simply with the
beauty of the utterance. It is true, of course, that beauty belongs in the
area of the esthetic, but the converse is not true, that is, that the esthetic
is confined to beauty and its psychic equivalent, pleasure. There is first
of all also its contrary, ugliness, which is by the same token to be classed
in the area of the esthetic, being the negation of beauty, as opposed to
esthetic indifference. Both beauty and ugliness belong, however, as will
be shown further on, only in the area of the structured esthetic and do not
hold for the unstructured esthetic where pleasure and displeasure coalesce
into an inextricable mixture. If we want to investigate the esthetic in
language in all its breadth and variety, we can not overlook this inner
multiformity about it.

After these preliminary remarks, let us now approach the esthetic in
language and first the unstructured esthetic unbound by any obligatory
regularity. The free esthetic function is inextricably linked to the direct
use of language for a single, and in that sense unique, verbal response, that
is, the so called utterance [promluva]. The esthetic coloration of the utter-
ance often arises by accident, without the previous intent of the speaker;
it may come about by the unusual encounter of two phonetically similar
words, or else by the accidental clash of two units of meaning (words,
sentences) between which there flashes an unexpected semantic relation-
ship, etc. All this, of course, may come about, and often does come about,
by sometimes unconscious, sometimes conscious, intent. In all of these
cases, however, the csthetic consists in the fact that the listener’s attention,
which has so far been turned to the message for which language is a means,
is directed to the linguistic sign itself, to its properties and composition, in
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one word, to its internal structure. Such a redirection of attention forced
upon the listener by the specific utterance need not necessarily be perceived
as positive; its emotional feeling tone may oscillate between pleasure and
displeasure, or may even be just displeasing. Displeasure may, for instance,
be provoked by the occurrence of the esthetic in a purely intellectual style
(a euphonic grouping of vowels in a mathematical treatise); the oscillation
between positive and negative emotional perception is indeed a character-
istic of the unstructured esthetic since it is only the norm which allows a
sharp distinction of the two emotional feeling tones (beauty—ugliness).

Being unpredictable, the unstructured esthetic has a strongly individual
character: more so than the structured esthetic, it is linked to the specific
context in which it has occurred, to the concrete situation from which it
has originated, to the person of its originator, in exceptional cases even to
the personality of the perceiver who is able to notice its flash. The tendency
to uniqueness brings the esthetic in language close to the expression of
emotion since emotion, too, stresses the uniqueness of the thing towards
which it is directed. Closeness, of course, does not mean identity: we will
find below that the structured esthetic, opposed to the unstructured esthetic
and yet of the same essence with it, is, on the contrary, inclined towards
the intellectual function of language and tends to be at a distance from the
emotional; the approximation of the unstructured esthetic to the expression
of emotion is thus merely an instance of the oscillation of the esthetic as a I
whole between the areas of the emotions and of the intellect without loss of
its own specific identity.

Let us now give some examples of the unstructured esthetic, keeping in
mind, of course, that a complete listing is impossible, much less a complete
analysis; we must also note again that in communicative speech the un-
structured esthetic shares its rdle with the extraesthetic intent, when it is
not just its mere accompaniment. Thus, for instance, there is an obvious
joining of the esthetic self-focusing and practical purposefulness in the
playing with language which is so common with children, but which is also
found in the speech of adults; this play is based primarily on phonetic
similarities and its purpose for children is clearly practical: training of the
organs of speech, at a later age mastery of the meaning associations between
phonetically similar words; in addition, however, there is also an esthetic
intent, and the pleasure associated with it aids in the achievement of the
practical objective. In addition to putting together existing words, there is
also the grouping of sounds into nonce words, that is, innovations on a8
phonetic basis in which the esthetic intent clearly predominates over the
practical.—Another case of the unstructured esthetic in language is onomat-
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opocia, especially when the onomatopoeic words are rare or even newly
created; the esthetic attitude here is brought about by the fact that the
linguistic sign, in having to imitate reality acoustically, attracts attention to
its phonetic aspect which usually, in communicative responses, is pushed
into the background by the meaning. Proof of the esthetic element in
onomatopoeia is its close relatedness to certain nuances of poetic euphony,
as well as the direct use of onomatopoeia in poetry, for instance in [Karel
Jaromir] Erben [1811-1870, a romantic].

A very salient example of the unstructured esthetic in language are the
similes and metaphorical designations occurring in communicative speech
in so far as they are uncommon and individual; also a concretizing character
(“plasticity”) or emotional urgency may serve to increase the esthetic
coloring of metaphorical designations and similes even though their major
purpose may be other than esthetic. Many of these images and similes retain
their esthetic effect even if they become generalized (for similes, cf. for
instance, the rich material in Barto§’s Dialektologie moravskd [Moravian
Dialectology], I, Brno, 1886, pp. 336 fi.: “hledi jak vridna do kosti” [he
looks at it like a crow into a bone], “vIa&i se jak briany” [he drags like a
gate], and the like). If a metaphorical designation loses its esthetic effect
completely, it becomes a literal designation. Even then, its esthetic effect
may be revived for one who becomes aware of its metaphorical origin;
cf. here I. J. Hanus, Ndstin slohovédy [Outline of Stylistics] (Prague, 1864,
pp. 78 ff.): “Metaphorical words are deeply rooted to this day, and style
in our language relies on them more extensively than would appear at first
blush. Thus, our children to this day play ‘slepa baba’ [blind old woman==
blind man’s buff], they address the ‘sluni¢ko’ [little sun] or ‘boZi kravi¢ku’
[God’s little cow], to this day for us sluni¢ko milé vychdzi a zachdzi [the
dear little sun comes up and goes down] we know hluché ofechy [deaf=
empty nuts] and other Aluchd zrna [deaf grains], the young eye is vymiuv-
néjsi [morc eloquent] than the mouth, we ask sladce [sweetly] for this or
that, complaining trpce [bitterly] . . .”

A typical class of metaphorical designations current in language and
apparently furthest removed from poetic beauty, yet having esthetic intent
and effect, are invectives which are at the same time strongly emotionally
flavored. The esthetic effect of invectives was brilliantly diagnosed by
VL Vanéura when writing about them in Jarni almanach Kmene (Prague,
1932, pp. 107 ff.): “The invective is a type of trope, a sort of metonymy,
apostrophe, abbreviated parable, the replacement of a colorless concept
by a more expressive one, or perhaps an aphoristic judgment. If we become
aware of the fact that it often flows from a decply moved mind, we can so
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much more clearly perceive its closeness to poetry. It is obvious that the
invective is not always the sign of anger; people often use invectives out
of sheer love.” In addition to its esthetic effect, and parallel with it, the
emotional intensity of the invective is pointed out which of course classes
it with the area of communication. Interesting also is the end of Vanéura’s
article in which the multifunctionality of invectives is emphasized as well
as their tendency to uniqueness and unpredictability: “Finally we must
mention the purpose of the invective. There is no doubt that most of them
are intended for criticism, for bawling out. 1 have already mentioned some
of the other objectives and assumptions of the invective users. Whatever
be the intended effect, however, an invective is most telling in statu nascendi.
Creative individuals have this in mind when they avoid worn-out invectives
and violate the conventional word order or activate their expression by
some other uncommon feature. In one word, in cussing as cussing should
be done, they follow the example of all poets by perpetrating violence pri-
marily on the language.”

It is not merely the metaphorical designation, of course, that can acquire
an esthetic function. Since the esthetic is potentially always present in
language as a whole, the esthetic function can come to the fore at any time
during the act of naming. In poetry itself, which is sometimes said to be
characterized mainly by metaphorical naming, all the designations are
carriers of the esthetic, not merely the metaphorical ones: “There is a
poetry without tropes, which is itself a single trope” (Goethe, Spriiche in
Prosa, 111, Simmtl. Werke, Stuttgart, 1875, vol. I, p. 14; cf. also my study
Genetika smyslu v Mdchové poesii [The Genetics of Meaning in Macha’s
Poetry], in the collection Torso a tajemstvi Mdchova dila [The Torso and
Mystery of Méacha’s Work], Prague, 1938, p. 14). The unexpectedness and
novelty required by the unstructured esthetic can be achieved in communi-
cative speech also by the choice of a word which is either less common in
general (thus, an archaic expression or neologism), or of one which is at
least less common with that particular meaning (thus, a more remotc
synonym): any designation, cven a nonpoetic one, acquires a stronger of
weaker nuance of esthetic effectiveness if, in accord with Verlaine's advice
(Jadis et Naguére, Art poétique), it is “chosen with a bit of error.”

The unstructured esthetic is also supported by the influx of foreign expres-
sions, dialect words, etc., and by the intermingling of different functional
dialects, for instance, of the standard with folk speech, of written with con-
versational speech, etc.! The unpredictability and novelty here stem from

1 The relationship of the unstructured esthetic to the functional differentiation of
language is, however, not confined merely to resistance of the unstructured esthetic
to the precise mutual delimitation of the various functional forms of language, but
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the incongruity of the alien element in a given context (a dialect word in
o standard context, etc.). The major reason for this borrowing and mixture
is more than once social—for instance, the desire for the social uplift of
the language and thereby the speaker; nevertheless the réle of the esthetic
factor is clear here, especially in all those cases where in borrowing an
alien element its exotic nature is emphasized, as given by the geographic or
social distance of the language, or functional form of language, from which
it is borrowed. An unexpectedness and hence esthetic effectiveness similar
to that of an alien expression in its context may be acquired by quotations,
stock phrases, or proverbs, as part of a given utterance. We are not here
concerned with their own content and form, but only with the manner in
which they are utilized as alien meaning units in the context, furthermore
with their selection in terms of that context and a certain place within it,
in one word, with their unexpected semantic relation to the unit in which
they are included as an alien element. Here, too, it must of course be noted
that the use of a quotation, stock phrase, or proverb may have, and usually
does have, motivations other than esthetic; but the esthetic aspect should
therefore not be overlooked.

Since the unstructured esthetic achieves its effect by way of surprise,
this effect is immediate and intensive: the linguistic expression at one
stroke moves into the center of attention. This property of the unstructured
esthetic is utilized in advertising: a euphonic sound sequence (dokonald
démsk4 polobotka [a perfect ladies’ pump]), an unusual syntactic pattern
(kdy? olej, tedy Mogul [if oil, then Mogul]), and the like, are designed to
strike directly at the reader’s attention, to attract it first to the wording and
then to the thing advertised. The esthetic here serves an extraesthetic
purpose; a self-contained purpose is at the service of an external purpose.
This c¢ase thus serves to throw light, be it by way of paradox, on the inter-
relationship of the esthetic function with the practical functions. It also
serves to prove that the unstructured esthetic, although individual by its
very nature, may acquire supraindividual dimensions since advertising,
though it appeals to the individual (“N4a§ zdkaznik—n4s pan” [Our Custo-
mer, Qur Lord—the slogan of Bata shoes]), attempts to influence the
entire community.

Is also manifest actively in the functional dialects themselves, in the sense that each
of them has its own specific attitude to the unstructured esthetic. Thus, the intel-
lectual functional dialect, as was already indicated, reacts to it more negatively than
the emotional functional dialect. Some “special” dialects, such as argot and various
h of slang, have a strong tendency towards the unstructured esthetic to which
Is linked the need for constant and rapid renewal manifest in these forms of speech,
3 need which is also characteristic of the unstructured esthetic,
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The unstructured esthetic in language, however, also finds a direct route
to the entire community: without losing its essence it may of itself become
a social fact by means of imitation. If we hear or read an expression or
phrase that we find esthetically pleasing, we are willing, sometimes too
willing, to imitate it. An imitation which spreads epidemically becomes a
linguistic fad: a word or phrase appears which we suddenly hear from
everybody; this was the case some years ago with the phrase “se vi” [is
known = you see), at another time, at about the time of the World War, it
was the expression “laSkovny” [darling]. Expressions which are thus in
fashion lose their semantic definiteness: the phrase “se vi” (= to se vi
(this is known = understood]) becomes a mere assent, the adjective
“Jaskovny” is combined with any noun thus acquiring the most varied
meanings from the context, sometimes contrary to its original meaning.
This “dissolution” of meaning is precisely proof of the presence of the
esthetic function: a fashionable expression is used without regard to
communicative needs, simply for the fun of it. As fads arise, so they
disappear: when a fashionable expression has become completely deprived
of its meaning, its superfluity predominates over the liking for it, and the
fashion changes. Linguistic fashion is, of course, most conspicuously felt
in conversational speech, but is by no means limited to that functional form
of language alone; thus, the language of literary criticism has its fashions
when (today and after [F. X.] Salda) it uses to excess nouns ending in -fk
(genidlnik [a man of genius]) and their derivatives (genidlniéiti [make like
a genius), genidlnictvi [geniusness], genidlnicky [geniuslike]); this gives
rise to occasional formations—words which can hardly, or not at all, be
understood without a context—such as “straniéiti”’ [be partisan] (an intransi-
tive verb opposed to transitive “straniti” [be partisan to]). Fashions in
language can sometimes have their origin in poetry itself: thus, years ago
the fashion went through Czech literature in the broadest sense, including
poetry, of unusual verbal derivatives using the prefix z- (for instance,
znenavidéti si [conceive a hate for], zvnitrnéti [become internalized]). A
linguistic fashion, no matter how passing, may acquire the false veneer of
being a change in the linguistic system as a whole: in France under the
directorate, a group of affected young men (who wanted to be different
from the rest in other ways as well, for instance, by their clothing) began
leaving out the phoneme “r” in their pronunciation: they pronounced
“incoyable” (instead of “incroyable”), “ma paole d’honneu” (instead of
“parole,” “honneur”). It was thus a typical speech fad whose perpetrators
were ridiculed by the name “Incroyables,” and the part of the esthetic
factor in its origin can hardly be doubted. But by contrast with other
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linguistic fashions, it attempted a considerable interference with the French
phonemic pattern, tending to eliminate one of the consonants. Although
the basic conditions were absent which would have allowed the systematic
and consistent achievement of this tendency, we may by analogy with this
case admit the participation of esthetic factors at least in the spread of real
changes of the linguistic system.

The unstructured esthetic can, however, not merely become temporarily
generaliZCd, but may achieve permanence in the form of tradition. This
is for instance the case in children’s language. We have already mentioned
that the unstructured esthetic has its part in the child’s play with language.
This play is the foundation of a good part of children’s folklore in which
jts procedures and results achieve stabilization. Here belong, for instance,
the well-known children’s counting-out rhymes which sometimes end in
nonce words, that is, words that have no relation to reality (Anda, ¥vanda—
trfidg, 14dé, etc.). Another characteristic feature of the unstructured esthetic,
language mixture, appears in children’s folklore, in the form of pig latin
(Unus, duo, tres—ty jsi malej pes [you are a little dog), etc.; An, cvaje,
traje [=- eins, zwei, drei]l—stavéli jsme méje [we built a maypole], etc.).
We also find here the cumulation of words by phonetic similarity, the
esthetic intentionality of which can not be denied, although its primary
purpose usually is articulatory practice (Prelet&la k¥epelitka pes tfiatficet
stfech [The quail flew over thirty-three roofs; a tongue-twister]).? Else-
where in children’s folklore, the esthetic function also competes with some
extraesthetic function, sometimes a nonlinguistic function. Thus, there is
a children’s saying which sounds as follows (Erben, op. cit., p. 19):

Vofe, voie Jan [John is plowing, plowing
philetéio k nému devét nine crows flew up to him
vran
prvni pravi: Dobte vore the first one says: he plows
well
druha pravi: Nedobfe the second one says: he does
vofe not plow well
tfeti pravi: Dobfe vore the third one says: he plows
well
&vrtd pravi: Nedobie the fourth one says: he does
vofe not plow well
.hﬁ“*_

*All examples of children’s folklore cited so far are from [K. J.] Erben’s
Prostondrodng feské pisné a Fikadla [Czech Folk Songs and Sayings], Prague, Jifi
Horsk, 1937, pp. 12 1.
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pétd pravi: Dobie vofe the fifth one says: he plows
well

Zest4 pravi: Nedobfe the sixth one says: he does
vofe not plow well

sedmé4 pravi: Dobfe vofe the seventh one says: he

plows well °

osmé pravi: Nedobfe the eighth one says: he
vofe does not plow well

devatd pravi: Dobfe the ninth one says: John
vofe Jan. plows well.]

If we are to judge its purpose from the text alone, we can only assume
that we are dealing with a purely esthetic game of the opposition of positive
and negative. F. Bartod (Nase déti [Our Children], 1888, p. 167) informs
us, however, that this saying is used by children “to try out who has more
breath;” they count out while they have breath left. Here the interpenetra-
tion of the esthetic and other functions is documented most saliently. In
children’s folklore we also find the esthetic utilization of onomatopoeia,
especially in so-called “animal talk,” which are onomatopoeic expressions
designed to imitate the sounds made by animals or sometimes objects by
means of their phonemic composition (thus, the call of the lapwing:
“jdull go]-du-du-du”), their intonation (thus, the croaking of frogs: “strej-
¢ku.” [uncle.]—“copak.” [what]}—"hraj si.” [play]l—"vot pak?” [what
stakes]—"vo ka-ka-ka-kabét.” [for a co-co-co-coat]), rhythm (thus, the
language of flails: “yezmi cep, pojd’ na mlat,—dém ti chléb, dim ti plat”
[take a fail, come (O thresh, I'll give you bread, I'll give you payl, etc.)®;
in onomatopoeia of this type the esthetic function is dominant.—The fixu-
tion of a momentarily effective mode of expression can also be observed
outside of folklore in the case of such metaphorical designations which have
become part of general usage, but have not yet lost their metaphoricul
character.

The unstructured esthetic can thus become general, even permanent,
without losing its essentially unbounded character as long as it is not subject
{o systematization. It may, on the other hand, become systematized to 8
certain extent without ceasing to be unstructured if it is not generalized in
this systematicity, but remains confined to a single individual. This indi-
vidual systematization of the esthetic occurs in personal style which is the
permanent property of a given individual and at the same time the charac®

3 The first two examples are from Erben, op. cit. 30 ff., the last from Bartos, op- cit
72 fi.
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eristic feature distinguishing the verbal responses of its carricr from thosc
of other individuals. We are not limiting the concept of *“personal style”
here only to the intentional cultivation of personalized expression in poetry *
and literature in general, but are thinking of the fundamentally significant
fact that every verbal response carries the more or less pronounced imprint
of the personality of its originator by which it is in agreement with other
nses of this same individual. This agreement constitutes the syste-
maticity of individual style; the differences between these responses and the
responses of other individuals constitute its specificity. Personal style is,
of course, by far not a merely esthetic phenomenon, but the uniqueness
that marks it allows it to be perceived esthetically even if the originator of
the verbal responsc had no esthetic intent whatever. [ have pointed out
in my study Masaryk jako stylista [Masaryk as a Stylist] that [T. G.]
Masaryk’s style could be conceived of as “the crossing of two linguistic
milieus, conversational speech and rhetorical language,” that is, as “an
interplay for its own sake of the devices of the language,” a phenomenon
esthetic in csscnce, although the author’s esthetic intent is absent. This is
true of any pronounced individual style. That is why the school of “Idcalis-
tische Philologie” (Vossler and his followers) which, following Croce's
example, considers language as such an expression of personality primarily,
gives so much weight to the esthetic factor in the functioning of language.
Patterned on personal style, language is to them in its entirety a constant
creation in the esthetic sense; in this connection, they are much more con-
cerned with the immediate use of language, tied as it is to the individual,
than with the supraindividual system of the language. The esthetic which
the so oriented investigators find in language is, of course, in spite of its
systematicity, not the structured esthetic; characteristic in this respect is the
circumstance that the originator of the esthetic conception of language in an
individualistic sense, B. Croce, who goes as far as to identify linguistics
with esthetics, rejects the concept of the beautiful, that is, the obligatory
agreement of an esthetically functioning object wih some generally valid
norm or & generally valid esthetic idea (cf. the Czech translation of Croce’s
Esthetics, Prague, 1907, 1, pp. 52 ff.).
The esthetic of personal style thus belongs in the sphere of the unstruc-

¢ Individual style is almost completely identified by some theorists with the basic
nature of the poetic and poctry: “Only he is a poet whos individual speech is richer,
Wtronger, or deeper than everyday speech” (Mauthner, Podstata Feéi [The Nature of
mx“ml. C}{:ch transl., 2nd ed., Prague, 1906, p. 199). This is, however an
the i‘;wlls opinion: even in the development of poetry there are periods in which
dividual character of the verbal response is masked, rather than emphasized.
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tured esthetic. On the scale which ranges from the concrete act of speech
to the abstract system of the language (langue), individual style has of
course advanced us one step higher: if the unstructured esthetic in the
narrower sense is, as we said above, closely linked to the actual utterance,
then individual style brings us into the area of parole (speech), although
only that of individual speech. By parole in general we mean here the total
of speech conventions which, although applying beyond the individual
utterance, yet remain limited to certain special modes of utilization of the
devices of the language; the parole thus differs by this limitation of the
range of its norms from the linguistic system (langue) of completely general
applicability which stands highest on the scale of linguistic abstraction and
the norms of which are obligatory for any use whatever of the language in
question. From an esthetic point of view the difference between the area
of parole and that of “langue” is in the fact that the latter, because of its
abstract nature, is esthetically indifferent.®

Individual speech, which we have further above designated as “personal
style,” differs from the parole in the proper sense of the word by the fact
that its “rules” are obligatory for a single individual only. A norm, how-
cver, at least in the proper sense of the word, presupposes a generally
obligatory lawfulness, and therefore the esthetic becomes structured [normo-
vané] only in the supraindividual parole. By passing on 1o this parole
we bridge an important boundary: from the free and unique esthetic we
proceed to the regulated and impersonal esthetic.

What is the esthetic norm and how does it function in the supraindividual
parole? It must first be stressed that the esthetic norm should not be identi-
fied with a stated, or even statable, rule. It is true, of course, that the norm
can reach this stage (see, for instance, Boileau’s Art poétique), but very
often it does not, without thercfore ceasing to be a norm. The basic
prerequisite for a norm is not its statability, but the general conscnsus,
the spontaneous agreement, of the members of a certain community that
a given esthetic procedure is desirable and not another. This consensus
manifests itself subjectively in the given casc only as a mere feeling of
approval or disapproval of the specific cases with which the individual
comes in contact in life; very frequently, this feeling cannot be formulated,

5 Jt must be mentioned that by differentiating “parole” from the “system of the
language” we do not want to touch upon the important question of the cpistemolosiﬂ‘I
justifiability of this difference. But even if we rejected it and considered the whole
of language as the dialectic antinomy between the concreteness of the unique responsé
and the abstractness of the regularity of a given language, it would hold that viewe
from the standpoint of its abstract regularity language is esthetically indifferent.
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much less justified. It has already been ascertained (by Tarde) that pre-
cisely in the sphere of the esthetic, it is easier to say what can not be done
than what is desirable; thence perhaps the predominance of negative over

sitive esthetic criticism. A deliberate effort may contribute to the clarifi-
cation and systematization of the norms, but not to their creation: the source
of the norms is the joint life of the society. The tendency to norm-building
is proper to the esthetic in each case to the extent to which the esthetic is
o matter of society and is thus already contained in the unstructured esthetic,
gs is shown by its incipient generalization and systematization. 1f we never-
theless differentiate between the unstructured and the structured esthetic,
we want to use these concepts to point out the internal antinomy contained
in the esthetic, the antinomy between freedom and boundedness, between
uniqueness and generality which in the extreme cases leads to almost pure
unstructuredness, or conversely, structuredness.

If we are aware of the fact that the norm is not to be identified with its
verbalization, codification, there is nothing to keep us from looking for,
and finding, the norm even in such forms of language where not even
attempts were made to formulate it. And indeed, very definite sets of norms
can come about in such forms of language, sometimes very clearly so.
Jos. Durdik [a Czech esthetician], noting in his Kalilogie [Orthoepy]
(Prague, 1873, p. 32) the absence of an esthetic norm for the pronuncia-
tion of contemporary standard Czech, recommends as a model for this the
language of the people, mainly of simple women; he thus looks for an
esthetic norm in a form of language which has never become the subject
of esthetic codification. He says: “The Czech language has during its
renascence again been led to a broader life, to higher purposes, by the efforts
of men; they are more concerned with its intellectual aspect and its cor-
rectness, men for the sake of logic and correctness are willing to trust
pronunciation more than it warrants it, and are least and last concerned
with beauty. In terms of the latter, our language has been cultivated by
the people, because the people does not recognize the first two instances,
but always speaks naturally and in its unaffected speech does not pronounce
what is hard to pronounce, or changes it until it is comfortable. Thus, we
are left with one last authority for the beauty of language: simple, unedu-
cated women, This may sound strange, but it is the truth. Educated women
often imitate the artificial, forced, unbeautiful, so called exact pronunciation
of men speaking in the literary manner, and the Czech feminine element
and its influence on the development and smoothening of speech has not
¥et penetrated into public life. So far, we have no salons, and our ladies
are either speaking in the masculine manner, using ‘high Czecl’, or are
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spoiling the speech of the people, or most likely to speak foreign languages,
He who wishes to listen to good Czech, however, let him go where our good
women are simply conversing without further ado, in Prague, to the market
if need be”. The esthetician thus finds a model for the esthetic direction
of pronunciation in folk speech, where there can be no question of the
expressed formulation of the norm. The objection could of-course be made
that the esthetician has unwittingly projected into the folk speech his own
consciousness of the esthetic norm. This could, however, be answered by
showing how the existence of a real esthetic norm in folk speech, in the
dialects, and the like, is attested by the rejection, in the form of esthetic
displeasure, of the norms of a dialect by speakers of another; thus, for
instance, Prague speakers designate, with a connotation of unfavorable
judgment, the intonation of Plzeii speech as “singsong,” though speakers
from other areas of Bohemia use this same epithet for the Prague intonation,

The structured esthetic thus appears even in those forms of language
which are not, nor have been in the past, the objects of deliberate cultiva-
tion. Cultivation of course, as has already been said, reinforces the norm
and helps it to develop into a coherent system; it also gives rise to the ideal
of esthetic perfection, in regard to which the language can be said to pro-
gress, which it may strive to achieve. The beauty in language which arises
in this manner will have to be the subject of more detailed consideration;
we will first, however, have to answer the question which has already been
posed above, of the manner in which the structured esthetic manifests
itself in the parole.

Let us first remember that the supraindividual parole is not in itself
undifferentiated, but is stratified into a variety of functional forms, such
as intellectual and emotional speech, standard and conversational speech,
written and spoken language, etc. Each of these functional forms has its
own regularity, and the esthetic norms are different for each functional
dialect. Thus, an esthetically perfect syntactic structure of spoken lan-
guage may be contrary to the esthetic norm of written language; Buffon
in his Discours sur le style (Paris, H. Guyot, 1920, p. 12) says: “Those
who write as they speak write poorly, even though they may be speaking
well.” Similarly, for instance, a verbal expression suited to the norm of
emotional speech may be contrary to that of intellectual speech, and the like.

As concerns the mutual relationship of the various functional dialects,
the structured esthetic—as opposed to the unstructured esthetic—favors
their mutual delimitation. This was clearly felt by [Jan] Blahoslav [1523-
1571, a Czech humanist] when he wrote in his Gramatika eskd [Czech
Grammar] (p. 226): *. . . not in any place nor on any occasion can any
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word be used. A preacher giving a sermon may as the need arises call the
devil snake, an old dragon, etc.; but at home in common speech this is
pot going to be too suitable, ubi non tanta grandiloquentia requiritur. .
And on the other hand, where a serious man would use too flattering or
sweet words or metaphors, etc., when scrious speech is called for, the

age would be no less than were he serious where he ought to be graced
by helpful sympathy and pleasant indulgence.” Blahoslav does not clearly
state in this place that the requirement of delimiting the functional forms
of language—clearly formulated by him—has to do with beauty in language,
put the broader context—since he is speaking of “suitablc metaphors”
here—and the general csthetically normative character of his Grammar
are quite clear on this point.

The tendency of the structured esthetic to delimit cxactly the various
forms of language is not limited to functional dialects in the narrower sensc
only, but includes other forms of language as well, for instance regional
dialects. Proof of this is the circumstance that the violation of any, for
instance a grammatical, norm is by speakers of these forms of language
perceived, and rejected, primarily as esthetically displeasing, ugly. The
esthetic as norm thus functions as a guardian of the “purity” of the given
form of language, or of all of the language; hence the important part of
the esthetic in puristic tendencies, where it may appear, sometimes covertly,
sometimes overtly, as the regulator.

‘The identification, or rather confusion, of the “purity” of language
with esthetic perfection should of course not be considered an absolute rule.
It is, on the contrary, quite possible for foreign elements to be accepted into
a certain form of language or a language precisely for esthetic reasons, and
not as manifestations of the unbridled unstructured esthetic, but as a
“beautification,” that is, consonant with an esthetically regulatory intent.
Thus, for instance, elements alien to and discordant with folk speech are
incorporated into folk songs and letters, literary genres with a strong ten-
dency to esthetic norm-building, as shown by the verbal clichés character-
istic of them. A very instructive characterization of the folk song in that
respect is given by J. Fr. HruSka in the preface to his Dialekticky slovnik
chodsky [Chodsko Dialect Dictionary] (Prague, 1907): “(In the songs
of the Chodsko) we also find special forms which are not alive in the
dialect itself. Thus, for instance, we find even in native songs standard
forms such as k milé, milého [inflectional forms of mily dear), which we
do not hear in live speech. Such forms must have come about in singing
from a desire for speech more artful than that of everyday life, I would
2y ‘gentlemen’s’ speech, to which tend examples from printed and book
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songs among which in the older prints were unwittingly included some true
folk songs as well, perhaps with a motley mixture of forms: this tendency
finally leads to such completely lifeless linguistic eccentricities as ojdk and
ojanskd Savlicka.” [hypercorrect forms for vojdk soldier, vojenskd avlickq
military saber; the initial “v” phoneme is a characteristic of folk speech
where the standard has initial “o” without preceding~consonant]—The
reason for the acceptance of the foreign element is here thus not the desire
for esthetic uniqueness or particularity, but the desire for the improvement
of the linguistic expression, which by its very nature is norm-building,
Even more instructive for us is the point of view held by Blahoslav ip
his Gramatika &eskd {see above] in regard to foreign loans in Czech. He
says there (p. 227): “The third thing which those who wish to be good
Czechs should heed is the artful and suitable use of words from some foreign
languages. A clear example of this are the good Latinists who, though
their own language is abundant and noble, yet have accepted very many
Greek words and use them as their own; or yet, since the Romans or
Latinists are Christians not rejecting the Old Testament, even Jewish words,
For, let me show as drops from the vast expanse like that of the sea, Kyrie
eleison, Christe eleison, Halleluia, Amen, who does not know that they
are not Latin words! How the Germans have ennobled, nay sometimes by
cxcessive use transformed, their language by Latin . . . is widely known.
It is thus fitting and just that, since other languages are so using it, our
language should not remain apart from it. Nay, as pretty colors can still
be mixed, or as the jewelers say, cast with gold, or as beautiful cloth is
bordered or embroidered with things more beautiful still . . . so let us
use as our own what has already been brought into our language and what
we have become used to and retained.” Blahoslav, a humanistic partisan
of the esthetic regulation of language, includes foreign loans as part of the
structured esthetic, as is clear from the fact that he calls them an ornament.
The examples cited do not, however, conflict essentially with the basic
otatement that the structured esthetic in language favors the mutual delimi-
tation of various forms of language and of entire languages, but are merely
additional proof of the complexity of the problems in the esthetics of
language. Even if we are aware of them, they do not invalidate the thesis
which is closely linked to the very nature of the esthetic and of the esthetic
norm, namely, that every functional dialect has its own set of norms, and
that these norms are in the way of its mixture with other functional forms.
Furthermore, the degree of esthetic norm formation is different for different
functional dialects: written language obviously permits greater boundedness
in an esthetic sense as well, as over spoken language, likewise, the standard
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ore so than nonstandard functional forms. There are, finally, functional
mrms of language which clearly lean towards the unstructured esthetic;
;;esc are mainly argot and various forms of slang, in which especially the

ction of designations is done with a strong tendency to esthetic unpre-
dictability and uniqueness. As soon as this unpredictability is erased some-
what by more frequent use, it is replaced by something new; thus, slangs
and argots are in constant movement and uninterrupted change.

Among the functional forms of language with a leaning towards esthetic
nm-m.building, the first place, as has already been said, belongs to t!lc
standard Janguage. We have in mind here its entire range, not only its
use in poetry since the latter, especially in its present form, leans, on the
contrary, more towards the individuality and thus uniqueness of each

rticular utterance, that is, each work of poetry. If we therefore speak
of the liking of the standard for esthetic norm formation, this applies in thc
present context more to the nonpoetic forms of its usc. More readily than
elsewhere, the esthetic norm becomes the subject of purposeful and even
quite conscious cultivation, with the beauty of language as its ideal, that is,
the complete elaboration of the esthetic norm into a whole system, and the
complete accord of each individual utterance with the system of norms
that has been worked out.

We are thus using the word “beauty” in a narrower sense than do those
who identify beauty with esthetic pleasurc in general: we are confining
beauty to the structured esthetic and only to those instances in which the
observation of the norm becomes an intentional objective. Such a con-
ception of beauty is to us the only one that follows logically from the history
of the concept, beginning with Plato and Aristotle; the excessive extension
of its content and range is of later origin. In order to avoid misunderstand-
ings in regard to beauty in language, however, let me deal briefly with the
various conceptions of it.

First of all, there is the talk of the “natural” beauty of language, in the
sense that some qualities, such as the frequency of vowels in the stream of
speech, are considered beautiful in and of themselves, without regard to
their integration into a certain linguistic system; this criterion is then used
lo measure the relative esthetic perfection of various languages. Durdik
in his Kalilogie [see above] has correctly observed about the natural beauty
OF language and its apparently unchanging yardstick (p. 31): “Different
Views exist to this day in regard to the beauty of language, some of them
very unfitting and narrow. One of them, for instance, consists in formu-
lating the Iaw of beauty to read that one consonant and one vowel should
a]'fel‘n«'.ltcly succeed each other. The ideal of beauty would then be ‘Varyto
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a lyra’ [the harp and the tyre]. This view is much too narrow. Another
view is that a language have no dark vowels, but these increase the variety
of sound, although they may decrease its melodiousness. This view is
likewise too narrow. A third view has it that the beauty of language consists
in the multiplicity of grammatical forms and uses this alone to demonstrate
the superiority of Czech over German. This view, too, which has originated
thanks to the ‘classical’ languages, is now hopelessly obsolete. A fourth
view measures beauty by whether a language has short words. A fifth one
by whether the language is pure and unmixed—A sixth view finally con-
siders the phonetic aspects without prejudice, and then it must be admitted
that there is no all-encompassing rule by which the beauty of language
could be gauged, that many circumstances have to be considered together,
and that even English is a beautiful language. There are many different
esthetic viewpoints from which the beauty of language is to be judged.”
Let us add that in the comparative valuation of various languages on the
basis of apparently general criteria the evaluator usually includes the habits
of his own language found also in the foreign language as positive values,
whereas he is inclined to weigh negatively the differences between his own
and the foreign language.

Another matter is that of the beauty of the mother tongue, although it
may appear “natural” to the members of the given national and speech
community. But what we perceive as beauty in the mother tongue is a very
complex, and not merely esthetic, phenomenon. The basis for the beauty
of the mother tongue as perceived by the members of each national com-
munity is the emotional attitude to all that is “ours.” What the word “ours”
means as a technical term, especially in modern ethnography, has been made
clear by P. Bogatyrev in regard to folk costume, in the book Funkcia kroja
na Moravskom Slovensku [The Function of Folk Costume in Moravian
Slovakia] (Tur&. Sv. Martin, 1937, p. 59): “The entire structure of the
functions of folk costume forms a whole constituting a special over-all
function, different from the individual functions of which the structure
consists. This function is by the folk sometimes designated as ‘our costume’,
which does not only mean a regionalizing function, but another, special,
function which can not be simply added to the other functions of which
this structure of functions consists. Let us note the analogy with language:
the mother tongue, as well as the costume, has the function of a structure of
functions. We prefer it to other languages pot only because we consider
it most suitable in a practical way for the expression of our ideas, not only
because it seems to be the most beautiful (although just as our costumes:
so the mother tongue is not always considered the most beautiful, but 08
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the contrary; 2 foreign language and a foreign costume may be considered
the most beautiful for being so exotic; similarly the mother tongue and the

gtive costume need not always seem to be the most practical). The
n other tongue and the native costume are preferred because they are closes:t
:l; us, and it is in this that the structure of functions is perceived and mani-
fests itself. . . If we analyze the concept ‘m'u-’ costume, then we note that
it is mixed with a strongly emphasized emotional element. Let us attempt
!ts analysis: observations of the life of the so-called primitives shows that
;or them the costume is closely linked to the wearer. This can be. seen in
many magic acts in different Eul.'opean. popul'c}tlons. For a magic eﬂ?ct
on somebody, his hair, his footprints, his f:lothxng are used.. The clothing
of a person is thus considered almost organically connec!ed with the person.
And there is a similar attitude on the part of the community to ‘our’ costume.
‘Qur’ costume is as close to the individual members of the community as
the community itself.”

What the ethnographer says here is very interesting for us. The “beauty”
of the mother tongue, as is shown by his statement, is not a purely esthetic
matter, but is given by the function of “ourness” which is superordinate to
all functions including the esthetic. It is equally clear from the ethnog-
rapher’s statement that the esthetic function is particularly closely linked
to this superordinate function; let us add that this close link can lead to
the appearance of identity. Therefore, as we noted in the beginning of our
study, all of the positive features of the mother tongue, all of its capabilities,
will appear to us esthetically desirable, as is clear from almost all the eulogies
or defenses of the mother tongue. Even theorists, when speaking of their
own language, show the tendency of subordinating all the properties of
the mother tongue to the esthetic point of view, thus Jos. Durdik speaks as
follows of the cultivation of the mother tongue: “If the system of the
language thus gives the impression of a great work of art, let beauty be
our guiding star in its cultivation. In beauty, let us again repeat with
emphasis, is contained correctness” (Poetika [Poetics],* 552). The beauty
of the mother tongue is thus not only an esthetic matter but is given by the
emotional attitude to the native language and the admiration for its func-
tional flexibility.

We have said that there is no single ideal of beauty in language, and
neither is there any one set of esthetic norms, given a priori. It can further
be asserted that the same esthetic norm changes in history. Since the nature
of the esthetic norm in a given language depends on the characteristics of
the latter, the measure of esthetic perfection, since it is constituted by the
horm, will change as the language itself is subject to change. The differen-
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tiation of the esthetic norm in terms of the functions of language, which
we have discussed above, is another proof of its modifiability: the esthetic
norm, being dependent on something as variable as the purpose of the
verbal response, will obviously also vary with time.

All this is quite clear without further proof. We are, however, primarily
interested in the problem of the perfectibility of the esthetic norm. Can the
changes in the esthetic norm have an ascending character? Both extreme
viewpoints of the nature of the esthetic must of course reject the perfecti-
bility of the esthetic norm: those who see in the esthetic the fulfilment of
a previously given ideal of beauty can at best admit a gradual approximation
to it or distancing from it; those who consistently stress the historically
changing nature of the esthetic norm have no reason to set one stage of
its development ahead of another as being more perfect; neither can they
place perfection at the beginning or the end of the development, since they
conceive of it as an uninterrupted process without a beginning or end
determined by law. There are, however, also several intermediate points
of view, one of which is held by Fr. Palacky [1798-1876, a Czech historian]
in his Krdsovéda [The Science of Beauty] (In: Fr. Palacky’s Spisy drobné
[Lesser Writings], I1I, Prague, L. Cech, 1902, p. 166): “It is not an error
to think that in the progress of mankind to greater perfection the ideals of
beauty also become greater and more worthy; we can indeed find testimony
of this in the history of esthetics. There is indeed a certain community
between man and his ideals, so that each attempts to contribute to the
greater perfection of the other.” This standpoint of Palacky’s is of course
clearly closer to the idea of the unchanging ideal than that of the absolute
developmental changeability of the norm. “But there is also a certain limit
which truth and beauty never cross. Man’s being and nature is one and
the same under any circumstances of time and place. . . There is thus a
certain primordial basic note in the mind of man, springing from the unity
of body and soul, with the sounding of which each heart reverberates, and
every mind is spontaneously moved” (ibid., p. 167). The changeability of
the norm seems to Palacky to be identical with its gradual perfection: the
goal of the evolution is esthetic perfection, in spite of some limitations on
the a priori givenness of the esthetic ideal. Although our own conception
of the nature of the esthetic norm is very close to the manner in which
Palacky develops it from man’s general structure (see my Estetickd funkce,
norma a hodnota jako socidlni fakty [The Esthetic Function, Norm,
Value as Social Facts), Prague, 1936, pp. 27 fi.), we differ from him on
the question of the perfectibility of the esthetic norm and are closer t0 the
view which places all of the developmental changes of the esthetic on the
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gme level. The gradual perfection of the esthetic norm is to us not the
soal of evolution, but a passing evolutionary phase which comes about
whenever the esthetic, in its constant oscillation between the poles of
freedom and lawboundedness, radically approaches the second of the two
oles. The more it approaches this pole, the more clearly is defined the

uirement for clear and consistent norms, and the more the tendency to
their unconditional observation increases. The fulfilment of this require-
ment and the manifestation of this tendency then appear to the observer as
the gradual perfection of the esthetic norm. Being temporary, this per-
fection of the norm in no way interferes with the opposite swing of the

pdulum in the next period, towards a greater internal relaxation of the
5t'hctic.

The perfection of the esthetic norm does not occur, as has been just
stated, by abrupt changes in the development, but by a consistent effort
which usually occupies a more extended developmental period: “The
increase in beauty occurs over entire generations; educated and phonetically
refined society in Italy has from the remote past paid heed to euphonious
pronunciation, and thus Italian speech has over several centuries developed
to its present harmony” says J. Durdik in his Kalilogie [see above] (p. 53)
about the length of time needed for the esthetic perfection of language.

This statement also correctly points the attention to the need for the
participation of the entire speech community, or at least its leading segment,
in the efforts for the esthetic cultivation of language; the norm, as was noted
above, by its very nature springs from general consensus. A clear example
for this is the esthetic cultivation of French in the 17th century. Here, the
society meeting at the court and in the literary salons was clearly the
deciding factor. The codification of the esthetic norms of language was of
course carried out by Vaugelas, “the first theorist who evaluates the
phenomena of language from an esthetic standpoint”; he himself, however,
proclaims as the only correct “the manner in which the best section of the
Royal court expresses itself, and which is in accord with the best con-
temporary authors” (V1. Buben, in S1.S1. 2.173 [1936]). Boileau’s advice
to the poets is in a similar sense: “Study the court and know the town”
(see J. Kopal, Literdrni teorie Boileauova [Boileau’s Literary Theory],
Prague, 1927, p. 51). The contrary is shown by some excesses of the
cultivation of good language by the Czechs of the 19th century: in the
absence of a previous consensus, sometimes personal esthetic likes and

1f:iﬂikes were decisive, by making claims for recognition as generally valid
s,

[three-quarter pages omitted.]
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The esthetic perfection of language is thus a matter of common cop,
sensus. Therefore a throughly worked out set of esthetic norms for
language becomes a shackle for the individuality. It is well known how
were the limitations in that respect on the French of the 17th and 18,
centuries, and how revolutionary was the action of the romantics who in
part freed the language of these shackles. We say “in part,” because 4
language which has once in its development achieved esthetic perfectioy
in the sense of the exactness and systematicity of the esthetic norm, pre.
serves the permanent traces of it during its further development. No negq
to list the advantages accruing to a language from such a permanently
acquired esthetic perfection; if it lasts too long, these advantages can Change
into the exact opposite. Again, French can be used to illustrate: “At the
end of the 18th and during the 19th centuries, under the influence of ney
social and political conditions, conversational speech (in France) undergoes
considerable change. . . This, however, brought about a considerable
difference between the traditional standard language and the spoken lan.
guage, the deviant constructions of which were then also transferred 1o
written expression. Some purists see too great a danger in this, and in the
effort to preserve it intact proclaim that only spoken language should be
allowed to develop freely, whereas for purposes of writing the traditional
language should serve, without changing any further, and thereby becoming
a dead language.—This sort of thing is of course a complete denial of the
expressive and communicative function of language. . . Meillet himself
admits that ‘only he who is not fully aware of all the difficulties can without
fear sit down and write a few lines of French.’ ” (V1. Buben, S1.Sl. 2.175
[1936], and op. cit., 63). It is of course true that by far not all the norms
by which modern French feels itself bound are of an esthetic nature, but let
us not forget the predominant part played in its formation during the 17tk
century by esthetic normalization: Vaugelas, the most important gram-
marian of the period, who in his work codified the usage of good society,
“eyaluated speech phenomena from an esthetic standpoint” and “in choosing
between two possible constructions followed above all his esthetic instinct”
(Buben, loc. cit., 173 and 55).—If a thorough elaboration of the esthetic
norm in a given language may become a hindrance to further development,
then this serves to prove concretely what we have asserted theoretically
further above, namely that esthetic perfection is not the final goal of evolu-
tion, but only one of many passing developmental phases which sometimes
in the development of the same language may be repeated several times,
in different ways and under different circumstances.

A period during which the tendency towards the esthetic regulation of
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age reaches its summit is usually called classical, the tendency itself is
ed classicism. In the European languages, beginning with humanism
¢ striving for perfect esthetic regulation was linked to its attachment to
the esthetic traditions of antiquity; thence the dual sense of he word
uglassicism” and of the majority of its cognates. Basically, of course, the
iendency towards the esthetic perfection of language is self-contained and
gecurs also in languages that have never been in contact with the culture
of classical antiquity, such as Chinese. In literary history, the point is also
made of the opposition of classicism and romanticism; this is of coursc
wstified only historically and not generally valid, since it concerns a certain
int in the development of literature and also language at the edge of thc
18th and 19th centuries; the generalization of this opposition thus carries
g certain danger with it. Since the material to which we have direct access
concerns European classicism, we can not completely avoid the difficulties
flowing from an excessively multivalued terminology; we will at least point
it out beforehand.

Classicism, the culmination of the esthetic perfection of language,
attempts to achieve the strictest obligatoriness and greatest generality of
the norm. In view of the close relationship of the esthetic function to the
otker functions, which has repeatedly been mentioned, it is natural that the
emphasis on esthetic norm-building should be accompanied by a strong
normalization in other respects as well, for instance with regard to logic or
grammatical structure. The esthetic norm thus becomes the organizing
factor which brings about and maintains the equilibrium between all other
norms and functions; hence its apparent superordination to them. In periods
of classicism, there usually is a direct formulation, as well as an esthetic
justification, of the requirement of equilibrium between all types of norms
and functions. This basic requirement of classicism was expressed in regard
to all human activity, not only language, by Palacky (loc. cit., 75): “Man
by his natural essence always strives for rest, that is, for the harmonious
composition of the forces which we set in motion. Qur corporeal, rational
and moral being requires harmonious peace. . . The esthetic ideal must
contain within it all that nature seeks and that is necessary for the feeling
of beatitude. Variety, composition, life, pleasantness, nobility, independent
Peing and dignity, as well as agreement with the laws of reason and morality;
In one word, it must be an expression of man’s entire nature in all of its
formation and perfection of experience.” The same is the meaning of
fnother statement by Palacky (loc. cit., p. 75): “The esthetic feeling is
the Bateway to reason and the will, it is the bud from which develop the
fowers of the spirit, it is the dream from which we awaken to truth and
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virtue, it is the center or fulcrum of all of our powers, with only individug
rays projecting from it.”

What Palacky has to say here of course concerns the entire man, g
classicism envisions his ideal; it is not difficult, however, to project thjg
ideal into the area of language. We find, incidentally, its literal applicatiop
in the French theoretician of style of the 18th century, Buffon (Discours
sur le style, Paris, H. Guyot, 1920, p. 16): “To write well also mcans tq
think well, to feel well and to express well; what is needed for it, then
is spirit, feeling and taste. Style presupposes the unified cffect of all of thé
faculties of the mind: thoughts form the basis of style, the harmony of
words merely joins them and depends on one’s sensory perceptiveness: it i
cnough to have a little hearing in order to avoid disharmony, and to have
one's car trained by the reading of pocts and orators, in order to be abl
to imitatc mechanically poetic rhythm and rhetorical phrasing.” It might
of course appear from this statement as if Buffon conceived of style as the
cquilibrium of all functions and norms, but only of the extraesthetic ones,
with the esthetic function and norm added on as something secondary,
ancillary. This would, however, be a misunderstanding, since according to
Buffon’s conception the esthetic penetrates everything in the act of speech,
thus also what Buffon calls the “basis” of style; an additional quote attests
this quite clearly (op. cit., p. 18): “The beauty of style is the result merely
of the infinite number of truths contained in it. All intellectual beauty
contained in it, all the relationships of which it is composed, arc at the same
time truths as useful as those constituting the subject matter, and perhaps
even more valuable.” We find in Buffon even the statement that “good”
style is more important than what is expressed in it (op. cit., p. 26):
“Knowledge, fact, and discoveries can easily be removed from the original
context, and may even gain thereby if they are transferred from a poorly
written book to a well written one; style, on the other hand, is not trans-
ferable and is not impaired by permanence: if it is lofty and noble, its
creator will be the object of admiration for all times.”—The equilibrium of
all functions and norms is thus the main characteristic of classicism, and
the organizer of this equilibrium is the esthetic norm which does not permit
the predominance of any of the other functions at the expensc of the rest.
Hence also the approximation of the esthetic function and norm to the
intellectual function and norm on which classicism places such emphasis.
“There is no beauty without truth,” proclaims Boileau (in his IXth Epistle):
and he repeats this statement frequently and with many variations (for tb
data, see J. Kopal, Literdrni teorie Boileauova [Boileau’s Literary Thwfyzlt
Prague, 1927, pp. 36 and 41). This is because the intellectual function, I
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opposition to the disorganizing emotional function, supports the equilibrium
uired by the structured esthetic.

Wwe mentioned further above the tendency to the exact functional differcn-
jation of functional dialects as an important characteristic of the structured
esthetic. This tendency is projected into classical literature as the strict
mutual delimitation of literary genres, since each literary genre also repre-
sents 8 certain functional brand of the language. It is known to what details
icism elaborated its canon of genres; in this matter it is enough to
refer back to Boileau's Art poétique. The differentiation of genres to which
classicism gives its attention is, however, not limited to belles lettres, but
includes the whole range of writtcn creation; this cultivation of the most
varied genres has for its main purpose the functional enrichment of language.
This was brilliantly pointed out by J. Jungmann [1773-1847, an important
figure of the Czech national renascence] in his essay O klasi¢nosti v litera-
wie viibec a zvldSté Ceské [On Classicism in Literature in General and Czech
Literature in Particular] (cited from A. Novak's selection Literatura Ceského
klasicismu obrozenského [The Literature of Czech Classicism of the Na-
tional Renascence Period], Prague, 1933, pp. 15 ff.) wherc he says: “A
period of classical literature or language does not arisc from the efforts of
one or the other outstanding writer, nor by the successful cultivation of
one or the other field of literature, such as poetry, but by the existence of
a notable number of contemporary outstanding minds, and the successful
cultivation of all, or almost all, forms of literature: poetry, prose and
thetoric.”—“The spiritual level of the nation, depending on the fertility of
the arts and sciences, if it is to contribute to the perfection of language,
requires the blooming, among the arts mainly of poetry and rhetoric, and
among the sciences of philosophy and history.”—*No language can be called
classical to the full extent of the term that counts among its classics only
poets and orators, but not philosophers and historians.” Classicism thus
wedges poetry tightly into the total area of the standard language which it
differentiates into the various genres, that is, functional brands of the lan-
guage, without regard to whether these genres belong into poetry or not.
This “leveling” is the natural consequence of the fact that the structured
csthetic suppresses the individual coloring of the verbal response and by
contrast emphasizes the supraindividual differentiation of language into
functional forms and their nuances.

It is now time to ask how classicism treats the set of devices furnished to
it by the system of the language, that is, how it treats the internal structure
of language. Let us again start with the direct testimony of those who have
experienced classicism directly. Here again, Buffon is extremely instructive:




58 JAN MUKAROVSKY

“Style is but the order and rhythm (mouvement) imposed by the authg,
on his thoughts. If he pulls them together closely, the style will be firmer
stronger, and more exact; if, however, his trend of thought is slow and 1;
it is held together by accidental relationships only of the words, nq
matter how select the latter, the style will be splintered, too relaxed, ang
dragging” (op. cit., p. 11).—"The author’s intent can be perceived only
from the uninterrupted continuity, the harmony, of interrelations betweep
his thoughts, from their gradual development, from their constant gradua-
tion, from the unidirectional succession, which is broken up or slowed dowp,
by cach interruption” (p. 12).—“Nothing is more disturbing to a lively
style than the desire for constant surprise by uncxpected ideas; nothing js
more opposed to clarity, which should be of one piece and penetrate the
entire work to thc same cxtent, than the flashes arising from the violent
collisions of words which illuminate us only for the moment, and leave
darkness behind” (p. 14).—“Nothing is more opposed to natural beauty
than an author attempting to express usual and common things in a special
and overbearing manner. . . This is the flaw of cultured, but infertilc
spirits; they have an overflow of words but no thoughts; they therefore
belabor words and think that they have made new connections between
thoughts when they have just assembled a sentence, and that they have
purified the language, when they have spoiled it by distorting the meanings
of the words” (pp. 14-15). Even a cursory analysis reveals that these state-
ments point to the sentence as the major center of interest of classicism, as
the linguistic element which maintains the semantic continuity, the sentence
not only as a grammatical unit, but also as a unit of meaning, rhythm,
intonation, and euphony. At the same time there also appears a certain
fear of the word, as an element disrupting the continuity and introducing
the danger of accident, a fear quite justified in terms of the classical love
of order.

Let us now look at each of these elements separately. Why does classi-
cism stress sentence structure? Let us consider the esthetically most highly
regulated sentence type known in the history of European style, the period.
This product of classicism in the truest sense of the word, since it goes back
to classical antiquity, is a self-enclosed whole, intonationally and rhythmi-
cally compact, in which the various constituents correspond to each other.
It is at the same time a unit of meaning: “The end of a period, as marked
by stylistic form, should also be the end of an idea. It is clear that the
formal ending should not interrupt the idea, nor . . . should the idea end
before the end of the period” (Fr. Novotny, Eurhythmie Fecké a latinské
prézy [The Eurhythmics of Greek and Latin Prose], I, p. 43). “The charac-
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.tic mark of the period is its closedness, conclusio. . . The idea has to
ain incomplete up to the end, to create the tension the easing and relaxa-
:on Of which is left to the end; this constitutes the clos-ing of the circle which
is characteristically alluded at in the name ‘periodos’ itself” (ibid., p. 149).
Esthetic norm-building has thus here led to a sentence form which is at
¢ same time abstract enough to contain any meaning, and powerful enough
0 impose its shape upon the meaning and to articulate it. We here see the
structured esthetic at work in the same way as we have already observed
on several previous occasions: by means of the framework of the sentence
it organizes the world of extraesthetic values as represen.te'd by the specific
sentence content, just as it has brought about the equilibrium of extra-
esthetic functions and norms, or has delimited from each other the various
functional dialects and their nuances. Here, too, it appears as the cuimi-
pating principle of order, precisely because of its qualitative indefiniteness
flowing from the negativeness of the esthetic with regard to the other func-
tions and norms. At the same time the structured esthetic here, too, appears
as a depersonalizing element: the sentence frame of the period, esthetically
strictly bound, considerably limits the freedom of the speaker to form
rsonalized sentences. All this makes the sentence the basic element of
language for classicism, its point of departure in affecting language.
Whence then stems this diffidence of classicism to the word? We have
already seen that the contemporary theorist of classical style sees in the
word an element disturbing the order of stylistic structure, and that he
criticizes its accidentalness. This accidentalness of the word in regard to
its inclusion in a certain context stems from the fact that the word, being
the smallest unit of [lexical] meaning, retains its full meaning even outside
of a context, by virtue of being a lexical unit. By entering into a context,
words receive a meaning determination from their environment, but thanks
to their semantic fullness which can not be subject to the given occurrence
to its full extent, they enter, in accord with their phonetic, semantic and
factual interrelationships, into such mutual connexions which can not be
predetermined by the context, and are even at times in conflict with it. By
virtue of these connexions words affect each other; if the sentence structure
is loosened it may come to the point that the semantic relations between
the words predominate and the cohesion of the context is then left to their
accidents, All this makes of the word an element disrupting the abstract
framework of the sentence and opening the way for individual stylistic
variety. The attitude of classicism to the lexicon is thus a confining one:
the stylistic order is maintained by the exclusion of many words from
Standard usage, and the remaining ones are made semantically as abstract
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and general as possible. The reasons given for the exclusion of undesirahj,
words are predominantly esthetic; thus, French classicism distinguisheg
between “noble” and “low” words (nobles—bas, cf. Buben, loc. cjt
p. 173); sometimes lowness is even contrasted with poeticness, thus Boilea,;
notes of an expression that it is “low and in no way poetic” (cf. Kopa),
op. cit., p. 52). The predominantly prohibitive charaeter of the esthetj,
norms thus manifests itself in regard to the lexicon more clearly than else.
where. The romantic revolution was, as is well known, directed primarily
against this limitation of the choice of words by the esthetic norms of
classicism. In his famous Reply to an accusation (Réponse 4 un acts
d'accusation, Contemplations I, No. 7), Victor Hugo says this about it.
“Words of noble or low origin lived divided into casts. . . Then I came
as a violator and exclaimed: ‘Why are some words always in the foreground,
others in the background?’. . . 1 put the red hat on the obsolete dictionary,
There was no more difference between high-born and low-born words,”
Romanticism thus uplifted the word as over the sentence, but it thereby
shattered the norm and set accident over lawfulness, uniqueness over gen-
erality. The opposite proof is also possible: when in France at the edge
of the 19th and 20th centuries the “Romance school” arose, proclaiming
the return to classical “equilibrium and harmony in thought and style”
(E. Raynaud), one of the major points in their program becomes precisely
the reéxamination and reévaluation of the interrelationship between word
and sentence, ending up by favoring the sentence. Charles Maurras, one of
the foremost poets of this school, says: “Until Chateaubriand, the word was
an abstract sign which lost its abstract nature only by genuine accident; this
accident was not valued too highly and there was no desire to regularize it, or
even to let it occur too frequently; it was literally considered a stroke of luck
which was a source of pleasure, but which was not thought about much,
because by losing the charm of its accidentalness it could also lose its value,
The word as reality, the word as color, the word as odor, the word as per-
ception, the word as object, might flow from the pen by play or accident, but
could not be the purpose of style. First Chateaubriand gave it this new
dignity. . . Before him, syntax and style were in the foreground; thanks to
his influence, they were pushed into the background, having become second-
ary to the vocabulary” (quoted after P. Constans’ study Charles Maurras
et le romantisme, in the book Un débat sur le romantisme, Paris, 1928,
pp. 187 ff.). The Romance school strove to renew “the law of proportion-

ality, based on forms, the eternal beauty of which was confirmed by the

centuries” (R. de La Tailhéde, Présentation de l'école romane, ibid.,

p- 153); that is, the word was again to be pushed into the background and
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ated by norm, the sentence was again to be raised to the status of the
eading factor in style. . ) o

The word as an element of style is thus subject to strict discipline by
classicism: the more unexpected and individual it is, the more it is feared,
pecause classicism limits the freedom of naming severely. It considers

articularly dangerous metaphorical designations which attract attention
1o themselves and threaten the architectonic order of the sentence structure
py the ungovernable associations which they provoke and by the unpre-
dictable relations into which they enter with neighboring words; it is well
gnown to what extent a poetic image can color a broad surrounding con-
text. Therefore the stylistic legislation of classicism takes great care to
render imagery harmless; under pressure of this discipline a metaphorical
designation often becomes an anemic paraphrase. As evidence of the
classical opinion on imagery in language, let me cite Blahoslav's Gramatika
Zeskd [Czech Grammar] (op. cit., p. 224): “Those are the best metaphors
which are much used by people in general, are usitatae, since, to be meta-
phors, few people understand them, but to be the proper words and phrases,
they are to be used, for they have become customary for people. As if to
ssy to 2 young man: Sacrifice to the Lord the flower of your youth, that is,
spend your young and noble age to serve the Lord and spend your years
doing it. . . For what is the use of pretty speech if it is not understood?”
Commonness, usualness, closeness to the nonmetaphorical, “proper” desig-
nation, those are the requirements that classicism places on metaphorical
designations; this serves to eliminate their accidentalness and uniqueness,
those characteristics of the unstructured esthetic that is always ready to
come to the surface. The command may of course not be completely identi-
fied with actual stylistic practice: we have seen both French theorists of
classicism, Buffon and Maurras, mention that even in the purest classical
style “flashes” sometimes occur and “lucky accidents” come about, that is,
new and unexpected designations. And indeed, we find in classical style
images of unusual intensity, which are powerful precisely because of the
powerful resistance which they had to overcome.

Let us now summarize what we have so far said about the unstructured
and structured esthetic, especially about the part of each in the totality of
speech. The basic part played by the unstructured esthetic is to counteract
the automatization of the act of speech, to individualize it over and over
again, with regard to both the personality of the speaker and the uniqueness
of the linguistic and extralinguistic situation from which the act of speech
stems. By hampering the automatization of the act of speech, the un-
Structured esthetic furthers the establishment and rencwal of the relation-
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ship between the person and the linguistic pattern, as well as between the
linguistic pattern and reality. In addition, the unstructured esthetic maip,.
tains the connexion between the various functional forms of language by
bringing about their interpenetration. It also hampers the automatization
of naming by bringing to life constantly new designations even for thingg
which have already been named; hence also the close relationship betweep
the unstructured esthetic and the word as the linguistic element serving a5
the material of naming. The more the esthetic function predominates ip
the act of naming, the more unique, that is, limited to the given case, is the
designation that springs from it; hence the close relfationship between the
esthetic function and metaphorical naming. There are, of course, also
metaphorical designations which lack the esthetic component from their
very origin (for instance, metaphorical technical terms), but these are
formed without the claim to uniqueness and from the outset change into
proper designations. The action of the esthetic in the act of naming
serves ever to renew the tension between speech and reality. If the poet
says (J. Durych [1886—, a religious poet], Toulky po domové [Roaming
at Home], Prague, 1938, p. 30) that “the metaphor is a victorious
flag, raised over a fortress taken by storm” and that “the real name . .,
like a magic, liberating exclamation destroys the forces of evil,” he thus
characterizes, metaphorically, but more generally than he means to do, the
part of esthetically motivated naming in maintaining the tension between
reality and language. The unstructured esthetic finally furthers in both
the individual and society the taste for constant changes in language; we
have further above seen the part it plays in spreading linguistic fashions
and have posed the question as to the extent to which one can by analogy
assume a part of the esthetic in the spread of more permanent linguistic
changes.

Let us now pass on to the structured esthetic: the specific nature of the
part played by it in the functioning of language is best shown by its difference
from the unstructured esthetic. Where the purpose of the unstructured
esthetic is to individualize the act of speech, the structured esthetic furthers
the generality of modes of expression, that is, their independence of the
person of the speaker, as well as their formality, that is, their independence
of the passing linguistic and extralinguistic situation, and of the concrete
meaning content. In this connection, the structured esthetic tends towards
the stabilization of language, whereas the unstructured esthetic rather fills
the function of the initiator, or at least the accompaniment, of linguistic
change. Where the unstructured esthetic leads to the mixing of the func-
tional forms of a language and of entire languages, the structured esthetic

—
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trast forces their clearcut mutual separation and delimitation. The
by &0 ed esthetic thus maintains the balance between the various func-
ctured esthetic thus maintains the ance between the various func
sr of the verbal response: it mitigates, by contrast with the unstructured
ﬁonsﬁc, the emotional function which endangers order, and supports in
osition to it the intellectual function as the guardian of discipline and
tector against the accidental. In the internal structure of language as
Pfe‘l’l’ the structured esthetic functions as an equilibrating factor; it disci-
wﬁnes the phonemic sequence and intonation by euphony, the selection of
501.(15 by limitation, the syntactic structure by making sentence patterns
more abstract and less personal, all the while placing into the foreground
ihe elements maintaining semantic and logical continuity, and subordinating
1o them those that disturb it.

such is the overall picture resulting from a comparison of the unstructured
1o the structured esthetic in language. We are not, however, here dealing
with two mutually exclusive categories, but with two opposite aspects of the
came human attitude towards a system of signs such as language; we have
already indicated this at the beginning of this study. The unstructured
esthetic, as has already been said, always contains within it, at least

tentially, the tendency to develop norms, and on the other hand, neither
can the structured esthetic ever completely suppress the unbridled esthetic
function which is proper to the unstructured esthetic. These two aspects of
the esthetic thus appear before us as two mutually opposite forces, ever
struggling for dominance without the complete victory of either; their
mutual relation can be called a polarity, or in other words, the structured
and unstructured esthetic in language (and wherever else they may occur)
form a dialectic antinomy which at the same time holds them together and
keeps them separate.

The dynamics of this antinomy is constantly at work in language, not
merely in those cases in which the verbal response is predominantly geared
1o an esthetic effect, as is the case in poetry. We shall speak separately of
poetic language. Before we come to speak about it, however, let us once
again view from the vantage point of the esthetic the entire scale from the
Conerete act of speech to the abstract grammatical system. We have already
said above, and emphasized more than once, that the unbridled esthetic
function which we call the unstructured esthetic, is closely linked to the
actual utterance. Whenever the esthetic function appears in its “pure”
State, it always reinforces the nuance of uniquenes and nonrepeatability,
thus being in accord with the basic nature of the utterance. If, however,
the esthetic creation accepts order, it becomes the structured esthetic and
Teaches over from the area of the momentary utterance to that of the
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conventions superordinate to the individual utterances, and summed yy
under the term parole. Midway between the unique utterance and th,
generally valid conventions of the parole there is an area of transition which,
though likewise governed by certain rules, has rules only binding op 4
single individual; this is the area of the individual parole. In this, the esthetig
manifests itself in a systematic manner, but is not deprived of its uniqueneSs,
since it is linked to a unique personality, and therefore the individyg)
parole from the standpoint of the esthetic still belongs into the sphere of
the unstructured esthetic. It is only the supraindividual parole that makeg
the esthetic structured: that phase of the verbal response which belongs
in the sphere of the supraindividual parole is subject to the esthetic norm,
But even the supraindividual parole is not yet the summit of linguistic
abstraction: above it extends the sphere of the “complete and coherent
linguistic system” which is usually called “langue” (Marouzeau, Lexique de
terminologie linguistique). Although the individual devices offered by
the linguistic system can be exploited esthetically in both the utterance and
the parole, the “langue” itself, qua system, is esthetically indifferent, since
there is no special set of esthetic norms which would correspond to it,
Even if some esthetic norm should pass from the parole to the langue (cf.
the motto of “idealist philology”: “Nihil est in syntaxi, quod non fuerit in
stilo”) it would by that very fact be transformed into a grammatical norm,
esthetically irrelevant, and only its violation could be perceived as esthetic,
but not its exact observation. Therefore linguistics in the narrower sense,
as the science of the grammatical system and its immanent development,
does not along its path encounter the esthetic in language, unless it poses the
question of the part of the utterance and of the parole in the motivation of
the developmental changes of the grammatical system. This in no way
diminishes the great importance of the esthetic in language for the opposite
pole of speech, the parole and utterance.

Let us finally approach the question of the esthetic in poetic language.
The latter, as has already been pointed out, is a special functional form of
language in which, by contrast with all other functional dialects, the
esthetic function tends to predominate. No act of speech is of course
limited to a single function, and this applies even more to one in which
the esthetic function predominates, because that function, being the dialectic
negation of all the other functions, lacks an external objective which
would set it off qualitatively from the others; it is therefore less than any
other function capable of overshadowing and silencing the concomitant
functions.

Wherein lies, then, this predominance of the esthetic function which we
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ider characteristic of poetic language? Does this predominance by any
ghance mean the unqualified esthetic utilization of all of the components
the verbal response? That would of course entail the suppression of all
zthef functions in favor of the one esthetic function; in practice this is, how-
ever, D0t possible, because any given component can achieve esthetic effect
only by its difference from other components, the so-ca]lefl foregrounding
aktualisace]; foregrounding arises from the fact that a given component
jn some way, more or less conspicuously, deviates from current usage. If,
powever, all the components laid claim to this difference, it would no longer
pe different. The simultaneous foregrounding of all the components is
therefore unthinkable. Even in poetic language only a part of them, some-
fimes more, sometimes less, is brought to bear esthetically; these quantitative
oscillations, however, do not change the fact that the dominance of the
esthetic function in poetry has nothing to do with the number of fore-
unded components. What does specifically characterize poetic language
in an esthetic sense is something else: the work of poetry forms a complex,
yet unified, esthetic structure into which enter as constituents all of its com-
ponents, foregrounded or not, as well as their interrelationships. This makes
the work of poetry different from any communicative response, where
at all times only the foregrounded elements are esthetically relevant. The
predominance of the esthetic function in poetic language, by contrast with
communicative speech, thus consists in the esthetic relevance of the utter-

| ance as a whole,

Being a structure, that is, an indivisible whole, the work of poetry consti-
tutes an esthetic value, a complex phenomenon which is at the same time
unique and regular. lts uniqueness is given by the indivisibility of its com-
position, its regularity by the mutual equilibration of the relations between
the components; being unique the work of poetry is nonrepeatable and
accidental; being regular, however, it lays claim to general and permanent
recognition. Every poetic (and, in general, artistic) value is created by this
claim; this is in no way changed by the fact that it, like other kinds of values,
is subject to changes. From this character of the esthetic value stems also
the special relationship of poetic language to the unstructured and structured
esthetic. Poetic language does not, as it were, lean completely on either of
these two poles of the esthetic: it is linked to the unstructured esthetic by
its tendency to uniqueness, to the structured esthetic by its claim to perma-
nence. Therefore any attempt to link poetry without qualification to either
one of these two poles is necessarily one-sided and bears within it the seeds
of its invalidation. The opposition between the unstructured and the struc-
tured csthetic, potentially present wherever in language (and elsewhere)

-
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the esthetic function occurs, is in poetry (and in art in general) extended tg
its greatest possible intensity. The development of poetry in the artistic
sense is thus based on the internal dialectic antinomy of the esthetic: jt
constantly oscillates between accident and law, between uniqueness and
unchanging general validity, between freedom from norms and the norm,
Nor can therefore the poetic value be identified with “beauty” in the sense
of agreement with the norm: in addition to periods that prescribe and
accomplish such an agreement, there are periods which rebel against it and
tend towards the unstructured esthetic. The internal dialectic antinomy of
the esthetic ever recreates the poetic value as its synthesis, ever disturbs
it by a realinement of forces requiring a new equilibration.

This antinomy, from which the poetic value arises ever anew, is also
projected into the internal structure of the poetic value. The interrelations
between the various components of the poetic structure are never self-
evident: some of these relations are perceived as conflicts, the unusualness,
nay uniqueness of which characterizes the structure of the given work as
a nonrepeatable, and therefore indivisible, whole. If a component is trans-
ferred from such an indivisible whole into another continuum, for instance
a nonpoetic, communicative context, it carries with it the entire atmosphere
of the work from which it stems. This is equally true of longer quotes as of
individual words, which, having had an important rble to play in the lexicon
of a certain poet, acquire a unique flavor from the semantic atmosphere
through which they have passed. Here one could stop and consider the
influence which poetry by means of its language has had on man’s epistemo-
logical relationship to the world: a linguistic component which has passed
through a work of poetry, or has originated in one (for instance, a certain
sentence or intonational pattern), is no longer merely a linguistic phenome-
non but has become an epistemological postulate by forcing a change in
the overall relationship between the speaker and reality, a change in the
sense in which the poetic work from which this component stems has faced
reality. And thus the esthetic, uniting by its inner conflict the poetic work
into a whole, for the reader becomes a transformer of extraesthetic values
by means of the language, and not only the content, of the work of poetry.

Characteristic of the work of poetry as an esthetic structure is thus its
indivisibility. Nonetheless, the work of poetry does not appear as a com-
pletely unified whole under all circumstances. It is not completely self
contained and can also be conceived of as a mere link in the devr:lopmentl*l
chain of poetry; in regard to language it is then placed within poetic lan-
guage which in turn has its uninterrupted development. In regard to this
development, and viewed from its vantage point, the principle of the indi-
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visibility of poetic structure then does not apply without reservations. Each
linguistic component, for instance intonation, can, from .the standpoint of
its function in poetry, be followed consistently from period to period and
from work to work. But this is not all: the conflict between the components
on which is based the indivisibility of the work of poetry, after a certain

riod of acceptance of the work, is by force of habit changed in the mind
of the readers into agreement. By aging the work becomes beautiful (cf.
here [F.X.] Salda’s Boje o zitFek [Struggle for Tomorrow], Prague, 1915,
p. 120) and at the same time analyzable: it henceforth becomes a set of
porms. The utilization of each of the foregrounded components, which
originally was the unique achievement of its creator, now becomes the
general rule, the force of which no longer depends on the uniqueness of
the relationship between the foregrounded components and the rest; orig-
inally unique procedures become fixed as norms, each of which can then
pe applied by itself. Where at their origin there was a significant poetic
phenomenon, they are henceforth presented by the critics and the public
to the next poetic generation as rules which are to be followed, if a poetic
effect is to be obtained; this generation will accept some of them and at
the same time violate others, thus achieving a renewal of the poetic structure
by new conflicts.

All this is of course equally true of linguistic as of subject matter com-
ponents, and so we can observe how within poetry the petrification of
obsolescent forms constantly leads to the creation of esthetic language
norms. What is now the relationship between these “poetic” norms and the
poetic norms treated above and which stem from the general consensus?
It consists in the fact that the poetic norm, by contrast with the esthetic
norm in the strict sense of the word, stems from an individual initiative, on
which its authority leans even if this poetic norm achieves general recogni-
tion: whenever its observation is required, this implicitly or explicitly means
the request to follow the great example. The poetic norm does not achieve
the general consensus until later, whereas a really general norm is insep-
arable from it from its origin on. Therefore the poetic norm as a rulc
remains confined to poetry only. Its spread in the general use of language
is hampered by the same circumstance as impedes any, even a nonpoetic,
attempt on the part of an individual to regulate language: the absence of
A previous esthetic consensus. In those periods, of course, when language
itself leans towards esthetic regulation, when the general consensus is
established beforehand, poetry is included as a potent factor in the forma-
tion of esthetic norms for language; the “poetic” norm then to a considerable
Extent coalesces with the general esthetic norm, just as the poetic genres of
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literature coalesce in such a period with the nonpoctic ones, as far as their
esthetics goes. In other periods, when poetic norms are left to themselygg
they show very little stability; they constantly appear and disappear, And
thus even their fate shows the unceasing antinomy between the unstructurey
and the structured esthetic.

Let us, however, return once again to this antinomy itself, in order to
look at it from a new angle: from what we have said so far, it might appear
that the conflict between the unstructured esthetic and the structured esthetje
makes itself felt only in the temporal succession of various periods; noy,
we shall attempt to show that it is constantly present and active. Thyg
first of all, the unstructured esthetic persists in poetry even when the develop:
ment is in the direction of the opposite pole, that is, of maximum esthetie
normalization. Very interesting and instructive is the circumstance which
we have already pointed out in another context, that the theorists of clags;.
cism such as Buffon and Maurras note its presence, albeit with contempt,
or warn against it; the warning of course attests the presence of the thing
against which it is directed. It is however possible to prove, not just the
mere passive presence, but the active part of the unstructured esthetic, and
specifically in language, in the classical period. In the second canto of hig
Art poétique Boileau, “the legislator of the Parnassus,” formulates the rules
for the ode as follows: “The stormy style of the ode sometimes takes an
accidental path; the beautiful disharmony is here a means to an artistic
effect.” We are probably not doing violence to the sense of these words if
we interpret them as a command—as a legislator he speaks only in com-
mands—to utilize the unstructured esthetic. By a paradoxical turn, the
unstructured esthetic thus becomes part of the canon of genres of classical
poetry itself.

Is it, however, possible to give similarly clearcut proof of the contrary,
of the part of the structured esthetic in the poetic creation of periods tending
towards the unboundedness of the esthetic? A typical example of this is
the poetics of symbolism, as expressed theoretically for one of the purest
representatives of this school, Stéphane Mallarmé. There can be no doubt
of the tendency of symbolism towards esthetic uniqueness, and thus the
unstructured esthetic: “In Mallarmé, the harmony of the first accidentally
occurring words determines the selection, or rather the advent, of the fol-
lowing words,” says of him Maurras (Un débat sur le romantisme, p. 188).
Nevertheless, Mallarmé does not abandon his desire for a work “which
exists without dependence on the accidental circumstances of man, in and
of itself, as a fact and entity” (Divagations, Quant au livre). His desire is
that what has arisen as unique should at the moment of its origin become
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(m, but without losing its uniqucness. No need to add that this is an
ﬂosolvable paradox, which however throws sharp light upon the presence

“? the structured esthetic in a poetic creation oriented towards esthetic
o

“niqnencss. . . .
And thus poetry is a constantly renewed and unceasing synthesis of the
tructured with the structured esthetic. The opposition of these two poles
guch is of course not limited to poetry, but appears wherever the esthetic
mes to the fore as a factor in speech fulfilling important tasks, such as
the deautomatization of the utterance and at the same time the organiza-
tion and stabilization of the parole, the enlivening of the relationship be-
qween the individual and his language, and at the same time its depersonali-
ation, etc. The very objectives of the esthetic in language thus appear in
mutually opposite pairs, as was already shown above in the discussion of
the esthetic in communicative speech. Therefore, if we limit our attention
{o one of the two aspects of the esthetic only, we will never be able to
encompass the full significance and variety of its functioning in language.
This is, however, what has been done in most treatments of the esthetics
of language so far: the ones, usually the theorists, prefer to think of the
esthetic as only a norm-building factor; the others, usually poets contem-
plating the esthetic in language, sec above all the unstructured esthetic
unbounded by rules. Qur study has attempted to avoid these one-sided
solutions and to show that the significance of the esthetic in the life of
language can be gauged only by considering both its facets.

(Originally in SL.SL 6.1-27 [1940])







APPLICATION

Felix Vodika, The History of the Echo of Literary Works
(From: CIP, pp. 371-84)

we have placed the literary work at the center of literary historical re-

search, and we have followed the possibilities of studying if from the stand-

oint of the development of the literary structure, and from the standpoint
of its genesis. Let us now approach the third main objective of literary
pistorical study. The literary work is in terms of structural esthetics con-
ceived of as an esthetic sign directed to the audience. We must thus con-
stantly keep in mind not only its existence but also its reception, we must
remember that it is esthetically perceived, interpreted and evaluated by the
readership. Itis first by being read that the work manifests itself esthetically,
that it becomes an esthetic object in the consciousness of the reader. Evalua-
tion is then closely linked to esthetic perception. Evaluation presupposes
evaluative criteria which, however, are not constant, so that the value of
the work in the light of the historical sources is not a constant and un-
changing magnitude. Precisely because the criteria for valuation and the
literary values are constantly changing in their historical development, it is
the natural task of an historical science to describe these changes.

The literary work, upon being published or spread, becomes the property
of the public, which approaches it with the artistic feeling of the time. To
know this artistic feeling of the time in the area of literature is the primary
task of the historian, in order to understand the echo of works and their
evaluation in each period. In studying literary development, we have dealt
with the work as a link in a developmental chain, without regard to the
actual esthetic effect of the work, and how it was evaluated; now our at-
tention shifts to the work as an esthetic object and the work as an esthetic
value, To do this, we must study the development of the esthetic con-
sciousness in so far as it has supraindividual qualities and includes within
it the attitudes of the times to literary art. Subjective elements of valuation,
stemming from the momentary state of mind of the reader or his personal
likes and dislikes, must in the historical criticism of sources be separated
from the attitude of the times, because the object of our cognition are those
features which have the character of historic generality. We are in effect
concerned with reinstating the literary norm in its historical development,
in order to follow the relationships between that line of development and
the development of the literary structure itself. It is obvious that some-

7
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thing with regard to this norm enters into the work when it originateg
Mukatovsky from this standpoint characterized the literary work as “the.
dynamic equilibrium of the various norms, applied sometimes Positively
sometimes negatively” (La norme esthétique, Travaux du IXe Congn\,;
international de philosophie XII, 3, p. 75).

We have already followed this relationship from this standpoint in the
section dealing with the genesis of the work, but beyond this, it is Precisely
the existence of a contemporary set of norms which determines the manne;
in which a given work is integrated into the whole of literature. MukafovSky
has in the above article described the basic properties of the esthetic norm,
Its relationship to new works is determined by a dialectic antinomy, iy
which the work often is capable of shifting the norm in a new direction,
different from that of the original norm. Therefore, the evaluation of the
work need not always be positive just because the work is in accord with
the norm, because the esthetic expectancy may be directed to something
new and different from the norm. if we now observe the literary normg
so conceived in their developmental continuity, we can also follow the
interrelation of this historical succession of norms to the historical succes-
sion of literary works, that is, to the development of the literary structure,
There is always between them a certain parallel interrelationship, because
both creative processes, the creation of the norm and the creation of a new
literary reality, start out from a common basis, the literary tradition which
they are overcoming. The two successions may, nevertheless, not be identi-
fied, because all of the variety of the life of literary works stems precisely
from the dynamic antinomy between work and norm. The most usual case
is when literary development runs ahead of literary taste, so that the literary
norm limps behind the literary development (for instance in the case of
[Karel Hynek] Macha [1810-1836, an early romantic] and [Jan] Nerudu
(1834-1891, an early realist]). The opposite case may, however, also
occur, especially when the critics, who are taking over the function of be-
ing the carriers of the literary norm, set forth requirements which are only
later met by literary creation (in Czech literature, [F. X.] Salda [1867-
1937]). We must keep in mind here that esthetic perception is not only
determined by traditional conventions, but also by the desire for specific
new works which would correspond to the indefinite, felt rather than clearly
statable, ideas of literary beauty yet to be achieved. It is true that the basis
of the evaluative norm of a given period is a given state of the literary
structure, but with the reservation that it is constantly being overcome, s0
that the literary norm only exceptionally becomes fixed by strict stabiliza-
tion. It may also occur that a literary theory exists qua morm, without
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paving as its content an existing literary reality, either as an historical
anomaly (various dogmatic poetics) or as a programmatic utopia; at times,
the requirements are not met to the full extent.

Literary norms and requirements are the point of departure for valua-
gon. We should not imagine the literature of a given period merely as the
qet of existing literary works, but also, and equally, as the set of existing
jiterary values. Within the range of interest and knowledge of the literary
public of a certain nation or a certain social class, there exists at any given
time a certain number of works classed into a certain hierarchy of values.
Every new work is in some way included in this literature and is quite
ipstinctively evaluated by its readers. This valuation becomes significant
for the stability of the scale of literary values only if it has become public.
Hence the important function of the critic.

Just as it is the task of literary history to describe all of the many rela-
tionships stemming from the polarity of the literary work and reality, so
also must the dynamics determined by the polarity between the work and
the reading public become the object of historical description. Only
thus can we describe in the true sense of the word the life of literature
in which works become matters of esthetic perception and values often
reaching not only into the sphere of the esthetic, but affecting the entire
social life of the given reading community.

Summarizing now the major tasks of literary history in the study of the
polarity between the work and the manner in which it is perceived, we can
list them as follows:

1. The reconstruction of the literary norm and the set of literary require-
ments of the period in question.

2. The reconstruction of the literature of the period in question, that is,
of the range of works that are the object of live evaluation, and the
description of the hierarchy of literary values of the period.

3. The study of the concretization of (present and past) literary works,
that is, the study of the work in the particular form in which we find it in
the conception of the period (particularly in its concretization in criticism).

4. The study of the effect of the work in the literary and extraliterary
spheres.

All these partial objectives are of course interrelated and interpenetrat-
ing. We are paturally dealing not merely with a collection of all the facts
relevant to these tasks, but are concerned with ascertaining the basic tend-
encies of the developmental process. The very nature of this process, ac-
companied as it is by the constant tendency to change, prevents us of
Course from arriving at laws in the sense of the natural sciences, especially
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since we must bear in mind that in the social organism of the Perceiyey,
of literary products we find next to each other several strata, each tendip
to a different norm, whether this differentiation is by generations (thg
literary norm of the sons, fathers, grandfathers) or by the vertical stratificy_
tion of the literary public (the literarily and esthetically cultured reader.
ship, the broad reading community, the readership of- peripheral literary
products). That is why a careful analysis of literary history must avoig
such generalizations as would disregard the detailed stratification of the
literary norm. Precisely this awareness of the existence of local, geners.
tional, and vertical differentiations of the reading public serves as an in.
centive for the study of the interrelationship of the tastes of these differen;
social strata of the readership.

The study of the problems mentioned above, however, raises additiony;
methodological problems, of which we can here only mention some of the
most important ones.

1. The Reconstruction of the Literary Norm. What are the sources for
the study of the literary norm?

1. The norms are contained in the literature itself, that is, in the works
that are being read and liked, and by which are measured and evaluated
new, or additional, literary works.

2. Normative poetics or literary theories of the time allow us to know
the “rules” by which the literature of a certain period “should” be guided,

3. The richest source are statements critically evaluating literature, the
viewpoints and methods applied in this evaluation, and critical require-
ments directed at literary creation. The historian’s attention is directed
especially towards this critical activity, because it is practically the only
documentation of the reader’s active and evaluative attitude to the work.
The critic as one of the group of individuals participating in literary life and
grouped around the work has his well-defined function, it is his duty to
take a stand to the work as an esthetic object and to capture its concretiza-
tion, that is, its shape from the standpoint of the literary and esthetic per-
ception of the period, and to express himself as to its value within the system
of existing literary values; his critical judgment determines the extent to
which the work is living up to the demands of literary development. It is
up to the literary historian to observe the manner in which the critics of a
given period fulfill this function, just as it is his job to evaluate the manner
in which the poets fulfil their function in regard to the literary demands
put on them. There are periods in which criticism is more of a brake on
the development, at other times it serves as one of its mainsprings, there
are periods in which criticism aids the public in reorienting its taste, and




THE HISTORY OF THE ECHO OF LITERARY WORKS 75

(mes where by contrast it is the guardian of the traditional values of the
¢, There are, however, also times when criticism neglects some of its
pctions, for instance that of valuation or of describing the concretization,
which has its natural consequences for the value system of the period; the
jerarchy of values is vacillating and literary taste is in a condition of
1l-defined multivaluedness.

The critic starts out with certain requirements and uses a certain method,
of which the historian attempts to gain cognition. The methods of criticism
gre not identical with those of scientific analysis, nor with the procedures
of literary history. Thus, the strongly emphasized psychologizing point of
view in criticism at the turn of the century (for instance, Hennequin’s estho-

ychology) is not just the result of the scientific recognition of the im-

rtance of psychological factors in the work, but is linked to a literary
norm stressing psychological elements as a requirement for literary creation.
Critical methods allow the concretization and evaluation of the work from
the vantage point of a given set of requirements, literary historical methods
allow the understanding and interpretation of the work in the context of
other historical phenomena. It has often happened in the past, of course,
that the border was crossed between the two fields and the critic unwittingly
pecame a historian (F. X. Salda [1867-1937]), or the historian a critic
(A. Novik). Therefore even literary historical works can to some extent
become sources for getting to know the norm, especially at those periods
of literary history when there is emphasis on evaluative judgment pro-
nounced independently of historical circumstance and from the vantage
point of a set of requirements. Here, of course, one has to proceed
carefully and separately for each case.

In speaking of a norm and of requirements we must stress that the re-
quirements need not concern merely the arrangement of the material from
the standpoint of certain techniques (rules). Mukafovsky in his above-
mentioned paper includes in the norms also ethical, social, religious, philo-
sophic, and other requirements, that is, requirements relating to problems
of the subject matter area of literature which in this respect confront litera-
ture with the tasks to be met by a verbal creation with an esthetic function.
Conversely, one can also follow how the perception of the work moves
within the range of the down-to-earth or ideal requirements of the period,
which also have an effect on its esthetic valuation. In the perception of
any artistic work with thematic elements there always enters the relation-
ship between the reality of life and the values of daily living on the one
hand, and the reality as communicated by artistic means, on the other, so
that the evaluation is the result of a complex process conditioned by the
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total structure of the life and values of the period, as shown by Mukafovsk.
in the book Estetickd funkce, norma a hodnota jako socidini Jakty
Esthetic Function, Norm, and Value, as Social Facts]. Every work t,
becomes the object of valuation meets the habits and conventi L

j lua m a ntional jge,,
of the perceiving community in this respect as well, so that the Concretiy,
tion of the work for that period occurs against this batkground, Whethe;
the evaluation is positive or negative. A work with an unusual Subject
matter and one not supported by the tradition of literature or the 50Cj
becomes a violation of the norm just as much as a new artistic conceptiop,
of a subject matter area that is by itself common to the contemp,;u-m.y
norm.

The evaluation of literary works from the standpoint of religious, socig)
ethical, and other ideas can be so strongly emphasized in the literary IlOtn;
that the esthetic function of the work is perceived only when it is supporteq
by a congruent ideological attitude (as exemplified by the religious point of
view in medicval literature). There is, of course, a certain border between
the esthetic perception of a work and its ideological acceptance; as soon
as the evaluation of the work is only in terms of the reality with which the
work deals and is no longer interested in the work itself, as soon as the
work is judged only from the viewpoint of the truthfulness of the message
communicated and not from the standpoint of the poetic expression of the
text as well, then there is removed from the range of observation precisely
the basic element which so clearly differentiates the esthetic sign from other
sign systems having only a communicative function. This observation
centered on the communication alone no longer belongs into the sphere of
literary historical research proper, but may become the object of culture-
historical studies, for which the literary work has become a source. From
a methodological standpoint we must, however, always keep in mind that
the literary work in view of the esthetic function can be used as a historical
source only with a certain caution and provided its function is duly con-
sidered, because the communication in the work in question may be sub-
ordinate to that function, especially since literary works very often have
a tendency to be multivalued and allow for various interpretations of
meaning,.

2. The Reconstruction of the Hierarchy of Values of a Given Period.
It is of the very nature of man’s attitude to reality and the phenomena
surrounding us to evaluate them and to class them, in terms of their value,
into appropriate value systems. In this valuation is included the desire to
overcome the uncertainty and indefiniteness of the relationship of the in-
dividual and mankind as a whole to the phenomena themselves, and the
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gtion also accompanies esthetic perception. From the standpoint of
ture we here deal with the constant balancing of the tension stemming
the existence of literary works on the one hand, and the overall mood
§ the readers’ perception on the other, or in other words, in the evaluation
ipere takes place an encounter between the structure of the work and the
gructure of the literary norm.

The attention of the literary historian is geared towards what constitutes
\po TADEE and content of the literature of a given point in the development.
Wwe have in mind here the living literature, that is, the literature which
forms part of the awareness of the readership; we are not dealing with
Jiterary values that are outside of the range of intensive reader interest and
which therefore are, permanently or temporarily, without active esthetic
effect. This reconstruction of the living literary repertoire has its importance
for the cognition of the literary norm of a given period, and for the study
of the changes in the literary vigor of individual works or authors. We
follow what works of contemporary and past authors were liked, we follow
the attitude to contemporary and past literary trends. We become aware
that not every work that is published becomes integrated into the con-
temporary scale of literary values, although it may later become an undeni-
able value ([K. H.] Mécha’s Mdj [May]); there are, of course, works which
become historical values as soon as they are created. On the other hand,
it may happen that into the range of living literature are included works
tkat have long since been excluded from the “higher” literature or have
not yet been included in it, being works of a lower literary taste (the
cult of the folk song, of the merchant’s ditty). In studying the literary
awareness of a given period, the methodological requirement is an es-
pecially careful attention to the social bases of the differentiation of literary
tastes. One can follow the relationship of the literary repertoire of the broad
strata of the readership to that of the readers of “higher” literature, what
is the range of the reader’s preference, whether the reading community is
compact and homogeneous in its literary likes and dislikes, or whether it
falls into several closed groups, etc. We are here in a problem area of a
sociological nature; the investigator who would, however, explain the origin
of the literary norm of a given social group only on the basis of the living
conditions of that group, and leave out the force of literary convention and
traditional literary procedures stemming from the nature of the material,
such an investigator would be mistaken. That there is a certain relation-
ship between the literary taste and the living conditions of a certain social
group is undeniable, but there is not enough objective evidence to warrant
an explanation in terms of causal subordination. Just as in the develop-
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ment of literary structure the major causal elements of the de"elopmem
are contained immanently in the preceding states of literature, sq the
development of the literary norm is governed above all by causes hay;
their origin in the organization of the structural elements of the litey
norm, since a new deveclopmental phase may place into the foregro“nd
precisely those elements which have been neglected by the preceding norm
Thus, the development of the literary norm can likewise be interpreteq
structurally. Even here, however, in the formation of the norm and the
values of the period, heteronomous elements may come to the fore to some
extent. The publisher, the book market, advertising, all these are factop
which may influence the valuation, and similarly, sudden turns in politicg)
life, or political pressures, may be contributing factors in the change of
the norm. The historian follows the relationship of these heteronomoyg
elements to the immanent conditions of the development of the restructyr
ing of the norm, and observes the extent to which these external influenceg
speed up or slow down the autonomous development, or the manner jn
which new norms and new valuations in spite of disturbing external ip.
fluences find their protagonists and interpreters, and in which they attempt
to evade the pressure and render it ineffective. Not all that pretends to be
a real norm is one. External pressure may also bring about a greater
distance between the roads of literary production and the literary norms;
this conflict can, nevertheless, never go so far as to obliterate all points
of contact, since the literary norm, while itself having an influence on the
works that are produced, still is more or less dependent on the existing
literary production. The requirements may for a time deviate quite fun-
damentally from the possibilities of the given literary situation, but if the
idea of how literature ought to look is not to remain completely fictitious,
they must start out from literary reality as the base for future efforts.

3. The Echo of Literary Works and Their Concretization. If literary
history wants to single out the basic features of literary life, it can not
confine itself only to ascertaining the positive or negative evaluation of a
work of literature or to arrive at certain conclusions about the literary
tastes of the public. It must be concerned primarily with following in the
historical sequence the concrete shape which the literary work acquires in
being read with an esthetic intent. In older times, literary history worked
with individual works as values given once and for all, and tried to follow
how this value was understood and discovered by the critic and the reader.
Differences and inconsistencies in evaluation were interpreted as mistakes
and deficiencies of literary taste, on the assumption that there exists a
single “correct” esthetic norm. The literary historians, estheticians and
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atics could, however, never agree on this single “correct” norm; since

is no such single correct esthetic norm, there is also no single valua-
th n, and 8 work may be subject to multiple valuation, during which its
;i:al;e in the awareness of the perceiver (its concretization) is in constant
change- The terms concretization was first used by Roman Ingarden in

pook Das literarische Kunstwerk. He also stated the requirement to
gtudy the literary work in its concreti;ations. Ingard.en sees the structure
of the work as isolated and statfc, without considering the dynz.lmlc de-
velopment of the superordinate literary structure; he therefore thmks .t]3at
the work can be concretized in such a manner that all the esthetic qualities
of the work arc brought to bear; differences in concretization then relate
only to those components of the wo.rk thaf are na'turally incomplete to
pegin with and have to be completed in the imagination o.f the .reader (for
instance, schemas of description). If we, however, have in mind the his-
torical condition of the structure as contained in the work on the one hand,
and the developmental sequence of the changing literary norm on the
other, we become aware of the fact that not only insufficiently explicit
passages, but the esthetic effect of the work as a whole, and hence also its
concretization, are subject to constant change. As soon as the work is
perceived on the basis of the integration into another context (a changed
linguistic state of affairs, other literary requirements, a changed social
structure, a new set of spiritual and practical values), then precisely those
qualities of the work can be perceived as esthetically effective which pre-
viously were not perceived as esthetically effective, so that a positive evalua-
tion may be based on entirely opposite reasons. This is why it is the task
of literary history to follow those changes in concretization in the echo of
literary works, as well as the relationships between the structure of the
work and the developing literary norm, because only then is our attention
always focused on the work as an esthetic object and on the bearing upon
society of its esthetic function. Where in the study of literary development
our emphasis was on where the work stands in the set of existing works,
in the study of literary lifc our emphasis lies on what the work, as it is
being perceived, becomes in the minds of those who constitute the literary
public. The vigor of a work depends on the qualitics which the work
potentially contains in terms of the development of the literary norm. If
a literary work is evaluated positively even when the norm changes, it
means that it has a greater lifespan than a work, the esthetic effectiveness
of which is exhausted with the disappearance of the literary norm of its
time. The echo of a literary work is accompanied by its concretization, and
2 change in thc norm requires a new concretization. Methodologically, it

-
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must be stressed that the primary sources will always be the critical con.
cretizations, since they attempt to come to terms with the work from the
standpoint of the entire value system and contribute to the integratiop of
the work into the literature; the critical judgements also contain the
rationale for what is liked and what is not liked. The disadvantage is that
this is only a record of the concretization, and our sources are not )
equally good, so that a historical picture of the life of a literary work
necessarily depends on the number and quality of available sourceg,
(Ct. S1.SL. 7.113-32 [1941])

Special methodological problems arise when we try to follow the echq
of a work in a foreign literary environment. Even a translation is in 5
certain sense a concretization made by the translator. The echo of the
work among the readers and critics of a foreign environment is often quite
different from its echo at home, since the norm is different, too.

4. The Literary and Extraliterary Effect of Literary Works. So far we
have been speaking of the effect of the literary work as manifested upop
the reader and especially upon the typical mediators between the work and
the reader, the critics, when the work is an object of esthetic perception,
But a work which in a certain shape has its effect on the readers may also
affect their actions, thoughts and emotions, since it becomes part of their
mental life. There is first of all the effect on the taste of poets as readers
which may affect their literary creation, even without their being conscious
of it. We are here dealing with the problem of influence which we have
already dealt with from a genetic standpoint (see CJP, p. 361 ff.). There
our point of departure was the finished work and we followed the condi-
tions which affected its origin and form, so that another literary work could
appear as a source or factor contributory to the work’s taking its particular
shape. Now we are using the opposite procedure: in the center of our
attention is not the work exposed to the influence, but the work exercising
it, and our task is to discern all those literary phenomena the origin or
esthetic effectiveness of which is dependent upon the existence of the work
under consideration. If we are to speak of the literary effect of a work,
we cannot confine ourselves to the cases of direct, conscious or unconscious,
influence, but must include those cases as well in which new literary works
can come to full esthetic fruition against the background of an older work
from which they are reflected as its opposite. This is, for instance, the
case where the subject matter is the same but the treatment differs, or where
the fable is preserved but the means of expression are changed ([Julius]
Zeyer's [1841-1901, a late romantic] Obnovené obrazy [Restored Pic-
tures]), or where there is a new artistic recreation of older art (e.g., [Josef]
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ora's [1891-1945, a modern poet] Mdchovské variace [Variations on

cha])-

In addition to the literary effect, we can also follow the effect of the
work in the extraliterary sphere, especially where the development of a
certain problem by literary means has contributed to its solution in real
jife. It is generally known that the esthetic qualitics of a work of poetry
can affect the reader’s excitability so powerfully that the way in which the
m]aﬁOHShiP to reality is presented or implied may have an effect on their
actions. Let us only remind ourselves of the well-known cases of the effect
of characters in literaturc on the stylization of the social types of the period,
of the effect of the morality of a work on the morality of society, of the
rle given by socicty to a work in the struggle for the realization of certain
social, economic, national objectives, ctc. A special place in this connec-
tion belongs to tendentious literature, the so-called didactic poetry, in which
a consideration of the extraliterary effect is part of the intent of the author.
In such a study, however, we begin to find ourselves in a field where literary
history meets the interests of other historical sciences which from their own
angle often can judge the extent of this extraliterary effect much better
than the literary historian whose concentration is in the area of literary

phenomcna.







Jifi Veltrusky, Man and Object in the Theater
(From: SLSI 6.153-9 [1940])

The basis of the drama is action. Our daily life, of course, and its course,
are shaped by action as well, our own and that of other people. Action is
the active relationship of a subject to some object; it is a teleological fact,

overned by a purpose in line with the needs of the subject. Therefore,

whenever an action occurs, our attention is turned to its purpose. The
act itself is secondary to us, the important thing is whether it fills a given
purpose. As soon as an act by itself, however, attracts the attention of
the perceiver, its properties become signs. It then enters into our con-
sciousness by means of signs and becomes meaning. It is well known that
two people who have become witnesses of the same event will describe
it entirely differently. This difference is caused by the fact that this event
was reflected in two differently curved mirrors, that is, in two differently
attuned consciousnesses; this caused certain signs to be reinforced and
others to be suppressed. The properties of an action directed toward a
practical objective are determined by this objective, irrespective of the
perceiver, unless the objective of the action is communication.

In the theater, however, the action is an end in itself and it lacks an
external practical purpose which might determine its properties. The action
is here geared towards being understood by the audience as a coherent
meaningful series. This is why it is formed of various signs which first
in the awareness of the audience are reflected as properties; the properties
of the action are thus pure meanings, just as its purpose is a semiological
matter and not a matter of practical life. The action of the theater differs,
however, from an action the practical purpose of which is communication.
Though the latter is also constructed of signs designed for the perceiver,
and its purpose only has semiological value, its final purpose lies outside
of the action itself, and not within it as is the case in the theater.

It follows from the teleological character of action that it is the result
of the intent of a subject. It is, however, necessary to differentiate the
concept of the subject: first of all there is here the basic subject who is
the originator of the intent; then there is the subject overtly performing
the action, who may be identical with the basic subject, but may also be
his mere tool and thus only a partial subject. The border between them
can of course not be drawn exactly, Later we shall see that in the theater
the differentiation can go even further: precisely because the action is here
removed from a practical context and lacks an external purpose, the

83

.




84 JIRf VELTRUSKY

awareness of the subject, that is, of the being actively performing the actiop
arises in the audience from the event more so than it does anywhere else,

In a period when the theorists had in mind only the realist theater, the
opinion arose that only a human being can be the subject, just as ig
case in everyday life. All other components were considered mere toolg
or objects of human action. The development of the modern theater ang
the increasing familiarity with the theater of non-European culture are
however, led to the contradiction of this opinion, and later it turned out
that it did not quite apply even to the realist theater. The purpose of thig
study is to show that the existence of the subject in the theater is dependen;
on the participation of some component in the action, and not on its actug)
spontaneity, so that even a lifeless object may be perceived as the perform.
ing subject, and a live human being may be perceived as an elemen
completely without will.

FROM ACTOR TO OBJECT. The most common case of the subject in the
drama is the figure of the actor. The figure of the actor is the dynamic
unity of an entire set of signs, the carrier of which may be the actor'g
body, voice, movements, but also various objects, from parts of the costume
to the set. The important thing is, however, that the actor centers their
meanings upon himself, and may do so to such an extent that by his actiops
he may replace all the sign carriers; this can be demonstrated on the example

of the Chinese theater:

“The actor portrays by his actions all the events for which the Chinese
stage does not furnish the proper base. By a right set of conventional
movements, the actor portrays his jumping over imaginary obstacles,
going up imaginary stairs, stepping over an imaginary high threshold,
opening an imaginary door; the sign movements performed inform the
audience of the nature of these imaginary things, they tell whether the
non-existent ditch is empty or full of water, whether the imaginary door
is the main gate, an ordinary gate, a simple door, and the like.” (K.
Brusdk, Znaky na cinském divadle [Signs in the Chinese Theater],
SLSL 5.95 [1939])

The question arises of the means given the actor for uniting all these
meanings by his action. The answer is on the whole very simple. All that
is on the stage is a sign. “But the theatrical costume and the house on the
set, or the gestures of the actors, do not consist of as many constituent
signs as a real house or real clothing. On the stage, a costume or a part of
the set are limited to one, two or three signs. The theater uses only those
signs of the costume and set which are needed for the given dramatic situa-
tion.” (P. Bogatyrev, Znaky divadelni [Signs of the Theater], S1.Sl. 4.139
[1938]). The actor’s body, on the other hand, enters into the dramatic
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;uation with all of its properties. A living human being can understand-
not take off some of them and keep on only those he needs for the
-ven situation. This is why not all the components of the actor’s per-
formance are purposive; some of. them are silpply given by physiological
ngceSSitY (thus, for instance, various automatic reflexes). The spectator
of course understands even these nonpurposive components of the actor’s
formance as signs. This is what makes the figure of the actor more
complex and richer, we are tempted to say more concrete, as compared
to the other sign carriers. It has in addition to its sign character also the
character of reality. And the latter is precisely that force which forces all
the meanings to be centered upon the actor.

The more complex the actions of the figure of the actor, the greater
not only the number of its purposeful signs, but also, and this is important
here, of those without purpose, so that the reality of the figure is placed
into the foreground. A figure whose actions are less complex is of course
more schematic, This is what leads to the hierarchy of parts. The figure
at the peak of this hierarchy, the so-called lead, attracts to itself the major
attention of the audience and only at times allows room for attention to
be given to the supporting cast. At the same time, by giving impulses for
action, the lead affects the performance of the rest of the cast, and at times
may even act as their outright regulator. The spectator may still perceive
the other figures as acting subjects, but their subordination is evident.
Usually, however, situations may arise in the course of the play when some-
one other than the lead becomes the main pillar of the action. In some
structures even in these situations the hierarchy of parts remains unaffected,
in others the hierarchy may regroup itself from situation to situation. All
of the dramatis personae, however, from the lead to the smallest bit part,
definitely form an absolutely coherent line according to their varying
activeness, the cohesion of which is maintained precisely by the jointness
of the action.

If we follow this line, we can see that we cannot even set the limit beyond
which the action of a figure ceases to be perceived as spontaneous, With-
out any break, the line leads to figures whose actions are limited to a few
stereotyped acts repeated with minute differences. Such figures carry very
few signs beyond those absolutely needed for the given situation. They
are quite schematic, the feeling for their reality is very weak. For the
spectator, such a figure is often linked to a certain action. Thus, for
instance, it may happen that the stage represents the sitting room; as soon
as a certain servant enters we know that it is to announce the arrival of
some visitor. We shall later see that this tie to a certain action is character-
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istic of props. And indeed, such figures appear to the spectator to be more
like props than like active performers. We could see human props in [E, F)
Buridn's [an avant-garde producer and director] production of [V, K]
Klicpera’s comedy KaZdy néco pro viast [Everyone Does Something fq,
His Country]: they were the silent figures of servants. Such figures can be
found in the theater in great numbers and are nothing unysual.

Human props do not yet, however, end the series which begins witp,
the figure of the actor. The action may fall to the “zero level,” the figure
then becomes a part of the ser. Such human parts of the set are for instance
soldiers flanking the entrance to a house. They serve to point out that the
house is a barrack. Human parts of the set can of course no longer in any
way be considered active performers. Their reality is likewise depressed
to the “zero level,” since their constituent signs are limited to the minj.
mum. If we consider what are the carriers of these signs, we see that it
usually is their posture, stature, make-up, costume. It follows then that
people in these roles can be replaced by lifeless dummies. Thus people
as part of the set form the fransition between the sphere of man and the
sphere of the object. They are, however, not the only bridge between these
two spheres. O. Zich, for instance, speaks of the fact that between the
make-up which is still part of the organic body of the actor, and the
costume which is not part of his body, there are other objects such as the
wig, which we can not definitely determine as belonging to one or the other
sphere (Estetika dramatického uméni [The Esthetics of Dramatic Art],
1931, p. 136 fi.). The costume, incidentally, although not part of the
organic body, is to a considerable extent fused with it. Thus, it is often
difficult to decide for certain human actions to what extent their per-
formance is predetermined by the properties of the body, and to what
extent by those of the clothing. Because “there are certain gestures and
certain movements which are not only appropriate to a given style of
clothing, but are directly conditioned by it. The excessive use of the hands
in the 18th century was due to the wide hoops, and Burleigh’s solemn
dignity no less to his heavy lace collar than to his deliberate character”
{Oscar Wilde, Masks, Czech transl., p. 50 [retranslated from Czech]). As
can be seen, the sphere of the live human being and that of the lifeless
object are interpenetrated, and no exact limit can be drawn between them.
The series beginning with the figure of the actor thus continues without
interruption into the sphere of the object.

FROM OBJECT TO ACTOR. The human being as part of the set has taken
us into the sphere of the set in general. The general purpose of the set is
“to define effectively the persons and place of the action” (O. Zich, op. cit.,
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. 232). Its sphere likewise has its internal differentiation. The lowest
is that of the painted set which is purely a sign. A mock-up is richer
paving real depth, and is thus one step closer to the genuine object
which it stands for. On the same level with mock-ups are dummies stand-
ing for human beings as part of the set. Finally, many real objects may
pe part of the set, such as chairs, vases, etc. They are on the same level
with human beings as part of the set.

The set shares many similar properties with the costume. The purpose
of the latter is likewise to characterize people and milieus. It differs from
the set mainly by the fact that the set characteriezs mainly the setting,
whereas the costume characterizes mainly the person. The costume is on
the same level with the mock-ups and real objects that are associated with
the set.

The fact that the parts of the set do not act overtly may give rise to the
impression that the set is outside of the action and has no effect on its
course. In that case, it could be said to constitute a self-contained and
clearly delimited sphere. This would, however, be a completely erroneous
impression. It is enough to point out, for instance, how entirely differ-
ently a dispute between two characters will take its course when the set
represents an inm, or a royal palace. Even if the overt action of the set
is on the zero level, it does have its part in determining the course of the
action. That is also why it cannot be delimited as a closed sphere, nor can
the point be stated at which objects begin to take part in the action overtly
and become props. It often seems that a given object in one situation is
part of the set or costume, and in the next becomes a prop. In reality,
however, its function is determined by the antinomy of two opposing forces
contained within it: the dynamic forces of action and the static forces of
characterization. Their relationship is not stable; in certain situations one
predominates, in others the other, sometimes they are in balance. Let us,
for instance, take the dagger in the following situations:

1. Figure A with a dagger. The dagger is here part of the costume
and shows the wearer’s noble or military status. The characterizing force
of the dagger here clearly outweighs its action force which is pushed
completely into the background.

2. Figure B insults figure A, he draws his dagger and stabs B to death.
Here, in the context of a certain action, the action force of the dagger
suddenly comes completely to the fore, it becomes a prop and takes part
in the action as a tool.

3. Figure A flees holding a bloody dagger. The dagger here is a sign
of murder, but at the same time is closely connected with the flight, that
is, with the action. Both forces of the object are in balance.

-
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The prop is usually designated the passive tool of the actor’s action,

does not, however, do full justice to its nature. The prop is not alwg
passive. It has a force (which we called the action force) that attractg
certain action to it. As soon as a certain prop appears on the stage, this
force which it has provokes in us the expectation of a certain action, y; &
so closely linked to this action that its use for another purpose is Perceiveq
as a scenic metonymy. This link is shown cven clearer in the case of the
so-called imaginary props. What is an imaginary prop? The actor performg
without props an action for which a certain prop is usually required; the
spectator feels its presence although in reality it is not present. Cf. for
instancc this scenc from Meyerhold’s production of Ostrovskii's The
Forest:

&

‘. . . the comic gives a virtuoso’s pantomime. He sits down on the
step, holding a rod, and pretends to be casting into the scenes to the lefi.
there is of course no hook on the rod . . . the comic ‘catches a ﬁsh‘:
takes it off the hook—although he has nothing in his hand, makes a
grab for it, finally puts it away.” (V. Tille, Moskva v listopadu [Moscow

in November], 1929, p. 40).

An analog of this procedure can also be found in everyday life: gestures
imitating the use of a certain object, in order to designate it. Such gestures
are for instance uscd by foreigners, when, for instance, they ask for a drink
by imitating drinking movements. In the thcater, the purpose is different,
of course.

The link between prop and action is demonstrated in an opposite way
when no subject is present in the play, that is, when no actor is on stage.
Even then, the action does not stop. The action force of the object comes
to the fore in all its power. The objects on the stage, including perhaps also
their mechanical movements such as that of the pendulum of a clock, exploit
our consciousness of the uninterrupted course of events and create in us
the feeling of action. Without any intervention of the actor, the props shape
the action. They are no longer the tools of the actor, we perceive them as
spontaneous subjects equivalent to the figure of the actor. For this process
to occur, one condition must be met: the prop must not be the mere outlinc
of an object to which it is linked by a factual relationship, because only if
it preserves its reality can it radiate its action force and suggest action to
the spectator. If J. Honzl claims that “tables may become beings whom
we hate more passionately than our enemies” (Sldva a bida divadel [The
Glory and Misery of the Theater], Prague, 1937, p. 218), this principle
is certainly connected to his statement (p. 56) that:

“Stockmann’s torn coat belongs to the things that were the forte of
the realist theater and the naturalist stage. For them alone, the Khu-
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dozhcstvennyi Group [Moscow Art Theater] will be dear to us, because
they built real doors that squeaked, they put up real furniture and a
enuine billiard table with two white balls and one black, and Andrey
ergeyich Prozorov was pushing a real baby buggy on the stage. The
genuine things, the table, the coat, the tear, the remote sounds of the
marching band, are the only heritage that we can take over after them.”

Action in the absence of the subject is, however, not the only mode of
rsonification. And what really is personification? It is “a force, indefinite
put powerful, which reinforces the spontaneity of an event by emphasizing
the participation of the acting subject. Events in general can, in terms of
ontaneity, be divided into three categories: at the lowest level are the
;nechanical events in nature lacking in any kind of spontaneity, their course
peing determined by a previously given regularity without exceptions; one
step higher are such actions of live beings which, though not subject to a
jaw without exceptions, are directed by habit and thus predictable in their
course (for instance, our daily actions in getting up, eating, going to sleep,
and many of our professional actions); the third group finally includes
action in the proper sense of the word, based on the unlimited initiative
of the subject and therefore unpredictable, different in each case. The
purpose of personification is to raise the first two levels of action to the
third. It does not necessarily mean that things have to be ‘made into persons’
in the real sense of the word, as is the case for instance in the fable: that
is merely a special case of personification (for instance, in M. Maeterlinck’s
L’Oiseau bleu, added by the author). It is enough if things which in reality
are passive subjects of action appear as active subjects, even though they
may retain their usual shape” (J. Mukafovsky, Sémanticky rozbor bdsnic-
kého dila [Semantic Analysis of Works of Poetry], SLSL. 4.7 [1938]).

Such a personification occurs, for instance, in Reinhardt’s production of
Strindberg’s The Pelican:

Scene after the burial of the husband, on stage his wife who has caused
his death. V. Tille describes the scene as follows: “It was as if the
shadow of the dead man were pacing the house, the woman is con-
stantly afraid of being alone, the door opened by the wind frightens
her. . . The only room used in all three acts, overfilled with dark furni-
ture, is plunged in darkness. Throughout all three acts, with small
Interruptions, the wind is whistling and whining behind the stage, shaking
the open window and the white curtains, growing into a strong draft
whenever the door opens and blowing the papers from the desk on which
the leaves in the books and the flame of the lamp are moving. This
naturalistic virtuosity at first makes a terrifying impression, especially
when the open door is shaking in the void whenever the script requires it”
(Divadelni vzpominky [Memories of the Theater], pp. 170 ff.)

- _




“

Another, less evident, personification is in the Japanese drama Tergy,
or The Village School, by Takeda Izumo (Czech transl, Dvé -i"POMk
dramata [Two Japanese Dramas]): 4
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Situation: The teacher Genzo hides in his house the small son of
expelled chancellor. The lady Chiyo is bringing her child to school, +
boy who is the exact likeness of the chancellor’s son: The teacher 2o 2
behind stage and kills the lady Chiyo’s son. The vassals exit, Suddenfs
Chiyo returns. Y

Chiyo (visibly excited): Oh, it’s you, Mr. Takebe Genzo, esteemeg
tcacher. Today, I brought in my little boy. Where is he? He hasp;
given you trouble by any chance?

Genzo: Oh no—he’s back therc . . . in thc back room . . | he's
playing with the others. Do you want to scc him. . . Perhaps you want
to take him home?

Chiyo: Yes, bring him in please. . . I want to take him home, .

Genzo (stands up): He'll be right in. Come in please. . . (Chiyo
turns to the back door; Genzo pulls his sword behind her back and gets
set for a terrible blow, but Chiyo as if warned by something turns aroupg
and avoids the blow. Quickly jumping between the desks she seizes her
son’s box and uses it to ward off Genzo’s new blow)

Chiyo: Stop! Stop!

Genzo (taking another swing): Devilish thing! (The blow shatters
the box, scattering a little white garment, pieces of paper with prayers
written on them, a small burial flag, and some other small things used
in burials)

Genzo (horrified): In the devil’s name, what is this? (Lowers his
hand holding the sword)

The situation ends by a spontaneous intetvention of the props saving
the lady Chiyo’s life.

THE RELATIONSHIP BETWEEN MAN AND OBJECT. We have followed
the different degrees of participation in the action by the various com-
ponents, degrees different by the extent of activeness. It became clear that
the transition between them is quite gradual, so that they can not be con-
sidered sealed-off spheres. The function of each component in the individual
situation (and in the drama as a whole) is the resultant of the constant
tension between activity and passivity in terms of the action, which mani-
fests itself in a constant flow back and forth between the individual com-
ponents, people and things. It is therefore impossible to draw a line between
subject and object, since each component is potentially either. We have
seen various examples of how thing and man can change places, how a
man can become a thing and a thing a living being. We can thus not speak
of two mutually delimited spheres; the relation of man to object in the
theater can be characterized as a dialectic antinomy. We have seen in the
above examples that the dialectic antinomy between man and thing occurs
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the most varied structures and is thus not the exclusive property of the
odern theater. In some structures, of course, it is emphasized, and in
hers suppressed and minimized.

The view that man in the theater is exclusively the active subject and
fhings are passive objects or tools of the action arose, as has already been

entioned, at a time when the theorists had in mind only the realist theater.
But not even in the realist theater was the fluctuation between man and
object removed completely, it was only suppressed to such an extent that
the error which we have already spoken of could occur. The realist theater
ﬂﬁemp[ed (although it never really succeeded) to be a reflection of reality
pot only in its individual components, but also in their integration. And
in daily life we are of course used to differentiate very exactly between man
and thing as far as their spontaneous activity goes, but again only in terms
of our present-day epistemological horizon as determined by civilized life.
In other horizons, for instance in the mythical world views of primitives or
children, personification and the fluctuation between man and things play a
very important part indeed. Although civilization is progress as compared
to the primitive way of life, it can not be denied that its forms so far have
by the most varied conventions broken up the direct relationship between
man and his environment. On the example of action in the absence of the
subject we have seen how precisely these conventions can be used to link
together unconventionally various aspects of reality. We are perhaps not
exaggerating if we claim that this is one of the most important social objec-
tives of the theater. This is precisely where the theater can show new ways
of perceiving and understanding the world.







Vladimir Prochazka, Notes on Translating Technique
(From. SL.Sl. 8.1-20 [1942])
1. The Function of Translations in Literature.

[one half page and fn. 1 omitted.]

It is surprising that the function of translations in literature has not been
discussed more systematically in the theoretical literature, especially if we
consider the great part which is, and has been, played by translations in
the literature of all peoples. For with the exception of the Greek, perhaps
all literatures of our cultural area start with translations. This fact had
considerable importance in the very formation of the standard languages.
Literary Latin, for instance, has never been quite free from Greek influences;
Luther’s bible translation became crucial for the origin of Modern Standard
German; some of the Slavic standard languages developed from Church
Slavic, on the structure of which from the outset the very fact of translation
had a considerable influence.*

In the course of European literary development, the conception of the
translation as a medium through which foreign influences enter into the
domestic literature, has changed considerably. By way of explanation, 1
might say that the greatest influence in this matter has been exerted by the
development of the requirement of originality for literary works. The view
of Antiquity and the Middle Ages, which gave almost no importance to
originality of subject matter, had profound consequences for the techniques
by which foreign subject matter or foreign style were introduced into the
domestic literature. Accuracy was actually a requirement only for transla-
tions of the bible and liturgical texts; other than that, a flexible scale existed
as to the “degree of originality,” going from literal translations to completely
independent treatments of the same subject matter. On the other hand,
the modern conception of the translation as a fundamentally unoriginal
work has first of all led to the creation of a sharp boundary between “original
literature” and “translation literature.” Further consequences were, on the
one hand, a neglect of translation literature and the art of translation in

2 The basis of the language used (by Cyril and Methodius) for translation was the
Slavo-Macedonian dialect of the Salonika area, but the language of the translations
differed from it by the very fact of translation as to both lexicon and syntax . . .
(B. Havrének, V§voj spisovného jazyka &eského [The Development of Standard
Czech], Ceskosloy enskd viastivéda, suppl. 1936, p. 4). [one line omitted)
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literary theory,” and on the other hand, a considerable decline in the levey
of translations, especially in prose. Under the previous conception,
translation of foreign currents was most often undertaken by spirits con.
genial to the original authors, since it afforded them an opportunity fo, a
creation of equal value. This approach persisted in modern times Partial,
in respect to translations of poetry, while prose translation has become
predominantly a domain of the dilettante. And this at a time when especia]].
the novel has become the major mediator of the movement of thought i,
Europe.
[one paragraph and fn. 4 omitted.]

From the 90’ies on, conditions have changed only insofar as the differeq.
tiation has become cven more pronounced. True, the work of a new
school of translators of poetry has from the [first] World War on led g
some improvement of the level of prose translations as well, but a really
good translation is still the exception and for the rest of the “flood” [F., X]
Salda’s [1867-1937, a modern author and critic) [negative] characteriza-
tion still holds. And because these translations had a penetrating effect
not only on the literature, but also on the entire thinking of Czech society
(from the 80'ies Russian and French novels, from the 90%ies Scandinavian
novels and plays, later, especially after the [first] World War, Anglo-Saxon),
it is not an insignificant fact at all that the majority of these translations are
technically completely inadequate. [remainder of paragraph and fn. §
omitted.]

And finally, an analysis of the function of translations in the national
literature could also become the starting point for the solution of practical
problems of literary and editorial policy: what is the place of translations
in the national literature not only quantitatively (statistically), but also
qualitatively; how is one to judge the complaints about the “deluge” of
translations; how to avoid the real danger of bad translations of valuable
works, and of translations, good or bad, of pulp litcrature, ctc.

2. Specific Problems of Translating Technique.

According to the principles of the Prague School of linguistics, a verbal
response can be evaluated only in terms of its adequacy to the purpose,
that is, whether or not it fills the given purpose adequately. In line with
the present conception, the purpose of a translation is to transpose a

8 This is also admitted by V. Jirit (Dva pFeklady Fausta [Two Translations of
Faust], p. 6); the reason he gives is the modern esthetic point of view leading to a
lack of interest in form, and thus to a lack of theoretical foundations and research
methods for stylistic analysis,
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work from one language into another in such a manner that the
cture of the original work is preserved so far as possible. In other
rds, the translator has to create a work which both thematically and

gﬁsﬁca]]y is as close an equivalent to the original as possible.

We can state this principle also from the standpoint of the reader:
the translation should make the same resultant impress:c_m on the reader
as the original does on its reader. But this formulation is doubtful,
because it applies only to foreign works that are perceived to be con-
temporary or as belonging to the same cultural area. It fails when we
deal with a work that belongs in a different cultural period or a different
cultural area (for instance, China). In that case, obtaining the same
resultant impression may turn out to be impossible. In this respect, the
most recent practice has leaned towards the translating principle formu-
lated by B. Mathesius: to fopicalize [aktualisovat] the translation of
such a work, that is, to present it in such a language as would be used
by the authors themselves if they lived in our days and wrote using our
language.® This would mean in other words to transpose the work not
only from one language to another, but also from one cultural period to
another, or from one cultural area to another. Since I have no experience
in this respect, I am excluding these cases from my presentation; let me
merely note that a more or less penetrating topicalization of the classics
is a natural consequence of our conception of the function of the transla-
tion. It must, of course, be modified for each case and applied with a
certain caution.

From this general formulation follows that the usual evaluations of a
translation as to whether it is “free” or “literal,” “smooth” or “halting,”
do not go to the root of the problem, nor do they make much sense. Some-
times, the translation has to be free, sometimes less free, sometimes literal;
the deciding factor is whether the translation is adequate, that is, whether
the given passage is translated adequately with respect to the total structure
of the work. The same goes for smoothness: usually, of course, a so-called
smooth translation serves the purpose much better, but the important
question is the extent and direction in which the speech of the original is
distorted, and whether the translator has given a similarly intended speech
pattern on the basis of the standard language of the translation.

I want to use the above general formulation to evolve the practical
requirements of translating technique. 1 am roughly dividing them into
three groups, fully aware of the fact that this is merely a scheme and that
in practice these conditions fall together. A good translator should:
1. understand the original work thematically and stylistically; 2. overcome
by his own means of expression the differences between the two linguistic

¢ See SLSI. 2.237 (1936).
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structures; 3. reconstruct the stylistic structure of the original work i, hig
translation.

The first condition may sound obvious, but not even it is alwayg et
There are many translations which are inadequate in spite of all of th;
translator’s knowledge of the language and his ability to express himse}¢
because the translator has not grasped the author’s ideas. - ’

[three paragraphs omitted.]

The second condition, overcoming the diference between the two |y,
guistic structures, presupposes a good deal of knowledge of the languages
involved; for the language of the original, a thorough passive knowledge
may be sufficient, but for the language of the translation the translator Must
have his own extensive ability to express himself. Although this meang a
great deal in practice, it is merely a beginning which in and of itself wj))
not make anyone a translator; the art of translation begins only when there
is a vivid awareness of the difference in structure between the two languages,
a sense for their different functional stratification, and the ability to over.
come these differences by one’s own expressive devices.

Even this condition is not always met, especially in the older translations,
It is, incidentally, a subject on which not much work has been done so
far, and which has not been given much attention in either language teach-
ing or textbooks. Improvements might start out from the improved
teaching methods recommended by functional linguistics.” [fn. 7 omitted.]
It would really be nccessary to do such a comparison of the patterns for
each pair of languages; not until then would the translators have something
definite to go by. This is of course the job of the linguists.® I can myself
only point, by means of examples, to some of the factors which I have run
across in my translating practice and which have forced me to evolve some
empirical rules for meeting the difficulties.

In regard to German, it is above all the different sentence structure,
especially the frequent compound sentences with relative clauses; gram-
maticalized word order; a strong tendency to nominal expressions, more
frequent use of passive verbal constructions; the complexity of attribution

® How such a comparison could be carried out is shown in V. Mathesius’ pamphlet
Nebojte se angliétiny! [Don't be Afraid of English] (1936) which is, of course, not
geared to the special needs of the translator.—I know from my own practice how
useful to the translator are statements such as: “A good Czech sentence requires a
different relationship between verbal and nominal expressions than, for instance, a
good German sentence. It could almost be asserted that Czech style is the clearer
and the more intelligible, the more frequently a definite verb appears in it" (from
V. Mathesius, SL.SL. 1.157 [1939]). Important hints are also contained in other
articles by Mathesius and Trivniéek (on word order, on the use of the aspects, on
the information-bearing structure of the sentence, etc.) in SLSL.
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increased by the possibility of the insertion of long strings of words be-
en the article and the noun; the use of the articles; a greater variety
of verb tenses; different use of tense in dependent clauses and indirect
ech.
5P e]n regard to English: fixed word order, especially the placement of
ihe complement of place and time; ® the use of the gerund, participles,
and progressive tenses; also many differences which English shares with
German, but to a different extent (the article, the greater variety of tenses
among which especially the perfect causes difficulties, different tenses in
dependent clauses and indirect speech, different nature of the verbal
ct than in Czech, also a stronger tendency to nominal expressions
and more frequent use of passive constructions), Of the details, which
are, however, of considerable importance for the final impression, let me
at least cite the constant use of possessive pronouns (for instance, he
put his hand in his pocket = Czech he put hand in pocket). Not to
mention a whole collection of fixed sayings and phrases, in colloquial
speech also various clichés: introductory formulae, terms of address,
asides, interjections and other particles, by which the languages differ
most conspicuously.®

Meeting the third condition of my scheme (the reconstruction of the
stylistic structure of the original) 1 consider the center of gravity of the
translator’s work.

In Wellek’s article (Prekladatelsky oFiSek [A Hard Nut for the Trans-
lator], SLSL. 1.61-3 [1935]) I find it so clearly delimited that I am
uoting verbatim: “The translation must start out with a detailed con-
sideration of the author’s style and of its various stylistic layers, of the
author’s foregrounding [aktualisace] and his deliberate automatizations,
and not until this basic problem is solved can one think of the stylistic
stratification which would functionally correspond to that of the original.
Thus, instead of mechanically translating sentence after sentence, a
translation which considers the whole and then attempts to determine
the function of the individual components in its structure.”

This aspect of the translator’s work also contains that measure of orig-
inality which is proper to every translation. A good translator, however,
needs not only a certain measure of his own creative abilities, but also a
good dosage of the opposite quality: since, especially in our country, it
is quite the exception for a translator to be able to devote himself to a
single author—usually, he must not only alternate between authors, but

®In the translations we often find sentences that are constructed exactly like the
original and are not restyled in line with Czech usage. [remainder of fn. omitted.]

10 The importance of this difference in phraseology for the speakableness of a
modern comedy was pointed out by Z, Vanlura in O prekldddni divadeinich her
FOn Translating Plays), SLSI. 3.232-6 (1937); his comments apply also to dialogue
in novels.
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also between fields, as required by the practical needs of his profession._
our requirement also presupposes a certain passivity, an ability to respong
to a variety of foreign influences which may be diametrically opposeq to
each other.

3. The Development of Translating Techniques. -

Considering the great importance of translations in our literature, jt i
certainly worth while to ask the question whether translating techniqueg
have changed any in recent times. The best answer can perhaps be foung
by comparing two translations of the same work made at different times,
For this purpose, 1 have selected Lessing’s Minna von Barnhelm where we
happen to have two translations with just the right time differential: the
older, J. Kratochvil’s (Svétova knihovna, Nos. 479-81), is from 1905, the
more recent one, B. Mathesius’ (Melantrich), came out last year [1941),
Kratochvil’s translation is not bad for its time and more or less represents
the average for his day. At cursory reading it seems that the sense of the
original is captured in its broad outline; the original is, incidentally, not
very difficult in that respect.

The translation does, however, contain a number of misunderstandings
which distort the meaning. Thus, for instance, das geféllt mir nicht iibe}
has been translated (p. 146) to se mné mnoho nelibi [1 don’t like it very
much] (Mathesius, p. 105, correctly has proti tomu nic nemdm [I don't
mind it a bit]); or ich stemme mich, so viel ich kann is mysteriously
translated (p. 183) vyzndvdm se, pokud mohu [I’'m confessing while [
can] (M. 133 vzpirdm se tomu ze viech sil [I'm resisting it with all that's
in my power]), and the like. This looks like hastiness or lack of atten-
tion, especially when we find out that even the name of one of the
characters has consistently been misspelled Bruchfall instead of Bruchsall.
It is worse when such a lapse almost distorts some important idea. On
Minna’s question what he wrote to her in a letter, Tellheim answers
Nichts, als was die Ehre befiehlt; Kratochvil translates Nic, neli co mi
poroudi srdce [Nothing but what my heart commands me] (175). But
the comedy as a whole is based on the conflict between a man’s honor,
represented by Tellheim, and heart, sentiment, the rights of which are
defended by Minna. A lapse at this crucial point thus endangers the
sense of the entire play. It could, of course, also be explained as a
simple erratum; the impression of sloppiness is merely enhanced thereby.
But this is contradicted by some other circumstances attesting to the care
given to this publication (translator’s notes to the text, a literary historical
introduction by a specialist).

This conflict is cleared up somewhat in the further analysis. Kratochvil’s
translation is almost brimming with the anxious fear that he might deviate
from the lexical meaning of some individual word. Everywhere, he attempts

Y
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10 put word after word, and preferably with the first, most common, mean-
found in the dictionary. Using such an approach, it is obvious that he
Joes not even try to overcome the different structure of German by Czech
exprcSSiVC devices, and that he faithfully preserves all German phrases,
wrns and fixed expressions. Some examples will make it clear.
[two paragraphs omitted.]

The nature of these mistakes allows us to draw a preliminary conclusion:
the translator of Kratochvil’s time was led by the desire to translate all
the details as faithfuly as possible, preferably word by word, without re-
gard to their function which is different both in terms of the structural
differences between the two languages and in terms of their place in the
structure of the work. Under such circumstances, not only was the second
requirement of our scheme barely met, but it had an adverse effect on
meeting the first requirement. This is why the lapses mentioned are to be
explained, not so much by sloppiness but rather by this slavish dependence
on the dictionary meanings of words. And the mistake of putting heart
instead of honor is then really the final irony: throughout the work, en-
slavement by words, and then a “boner” in precisely thc key situation,
where a “slavish” translation would be most appropriate. (Not much is
to be said of Mathesius’ translation in this connection; it is adcquate in
regard to all the things mentioncd.)

If we further examine how the two translators succeeded in the over-all
reconstruction of the stylistic structure of the original, we must first of all
ask the question as to the purpose of this translation. Minna is the first
German comedy in which contemporary conversational German was heard
from the stage. This exceptional situation, this inauguration of a new epoch
in the theater, can not be done justice by any recent translation; in view
of the flood of drawing room comedies there is no sense in requiring that
this feature of novelty be rendered in any way. (A deliberate archaization
of the language would be unfeasible, and in linc with our principles, it
would not even be desirable.) The translator’s job could here only be to
make the play sound as free and casy as possible in foday’s language.
This is how the task was conceived by both translators, and both of them
(rightly) preserved at least one archaic feature by which to indicate to
teday’s spectator that this is a work of the end of the 18th century (the
use of the third person singular in addressing subordinates: Se! sem [would
he come here], podivala se [would she look]), and which is incidentally
known from novels of the national renascence period or, for instance, from
[Emanuel] Bozdéch’s [1841-1889, a realist] plays the plot of which takes
place in the same period.
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We can well imagine that Kratochvil’s method turned out to be g Setio
impediment in trying to carry out this intention. We can convince ¢ s

of it by reading a few of his lines. I am citing two somewhat IOI}Ves
utterances by two of the characters, in both Kratochvil’s and Mathesii:‘;

translation;
[two paragraphs omitted.] -

There is from the very first a conspicuous diflerence in “speakablenegg »
a quality decisive for a conversational play. This development of oy cm'n
versational language over the past 35 years has certainly not been so abrypy
as to explain the difference between Kratochvil's sentences and today's
speech. Iam convinced that even in 1905 Mathesius’ sentences would haye
sounded more natural (though in places perhaps “daring” or even “vul-
gar”), while the way the dramatis personae speak in Kratochvil’s trangjs.
tion is not the way people spoke in 1905, or at any time previously, |
doubt that an actor would then have spoken Tellheim’s line A4 byges
stydéti se? [And will you ashamed be?] (128), without himself rearranging
it to A bude§ se stydét? [And will you be ashamed?].

In looking for the reasons of the “non-speakableness” of Kratochvil's
translation, other than the “faithfulness” of the translation which we have
already discussed, we will be reminded, as soon as we read a few lines,
of the purist prescriptions of his times.

In Kratochvil's translation, we have them all nicely together: the
genitive of negation wherever at all possible, the predicative adjective
always with its nominal suffix, infinitives ending in -#/, the full form jest
of the copula, predominantly the strong form mne in the accusative
[1st pers. pron.]), etc. Also the placement of enclitics different from
spoken Czech stems from that source.

This is, however, only one side of the matter. The other side is that this
stilted speech pattern of which we have given samples is used not only
by the “gentle folk,” but also by the folksy characters, and coming from
them, it sounds even more unnatural. Another few examples:

[one paragraph omitted.]

The major reason for the “unconversationalness” of Kratochvil’s trans-
lation (which is quite common for his time) is the lack of a clear idea of
the functional stratification of language. The conception at that time was
that there exists only one “correct” type of language, the standard, and it
is obligatory for all literary production of any kind; other functional dialects
were not admitted either in literature or on the stage. This conception was
the cause not only of the stilted speech of Kratochvil's (and other, similar)
translations, but made it impossible for him to give different nuances (in
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rd with the original) to the speech of different characters in accord
& their social positions. On the other hand, Mathesius follows the
odern conception and gives a different nuance to the folksy characters
m 4 to the “gentle folk.” In line with the original, he achieves this mainly
the selection of words and sayings, but he does not hesitate either, and
Joes so more emphatically perhaps than the original, to foreground their
rances by an occasional phonetic difference (dycky [=standard vidycky
awaysh copak [what], dobry [ =st. dobré] rdno [good morning], takovyho
[=st. takového] muZe [such a man]). )
1 think that this case is a good illustration of the change in translating
rechniques that we have witnessed over the past 30—40 years. The trans-
jator then, too, wanted to do the best he could, especially .in view of the
jmportance of the work. But the technique of the time, mainly concerned
with the faithful rendition of detail practically taken out of all context in
the act of translation, made it impossible for him not only to overcome
satisfactorily the diffcrences between the two linguistic patterns, but was
also in his way in the job of fecling his way into the original and putting his
finger on its thematic core points (how else could he have let heart for
honor go through undetected), and in connection with the view of language
current in his day seriously endangered the “speakableness” of his transla-
tion, and thereby also its success on the stage.

Mathesius’s translation, on the other hand, shows that our translation
techniques have since become more thorough and refined for prose as well.
What Ivan Olbracht has said about the liberating influence of the new
linguistic science 1* [fn. 11 omitted.) applies also to translation. Trans-
Iators, too, are grateful to it for the liberation from “the philological super-
stitions of the preceding generations.” Not only writers, but translators as
well, are trying to benefit to the fullest from the fact that “the abolition of
the traditional hierarchy of styles has allowed the utilization in present-day
literature, to a hitherto unknown extent, of different strata and styles of
language as an cffective device for the intensive presentation of the
oppositions characteristic of contemporary art as a whole.” ** [fn. 12
omitted.]

4. The Stylistic Reconstruction of the Original Work.

The examples that follow are intended to illustrate mainly the third con-
dition in our scheme, especially the need, for the translator, to pass rapidly
from one style to the next in line with the original. The first example
Presents a relatively simple problem; it is the short novel Die Torheit einer

-
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Liebe by Hans Johst (orig. 1930, transl. 1941). Let me first quote g
excerpt from the beginning.

[three quarter pages omitted.]

Johst’s novel is in the form of the hero’s diary; consequently it is Writte,
in a style which has all the characteristics of conversational speech,
light conversational tone is kept up not only in the actual dialogues but
also in the hero’s diary entries and reflections. The style of the nove] jg
characterized by short, simple sentences with constant interruptions, Pauseg
and asides, as required by the author’s intent to express the contrast be-
tween the deep feeling of the hero and the casual manner in which this
feeling is dealt with by the society to which the hero belongs and th,
modes of expression of which he himself accepts.

I happened to discuss this translation with a professor of germanics,
To my surprise, he criticized as violations of the spirit of the Czech lan.
guage precisely those passages where I attempted to capture the stylistic
intent of the original most faithfully. Thus, in the excerpt cited [here
omitted] he claimed that in the sentence polibil jsem ruku [I kissed g
hand] the pronoun ji [her] should be filled in, because Czech requires
a more concrete mode of expression than German. True, ordinaril 1
would have supplied the pronoun, but here I deliberately did not do 50,
on the basis of an analysis of the situation. The hero (described ag a
shy person) enters into the room, a large social gathering is present, he
sees unknown people as if in a fog. The hand kiss to him is at such g
time a completely impersonal act, deprived of any relation to a specific
individual. This is confirmed to me by the manner in which the author
handles the situation linguistically: Ich gab einen Handkuss (he could
very well have expressed himself more concretely: Ich kiisste ihre Hand).
In accord with this, the preceding part of the sentence (Udélal jsem
oblitej, jako Ze mé nesmirné 1é5i [I made a face to the effect that it
pleased me immensely]) is deliberately translated a little stilted, to bring
out the formality of the act of introduction. It might appear that I am
here analyzing a secondary detail, but the scene is important because
the hero here meets his great love for the first time. The stylistic non-
chalance with which the meeting is entered into the hero’s diary is later
to stand out by ironic contrast against the deep emotion arising from
this meeting. This is thus a feature which must be expressed in the
translation.

Another criticism was the use of imperfective verbs where Czech would
rather require perfective ones. True, verbal aspects is one of the hardest
nuts to crack for the translator into Czech; but it should not be cracked
mechanically, by using perfective Czech verbs wherever possible. In
the sample there is, for instance, a passage reading: “Zpropadeny
chlap!,” Fval doktor [“That so-and-so,” the doctor was shouting. Here,
too, the translation chosen reflects an analysis of the situation. When
he enters, the hero not only sees everything as if in a fog, but the con-
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rsation likewise hits his ears like a confused noise. In this state, he
does not accurately perceive the beginning and end of the events around

im, but at first only the mere fact of the event: he hears half-sentences,
{aughter, he still is confused by having been unexpectedly introduced to
g lady, and already the doctor, who incidentally always shouts in com-

any, is shouting at him. Therefore the perfective verbs for the actions of
the hero (. . .); for the events which impinged upon him unclearly and
which he perhaps still had in his ears when he made his entry in the
evening, mostly imperfective verbs (. . .).1®

[two paragraphs omitted.]

1 have intentionally given a more detailed analysis from a work which

as ot unusually difficult to translate, in order to show how much detail
is involved (and ought to be involved) in the work of the translator if he
wants to do an adequate job. The considerations that I am talking about
pere were really going through my head as I was doing the work, though
of course (. . .) in much less time than it takes to put them on paper,
often almost instinctively. (This is not to say, of course, that my solutions
are ideal; the translator himself is the first to see, as soon as he sees his
work in print, how he could have translated this or that differently, and
often better.)

The second sample is quite opposite in character: it is from a work
which in terms of stylistic reconstruction was the hardest nut I have ever
had to crack: Wilhem von Scholz’s Der Weg nach Hok (orig. 1930, transl.
1941). This historical novel does not primarily emphasize external events,
but stresses the inner life of the hero, the saint and fanatic Capistrano.
Other persons and events are here merely a foil for this central theme. In
the structure of the work there is the constant antinomy between reality
and the events in the soul of the hero, between the temporal and the eternal.
The basic plane of the work criss-crosses a second plane which is the
colorful description of life in a medieval town. The author accomplishes
his artistic intent by means of an extraordinarily complex style characterized
especially by long compound sentences and extremely elaborate attributes,
further by a cumulation of visual images and metaphors into long sentence
chains almost without interruptions. In view of these qualities of the
author’s style, this original was almost a school anthology of all the diffi-
culties that may arise in translating from German.

13] believe that this conception is in accord with the scientific analysis of Czech
verb aspect: “We can say that the use of an imperfective verb (whether semelfactive,
durative or iterative) in cases where objective reality seems to require a perfective
verb and where elsewhere a perfective verb is used, gives the reality in question the
character of a scenic, sometimes almost dramatic, immediacy” (V. Mathesius, SI.SI.
4.16 [1938}).

.



104 VLADIM{R PROCHAZKA

First of all, I had to face the basic problem: whether, ang to
extent, it is necessary to preserve Scholz’s complicated compound senteq at
and in general the baroque qualities of his style. After long reflectq, *"
came to the conclusion that this complexity, baroqueness, almost 130;1’ 1
clarity, belongs to the basic structure and therefore must be Preserved,
could, of course, not be done mechanically; Scholz's sentences and entirt
passages first had to be, as it were, melted down in my mind, and e::
recreated in Czech. Because Czech offers such a style as Scholz’s Much,
more resistance than German, many a compromise was necessary, I g
however, have the impression that my reconstruction has been relati‘;el’
successful and that the Czech reader gathers a similar impression from
the translation to that of the German reader from the original, (Again
I would do many things differently today, perhaps do them better.) ’

I'm giving two samples; first of all a passage which is a good exampje
of the way in which Scholz creates chains of images.

[three-quarter pages omitted.]

These are only two compound sentences, and they form a single unjt
together. What can one do with this stylistic exuberance? True, “in Czech
we cannot express whole bundies of ideas all at once without doing violence
to the language,” * I myself try, if it does not do harm to the structure of
the work, to break up excessively complex sentences into smaller segments,
but here the connected consecutiveness of the images is an essential feature,
the passage forms a continuous stream which by its very structure sym-
bolizes the stream of people on their way to meet the papal legate. [n
order to maintain the continuity of the images linked to each other like
the beads of the rosary, I had to leave the majority of the relative clauses
intact; I also attempted to preserve a certain rhythmic quality.

A second excerpt very characteristic of Scholz: the beginning of the
third chapter (introduction to Capistrano’s sermon which is the culmination
of an extraordinarily extensive exposition):

[one half page omitted.]

The core of the passage is a simple communication: the Italian friar
stood on the platform. 1t is, however, left to the very end and preceded
by an almost grotesquely overgrown adverbial complement. (This pro-
cedure is used by Scholz in several passages which he conceives sort of
as “solemn.”) It is a rather unusual construction for Czech. It would
be possible to break up the period and restyle it to read: The Italian
monk in his robe stood on the platform, on which not so long ago there
had been. . . But this would in effect reverse the cadence of the entire
passage, which is based on the contrast between the verbosity of the

14V. Mathesius, SLSI. 7.40 (1941).
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dverbial complement and the simplicity of the basic statement, and
shich is a stylistic expression of the opposition between the multitude
w d the brilliant individual. Rather than starting out with an extensive
ar embrance of the gaiety of the fair and ending, as if with a sudden

groke of lightning, with the sinister appearance of the black friar—a
5 ncise summary of the entire preceding exposition of the novel, the

edure would be reversed: the climax at the beginning, the baroque
_in at the end. The preservation of Scholz’s construction seemed to

me to be an absolute necessity. I lightened the passage somewhat by
preaking the paragraph up graphically (a procedure used by Scholz

himself for several similar passages), repeating the words on the plat-
form to avoid a bare beginning of the subparagraphs with a mere relative
ronoun (on which), within the subparagraphs, I disentangled some of
the knots (auf dem . . . vor ... am ... durch ... ), changed
some of the passive constructions to active ones, and some nominal
constructions to verbal ones.

Both above-mentioned works are examples of novels which essentially
remain within the same linguistic stratum. Both are written in the standard
language, the distortion of which is by the author subordinated to the sub-
ject matter: Johst by writing not only the dialogues but also the narrative
passages in the same conversational speech; Scholz by expressing the
complexity of his subject matter with the overloaded baroque sentences
that predominate even in the dialogues. We could also say that Johst
distorts the standard language in the sense of simplification, Scholz in the
sense of complication.

But a novel containing a single linguistic stratum is in recent times
actually an exception. The rule is the confrontation of several strata of the
language. There is at least a clear differentiation of the narrative passages
and the dialogues. There is often an additional tendency towards further
differentiation within each of these components, as well as a desire to do
more than just juxtapose them, by bringing them into some relation as
determined by the thematic or stylistic intent of the work as a whole.

For the narrative passages this means a development from a single type
of language, almost identical with the standard (as was the case in the
older realist novel) to more penetrating distortions, effected in harmony
with several planes of the language. These planes could stand next to each
other; they could also be interpenetrating, or be in contrast with each other.
This complicates the task of the translator accordingly.

Let me cite as an example the novel by [Robert D. Q.] Henriques,
No Arms, No Armour (orig. 1939, transl. 1940). In it the author con-
fronts military and civilian life, not only in subject matter, but also in style.
In the dialogues he distinguishes between the folksy characters (soldiers)
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and the “gentle folk.” In the narrative passages, he works opn Seve
planes: broadly explicit descriptions of landscapes and objects foregroyy, ral
by anthropomorphic treatment and thus brought into a direct re[aﬁomhi
to the details of the plot; characterizations mixed with reflections in whic
the author imperceptibly speaks through his characters; minute descrj
tions of states of mind on the basis of the relativistic opposition of normg,
time versus the “slow motion time” in which his characters eXPperienc,
important moments (a race, a car accident, a battle).

[one line and one short paragraph omitted.]

The particularity of this style consists in the use of many sentences with.
out finite verbs; such sentence formation is not too common in stand,
Czech, but does occur more frequently in poetic prose as a delibergte
syntactic distortion; ** it was therefore used here, too, to obtain a similay
effect.

In dialogues, novels today almost without exception use conversationg)
speech (unless some special intent of the author’s requires another soly-
tion). Here the differentiation above all means richer nuances, which cap
be introduced from many viewpoints. Thus even within one and the same
stratum, the conversational style of different characters can be differ-
entiated. In [Michael] Foster’s novel American Dream (orig. 1937, trans),
1940) the uncongenial Fowkes is, for instance, differentiated from the
other personages (especially the strong, silent hero Thrall) by a pedantic
and uneven style which I attempted to render faithfully.

[one paragraph omitted.]

In the dialogues of a novel, however, the most varied stratu of the lan-
guage can be represented. Here the translator runs into many difficulties,
because the functional differentiation is not the same for every language,
and the mutual relationship of the various strata of the language is not
necessarily the same. Not even the function of conversational speech itself
need be the same. Nor are these different functional dialects utilized in the
same manner in the literature. In the more recent German literature in
which the rural novel occupies an important place, confrontations of the
standard language with some local dialect are quite common, whether it
is used as a whole or only hinted at. (More about this later.) In the
Anglo-Saxon literature this is rare; common, however, is the confrontation
in the dialogues of the standard language with urban colloquial speech.

16 Cf. the use of nominal sentences as a creative device in [Jifi] Mahen's [1882-
1939, a modern dramatist] prose which was pointed out by Fr, Trévnitek in Mahe-
nova bdsnickd miuva [Mahen's Poetic Language] (Mahenovi, sbornik k padesdtinam,
1933, pp. 64 fi.)
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ce this is usually an expression of social stratification, this really means
dual social dialect. Thus, at first blush, the situation is the same as in
3

agch-

If we look at the matter more closely, we can see that in this func-
tjonal area of language the stratification is considerably different from
what it is in Czech. First of all, because its social significance is greater
there, because speech is perceived much more readily than in our country

a sign of social status. The educated members of the well-to-do
classes have their own speech which in reality is a special class dialect.
It is in essence based on the traditional education in exclusive private
schools. Its major characteristics are a correct pronunciation (some-
times with special affectation), and the general observation of the gram-
matical norm. On the other hand, the speech of especially the younger
members of this class abounds in original bonmots and slangy creations.
The lesser members of the professional and white collar class likewise
more or less use the standard, but without this special affectation. To
both of these strata is opposed the urban folk speech. This can in
translation aptly be rendered by the Czech colloquial standard [obecna
tedtina] which in our conception is linked to the idea of urban folksy

es. We do not, however, in our language area have a real equivalent,
especially of the first type, which is understandable, since the correspond-
ing class does not exist in our society. Our educated classes use a
Janguage which, though it does contain enough slang, has also to a
considerable extent accepted the phonetic and grammatical elements of
the colloquial standard. Because of these differences in the social and
linguistic stratification, the Czech rendering of foreign conversational
styles is always more or less inaccurate, sometimes even almost
impossible.*¢
How should the Czech translator handle the cases where the dialogues

use two or more strata of the language? In the older days this stratification
was usually ignored and everything was translated into the “single” stand-
ard. (The reasons were the same as those we found in the analysis of
Minna von Barnhelm.) During the past 20 years, the differentiation of thesc
strata has been paid heed to more frequently. Can one give a rule? In
line with our principles, the following procedure could be recommended:
above all, find out in each case whether the confrontation of the strata of
the language is part of the basic structure of the work. If it is not, then
the translator has considerable freedom and can use his taste and his
talents to translate into popular Prague speech or the Czech colloquial
standard, either throughout or by hinting at it, or not at all. If, however,

18 For the drawing-room comedy, ¢f. Z. Vanfura: “Sometimes the author’s idca
can not be rendered because our society lacks a cerlain convention, a certain style
of conversation.” (SLSI. 3.235 [1937])
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the confrontation of the strata of the language is part of the structure of
the work, it becomes the duty of a good translator to render this featyre
if for no other reason, because it usually is an important characteristic 0;
the foreign milieu.'” [fn. 17 omitted.]

In summary: the modern novel offers a really inexhaustible number o
possibilities for combining the various strata of the language. Let me cjtq
two particularly characteristic examples. The first is Dorothy Sayer’s noyg
Murder Must Advertise (orig. 1933, transl. 1940). This may be a “mere
detective story, but for the translator it is an unusually suggestive mode],

First of all there is the advertising milieu to which the whole wory
is attuned. Because in the original environment advertising is a much
more potent factor than in our country, it meant the creation of 4
similar atmosphere largely by artificial means. This gave rise to passages
such as: Vic mastnoty za méné mastnou cenu! [More fat content for
a less fat pricel, Nechala byste své dité v jdmé lvové? [Would you leaye
your child in a lion’s den?), Bacily jsou horii, neZ bubnovd palby;
[Bacilli are worse than drumfire], Kde je sanfekt, nent infekce! [Where
there is sanfekt, there is no infection!], Nutrax nerviim nutnost! [Nutrax
needed by the nerves]. The different and foreign environment, however,
came out in another way as well: there is a detailed description of g
cricket match which is so closely linked to the plot that it could not,
for instance, be replaced by soccer which in our country enjoys a com-
parable measure of popularity. And since there is no Czech cricket
terminology, the translator had to invent one ad hoc (on the pattern of
the two official Czech terms hazeé [bowler] and odbije¢ [batsman],
additional terms were invented, such as . . . .). In the Sayers novel
there is in addition the confrontation of several strata of the language,
For the speech of the folksy characters, in line with the above principles,
popular Prague speech could be used. But the center of gravity in the
novel is not the confrontation of the speech of educated people with
folk speech, but in the contrast of the affected speech of the graduates
of the universities with the speech of professionals with less and cheaper
cducation. This required an additional differentiation. I have tried to
render this contrast by translating the conversations of the first group
by correct and rather affected speech, often inventing Czech analogs of
the sayings characteristic of that group. Characters of somewhat lower
status sound more *“‘serious,” but make some slight “mistakes” in speak-
ing and use somewhat antiquated stock phrases. This novel, incidentally,
required an additional differentiation: the plot of the story moves
through several environments, and the hero alternates between four parts
he has assumed, while changing his conversational style but retaining &
certain common core. I have attempted to bring out all these nuances
in the translation. Let me give at least an example of his speech in the
role of the affected member of the jeunesse dorée:

[one paragraph omitted.]
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An outstanding example of the use of more than one stratum of the

guage is Steinbeck’s novel Grapes of Wrath (orig. 1939, transl. 1941).
ts foremost characteristic are the dialogues, written almost exclusively in
the local dialect. This stratum of the language occurs in translations much
jess frequently than social dialects. It is understandable, since the translat-
ing difficulties are great. Therefore a complete reconstruction of the style
is here possible only in exceptional cases. Unless it is absolutely necessary
in view of the structure of the work, it is better to use a substitute: either
only hints of a dialect, or an overall dialect [interdialekt] (I myself have
used Colloquial Standard Czech to translate Scotch dialect, where this was
pot a feature forming part of the structure of the work but merely a matter
of differentiating the speech of one character from that of the others).
where the local dialect, however, forms a genuinely inseparable component
of the structure, it is certainly the translator’s job to give a Czech equiva-
fent*® [fn. 18 omitted] (if he can). And this novel by Steinbeck was
in my opinion precisely one of those cases in which it is necessary to
translate the foreign local dialect by one of our local dialects. A brief
analysis of the stylistic structure of the work will reveal the reasons for this.

It is an expansive social novel, the subject matter of which is the hard
luck of the Oklahoma farmers ruined by the depression who have been
driven from their soil and masses of whom have moved to California to
look for work. The major artistic intent here is the description of the
collective fate of these three hundred thousand people, which is char-
acterized by the sharp contrast between their previous quiet life and the
sudden necessity of constant movement after work in an alien and hostile
environment.

The author has tried to carry out his intent by writing two kinds of
chapters alternating throughout the novel: one giving his poetic vision of
general and typical events without a coherent plot at the base, and one
giving a realistic narration of the fate of the Joad family. The author has
introduced two linguistic planes to carry these two components: the basis
of the style of the “group” chapters is the standard, variously distorted;
the tone of the “plot” chapters is given mainly by the dialogues. Both
major planes are further stratified and interpenetrated in various ways.
Poetic visions (and their language) find their way into the “plot” passages
as well; the “group” chapters on the other hand are likewise interspersed
with imaginary scenes of plot and dialogue by means of which all the dif-
ferent strata of their language are brought in. Of great importance for the
total structure is the speech of the dialogues. The author waated to
characterize the migrants as sharply as possible against the background of
the general American scene, not only in terms of subject matter but also

. o
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in terms of language. His “Okies” speak a special dialect, different from
both the over-all dialect and other dialects. The Okies feel like Outcagtg
among the other Americans, among other reasons also because of theiy
different dialect, offensive to other ears, which betrays them as soon ag th

open their mouths: that is, a characteristic which is considered Unusyg)
in the original speech area. And since we are here dealing with a large
group of people, a special development occurs in the novel: the dialect of
these Okies, originally a local dialect, in the course of the novel change
into a social dialect—Having once analyzed the work, I had no doubt
but that I had to try to render this basic contrast. The translation of Okje
conversations into Standard Czech was obviously impossible. Translating
them into the general colloquial standard would likewise not have serveq
the author’s intent. The Czech general colloquial standard is a dialectg)
lingua franca incapable of expressing precisely the essential feature of
Oklahoma speech, namely its exceptional, particular nature, which is ope
of the linguistic devices of the novel to express the exceptional, particula,
fate of its speakers. And furthermore, Colloquial Standard Czech, es-
pecially the way it sounds in Prague, is in our awareness too closely linked
to an urban environment, whereas the speech of the Qkies is to remind
the reader of a certain kind of rural people: a little clumsy, a little slow-
thinking, but thoughtful and honest. In addition, I needed Colloquial
Standard Czech for another purpose: to set off from the Okies other folk
characters that likewise appear in the novel. I came to the conclusion that
for purposes of this translation, some rural dialect of Czech would be most
suitable, one that would be not too far removed from the colloquial stand-
ard to render the reading difficult, and yet have enough characteristic
features to serve to differentiate the speech of the “Okies” from that of
the others, and to contrast the dialogues linguistically with the poetic
passages. I selected an Eastern Bohemian dialect of which we have an ex-
tensive scientific record in Kubin’s Lidové povidky z &eského Podkrkonofi
[Folk Tales from the Czech Country below the Giant Mountains). There is
also a certain tradition for it in our literature, for instance in the work of
Tereza Novédkova [1853~1912, a rural novelist], where it is used for
thoughtful conversations in a similar vein to those in Steinbeck’s novel.
My translation was not, of course, intended as a dialectological study, and
therefore does not represent all the characteristics of that dialect in detail.
In addition, in line with the original, considerable urban influence had to
be assumed for the Okies; I tried to render this by an admixture of Prague
sayings and slangy expressions. Finally, I tried to keep some of the special
features of the speech of the original for which no Czech equivalent can




NOTES ON TRANSLATING TECHNIQUE 111

be found [by literal translation, translator], thus for instance the invective
Zub&i syn [son of a b.] or the stereotyped expression vy¥pekulovat (in the
original 10 figger), both so typical for the American over-all dialect, in order
got t0 deprive the reader completely of the impression of a foreign en-
yironment. And so I created a sort of linguistic amalgam, an artificial
conversational speech made up cspecially for the translation of the speech
of the Okies in this novel.®®
[one page and fn. 18 omitted.]

A novel may, of course, contain all sorts of other, less significant dcvia-
tions from the norm, such as children’s language, pathological phenomena
(stuttering), drunken specch, poor command of the language (by foreign-
ers, - - ). The principles which we have presented above also give an
idea of the kind of solution we would propose (if, indeed, it is necessary
to render such deviations): not a mechanical transposition of the devia-
tions, but their analogue in Czech. A special case of this is when a poct
uses archaic forms, or perhaps writes an entire novel in archaic speech.
Thus, the German poet Kolbenheyer wrote the novel Meister Joachim
Pausewang in the form of the hero’s chronicle record of his own life, in
an artificial form of speech designed to create the impression of a work
written at the end of the 16th century. (The Czech translation has already
been announced.)

The manner of translating it, which for want of a better term I would
like to call turning it into Czech, deserves special attention. I thereby mean
such a translation in which some or all of the actual components of the
original are transposed into a Czech environment. This problem really
arises on a small scale in every translation: proper mames, nicknames,
terms of address, titles. My principle would here be to turn it into Czech
wherever possible, unless the preservation of a foreign form is necessary
to render the differentness of the foreign milieu. (J. Zaorilek in translating
a novel turned all the proper names into Czech because of the satirical
function they had in the original; leaving them in the original, much of the
satirical effect would have been lost on the Czech reader.) It is further
possible (and for some works this is the only possible way) to use such
a way of translating where the translator systematically replaces allusions,
quotes, and even situations of the original—unintelligible to the reader of
the translation—by analogues from the domestic environment. The ex-
treme case of “turning a work into Czech” is the transposition of the
entire plot, with the characters, local description, institutions, into a Czech
environment, as was sometimes done during the last century for “family”
novels in translation. Lately, the broad public has rather been asking for
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E the exotic; the opposite has therefore happened in the pulp literatyre,
some original works of adventure literature were marketed as alleged
translations.

Although I have by far not exhausted the entire problem area of tp,
translator’s craft, I hope that I have succeeded in showing that the matte,
is rather complex, and at thc same time quite important, and therefor,
deserves the attention of the literary historian and theorist.

TS




ANALYSIS

Jan Mukafovsky, The Connection between the Prosodic Line and Word
Order in Czech Verse

(From: KéP, pp. 186-205)

The sound of a verse is a very complex phenomenon, and its elements
are fused into such a close unity that it is difficult to differcntiate them by
scientific analysis or even to give an exact and complete listing.! It is
nevertheless possible to distinguish by rather clear criteria two sets of
components: on the one hand the sound qualities due to the particular
articulation of individual phonemes, on the other hand a set of rather in-
definite composition the most important, though not the only, components
of which arc: the line of expiratory intensity (the uninterrupted rise and
fall of the intensity of the breath, expiratory peaks, pauses), the into-
national line (the uninterrupted rise and fall of the pitch of the voice), and
the transition between syllables (smooth, broken). The total of these three
elements will be the subject matter of this study; we will call it the prosodic
line. The question arises, of course, whether a study based on poetic texts
and not on recital can lead to an analysis of phonetic elements that are not
expressed graphically in the text and therefore seem to be dependent solely
on the intent of the performer. This question has to be answered before
we approach the actual topic of our research.

The most conspicuous of the components that we intend to deal with
is intonation, and this is why Sievers, who first started to investigate this
least accessible sphere of the phonetic aspect, took it as the point of de-
parture of his research, but calling it “melody.” 2 The danger in this point
of departure soon became evident, however: intonation seems to be so
free and not predetermined by the text in its manifestation, that it was
not difficult for his critics, especially A. Heussler,® to demonstrate that

18ee, for instance, the chapter Die Faktoren des Akzents in [F. L.] Saran's
Deutsche Verslehre, Miinchen, 1907, pp. 93 ff.

2 Uber Sprachmelodisches in der deutschen Dichtung (E. Sievers, Rhythmisch-
melodische Studien, Heidelberg, 1912, pp. 56 fE.

8 A. Heussler, E. Sievers und die Sprachmelodie (Deutsche Literaturzeitung,
vol. XXXIII, fasc, 24); cf. O. Zich's study O typech bdsnick§ch [Types of Poetry],
in Casopis pro modernf filologii, vol. VI, and in book form, Prague, 1937, where
intonation (melody) is counted among the “phonetic qualities of recitation”; see
also Bernstein, Stikh i deklamatsita {Verse and Declamation], Russkaiz rech’, vol. I,
1927,
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the intonation of the verse is entirely in the province of the performer anq
that those properties which appear to be in common to all performerg
are not given by the text but are contingent upon environment and educg.
tion (for instance, the school or theater). Nevertheless, Sievers’ mistake
was not one of the essence, but one of choosing the wrong point of de.
parture. Even quite casual observation makes it quite evident, as it were,
that a poetic text requires a certain distribution of the intensity of the
voice, a certain cadence, etc.; in addition, it has long been generally known
and admitted in syntax that there is a relationship between sentence struc.
ture and the phonetic aspect of the sentence. In investigating this phonetic
aspect, however, one’s point of departure should not be intonation, which
is the least stable element, but rather expiration, the nature of which (the
distribution of the peaks, the strengthening and weakening of the voice,
the pauses) is closely linked to the internal structure of the text. If we
take expiration for our point of departure, it does not mean that we would
lose sight of intonation, since the intonational line, to the extent to which
it is predetermined by the text, changes with the changes in expiration,
especially as far as the length of the waves and the slowness or speed of
the rise or fall of the pitch level are concerned; the same applies to the
transition betwe=n syllables.* Expiratory intensity and its concomitant
factors thus form a certain phonetic schema which can be considered
predetermined by the text. This schema is obviously quite abstract, since
it is repeated in the poem from verse to verse, although each time on a
different syntactic, semantic and rhythmic basis, and in a different concrete
shape; it is, however, completely independent of the acoustic manifestation
[realisace] of the poem.

As regards the abstract nature of the prosodic line [fonickd linie], we
feel that the major purpose of this study is not its phonetic description
(which could not avoid the danger of contaminating the abstract “phonetic”
scheme with the individual voice habits of the performer), but the investi-
gation of the relationship between the prosodic line and the linguistic ele-
ments of the text which determine this line and are in turn determined by it.
The first question we face is the following: which linguistic element has

41 no longer accept today the idea of the unilateral relationship between expira-
tory intensity and intonation in the sense of the necessary predetermination of intona-
tion by expiration; I would rather consider the two components as mutually balanced;
see on this the pertinent paragraphs in my O jazyce bdsnickém [On Poetic Lan-
guage]. If I am nevertheless leaving the original wording of this passage unaltered,
it is because even at the present state of our knowledge it has no bearing on the
further conclusions of this study, and I see no reason to remove the traces of the
development of my ideas.—J. M., 1941,
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the most direct and closest connection to the prosodic line? This question
is needed to simplify the problem, since the interrelations in a work of
poetry are so manifold that there isn’t an element which would not be in
some direct or indirect relationship to all the rest.

The importance of the question which we have just posed has already
been felt by the very founder of the research on the prosodic line, E. Sievers,
although he considered its exact description without regard to the underlying
language material his major objective. Here is his opinion: “The positive
consideration in the poet’s choice of words is to make them fit well into
the schema of expression which he has chosen, the negative consideration
is then to avoid such words which do not fit” (Rhythmisch-melodische
Studien, p. 60). Sievers thus claims that the prosodic line is closely linked
to the choice of words. More accurately one would have to state, and
Sievers does not do so, that what we are concerned with is the phonetic
equivalent of the emotional coloring of the words contained in the poetic
text, since words have a certain emotional flavor which sometimes has its
origin in their actual meaning, and sometimes depends on the lexical
stratum to which they belong (for instance, words from the standard lan-
guage, from oratorical, vulgar speech). The emotional flavor, which often
has only virtual existence in the communicative use of the word, is fore-
grounded in poetic language, and this foregrounding [aktualisace] has its
effect on the phonetic aspect of the context in which the word in question
is contained, on its expirational and intonational line.

By using predominantly words of a certain emotional coloring the poet
affects the prosodic line of his verse. This fact is sufficiently well known
so that we will only cite a few examples to show, by interchanging words,
what the influence is of the emotional coloring of a given expression on
the prosodic line of the immediate contextual environment. Let us for
instance in [S. K.] Neumann's [1875-, a modern poet] verse (Kniha lesi,
vod a strdni [Book of Woods, Waters and Slopes], Kfehké $tésti [Brittle
Happiness]):

jejZ ruky dotekem je moZno zranit [whose hands can be hurt by a touch]

replace the word dotek [touch] by the word rider [blow] which differs from
the original by the intensity and quality of the emotional flavor:

jejz ruky dderem je moZno zranit.

In effecting the exchange, we will note that the word sider acquires heavier
expiratory stress, higher pitch and a more energetic separation of the first
syllable from the next than had the original word dotek. The opposite,
namely a weakening of expiratory stress, lowering of pitch, etc., will appear

-
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in a similar interchange of expressions in [Svatopluk] Cech’s [1846-1908,
a realist] verse (Zpévnik Jana Buriana [Jan Burian’s Songbook]):

(original text)
Jak désny pFizrak v paméti se budi [Like a frightening specter in memory
awakens]
noc osudni — — — [the fateful night — — —] -

(changed text)
Jak sladké snéni v paméti se budi [Like sweet dreaming in memory
awakens]}

In other cases, replacing the words will perhaps not lead to a qualitative
change in the emotional flavor, but at least to its weakening; this wilt
happen when we replace a word which in the given context was used
unusually and which was thus highlighted both semantically and emo-
tionally, by a word which is tied more closely into the context and therefore
has a weaker emotional coloring in it. Here, too, the exchange affects the
phonetic aspect, for instance:

(original text)
T4 vesel hledal snéZnou parnasii [Joyful, I was looking for a snowy
parnassia)
([Jan Neruda [1834-1891, a realist], Prosté
motivy [Simple Motifs], Podzimni [Autumnal] 1I)
Pil mléko diveich bz a v ol§inich [He drank the milk of maidenly
birches, and in the alder]
([Fréta] Srdmek [1877-, a modern], Splav
{The Floodgate], Jarni poutnik [Spring Pilgrim])
Tvé chramy smysiné a modré nebe [Your sensual domes and blue sky]
([Karel] Toman [1877-1946, a modern], Stolety ka-
lendd¥ [Hundred-Year Almanac], 4ix-en-Provence)

(changed text)
J4 vesel hledal bilou parnasii {white]
Pil mléko bilych biiz a v olSinéch [white]
Tvé chramy nddherné a modré nebe [magnificent]

In each of these three instances the exchange results in the weakening of
the phonetic independence of the word of the total prosodic line of the
verse in question.

The examples which we have cited show the unquestionable connection
between the poet’s vocabulary and the prosodic line and characterize the
nature of this connection. This is, however, not yet proof of the fact that
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this connection is the decisive factor in the formation of the prosodic line.
There are as we know, especially in parodies, frequent examples of shrieking
contrast between the prosodic line of a certain verse and the conventional
emotional coloring of the lexical material used in the verse. Such is, for
instance, the case in the verses cited ironically by L. Bloy as Coppé’s most
beautiful (see on this G. Le Rouge, Verlainiens et décadents, Nouvelles
littéraires of Dec. 1, 1928), and which read:

Fabrique a la vapeur de pités de foie gras
Le tramway de Montrouge a la Gare de I'Est ® [in. 5 omitted.]

The contrast between the majestic prosodic line and the everyday, casual
nature of the words used is here conspicuous. As a Czech example, we
can cite some verses from Fa Presto’s collection of parodies Utikej Kd&o!
[Run, K4&a; a pun, K4&a = a girl's nickname, kda = duck, substandard]:

A ticho, ticho velké pla tu stieZi [And calm, great calm is here guard-
ing the plain]
a ani stopy Zivota tu po ni [and not a trace of life on it]
jen tamo kdesi Kdéa nékam béZi [only over there is Kdda running some-
where]
a kocour divoky ji darmo honi [and a wild tomcat is chasing her in vain]
(Zdpad v zimé [The West in Winter] )

A kiik jde bliz. A v tom, hle—v prachu zméti [And the shouting comes
closer. And then, lo—in the dust of the tumult]
dva pantofle a vina fiader vzpléla [a pair of slippers and a waving bosom

aflame]
(Kocour [The Tomcat])

The contrast between the emotional coloring of the verbal expression and
that of the prosodic line is here intentional, its purpose is to achieve a comic
efiect. These examples show clearly that the prosodic line can not be fully
explained by referring to its comnection with the lexicon, although this
connection is not without importance for it. Still another element of
language must therefore be found, the connection of which to the prosodic
line is deeper and more serious. We shall try to prove that most important
for the prosodic line is its connection with the word order. The material
used for this proof will be only in Czech, and the conclusions drawn from
it will be valid only for Czech verse, because word order has a different
status and character in the Czech linguistic system than, for instance, in
German or in French.

We shall start by showing how the poet often determines the prosodic
line of his verse, and especially their expirational line (that is, the distribu-

b
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tion and hierarchy of expirational peaks, the increase and decrease of the
intensity of the voice, the nature and importance of the internal pauses ip
the verse) by a distortion [deformace] of normal, that is conversationg],
word order. A more detailed exposition and proof of this contention wijj
be given by means of examples.

A very clear illustration of the connection between the prosodic line ang
word order is given in the following line by [Jan] Neruda [1834-1891, ,
realist] :

A bujny vfiskot jejich pfes celiéky leti Kanadn. [And their exuberang

clamor flies over all of little Cana]

The word order is here clearly irregular as compared to conversationg]
usage, but it can be made regular without disturbing the meter:

A jejich bujny vFiskot leti pfes celitky Kanain.

This modification of course changes completely the nature of the prosodic
line. The original line has four equally important peaks: bujny—vFiskot—
pfes—Kanaén; the modified line (with normal word order) has only two;
leti—Kanaén. The pause ¢ which in both the first and the second version
stands before the word pFes is stronger in the original line. In connection
with the nature of expiration, the intonation of the original verse shows an
abrupt rise before the expiratory peaks and an abrupt fall after them; in
the modified line, both rise and fall occur smoothly and gradually. The
transition between syllables, which is likewise linked to the character of
the expiration, in the original line lacks smoothness in the transition from
the syllable before the expiratory peak to the syllable carrying this peak;
by contrast, this transition is smooth in the modified version. The changed
word order thus brought about a radical modification of the prosodic line
in all of its components.

[Translator’s note: the statements about the prosodic features of the
line are based on the normal reading of the verse in ordinary educated
reading style, not declamatory or recital style.]

A very typical example of the changed prosodic line under the influence

6 We are not using the term “caesura,” because we are not thinking of the com-
pulsory break between words after a given syllable of the line (cf. R. Jakobson,
Zdklady Zeského verie [The Foundations of Czech Verse], Prague, 1926, pp. 35 fi.,
and also A. Meillet, Apergu d'une histoire de la langue grecque, 2nd ed., Paris,
1920, p. 104, but of a real pause. By a pause then, we do not mean a real break
(temporal pause) but a separation characterized by a decrease in the intensity of the
voice (expiratory pause), lowering of the pitch of the voice (intonational pause)
and an energetic separation of syllables.
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of word order is given by these lines by [Jaroslav] Vrchlicky [1853-1912,
a realist]:
A lehce slunce Sipem poranéno [And lightly wounded by the arrow of
the sun]
do svadlé travy jab’ko s vétvi padd. [the apple with its branch falls into
the withered grass]
(Anthology of J. Vrchlicky's Poems,
Podzimni den [A Fall Day))

If we introduce normal word order, they will read as follows:

A lehce poranéno §ipem slunce
do svadlé trdvy padd jab'ko s vétvi.®

In the original version the strong expiratory peaks are at the end of the
lines (poranéno, padd); in the middle of the line are the weak peaks
(slunce, trdvy), and the pause after them is likewise weakened. Therefore,
the intensity of the voice rises almost without interruption from the begin-
ning of the line to the final peak of the line. The intonational line likewise
shows a gradual rise or fall. The transition between the syllables is smooth;
not even the boundary between the two lines is marked by a sharp separa-
tion between syllables. In the modified text the line has no expiratory peak;
the words are independent of each other as to both expiration and intona-
tion. As regards the transition between syllables, we can note that every
stressed syllable is lightly separated from the last syllable of the preceding
word. Thus, even here the introduction of normal word order has changed
the prosodic line of the verse.

Deviations from normal word order are not always as considerable as
in the cases just cited. Often only one single word is displaced, but even
this small irregularity manifests itself in the condition of the prosedic line, as
we can see if we introduce normal word order. Let us give a few examples: ®

7 In these lines we have made an exception and violated the rhyme in changing the
word order. We shall avoid such a violation in the majority of the cases to follow, in
order to avoid the objection that an unusual placement of the rhyming word might be
motivated in the original text by considerations of rhyme and not for reasons of the
prosodic line.

& The lines cited here, and the overwhelming majority of those to be cited hence-
forth, are iambic pentameters, We are confining ourselves to this one meter in
order to have homogeneous material, as well as in order not to encumber the
reader with an unnecessary variety of meters in the examples, since isolated lines
taken out of context are often metrically ill-defined anyway. One other reason for
!he iambic pentameter is the frequency of this meter in Czech poetry; another reason
is the relative variety of the prosodic line in this type of verse.

-
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(original text)
Jsi skryval slzu, k mym se vinul rtam [You hid a tear and moved cloge
to my lips]
(Cech, Zimni noc [Winter Night])
strom vanodni sc hvézdickami kmitd {the Christmas tree is sparkling

with stars] 5
(Cech, Ve stinu lipy [In the

Shade of the Linden Tree])
mréz praporu t&ch stfibti okrajc [the frost is silver-coating the edges of

these flags]
(Cech, Zpévnik Jana Buriang

[Jan Burian’s Songbook))
a pokryl husté ranami a §ramy [and thickly covered with wounds and
cuts]
(ibid.,)
(changed text)
jsi skryval slzu, vinul se k mym rtum
vanoéni strom se hvézdi¢kami kmitd
mréz st¥ibfi praporu téch okraje®
a hust® pokryl ranami a §rdmy
In the original version, the prosodic line of the verse has two expiratory
peaks. The expiratory intensity increases up to the first peak, then it remains
at that level, until it rises again toward the second peak; this second peak
is thus stronger. This uninterrupted intensification of the breath for the
length of the entire line becomes particularly apparent when we compare
the just cited examples from Cech with some typical verse from [J. V.]
Sladek [1845-1912, a realist], in which the intensity of the expiration also
rises, but only up to the first peak, whereupon it falls again to the initial
level, from which it then rises in the second half of the line, so that the final
expiratory peak is no stronger than the initial one:
Stin modrych lesit hloubi se a hloubi [The shadow of the blue woods

deepens and deepens]
V zimnim slunci {[n the Winter

Sun), Prvni polibent [First Kiss])
Noc prosincové, kroku neslyfeti. [December night, not a step to be

heard.]
(ibid., Lidé se budi [Peo-

ple are Waking Upl)

% In this line, an entirely normal word order (mrdz stfibfi okraje t&ch prapord)
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This comparison throws light on the uninterrupted rise of the expiratory
intensity in Cech’s verse as cited further above. But its prosodic line is
thereby not yet defined exactly, since in each of Cech’s lines there is a fall
of intonation after the first expiratory peak (for instance, “v mych fadrech
Jumi citu skryté mofe” [in my bosom a hidden sea of emotions is roaring]),
forming an intonational pause. The existence of this pause can again be
demonstrated by comparison, this time with Vrchlicky's verse which shows
the opposite tendency: the suppression of pauses within the line, so that
the rise (or fall) of the expiratory line is not broken by anything:

Den podzimni se stmival ve svém sklonku [The autumn day was growing

dark towards its dusk]
a vitr zpival piscii nevlidnou [and the wind was singing an unkind
song]
(Moje sonata [My Sonata], Na
slatiné [On the Peat Bog])

The prosodic line of Cech’s verse is thus characterized: 1. by two
expiratory peaks (one in the middle, one at the end of the line) of which
the second is stronger than the first, 2. by the second half of the line con-
tinuing on from the expiratory level reached by the first half, 3. by an
intonational pause after the first peak. If we now go back to the variants
which we have obtained by introducing normal word order into some of
the lines by this poet, we will find that in each case a change in word order
has brought about a change in the prosodic line. In the first quote (jsi
skryval. . .) and in the second (strom vénodni. . .) the displaced word
order results in an interruption of the expiratory crescendo and conse-
quently the elimination of the subordination of the first expiratory peak to
the second, which is similar to what we find in Slddek’s verse. In the two
remaining cases, on the other hand, the intonational pause disappears and
the intonational line assumes an uninterrupted course similar to that of
Vrchlicky’s.

The changing prosodic line when normal word order is introduced can
be ascertained in other poets as well, for instance very clearly in {Julius]
Zeyer [1841-1901, a neoromantic]. Let us cite some examples from his
Vy$ehrad:

(original text):

Ze \iZas vzbudim lidi budoucich [that I shall arouse horror in those who

come after me]

————— ——— e — ... —_—

tan not be introduced, nor will this be possible in some subsequent examples, lest we
violate our self-imposed rule that the changes in word order may not affect the
thyming words.
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jak dar ji vezmi vzdcny z ruky mé [take her from my hands like 5
precious gift]

a ruka jeji zvedne znovu se [and her hand is raised again]

j4 mnoho vidél zemi dalekych [I saw many remote lands]

a druZkou moji byla dennice [and my companion was the morning star]

-

(changed text)
¥e vzbudim uZas lidi budoucich
jak vzdcny dar ji vezmi z ruky mé
a jeji ruka znovu zvedne sc
ja vidél mnoho zemi dalekych
a moji druzkou byla dennice

In the original text the expiralory peaks are always at the beginning and
at the end of the line; they are both about equally significant, and relatively
weak; the expiratory intensity of the in-between syllables is not much
weaker. All syllables are clearly separated from each other. There is no
conspicuous pause within the line, either; the intonational level does not
on the whole change much. In the modified text, there is in all the cases
cited a strong expiratory peak in the middle of the line and at its end; the
expiratory intensity has a tendency to rise.

We could cite many more analogous examples from other poets. The
ones already given should, however, be proof enough of the existence of
a relation between the distortion of normal word order and the prosodic
line of the verse. But they are not enough for a complete characterization
of the relationship between word order and prosodic line. The irregular
word order, such as was presented in the examples so far, is not always
the one found in verse; in some poets it is even the exception.

Here, too, the examples will give us the answer. If we attempt to modify
normal word order in such lines where this can be done without violating
the meter, we will find again that a change in word order will bring about
a change in the prosodic line. Let us cite some examples; first from
Vrchlicky:

(original text)
Ta piseil smrti, kaZdy z nas ji pél [That song of death, cach of us was
singing it]
(Posledni sonety samotdfe [Last Son-
nets of a Recluse], Anthero de Quental)
Vidy pfisli mezi lidstvo proroci [There have always been prophets to
come among people]
(Sfinx [The Sphinx],
Proroci [The Prophets])
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kde kaZdé sosna méla svoji dumu [where every pinetree had its thoughts]
(Rok na jihu [A Year South], Jak ve
sndch Ziju [How I Live in My Dreams]))

(changed text)
Ta pisefi smrti, z nds ji kaZdy pél
VZdy mezi lidstvo pfidli proroci
kde sosna kaZd4d méla svoji dumu

In all of these lines the violation of normal word order brings about a
change in the prosodic line of Vrchlicky’s verse which, as we already know,
is characterized by a constant increase in the intensity of expiration and a
masking of the pause within the line. In the first example (Ta pisefi. . .)
the rearranged line acquires Slidek’s prosodic line (a crescendo of the
intensity of expiration until the first peak “smrti,” then a pause, a decrease
of the expiratory intensity to the initial level, finally a new crescendo; the
expiratory peaks in the middle and at the end of the line are equally strong).
In both remaining cases the rearrangement of the word order gives rise to
a prosodic line similar to that found in Cech’s verse (an uninterrupted
crescendo of expiratory intensity; the second peak stronger than the first;
intonational pause in the middle of the line).

As an additional example, let us cite one more line of Cech’s verse:

(original text)
tot’ zdkon déjin, vzdory nepomohou [this is the law of history, defiance
will not help]
(Zpévnik Jana Buriana
[Jan Burian’s Songbook)]

(changed text)
tot’ déjin zdkon, nepomohou vzdory

The phonetic modification manifests itself as follows: instead of the
original line with the intensity of expiration constantly rising, there have
arisen sudden expiratory jumps: the peak in the middle of the line and
the second peak at the end are sharply differentiated from the environment;
the sudden change in intensity manifests itself intonationally as well, as a
rise in pitch in the transition from the syllable before the peak to the peak
itself (-jin z4~; -hou vzdo-). This gives rise to a prosodic line very similar
to that of [Viktor] Dyk's [1877-1931, a nationalist] verse:

Tys 3el v§ak chmurny velikou svou dobou [You, however, passed som-

berly through your great times]
(Anebo [Or Else], Schlemihl)

1 Here again, we have made an exception and displaced the rhyming word.

.
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A further example can be found in Slddek’s verse:

(original text)
vidy novy zéstup dufi ztracenych [always a new crowd of lost souls)
(V zimnim slunci [In the W,
ter Sun], Péri [Children])

(changed text)
vZdy zistup novy dusi ztracenych

The prosodic line of Slidek’s verse (two consccutive expiralory waves, each
of them rising from the same initial level, and consequently even streng,
of the two expiratory peaks in the line) is by the modification of the worg
order changed into a line similar to that of Cech’s (uninterrupted eXpiratory
crescendo, in the middle of the line a mere intonational pause).

We may even find lines which can undergo a multiple rearrangement of
the word order without violating the meter. Each of these shifts in tym
entails a change in the prosodic line. Thus, for instance, a verse by
Vrchlicky:

a dvoji rytmus tichou noci splyvd [and a dual rhythm merges in the
silent night]

can be modified in several ways, especially il we include a displacement of
the rhyming word:

a rytmus dvoji tichou noci splyvi

a rytmus dvoji noci tichou splyva

a rytmus dvoji tichou splyva noci

a tichou noci dvoji rytmus splyvé
In the first modification, the line does not lose the evenly increasing expira-
tion, but an intonational pause appears in the middle which assimilates it
to Cech’s verse; in the second modification there appears, especially in the
second half of the line, a sudden expiratory and intonational jump in the
transition to the last word, and the line thus acquires a prosodic line similar
to that of Dyk’s verse; the third modification creates, in the second half of
the line, two expirational peaks (tichou noci) which reminds one of &
line by Neruda, characterized as it is by two peaks in each half-line, for
instance:

M duge trne, ret mij sotva dySe [My soul contracts, my lips hardly
breathe]

(Zpévy pdteént [Friday Songs), Matka

sedmibolestnd [Our Lady of Sorrows])
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e fourth modification, finally, the last of those cited, leads to a prosodic
jine similar to that of Slddek’s (two expiratory peaks of even strength, equal
expiratory intensity at the beginning of both half-lines).

The above is proof enough of the existence of a close connection between
the prosodic line and word order even when the word order is normal,
pecause in the case of normal word order as well, the prosodic line reacts
sensitively to the slightest rearrangement. The relationship between word
order and the prosodic line is nevertheless not quite unequivocal: it may
peppen that a certain line taken out of context can in recital be spoken with
two different prosodic lines, without changing the text. Thus, the line:

povymi kvéty voni, novym sluncem sviti [has the odor of new flowers,
the shine of a new sun]

can, if we don’t know the context, read so that, as in Neruda, four cxpiratory
peaks come to the fore in it:

novymi kvéty voni, novym sluncem sviti

It can, however, also be read by giving equal emphasis to all main word
stresses; this gives rise to a series of equally strong peaks. The context from
which we have taken this line requires precisely such a reading; it is a linc
by Toman from the poem Poutnice [The Pilgrim]:

at’ dotli mlddi domySlivy nach [let the pretentious purple of youth mold
away]

kruh zii%il se a zaviel, nové Ziti [the circle has narrowed and closed, a
new life]

novymi kvéty voni, novym sluncem sviti [has the odor of new flowers,
the shine of a new sun]

The prosodic line of verse is thus at times determined by articulatory
inertia rather than the internal structure of the line of versc. Another
proof of this inertia is possible: it may happen that a modification of word
order in the first half of the line only will bring about a change in the
prosodic line of the line as a whole, precisely by the effect of inertia. Thus,
for instance, in Toman’s lines:

Zas novym tfpytem rozkvéta ti vlas [Your hair is blossoming out again
with new sheen]
2 novych kovi napil se tviij smich [and your laughter has had a drink
of new metals]
(Mésice [The Months], Bfezen [March])

the prosodic line of which, as has already been mentioned, is characterized
by an cven emphasis on all the main word stresses, it is enough, for achicv-

-
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ing a complete prosodic rearrangement, to transpose the adjectives containeg
in the first half-lines; there will then appear, even in the second half.y;
untouched by the transposition, an excessive reinforcement of the fing]
stress:

Zas tfpytem novym rozkvéta ti vlas
a kovii novych napil se tviij smich

A similar case is another line by the same poet:

Viak tvoje zvony slavnym hymnem biji, [Your bells, however, are tolling
a solemn hymn,]

where a transposition of the words in the first half-line results in the
following:

V3ak zvony tvoje slavnym hymnem biji.

This line by Neruda:

Ze vzkfisi v nich se—hloupa chrpa vi-li? [that it will rise again in them—.
does the silly cornflower know it?]

(Prosté motivy [Simple Mo-

tifs], Zimni [Winter] V)

likewise permits the same experiment of transposing the words of the first
half-line:
Ze se v nich vzkfisi—hloupa chrpa vi-li?

The original text has, as is the rule with Neruda, four expiratory peaks
with a pause in the middle. A change of the word order in the first half-
line suppresses the initial peak so that there only remains the expiratory
intensification at the end of the half-line; the inertia is then sufficient to bring
about the same change in the second half-line which has not been touched
by the transposed word order. The agreement of the prosodic line with the
internal structure of the line of verse is thus not absolutely necessary, nor
is it unequivocal: in any given poem as a whole the dynamic and intona-
tional prosodic schema is unequivocally established by only some of the
lines (or their parts) and these lines suffice to determine the prosodic line
of the remaining lines of the poem, although the structure of the latter may
be different.

The lack of agreement which we may sometimes note between the word
order and the prosodic line does not, incidentally, weaken the close connec-
tion between the prosodic line and word order. It is important for the
determination of the structural functions of the prosodic line in the structure
of the work of poetry to ascertain and illuminate this connection, because
it is precisely by means of this link to the word order that the prosodic line
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pecomes related to the other components of the poetic structure. It is
therefore an urgent objective to become aware of the elements with which
word order brings the prosodic line into the most immediate connection,
in other words, it is necessary to find the relationship between the word
order and the other components of the work.

Most conspicuous and also best known is the relationship of word order
to the syntactic construction of the sentence. It is precisely with regard to
ihis relationship that the various types of word order have been defined
and classified: one usually ascertains for normal word order what parts of
the sentence are normally placed next to each other and in what sequence;
for distorted word order, the transpositions of words within the sentence
gre usually differentiated in terms of the syntactic constructions affected by
them. If indeed the relationship between word order and the internal
structure of the text were confined only to the pattern of the sentence, then
the prosodic line, closely linked to word order, would be a simple projection
of syntactic relationships into the phonetic plane. Its analysis would then
be very simple: it would be enough to have a statistic of the sentence parts
that are most often subject to transposition in the given text; the prosodic
line could be determined quite accurately by such a statistic. But the real
state of affairs is quite different and much more complex. This is clearly
evidenced by, for instance, the following double line by Neruda (Prosté
motivy, Zimni V).

Ze simé jeji Sirym polem leti, [That her seed is flying across the vast
fields]

Ze pfiStim jarem vzkvetou jeji déti [that next spring her children will be
blossoming out].

Both of these lines of verse have the saume prosodic line which is character-
istic of Neruda’s poetry in general (four expiratory peaks of equal strength
in each line: in the beginning, before the pause, after the pause, at the end),
although the first half-line of the first line from a syntactic standpoint has
precisely the opposite word order from that of the first half of the second
line (1st line: noun, attribute; 2nd line: attribute, noun). If we rearrange
the word order so as to bring about the syntactic parallelism of the two
initial half-lines, we bring about a disagreement in their prosodic lines:

Ze jeji simé $irym polem leti,

Ze pfiStim jarem vzkvetou jeji déti,
or:

Ze simé jeji Sirym polem leti,

Ze jarem pFistim vzkvetou jeji déti

. _
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In both cases, the line affected by the change in word order loses the intjg)
expiratory peak and receives instead a crescendo of expiratory intensity
reaching up to the peak preceding the pause in the middle of the line (3
jeji sfmé&; Ze jarem pifitim). And thus the usual prosodic line of Neruda’g
verse will be disturbed precisely by the agreement into which the syntactic
constructions of the two lines have been brought. The conclusion suggests
itself that the prosodic line here is more closely linked to the semantic
structure than to the syntax. The words have by Neruda been arrangeq
in such a manner that each of them has a certain semantic independence:
the pronoun “jeji”’ [her] by virtue of being just a pronoun has less semantic
load than the noun “simé” {seed] and must therefore be emphasized by the
unusual placement; the adjective “pfi§ti” [next], on the other hand, has the
same full semantic value as the noun “jaro” [spring] belonging with jt-—
were it to be emphasized by unusual word order, it would have expiratory
dominance over the noun which it modifies.

The word order, and with it the prosodic line, is thus related not only
to syntax but also to the other components of the work of poetry; the
relationships are here manifold and often crisscross. Most pronounced,
next to the link with syntax, is the relation of word order and the prosodic
line to rhythm and meaning.

The connection between the word order and the rhythmic organization of
the line is quite evident and sufficiently known; hence, not much has to be
said about it here. It is illustrated by innumerable examples, where any
change in the word order changes, or even destroys, the rhythm. There
are, however, also less conspicuous, though no less effective, connections
between word order and rhythm. Thus, in Neruda’s lines:

NuZe, pFidej ty a pFidej dale [Well, add and add further]
kaZdy andél, co jich po mém nebi [every angel who is in my heaven]
muk mu velkych. . . [great sorrow to him. . .}

(Ballady a romance [Ballads and Romances],

Ballada palijovd [The Ballad of the Passion])

the transposition of the words “muk mu velkych” to “velkych muk mu”
would bring about a close phonetic connection of the two neighboring lines
(enjambement), which would make their metric differentiation less notice-
able.

Another example of the relation between word order and rhythm is given
by a line from Zeyer:

Tam, v stinu dilny bled a zamyslen [There, in the shade of the workshop,
pale and sunk in thought]

(Poesie [Poems], Legenda o Dona-
tellovi [The Legend of Donatello])
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If we here invert the order of adjectives, we obtain:
Tam, v stinu dilny zamy3len a bled

The inversion has no bearing on the syntax because the two adjectives are
coordinate. Nor does it break up the metrical schema, but it does change
the distribution of beats in the second half-line. In the original text the
order is 1-2 (bled | a zamySlen); the last beat falls on the interior of the
word and the expiratory ending of the line is masked. In the modified
version, however, the order of beats is 2—1 (zamy3len | a bled); the last beat
falls on a main word stress and the line thus acquires an expiratory final
point. Parallel to this dual change (of word order and rhythm) the prosodic
line also changes: in the original text, the line we cited has no definite
expiratory peak, as is generally the case in Zeyer, whereas in the modified
text it ends in a sharp peak through its last syllable.:*

The relationship between word order, the prosodic line, and rhythm
seems to be sufficiently illuminated by the examples just cited. There now
remains the connection between the prosodic line, the word order, and
meaning. This connection is less well known because it is less apparent
than the two preceding relations (namely, those between the prosodic line
on the one hand and syntax or rhythm on the other). Therefore also, the
examples which we want to give will require considerably detailed com-
ment. The first example is a line from Cech’s Evropa [Europa]:

————————— z hloubi ocednu [from the depths of the
ocean]
se nesl ke mné tichy, sladky hlas [there came to me a quiet, sweet voice]

If we interchange the adjectives, we read:
se nesl ke mné sladky, tichy hlas

The syntactic construction will not be changed thereby, since both adjec-
tives are coordinate. The semantic structure will, however, be changed:
the adjective “tichy” [quiet] will be semantically linked to the noun “hlas”
[voice] much more closely than the adjective “sladky” [sweet] which stood
next to the noun in the original version. The expression “tichy hlas” is

11 Two years after the original publication of this study, there appeared in
Slovenskd miscellanea [Slovak Miscellanea] (Bratislava, 1931) a study by V. Mathe-
sius, Dynamickd slotka koncové kadence v Zeyerové blankversu [The Dynamic
Component of the Final Cadence of Zeyer's Blank Verse], which formulated anew,
and more exactly, the statement of the masked ending of Zeyer’s blank verse, in
complete agreement with our own results: Zeyer's blank verse usually has a tri-
syllabic (sometimes pentasyllabic) cadence at the end, made up by a three-
syllable word unit, or sometimes by the combination of a two-syllable word with
a weakly stressed monosyllable; this cadence is often achieved by the poet by dis-
torting normal word order.—J. M., 1941,




130 JAN MUKAROVSKY

very common and we are therefore used to perceiving it as a semantic upjt
without being separately aware of the meanings of each of the constituent
words. The combination “sladky hlas” is by far not as closely fuseq
together as the preceding combination; the very circumstance that we are
(albeit weakly) aware of the metaphorical value of the adjective “sladky»
in relation to the noun “hlas” serves to separate the two from each other,
In the poet’s original text (tichy, sladky hlas) the two adjectives are
coordinate not only grammatically but also semantically, and each of them
has its separate bearing; in the modified text (sladky, tichy hlas) the adjec.
tive “tichy” loses its semantic independence to some extent and is pusheqd
into the background by comparison with the adjective “sladky.” Together
with this semantic shift there also appears a change in the prosodic line:
in the original text we find the prosodic line characteristic of Cech, marked
by the constant rise of expiratory intensity in the course of the line, whereas
the modified text in the second half-line has an abrupt fall of expiratory
intensity on the word “tichy”; this, in turn, brings about a dual expiratory
peak in this half-line (with peaks on the first word “sladky” and the last
word “hlas”). This example serves to show that the connection between
word order and the prosodic line on the one hand, and the meaning
structure on the other, may exist without affecting the syntactic construction,

Another example of the interrelatedness of the above-named three ele-
ments can be found in Toman’s lines:

Suméiji lesy a vody [The woods and waters are rustling]

a svétlo nad nimi zpiv4 [and the light is singing above them]**
(Stolety kalenddf [Hundred-Year
Almanac], Léto [Summer])

The prosodic line of these lines of verse agrees with the statement that we
have given above in regard to Toman's verse: the stress of each word forms
an independent expiratory peak. If we, however, reverse the order of nouns
in the first line, we thereby change its prosodic line: in the sentence
Suméji vody a lesy

the word “lesy” [woods] will have the expiratory dominance; this creates
an expiratory peak at the end and thereby an expiratory crescendo of the
line as a whole. As a concomitant phenomenon, there is a change in the
semantic structure (as compared to the original version): the word “vody”
[waters] which by the transposition comes to be immediately adjacent to
the word “$uméji” [are rustling] fuses with it, because “Suméji vody” [waters

12 This example has a different meter from the preceding ones: so far, our €x-
amples included only iambic pentameters.
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are burbling] is a common combination, into a rather close semantic unit;
in the original version, the two cited words were separated by the word
“Jesy” which, though itself not uncommon next to the verb “Suméti,” was
in this case perceived as an intrusion disturbing the automatic semantic
fusion of the conventional phrase “voda Sumi” [the water is burbling]. In
the original text, the semantic structure is as follows:

v N—
— N

o ‘-M 3
Suméji lesy i vody,

whereas in the modified text the structuring is different:

A
~ ™

Suméji vody i lesy,

Again, we find a confirmation of the relatedness of the prosodic line and
word order on the one hand to meaning on the other.
As a last example, let us again cite a line by Toman:

Duch zemé zpivd: (zkost, vira, bolest [The spirit of the land is singing:
anxiety, faith, pain}
v jediny choral slily s — — — — — — [into a single chorale merged]

If we place the word “vira” at the end of the line, we read:
Duch zemé zpiva: tzkost, bolest, vira

Here again, there is no change in the syntax, since the transposition concerns
coordinate nouns. Nevertheless, there arises a change in the prosodic line
in the sense that instead of a series of evenly strong expiratory peaks made
up by the stresses of all the words in the sequence there comes about in
the second half of the line a rise in the intensity of expiration with the peak
on the word “vira.” From the standpoint of meaning, the words “dzkost”
[anxiety] and “bolest” [pain], almost synonymous in this context, are very
closely linked; in the original text they were separated by the word “vira”
[faith] which has the opposite emotional coloring and does not fuse with
them semantically, nor of course phonetically; in the modified text these
two almost synonymous words have come to be immediately adjacent and
the word “vira” has been displaced to the end of the sequence. The conse-
quence is that the word “vira” no longer holds up the fusion of the expres-
sions “iizkost” and “bolest,” but on the contrary, by its emotional separate-
ness constitutes both a semantic and a phonetic culmination; there arises
a gradation of meaning and of expiratory intensity.
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Let us conclude our study. It was devoted to the investigation of the
prosodic line of verse, not, however, a phonetic investigation but a strye.
tural one, with the purpose of determining the connection between the
prosodic line and the other components of the poem. We have found thgy
of all these components word order is most closely linked to the prosodic
line, the connection being so close that even the slightest modification of
word order entails a change in the prosodic line. This formulation, of
course, is not to imply a unilateral causal connection in which the structure
of the word order is necessarily primary; in a concrete poetic structure
may well happen that it is precisely the need for a certain prosodic line
which determines the word order. By way of the word order, the prosodic
line establishes connection with all other components of the work of poetry,
especially with its syntax, rhythm, and meaning. By foregrounding [aktu-
alisace] of these connections the prosodic line acquires structural functions
in the design of the work of poetry; the phonetic elements by means of
which it is manifested acoustically (the expiratory intensity and its con-
comitant features, namely the intonation and transition between sylables)
in the work of poetry become more than the mere accidental communicative
devices which they are in communicative speech—they, too, become part
of the indivisible unity of poetic structure.

(Originally in French, Travaux du Cercle
Linguistique de Prague, vol. 1, 1929)




Jan Mukafovsky, K. Capek's Prose as Lyrical Melody and as Dialogue
(From: SI.SL. 5.1-12 [1939)])

[first paragraph omitted.]

The title of our study seems to indicate a limitation of the material; it
is therefore necessary to mention that in taking our departure from the
phonetic aspects of Capek’s prose this does not mean, considering the
close interrelatedness of all the components of any verbal response, that
the phonetic aspects are the final goal of our analysis; and finally, though
giving our primary attention to Capek’s prose, we will be unable, in view
of the close interrelatedness of all of Capek’s poetic creation, to avoid his
lyrical, and especially his dramatical, works. His epic prose is of course
the very core of Capek’s work, as is clear from the fact that it is the carrier
of the poet’s personal development. Its thematic, and especially stylistic,
modifiability from the first works to the last is greater than that of his drama:
his style changes almost from book to book, whereas in the drama, at least
from R. U. R. to Matka [The Mother] his dialogue technique remains about
the same. The developmental changeability of Capek’s prose thus is ex-
tremely great: even a casual comparison of his first book, Krakonofova
zahrada [Krakono$’s Garden], with his next to last, Prvni parta [The First
Rescue Party], shows clearly that almost everything has changed: the style,
the subject matter, the attitude to reality—in the former, a brittle prose
lyric, in the latter a style leaning on conversational speech; in the former,
cavaliers, rich roués, beautiful women, in the latter miners dirty with coal
dust; in the former, an underestimation of everyday reality and a turning
away from it, in the latter, an attentive penetration into its recesses. In
spite of all this, even these extreme milestones are connected by something
other than the mere name of the author: it is the identity of a certain basic
structural principle. And thus two basic questions arise in connection with
Capek’s work: 1. what is this basic principle uniting Capek's works in
spite of their developmental differentiation; 2. what caused this develop-
mental differentiation. We shall attempt to answer both of these questions
by an analysis of the phonetic aspects, not because we think that this is
the only place where Capek’s poetic personality manifests itself, but because
it is the most accessible starting point for an analysis.

The most distinctive, and also the most permanent, mark of the phonetic
side of Capek’s prose is its melodiousness, in other words, the dominant
Status of intonation; beginning with the first book and ending with the last,
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Capek's prose is carried along and organized by intonation not only in
terms of its phonetic aspect but, as will be shown subsequently, in regarg
to its meaning aspect as well; this is equally true of Capek’s dramatj,
dialogue.

It seems that intonation was for Capek’s subjective awareness of language
the most important organizing factor of the verbal response, that componep;
of language for the nuances of which he had the finest perceptive capacity,
In the short story Elegie [Elegy] in the collection Bofi muka [The Passion
of Our Lord] he describes the orator’s subjective impression of his owy
speech as follows: “At times he would listen to his own voice; it seemeq
to him to be thick and run together, heavy in its cadences and unnaturg)
in its accents; and he would listen to it bitterly and with dislike.” 1,
Historie dirigenta Kaliny [The Story of Kalina, the Conductor], one of hjg
Povidky z druhé kapsy [Stories from My Other Pocket], Capek tells the
story of a musician who uses the intonation of an unknown language tg
guess at the content of the verbal response: ‘“Listen, that wasn't love talk,
a musician would know that; lovers’ spcech has an entirely different ca-
dence and does not sound so closed in, love talk is a deep cello, but this wag
a high base, played in a kind of presto rubato, in a single position, as if this
man had becn repeating the same thing over and over again. It almost
frightened me.” Although both of these quotes are from short stories and
are the statements, or thoughts, of fictitious personages, they have docu-
mentary value as far as the author’s own perceptive capacity and his attitude
to the sound of language are concerned.

The fact that intonation was the dominant feature of Capek’s verbal
responses is, however, attested for us above all by the author’s own texts
in their graphic aspect: Capek’s treatment of punctuation very often departs
from established conventions; we sometimes find subordinate clauses with-
out the preceding comma [mandatory in Czech orthography.], in those
places where the intonational pause due to the comma might break up the
continuity of the intonational line in an undesirable location; at other times
again, we find commas where the convention does not require them, and
where they serve, in the given case, to characterize the intonational line;
we can also observe Capek’s liking for a punctuation mark that is otherwise
quite rare, namely the semicolon, the probable reason being that the semi-
colon, although it serves to end a sentence as well as a period, does not
separate it intonationally as radically from the following sentence.

Even more characteristic than his use of semicolons is the manner in
which Capek uses the dash, especially at the end of sentence units. Capek
very frequently uses a dash where the spelling convention requires a period;




K. CAPEK’S PROSE AS LYRICAL MELODY AND AS DIALOGUE 135

for evidence, we can look into any of his books; for instance, the short story
Otcové [The Fathers] (from Trapné povidky [Embarrassing Stories]) : “The
small little casket moves higher and pulls the black crowd after itself; a
small little casket, a small little death in white clothes and with a broken
candle; here is where she used to walk hand in hand with her father—;”
“The silence extends torturously, heavily, oppressively—;” “The young
priest is beginning to swing the censer; the chains give a light rattle, the
smoke is rising and trembling—.” In all of these examples, of course, the
reason for the dash appears to be a certain semantic indefiniteness of the
conclusion of the sentence; the dash serves to indicate the impulse of emo-
tion or thought, not expressed in words, which follows the sentence. There
are, however, also cases in which the dash expresses, when the sentence
meaning is properly self-contained, a sudden change in the direction of
thought from one sentence to the next: “He already had a certain plan
and a detailed guess; but now all of this is sort of falling apart by itself—
A new alternative for action is rapidly taking shape”; “The more usual
something is, the more easily it can happen. Some facts usually appear
together, not because of some necessary causality, but sort of accidentally,
out of sheer habit and unwittingly—In one word, it does not depend on us”
(BoZi muka [The Passion of Our Lord), Lida [a girl's name.]. Else-
where, finally, the dash is used for purely intonational reasons, to let the
sentence terminate without a steep cadence: “Power can only decide about
things; in this is its force and obviousness—The only self-evident judgement
is a command” (BoZi muka, Hora [The Mountain]). The dash is in general
used frequently by Capek; it occurs frequently in the middle of his sentences,
for the most varied stylistic purposes, but always with an intonational func-
tion: “And JeviSek felt pain, enthusiasm, horror—Ilove and hurt, pleasure,
tears and a passionate courage” (Bo3i muka, Hora); “He sat down and
talked—not one word to touch the fact that something had happened,
that he had been looking for her, that there was something to explain”
(Trapné povidky [Embarrassing Stories], Helena [Helen]). Even more
frequent than in narration or exposition is Capek’s use of the dash in his
dialogues, both in his novels and short stories, and in his dramas. It serves
to indicate a pause in the conversation, a hesitation in excited or shy speech
(Galén [Dr. Galen] in Bild nemoc [The White Sickness]), the search for a
suitable or considerate expression, a sudden silence, a sudden turn of the
mind, failure to answer or a mere change in the direction of thought, a
hesitation of the voice, an informal conversational tone.

Let us give some examples from the drama Matka [The Mother]: “I
don’t know; but I wouldn’t want to try it a second time—wow! A ghastly
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feeling!” “But Ma, haven't I explained this to you so many times—I didn’¢
want you to worry;” “I was like a father to these other children—so wig,
and responsible—And then all of a sudden, bang, off you go to the equato,
to die there of yellow fever;” “You could have been at home and treateg
people—ot help bring children into the world—.” Very frequent in the
dramatic dialogue is the use of the dash in cases where_a sentence begyy
by one person is continued by another. Such a shift in the sentence may
be motivated in the most varied ways; sometimes it becomes a complex
and sophisticated game. Thus in the preface to the drama R. U. R.

Helen: 1 have come—

Domin: —to take a look at our factory production of people. Like
all our visitors. Please, go right ahead.

Helen: I thought it was forbidden—

Domin: —to enter the factory, but of course. Except that everybody
comes here with somebody’s recommendation, Miss Glory.

Helen: And you show everybody around?

Domin: Only certain things. The manufacture of artificial humap
beings, miss, is a factory secret.

Helen: If only you knew how—

Domin: —immensely interested you are in this. Old Europe talks of
nothing else.

Helen: Why don’t you let me finish?

Domin: Forgive me, please. Were you going to say something else?

Helen: I just wanted to ask—

Domin: —whether just this once I couldn’t show you around the
factory, after all. But of course, Miss Glory.

Helen: How did you known that that’s what I was going to ask?

Domin: They all ask the same.

The cutting into an unfinished sentence is herc motivated by the very
common nature of the questions; at the same time, it also serves to give
a hint of Domin’s superiority, his somewhat charlatanlike eloquence, etc.
Completely different is the semantic function of the cutting in in the
following dialogue from the second act of R. U. R.

Fabry: You did well, Miss Helen. The robots can’t reproduce. The
robots will die out. Twenty years from now—

Hallemeier: —not one of the scoundrels will be left.

Dr. Gall: But humanity will remain. Twenty years from now the
world will be man’s, even if it's only a few savages on a small island—

Fabry: —it’ll be a beginning. And as long as there is a beginning
somewhere, it'll be all right. In a thousand years, they'll catch up with
us and then they’ll get ahead of us—

Domin: and they’ll achieve in reality what we have only been
stammering about in our minds.
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The sentence is here taken over by the other person not in order “to
cut him off,” but in order to divide the lyrical part, in the manner of a
litany, among persons of different pitch ranges and colors of the voice.
The dash grapheme [graficky znak] here appears as the carrier of pure
intonation, without special semantic or characterizing function.

We have discussed in some detail one of the punctuation marks used by
Capek, the dash, in order to show how intonation is the dominant phonetic
feature of Capek’s prose, but also to show the nature of this intonation.
The very circumstance that Capek has a special preference for the semi-
colon and the dash, punctuation marks which, by comparison with the
period, moderate the intonational cadence when placed at the end of a
complex intonational unit, is evidence of the fact that Capek’s intonation
tends towards a soft undulation without abrupt boundary markers. The
examples of cutting in on unfinished speech in dialogue showed that this
tendency also reflects itself in the semantic structure as a desire to remove,
or at least soften up, the sharp boundaries between the statements of the
various persons: a dialogue so structured tends to fumction, both pho-
netically and semantically, as a single uninterrupted phonetic and semantic
band, as changing as multicolored bunting. We shall speak later of the
consequences of this for the structure of Capek’s dramatic text; here we
only wish to point to the weakening of the boundary marks as a significant
feature of Capek’s intonation. This quality would be confirmed by a more
detailed analysis for which there is no space here; we will content ourselves
with some indications only. We must first be reminded of another cir-
cumstance which comes to the fore particularly conspicuously in the prose
of Capek’s last period beginning with the trilogy Hordubal—Povétroii [The
Meteorite]—Obycejny Zivot [An Ordinary Life], namely the frequent
omission in the transition from the poet's own text to direct speech of the
colon and quotation marks, for instance: “The other day, however, Standa
ran over to town and straight to the bookstore. Do you by any chance
have a textbook in Swedish? No, they didn’t have it; and so Standa was
at a loss as to what he could do for Mr. Hansen.” (Prvni parta [The
First Rescue Party], II); “‘Some woman standing next to (Standa) is shak-
ing the grate and yelling, let me in there, let me in there, I got a husband
in there!” (ibid.). This circumstance likewise attests the weakened borders
between intonational segments. Another kind of proof can be found by
tentatively rearranging the word order in sentences that lend themselves
to it, that is, in sentences where the rearrangement would not lead to a
distortion of the normal word order. Thus, in the first act of the drama
Matka [The Mother] we find the sentence: “Nu, pravda, ale mé-li nékdo pét
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déti, nemusi proto jeSté byt Spatnym vojikem, milacku.” [Well, thapg
true, but just because somebody has five children, that doesn’t make hip,
a bad soldier]. If we changed the word order to read: “Nu, pravda, gje
mé-li nékdo pét déti, proto jeSté nemusi byt 3patnym vojdkem,” the worg
order of the passage would be no less normal, but a sharp intonationg)
break would be introduced at the border of the two clauses, because afte,
the word déti [children] carrying the final cadence of the first clause woylg
follow the words proto je3té [therefore yet; corresponding to “just becauge
in the free translation above] which are less strongly stressed than nemuygq
[need not; corresponds to part of “doesn’t make him” in the free trang]y.
tion], and thus the intonational distinctiveness of the preceding cadence
would be reinforced. The sentence: “Byl by ses vritil ke mn& a g
détem . . . a odeel z armddy” [You would have come back to me apg
the children . . . and left the army), though interrupted by a series of
dots (that is, a pause in the pronunciation), yet has not lost its intonationg]
continuity. Were we to repeat in it, however, the auxiliary verb byl bys
[you would have] with the second participle as well, to read: “Byl by ses
vritil ke mné a k détem . . . a byl bys odeSel z armidy,” the meaning
would not be changed, but the second clause would be intonationaily much
more independent from the first than is the case in Capek’s own version.

The intonation of Capek’s prose and dialogue is thus flowing. This
characteristic alone does not yet, however, make it into the formative
artistic device which it undoubtedly is for Capek: the uninterrupted un-
dulation of Capck’s intonation in and of itself could simply be an individual
characteristic of his style, based on the predominance of the melodic
properties of the voice over the dynamic (since dynamic intensity as
manifested by strong stresses keeps breaking up the intonational line).
How then does Capek’s intonation become a formative device?

It may not be out of place here to mention the genesis of Capek’s prose.
In the preface to KrakonoSova zahrada [Krakono¥’s Garden], Karel and
Josef Capek reveal the literary influences to which they were subject in
their beginnings. And amazingly enough, among the Czech authors whom
they mention as their models, there isn't one prose writer; the three names
given by them are all of them lyrical poets: [Karel] Hlavagek [1874—-1898,
a decadent poet], [S. K.] Neumann [1875—-, a socialist poet], and [Viktor]
Dyk [1877-1931, a nationalist poet]. Let us further remember that the
young Capek during the [First World] War translated modern French
poetry, and that these translations by a prose writer have become, by the
lyric poet’s own admission, the source of [Vitézslav] Nezval's [1920-, a
modern poet] melodious verse (see the preface to the 2nd ed. of Fran-
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couzskd poesie [French Poetry], Prague, 1936); Capek here discovered
the new melody of Czech verse based on the utilization of normal word
order. And let us finally not forget that the first dramatic work by the
prothers Capek is written in verse and, in addition to the dramatic portions,
also contains a beautiful lyrical passage . . . based on intonational
parallelism:

[one paragraph of verse omitted.]

If we summarize all of the facts mentioned, the genesis of Capek’s epic
and dramatic intonation is clear: both have their origin in lyric poetry.
where K. Capek, as was shown above, influenced the development of
Czech lyrical poetry, and exerted his influence precisely in his capacity
as prose writer, by depriving lyric poetry of the petrified tradition of word
order inversions driven to extremes by the school of [Jaroslav] Vrchlicky
[1853-1912, leading member of the Lumir Group], among epic writers
he was, on the contrary, a disciple of lyric poetry. The artistic utilization
of intonation in his writings therefore has to be looked for in that direction.

It is well known that the artistic utilization of intonation in lyric poetry
is done mainly in two ways: by the method of repetition, and by the
method of contrast; we find both in Capek’s epic prose, as well as in his
dramatic dialogue.

Repetition consists in the recurrent use of a certain intonational unit,
for instance of a question or exclamation:

My God, is Lida really just the nth case among many? And not

something unique and beautiful? And not a wonder of life? And if 'm

right, what good, what good indeed, are her “unknown motives,” her
suffering, her striving for decision? (BoZi muka, Lida)

Will I never get rid of this? Why can’t I get Lida’s misfortune out of
my head? Why am I so concerned with fate, anyhow? How did this
mania come upon me? (ibid.)

You beautiful? Why beautiful? Is hair beautiful when it only oppresses
you? Are eyes beautiful when you close them? Are lips beautiful, when
you only bite down on them until it hurts? What is beauty, what's the
point in being beautiful? (R. U. R., act III)

I'm sorry for science! Sorry for technology! for Domin! for myself!
for all of us! It is our fault, ours! For the sake of our grandeur, for
someone’s profits, for progress, for I don't know what splendid things,
we have killed humanity! Why don’t you just burst with grandeur! Not
even Genghis Khan has built himself such a tremendous mausoleum of
human bones! (R. U. R., act II)

We may also deal with the repetition of an intonational motif carried
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and strengthened by the recurrence of a word, grammatical form (fo,
instance, the imperative), particle (for instance, the negation):

| If one stood up there above the quarries, one would see the entire
village as if in the palm of one's hand; one would see the child runnip
home, sobbing and crying; one would see the tiny figure of a man rugp
out and speed across the village with the excited haste of an ant. (Bo3;

| ’ muka, Hora)

Dear God, enlighten Domin and all those who have lost their way.

! destroy their work and help people to return to their worry and wnr{;
keep the human race from perdition; don't allow them to be harmed ip
soul and body; rid us from the robots and protect Miss Helen, amep,
(R.U.R., act I)

Oh Helen, Robot Helen, never will your body come to life, never wij
you be a lover, never a mother; these perfect hands will never play
with a newborn babe, never will you see your beauty in the beauty of
your child—(R. U. R., act 1)

An intonational scheme once created may, however, in the conscious-
ness (or rather, subconscious) of thc poet become fixed as a permanent
formula which may occur in mutually very distant places of his work; such

| a formula becomes a permanent part of the poet’s inventory of formative
devices. Thus, we find in the short story Hora (BoZi muka), at the be-

I ginning of one of the chapters, the sentence “Sadder than the night is the
break of dawn.” It contains an inverted word order: the sentence starts
with the predicative complement. Since this is the beginning of a new
section of the text, there is no reason for the inversion by virtue of the
preceding context, and the sentence construction therefore functions as
an intonational unit called forth simply by the artistic intent, as a melodious
motif, as it were. And we find that same melodious motif, again at the

_ beginning, but this time at the beginning of the story as a whole, in Historie

! beze slov [Story Without Words] (BoZi muka): “Deep are the woods at
night, like a bottomless sea . . .”

Similarly, the entire intonational unit cited once before, namely:

If one stood up there above the quarries, one would see the entire
village as if in the palm of one’s hand; one would see the child running
[ home, sobbing and crying; one would see the tiny figure of a man rush
out and speed across the village with the excited haste of an ant (BoZ
muka, Hora),

recurs in the further context of the story, in a place at a distance from the
first, without any connection with the first passage, once again in this form:
! Jevi¥ek turned his skyblue, myopic gaze at his guests; he saw Pilbauer

motionless and engrossed in thought, his eyes lowered as if he were
remembering something; he saw Slavik consuming himself with the grief

_—
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of reproach and self-torture; he saw the commissioner, bending worn
out and tired with the sadness and weakness of a sick child (ibid.).

In both of these cases, the repetition of the word “saw” (“would see”)
introduced a certain recurrent intonational schema; the dual occurrence
of this unit is, however, not in any way connected, the second passage is
in no way designed to remind the reader of the first.

We deal with something else in the following case, taken again from the
story Hora. We find the following passage there:

“There are that many of you?” said the voice with supreme bitterness.
“What a shame! What’ll I do now? God, oh God, what'll T do?”

Jevidek stiffened with painful embarrassment.

“Jesus Christ,” the voice lamented, “what’ll I do now? They've
surrounded the mountain. . . Christ Jesus!”

A bright whiteness filled JeviSek’s heart. “Sir,” he began tremulously,

“What'll I do now,” the voice shook in the fog. “I’'m lost! Lost! Lost!
Oh God, how is it possible!”

“T’Il help you, Sir,” exclaimed JeviSek hastily.

“You want to betray me,” moaned the voice. “Our Father who art in
heaven, hallowed be thy name, thy kingdom come, thy will be done. . .
thy will be done. . . Let me escape! Please God, let me escape!”

The words of the trapped criminal here alternate with mentions of JeviSek
or with his replies. The part of the criminal is in this carried by a con-
stantly repeated intonational motif with two peaks: “There are that many
of you?"—"What'll I do?”—"Jesus Christ!"—"“What'll I do now?’—
“They’ve surrounded the mountain”—"“Christ Jesus!”—“What'll I do
now?"—*"Let me escape!”—*"Let me escape!” As can be seem, the into-
national motif is carried by various groupings, some of which recur more
than once, especially the groupings “What’ll I do (now)?” and “Let me
escape!” Well, these very word groups recur in the story in another place
as well, shortly after the cited passage, so that their first occurrence is still
fresh in the memory of the reader. But they are no longer spoken by the
criminal, they are now thoughts in the “inner” monologue of the tired
police commissioner, who imagines himself a little schoolboy in class before
a severe teacher: *“Christ, Lord, where can I hide? What'll I do? Let me
escape! Oh God, let me escape!” We are here dealing with a direct
allusion to the preceding scene, an allusion, the purpose of which is compo-
sitional: the intonational motif is here utilized over a larger section of text
as part of the compositional blueprint. It is something along the lines of
a Wagnerian leitmotiv, expressing the analogy of the new situation to the
previous one. At this point, we could enter into a discussion of repetition
in general, not only of intonations but of words, and especially of subject
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matter, as a permanent and unusually frequent compositional device in
Capek’s prose and drama; let us be content with a single example ag an
indication. We will again find it in the short story Hora which we haye just
dealt with: both at the beginning and at the end of this short story thera
occurs the motif of a corpse crushed by a fall and lying with the face to
the ground; in the first case, it is the body of the murder victim lying undey
a rocky ledge near the village, in the second case the body of the murdere,
below a rock somewhere in the woods; the action of the story took place
between these two situations: the murderer was discovered and Punisheq
himself; the repeated motif by its recurrence serves to underline even more
the change in the situation that occurred during the narration.

We have discussed the repetition of intonational motifs as a formatiye
device in Capek’s style; we now turn to the second, opposite, device, namely
the contrast arising from the direct, and intentional, confrontation of varigyg
sharply different intonational schemas. Let us give an example:

“It seemed to him highly poetic that Lida had run away: he was i
a kind of extasis; he was pleased beyond measure and not even aware
of the fact that he was alone and quiet for the whole night.” (Bo
muka, Lida)

At the borders of the main clauses of this short text there is a gradual
alternation of colon, semicolon, the conjunction “and” [in the original, the
equivalent of “not even aware” is literally “he was not even aware,” i.e.,
a coordinate main clause.]; to each of these transitions there corre-
sponds in the pronunciation a different intonational cadence; this variety,
placing the various types of cadences into mutual contrast, is here artistically
intentional. Similarly, in the next example we find several intonational
units in contrast with each other:

Nothing in this picture is hidden any more: The large body with its
face in the bloody mud, the crazy spread of the limbs as if it wanted to
jump up again—jump up now, after all this, and wipe the dirt off the
forehead! Oh, what a sight! two hands there regretfully sticking from
the hideous crushed matter, full of mud, oh God, and yet so human, those
hands! Nothing in this picture—(Bo%i muka, Hora)

First the falling intonation up to the colen, repeated once more in the
passage before the following comma; then an intonational gradation be-
ginning with the conjunction “as if” up to the second “jump up”; then a
monotonous intonation divided into several segments, enclosed by the dual
repetition of the word “hands,” which is first given as an introductory into-
national peak, then as a concluding cadence; finally, a repetition of the initial
words of the paragraph, but without the verb—intonationally, the effect of
an incomplete sentence intonation.

1




K. CAPEK’S PROSE AS LYRICAL MELODY AND AS DIALOGUE 143

The artistic intent is in both cases clearly directed towards heaping the
most varied intonational units into the shortest span of text. It may of
course also occur that the grouping of different intonations is repeated
several times, which gives rise to a regular pattern, something like an
intonational stanza; this device is used particularly in Capek’s dramatic
dialogue and monologue. Thus for instance:

Helen: I've been afraid of the robots.

Domin: Why?

Helen: They might come to hate us, or something.
Alquist: They do. (R. U. R., act 1)

Here an intonational unit comes about independently of the persons
uttering the various replies, a unit tying all of the replies together: a longer
intonational segment twice alternates with a shorter one. An cxamplc
from a dramatic monologue:

Christ Lord God, take care of my boy. Mary, Mother of charity,
have mercy on me and protect my children. Christ Jesus, give my boy
back to me. Mary, Mother of God, pray for my children. Christ on the
cross, have mercy on my children. (Matka [The Mother], act II)

Here, there is a regular alternation of the intonation of the vocative with
that of the exclamatory sentence; the alternation of these two intonation
patterns produces, by deliberate artistic intent, the impression of a litany,
the traces of which we can find in Capek quite frequently, the litany being
the classical model of an intonational blueprint based on contrast.

As a last example of the artistic utilization of intonation by Capek, lct
us mention the use of the “language of the birds,” that is, the intonational
schemas of bird song superimposed upon words, in the play Loupeznik
[The Robber]:

Ist Bird: No toto, no toto, jejej! [Now then, now then, well, well!]
To je, to je, to je, co? {[That is, that is, what?]

2nd Bird: Cily kluk, é&ily, &ily, vid’? [A nimble boy, nimble, nimble,
isn’t he?] Cily jako mnik, vid’? vid’? vid’? [Like a jackrabbit, isn’t he? isn't
he? isn’t he?]

3rd Bird: kluku, kluku, kluku! [Boy, boy, boy!]

Ist Bird: Co to? Co to? [What’s this? What's this?] Mimi, chodi
ti po bytu, po bytu cizi pin! [Mimi, a strange gentleman is walking
around in your apartment, in your apartment!]

3rd Bird: Kuku! Kuku! [Coocoo! Coocoo!]

Mimi: Co tam déld? [What is he doing there?]

2nd Bird: Vidi byt, byt, byt! [He’s seeing the apartment, the
apartment, the apartment!]

4th Bird: Pétrd, pitrd. [He's scarching, he's searching.]

Mimi: Ach, ptickové, co mdm s nim délat? {Gosh, birds, what shall
1 do with him?]
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2nd Bird: Nic, nic, nic. Libi se ti, vid'? [Nothing, nothing, nothing,
You like him, don’t you?]

4th Bird: Piérek. [A couple.]

1st Bird: Neradim. [I don’t advise it.] Toho ne, toho ne, i toto,
[Not that, not that, not that either.] Ani za nic. [Not for anything.]

Mimi (lifts her head and whistles to the birds): Fiu fiu fiut—[Whee,
whee, wheeoo—] =

1st Bird: Tu j4, tu, tu, tu? [Here me, here, here, here?] Vidi¥? Vidix?
[Do you see? Do you see?]

2nd Bird: Diky, diky, diky! [Thanks, thanks, thanks!]

4th Bird: —bry rdno! ['morning'}

Mimi: Vrdna. Spatné znameni. Co to znamend? [A crow. A bad
sign. What does it mean?]

3rd Bird (retreating): Muka, muka, muka. . . muka, muka, muka,
muka. . . [Torture, torture, torture. . . torture, torture, (orture,
torture. . .]

Mimi: UZ dost! [Enough now!]

This example shows us a whole series of different intonations and
timbres: the human voice, the whistling of the birds transposed into words
[by creating onomatopoeic sequences from ordinary Czech morphemes],
human whistling, the [onomatopoeic] cawing of the crow, all these form
a harmony which is at the very border of dramatic dialogue and lyric
poetry.

The analysis which we have undertaken has served to verify the into-
national foundation of Capek’s style, a foundation which, as we shall sec
more closely henceforth, continues unchanged from Capek’s beginnings as
a writer to the end of his career. Nevertheless, even a cursory glance at
Capek’s prose shows that beginning with Tovdrna na absolutno [The
Absolute at Large] and Krakatit, but especially with Povidky z jedné
kapsy [Tales from One of My Pockets] and Povidky z druhé kapsy [Tales
from My Other Pocket], there penetrates into Capek’s prose another ele-
ment which from one book to the next gradually changes its shape, until
it finally restructures it into the very special form of Capek’s last books.
It is usually attributed to the influence of conversational speech—the
question is, however, what is to be understood by the term. A certain
lexical and phraseological, perhaps also syntactic, coloring? That too, of
course; but the real sense of the process undergone by Capek’s prose style
is not shown clearly until his last work: it is the ever increasing penetra-
tion of dialogue into his prose. There is no doubt that Capek by his funda-
mental activity and talent was an epic writer; just as the lyrical poetry
which he cultivated concomitantly with his epic beginnings, however, had
its permanent influence on his prose, so the dialogue which the mature
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Capek as a dramatist mastered supremely was the leavening in the develop-
ment of his prose style. Before we attempt to define this influence more
closely, however, let us for a moment turn our attention to the dialogue
of Capek’s dramas itself.

In treating the intonation in Capek’s style, we have not avoided his
dramatic language, because the discovery of the dominance of intonation
is equally valid for the dialogue prose of his dramas as for the monologue
of his prose writings. At this point, we would merely like to give additional
emphasis to the importance of intonation in Capek’s dialogue. Let us start
with an anecdotal memory told by the poct himsclf; it concerns the re-
hearsals before the first performance of Loupeinik [The Robber]. The
concluding lines of the play read as follows:

Corporal: And what was it that made you want to kill this robber?
Fanka: I really don’t know. Perhaps it’s becausc I'm not young any
more and I started feeling sorry for my lost youth.

Fanka’s line, however, did not appeal to the actress playing the part,
Mrs. Hiibner; she could not, as Capek tells it, achieve a final cadence
which would, as it were, put a period after the whole play. And poet and
actress together tried something else; the final result was to insert into
Fanka’s last lines a question by the corporal consisting of the pronominal
phrase “for what.,” The corrected version reads:

Fanka: I really don’t know. Perhaps it's becausc 1'm not young any
more and I started feeling sorry—

Corporal: For what?

Fanka: For my lost youth.

And the final cadence was found. The corporal’s question allowed
Fanka to make the key words independent, to close off the play with them
as if with a clamp; there was actually no need to change the wording, it
was enough to change the intonation. We are here unwittingly reminded
of the drama Matka where the ending of the play again depends simply
on the imperative intonation of the last word: “Go!” The anecdote which
we cited is typical of Capck, the dramatist, not only for its own sake, but
also because in conversation he would give it as an example of the phonetic
aspect of the language of the drama; it is clear what component of lan-
guage concerned him most. To what extent the dramatic dialogue was
an intonational unit to him is also attested by the subject matter of an
article which he promised to write for Slovo a slovesnost and which he
no longer could get around to do: he had in mind a kind of comparison
between the drama and the opera, he thought that the dramatist’s text
already was geared towards the different pitch ranges of the various voices;
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this, in his opinion, to a large extent serves to determine the distribmi(,ll
of the characters in the blueprint of the play, and the place of each iy the
dialogue. If this was his view of the dramatic dialogue, it is understapg.
able how he was able to construct so brilliantly scenes of mass dialogue
with many participants, such as for instance the first and second act of
R. U. R., the scenes of horror before and during the revélt of the robots
in which all the people living in the Rossum factory participated. ’
It is said about Capek’s dialogue, and the author himself says it, that it
is “natural.” “Naturalness,” however, is a multivalued * quality. Thepe
is no question but that the naturalistically intended dialogue in Maryg,
by the Brothers Mrstik [Alois, 1861-1925; Vilém, 1863-1912] alsg has
its own, and very expressive, “naturalness.” Nevertheless, how differen;
isn’t it from Capek’s dialogue! If we look at the dialogue in Mary¥e more
carefully, the reason for this difference becomes apparent, since the dija.
logue of this play is not built upon intonation, like Capek’s, but on the
effects of the color of the voice, its timbre. Let us, for instance, consider
this passage:
Lizal (poisonously): Well—and you wouldn’t want six, would yoy?
(Starts laughing) MarySa and four thousand. (He laughs) You'’re not
stupid! . . . (Becomes serious) If it were a woman that has to be

covered with gold before anyone wants her! . . . But Mary$a? {original
in Hana dialect, translator.]

The great number of stage directions is conspicuous, seemingly referring
to the actor’s gestures and expressions, but in reality relating to the rapid
shifting of vocal timbre required by the dramatist of the actor: “poisonous”
speech, speech mixed with laughter, serious speech, rapidly alternate with
cach other, just as in Capek there sometimes is an alternation of different
kinds of intonation (for examples, see above).

The most characteristic feature of the “naturalness” of Capek’s dialogue
is the easy-going transition from reply to reply, from question to answer,
from objection to its elimination. The juncture [Sev] at which the con-
secutive utterances of the various persons meet is indeed the most sensitive
spot in Capek’s dialogue. We have given evidence above of the frequency
with which Capek toys with the cutting in of one person into the unfinished
sentence of another. For this sort of thing, of course, the abrupt transitions
from one timbre to another such as we find in the Mrdtik brothers would
impair, rather than increase, the fluency. Capek’s dialogue requires an
actor who does not attempt to set off the character too much: an actor
who exaggerates his part emotionally or otherwise, who exaggerates the

* Cf. Almanach Kmene, Spring 1934, p. 25 ff.
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self of the person whose part he plays, makes it difficult for his fellow
actors to take their cues smoothly and breaks up the intonational unity of
the dialogue. Capek’s dialogue wants to flow with musical smoothness;
broken into pieces, it becomes lifeless. The “naturalness” of Capek’s style
is thus not merely the result of a fine ear for the intonational nuances of
everyday conversation, but also of a very deliberate artistic effort and of
technical adroitness. The same can be said about Capek’s prose which
was influenced by the epic dialogue.

What gives Capek’s epic prose its dialogue character? In the beginning,
as we have said, it is indicated by simply approaching epic style to con-
versational speech, the speech of everyday contact which we are most often
used to hearing in the form of conversation, as is shown by the term chosen
to denote it. At first, only the actual conversations of the characters are
close to conversational speech (Tovdrna na absolutno [The Absolute at
Large]); later, the style of conversational speech is used to tell the plot
itself, put into the mouth of one of the characters as an oral report
addressed to the other characters (Povidky z druhé kapsy [Stories from
my Other Pocket]). In Capek’s travel descriptions we find a conversation
of the poet with the reader; the reader here is a silent partner in the con-
versation, who is constantly being told that his opinion of the matter is
important; to him are addressed the minute humorous distortions of reality,
on his emotional participation are calculated the lyrical passages; here we
can really begin to speak of an interpenetration of prose with dialogue.
The most advanced crystallization of this type of prose based on dialogue
does not, however, occur until some of Capek’s novels of the latest period,
especially Hordubal and Posledni parta [The Last Rescue Party]. In
Hordubal, a good part of the plot is presented as the subvocal inner mono-
logue of the participating character, as his imagined conversation with
himself, or at times with others; in Prvni parta then, the entire narration
with all that it contains, be it the narrative passages or the dialogues or
thoughts of the characters, is projected into the author’s inner monologue.
In each word we perceive the author, not as an objective narrator, but as
one conversing with himself, using his own voice or the voices of the
characters of his novel. There actually is here an uninterrupted dialogue,
speech constantly addressed to someone, a conversation in which the poet
and the reader are the partners as much as the characters and things told
about. He has here put into artistic practice the idea which he has pre-
sented in Povétrort [The Meteorite]: “Isn’t it strange, though: who knows
how sure it is that this life (of the hero of the novel) was just imagination;
and just looking at it now, I would say that it was my own life. It's me.
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It’s me, the sea and the man, that kiss breathed from the dark shadow of
a mouth belongs to me; that man sat under the lighthouse at Hoe becauge
I sat under the lighthouse at Hoe, and if he lived on Barbados or Barbuda,
well, thank God, praise the Lord, I finally got there, too. All this is me;
I'm not thinking up anything, I'm just expressing what I am and what |
have within me. And if I wrote about Hecuba, or a Babylonian hussy, it
would be me; I would be the old woman wailing and rending the wrinkleq
bags of her breasts, I would be the woman crushed by the lust in the hairy
hands of the Assyrian man with the oily beard. Yes, both man, woman and
child.” That’s why Capek in this last period of his development perceives
human personality as a multitude: “Each of us is we, each is a crowd
stretching beyond the range of sight.” (Obycejny Zivot [An Ordinary Life),
XXXIV) If “each of us is we,” then of course all of the inner life of
man is a constant inner dialogue moving from partner to partner until it
winds up fixed within the range of a single self. These are thus the

epistemological foundations of the definitive dialoguization of Capek’s |
prose; what, then, are the linguistic consequences of this attitude? Let the I
| evidence speak for itself: I

I What a deal, good God, what a deal; five years of science high school

| and then finished; your aunt who has been giving you your miserable
keep goes off and dies, and now go ahead, boy, and support yourself,
You can take your descriptive geometry now, boy, and your logarithms,
and whatnot, and keep them; who cares if you were all done in from
fear and hard studying and your teachers still weren’t satisfied; a poor
boy such as yourself, Pulpdn, should appreciate the education he’s
getting, they’d say, and try to get somewhere in life — — — Just go
ahead and try, and then your aunt off and dies and that’s it for trying
descriptive geometry. They shouldn’t let poor boys study. Here you
sit now with your geometry and your French irregular verbs and can
peel the calluses of your hands.

This is the introductory passage of Prvni parta: clearly direct speech
uttered by some person as yet unknown to us and addressed to himself;
the second person who at times is addressed directly (your aunt. . . goes
off and dies; here you sit now) is the speaker himself. Was this speech
ever uttered aloud, however? Of course not; it is not even cited in quota-
tion marks, since it is a part of the narration itself, part of the exposition
of the novel in which we are made familiar with the past biography of the
hero. Who then is making this speech? It’s actually the author himself,

! or rather, the character speaking for the author. And we go one step
L further: we hear the teacher speak to the sloppy student (a poor boy
such as yourself, Pulp4n. . .); who is speaking these words now? The
hero of the novel, to himself. And he does it again for the author who

—A
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wants to inform us of the way the hero’s studies went. There is thus no
lack of complexity; in the case of the teacher’s words we are dealing,
figuratively speaking, with direct speech of the third degree: the teacher—
the hero—the author. We find something similar in the beginning of
Chapter 1I of the novel Hordubal:
Who is it, who goes there on the other side of the valley? He sees

him, a gentleman in boots, perhaps a mechanic or somebody, carrying
a little black suitcase and walking up the hill—if he weren’t so far off,
I’'d put my hands to my mouth and holler at him: Bless the Lord, Sir,
what time is it? Two in the afternoon, little cowherd; if I weren’t so far
off, I'd call over to you and ask you whose cows you're herding, and
you might show me: that one with the bald spot, that speckled one,
that one with the star on her forehead, that red one, that young heifer,
they all belong to Hordubal’s pasture.

What we find here is a conversation between two persons, but one with-
out quotation marks to set off one utterance from another: the one who
speaks here is really but a single person, Hordubal, who is walking along
the slope and at the same time also looking at himself with the eyes of the
little cowherd tending his cows on the opposite slope. He is merely guess-
ing at what the cowherd might be saying, and he himself, with his subvocal
dialogue with himself, is but a product of the consciousness of the author
who is here narrating Hordubal’s return from America to his native village.

This is how Capek’s prose finally changed when it absorbed the dialogue
into itself. This is not to say, however, that this new increase in richness
and complication in any way masked its original intonational character.
On the contrary, it increased the possibilities of the alternation of dif-
ferent intonational units. For confirmation, it is enough to inspect the
last example: interrogative, declarative, exclamatory intonations are
rapidly alternating in many variations.

Is a conclusion necessary? It is perhaps enough to say that if Czech
postwar prose constitutes an effort towards the definitive creation of the
Czech prose sentence which is to be both phonetically harmonious and have
semantic reach (cf. J. Durych, O slohu latinském a o slohu deském [Latin
Style and Czech Style], SLSI. 1.112 ff. [1935]), then Capek’s stylistic crea-
tiveness is an important factor in this effort. The mixing of lyric and
dramatic style and the infusion of the mixture into epic prose has created,
in addition to permanent poetic values, also an important developmental
step towards the definitive mastery of thought by language. At the end
of this path broken by Capek and his poetic contemporaries there should
loom, if further developments are favorable, the definitive shape of the
Czech sentence not only in artistic writing, but in scientific and philosophic
as well; for a perfect, both flexible and firm, scientific style has never yet
been created without poetic predecessors and models.
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A CRITICAL BIBLIOGRAPHY OF PRAGUE
SCHOOL WRITINGS ON ESTHETICS,
LITERARY STRUCTURE, AND
STYLE

1. Books

Linguistic Circle of Prague, Bohuslav Havranek and Milo§ Weingart, eds.,
Spisovnd éeltina a jazykovd kultura {Standard Czech and the Cultiva-
tion of Good Language), Prague, 1932. Abbrev.: SCIK

A cycle of lectures by members of the Linguistic Circle of Prague
giving objective standards for “good” language in terms of function
and structure, designed to counteract arbitrary normative purism.
Content: Vilém Mathesius, O poZadavku stability ve spisovném jazyce
[The Requirement of Stability for a Standard Language], pp. 14-31;
Bohuslav Havrének, Ukoly spisovného jazyka a jeho kultura [The
Purposes of a Standard Language and its Cultivation], pp. 32-84;
Roman Jakobson, O dneSnim brusistvi ceském [Czech Purism Today],
pp. 85-122; Jan Mukafovsky, Fazyk spisovny a jazyk bésnicky [Stand-
ard Language and Poetic Language], pp. 123-156; Milo§ Weingart,
Zvukova kultura &eského jazyka [Czech Orthoepyl, pp. 157-244;
Obecné zisady pro kulturu jazyka [General Principles for the Cultiva-
tion of Good Language]}, pp. 245-258.

Jan Mukafovsky, Estetickd funkce, norma a hodnota jako socidlni fakty
[Esthetic Function, Norm, and Value as Social Facts], Prague, 1936.
3 and 85 pp.

A concise presentation of MukaFovsky’s general theory of esthetics.

Bohuslav Havrinek and Jan Mukafovsky, eds., Cteni o jazyce a poesii
[Readings on Language and Poetry], Prague, 1942, Abbr.: CJP

A collection of essays and monographs on problems of style, stand-
ard language, and literature. Content: Vilém Mathesius, Red a sloh
[Speech and Style], pp. 11-102; Frantifek Trivnitek, O jazykové
sprivnosti [Correctness in Language], pp. 103-228; Josef Vachek,
Psany jazyk a pravopis [Written Language and Orthography], pp. 229-
306; Felix Vodicka, Literdrni historie. Jeji problémy a tdkoly [Lit-
erary History: Its Problems and Objectives], pp. 307-400; Jifi
Veltrusky, Drama jako bésnické dilo [The Drama as a Work of
Poetry], pp. 401-502.
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Bohuslav Havrinek, J. Mukafovsky, F. Vodi€ka, O bdsnickém jazyce [Oq
Poetic Language], Prague, 1947. 51 pp.
Five popular radio lectures on the language of literature.

Jan Mukatovsky, Kapitoly z &eské poetiky [Chapters from Czech Poctics],
3 vols., Prague, 2nd ed., 1948. Abbrev.: KCP h

A collection of essays, analytic articles and monographs on poetic
language and literary structure. Vol. I, Obecné véci basnictvi [General
Matters of Poetry], contains his writings on basic theory and methodol-
ogy, vols. II and III deal with specific problems of Czech literature
and poetry. Content of vol. I: Strukturalismus v estctice a ve védg
o literatufe [Structuralism in Esthetics and in the Science of Litera-
ture], pp. 13-28; K pojmoslovi &eskoslovenské teorie uméni [The
Terminology and Concepts of Czechoslovak Theory of Artl, pp. 29—
40; Estetika jazyka [The Esthetics of Language], pp. 41-77; O jazyce
basnickém [On Poetic Language], pp. 78-128; Dvé studie o dialogu
[Two Studies on the Dialogue), pp. 129-156; Dvé studie o basnickém
pojmenovini [Two Studies on Poetic Naming], pp. 157-169; Intonace
jako &initel bésnického rytmu [Intonation as a Factor in Poetic
Rhythm], pp. 170-185; Souvislost fonické linie se slovosledem v
Seskych verich [The Relation between Word Order and Prosodic Line
in Czech Verse], pp. 186-205; Varianty a stylistika [Variants and
Stylistics], pp. 206-210; O recitaénim uméni [The Art of Recitation],
pp. 211-221; Pozndmky k sociologii basnického jazyka [Notes on the
Sociology of Poetic Language], pp. 222-234; Zictovdni a vyhledy
[Summing Up and Outlook], pp. 235-244; Tradice Tvaru [The Tradi-
tion of Form), pp. 245~252; Mezi poesii a vytvarnictvim [Poetry and
the Fine Arts], pp. 253-274; Basnické dilo jako soubor hodnot [The
Work of Poetry as a Set of Values], pp. 275-280; K otdzce tak zvané
orientace [The Question of So-Called Orientation], pp. 281-287; Josef
Krél a dne3ni stav éeské metriky a prosodie [Josef Krél and the Present
State of Czech Metrics and Prosody], pp. 288-302; Dvé studie o
Saldovi [Two Studies on Salda], pp. 303-336; Arne Novik, literdrni
historik a kritik [Arne Novak, Literary Historian and Critic], pp. 337-
343; K ceskému prekladu Sklovského Teorie prozy [On the Czech
Translation of Shklovskii’s Theory of Prose], pp. 344-348.

II. Articles in Slovo a Slovesnost, 1936-1955

(Reviews, as well as publications scattered in other journals,
have been disregarded)

Bdsnicky dnelek a K. H. Mdcha [Today’s Poetry and K. H. Mécha], 2.
65-78 (1936).
A collection of essays by various Czech writers and poets in honor
of the romantic poct Macha.
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P. Bogatyrev, Znaky divadelni [Signs of the Theater], 4.138-49 (1938).
The art of the theater considered as a system of signs.

E. F. Burian, Pfispévek k problému jevistni mluvy [A Contribution to
the Problem of Stage Language], 5.24-32 (1939).

A discussion of the stress, intonation, and quantity factors in stage
delivery, by a Czech avant-garde theatrical director.

Ladislav Cejp, Jazykovd strdnka povelu [The Linguistic Aspect of Com-
mands], 5.78~83 (1939).

A phonological analysis of the language of Czech military com-
mands. The relationship of phonological features to factors of situation
and frequency of use.

Ladislav Cejp, Pozndmky o misté zkratek v jazyce [Notes on the Place of
Abbreviations in Language], 6.37-42 (1940).

The phonemic and morphemic characteristics of abbreviations used
in Czech, the interrelation of their graphemic and phonemic shapes.

Pavel Eisner, O vécech nepFelofitelnych [On Untranslatable Passages],
4.230-8 (1936).

On problems of literary translation: metaphor, phraseology, puns,
cmotional feeling tone, local and social color transmitted by dialect
differences, etc.

Josef Filipec, Rozbor odborného stylu a jeho vnitini diferenciace [An
Analysis of the Style of Technical Writing and Speech and Its Internal
Differentiation], 16.37-52 (1955).

A detailed analysis of the structural characteristics of the style of
technical writing and speech.

Karel Hausenblas, K zdkladnim pojmiim jazykové stylistiky [On the Basic
Concepts of Linguistic Stylistics], 16.1-15 (1955).

A development of Bohuslav Havrének’s ideas on style and the
functional differentiation of language, with emphasis on the problem
of style-forming factors.

Jul. Heidenreich, O tvaru motivu [The Form of Motifs], 9.68-96 (1943),
A detailed attempt to arrive at structural units of content in litera-
ture; the relationship of these units to the context and to each other.

G. Heidenreichovd, Starolesky “Tkadleek” a pomér jeho stylu k némecké
skladbé “Ackermann aus Bohmen” [The Old Czech Tkadletek and
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the Relationship of its Style to that of the German Work Ackermann
aus Bohmen), 3.87-98 (1937).

A detailed analysis of the form and content structure of the two
works, showing that both are original in terms of the medieval defi-
nition of originality.

Jind¥ich Honzl, Hereckd postava [The Figure of the Actor], 5.145-50
(1939).
The actor as one of the signs in the sign system of the theater.

Jind¥ich Honzl, Pohyb divadelniho znaku [The Movement of the Sign of
the Theater], 6.177-88 (1940).

Staging and directing as modes of signaling.

Jind¥ich Honzl, Hierarchie divadelnich prostfedkit [The Hierarchy of the
Devices of the Theater], 9.187-93 (1943).

A comparison between the hierarchic structure of the drama of
antiquity and that of its modern mode of performance.

Karel Horilek, Rozbor ver¥e a starolesky prizvuk [The Analysis of Verse
and Old Czech Accentuation], 8.57-80 (1942).

A detailed analysis of Old Czech verse leading to a statement of
the place of fixed stress in Old Czech.

Karel Hordlek, K theorii &eského jambu [On the Theory of the Czech Iamb],
8.130-5 (1942).
The predominantly ascending prosodic line of the Czech iamb is

contrasted with the predominantly descending prosody of colloquial
Czech.

Karel Horalek, O prekidddni ver§it [On Translating Verse], 14.49-62
(1953).
Problems of poetic translation from Russian to Czech, in terms of
the structural differences between the two languages and their literary
traditions.

Roman Jakobson, Pozndmky k dilu Erbenovu. 1. O mythu [Notes on
Erben’s Work. 1. Myth], 1.152-64 (1935).
Discussion of the form and content of the poetry of K. J. Erben,

a mid-19th century romantic, and comparison to K. H. Mécha, an
earlier romantic.
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Roman Jakobson, Uvahy o bdsnictvi doby husitské [Thoughts on the Poetry
of the Hussite Period], 2.1-21 (1935).

A detailed analysis of the content and meter of Czech poetry of
the 15th century, showing its artistic excellence and roots in the
Slavic past.

Roman Jakobson, Socha v symbolice Pulkinové [The Statue in Pushkin’s
Symbolism], 3.2-24 (1937).
Parallels between Pushkin’s poetry and the fine arts.

Milan Jelinek, Odborny styl [The Style of Technical Writing], 16.25-37
(1955).

An analysis of the linguistic devices used to achieve the precision
required in technical style.

Vojtéch Jirdt, Obrozenské preklady Mozartova Dona Juana [Translations
of Mozart’s Don Juan during the Czech National Renascence]: 1. Pre-
klad Machdcklv [Macha&ek’s Translation], 4.73-90 (1938), 2. Pfe-
klad Stépankiv [Stépanek’s Translation], 4.202-22 (1938).

A detailed analysis of the translation techniques and styles of the
Czech national renascence, as illustrated by the above works, espe-

cially their handling of problems of rhythm and content. A detailed
comparison of the two translations.

J. M. Koftinek, O jazykovém stylu [Style in Language], 7.28-37 (1941).
Style discussed from the standpoint of the purpose of the utterance.

Oldtich Kralik, Rozbor tekstovych zmén v Olbrachtové Zaldri nejtemnéjsim
[An Analysis of the Textual Changes in Olbracht’s Zalif nejtemnéjii],
3.199-211 (1937).

A detailed analysis of Ivan Olbracht’s textual revisions in his novel
Zalaf nejtemnéjsi [The Darkest Gaol] through four consecutive edi-

tions, showing the stylistic consistency of these changes leading to
greater epic cohesiveness.

Oldfich Krélik, Prispévek ke studiu Vanéurova stylu [A Contribution to
the Study of Vancura’s Style), 5.65-78 (1939).

A stylistic comparison between the two editions of Vladislav Van-

¢ura’s novel Posledni soud [The Last Judgement] (1st ed. 1929, 2nd

ed. 1935), showing his development towards increased concreteness
and simplicity, as evidenced by many samples from the texts.
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Old¥ich Krélik, Funkce odstavce v Nerudovych povidkdch [The Function
of the Paragraph in Neruda’s Short Stories], 9.181-7 (1943).

A discussion of the internal structure and external functioning of
the paragraph as a structural unit in Jan Neruda’s short stories.

Oldrich Kriélik, F. X. Salda a M. Zdziechowski [F. X. 3alda and M. Zdzie-
chowski], 10.208-23 (1948).

A study of the influence of Zdziechowski on Salda. (Written under
the German occupation.)

Oldiich Kralik, Jazykové zmény v Olbrachtové Bratru Zakovi [Changes
in the Language of Olbracht’s Bratr Zak], 14.102-15 (1953).
A detailed analysis of the differences in the wording of the several

editions of Ivan Olbracht’s short story Bratr Zak [Frére Jacques]
between 1909 and 1951.

Viclav Kfiistek, O nékterych rozsahovych novotich K. M. Capka-Choda
[Some Lexical New Formations by K. M. Capek-Chod], 12.160-6
(1950).

A study of the grammatical structure of the lexical innovations in
the work of a Czech naturalist novelist.

Véra Liskova, Ke komposici a k povaze dila Karoliny Svétlé [The Com-
position and Nature of the Work of Karolina Svétld}, 6.77-90 (1940).

Analysis of the work of a Czech rural novelist.

Véra Liskova, O nékterych problémech nového romdnu [Some problems
of the New Novel], 7.73-87 (1941).

An analysis of two novels by Milada Souckova, presented as a
representative of a new novelistic trend in Czech literature.

Vilém Mathesius, O tak zvaném aktudlnim ¢&lenéni véty [The So-Called
Information-Bearing Structure of the Sentence], 5.171-4 (1939).

The organization of information-bearing elements in the sentence
and its relation to the grammatical structure.

Vilém Mathesius, Rozpor mezi aktudinim &lenénim souvéti a jeho organic-
kou stavbou [The Conflict between the Information-Bearing Structure
of the Compound Sentence and its Grammatical Structure], 7.37-40
(1941).

The difference between the organization of information-bearing
elements and the grammatical structure as an essential factor of style.
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Vilém Mathesius, Zdkladni funkce poFddku slov v C&estiné {The Basic
Function of Word Order in Czech], 7.169-80 (1942).

Word order as a basic feature of style in Czech.

Vilém Mathesius, Cesta k jasnému vykladovému slohu v &estiné [The Road
to a Clear Expository Style in Czech], 7.197-202 (1942).
The proper relationship between content and formal structure is a

prerequisite for clear style, as shown by restyling some samples of
Czech expository writing.

Vilém Mathesius, Vétné zdklady epického slohu v Zeyerové Kronice o sv.
Brandanu [The Syntactic Foundations of Zeyer’s Style in his Kronika
o sv. Brandanu], 8.80-8 (1942).

A statistical analysis of the sentence structure of Julius Zeyer's
Kronika o sv. Brandanu [The Chronicle of St. Brandanus]). His
typical style is shown to be due to a personalized manipulation of
Czech word order.

Vilém Mathesius, Jazykozpytné pozndmky k feénické vystavbé souvislého
vykladu [Linguistic Remarks on the Rhetorical Structure of Coherent
Exposition], 9.114-29 (1943).

Rhetoric is a mode of utilization of linguistic devices, as shown by
a detailed analysis of sample sermons and radio lectures.

Vilém Mathesius, Srozumitelnost a ii¢innost mluveného slova v rozhlase
[The Intelligibility and Effectiveness of the Spoken Word in Radio],
9.138-45 (1943).

The phonological and orthoepic features of radio announcing and
speech over the radio.

Vilém Mathesius, Pozndmky o prekldddni ciziho blankversu a o &eském
versi jambickém viibec [Remarks on the Translation of Foreign Blank
Verse, and on Czech lambic Verse in General], 9.1-13 (1943).

Close, open, and semi-open transition in Czech iambic verse, in

both original verse and translations. Comparison of translations to
various original verse styles.

Jan Mukatovsky, Protichiidci. Nékolik pozndmek o vztahu Erbenova
bdsnického dila k Mdchovu [Different Directions. Some Remarks on

the Relationship of Erben’s Poetic Work to Micha’s], 2.33—43 (1936).
Showing the relationship of the work of K. J. Erben, a Czech

romaantic, to that of K. H. Micha, an earlier romantic, in the form of
a critique of Antonin Grund, Karel Jaromir Erben, Prague, 1935,
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Jan Mukafovsky, Sémanticky rozbor bdsnického dila: Nezvaliiv “Abso-
lutnt hrobaF [Semantic Analysis of a Work of Poetry: Nezval’s Abso-
lutni hrobaf]), 4.1-15 (1938).

An analysis of Vitézslav Nezval's surrealist poetry in the collection
Absolutni hrobaf [The Absolute Gravedigger], showing the differences
between the poet’s surrealist period and his previous poetist period.
Based on detailed sampling.

Jan Mukafovsky, Préza K. Capka jako lyrickd melodie a dialog [K. Capek’s
Prose as Lyrical Melody and Dialogue], 5.1-12 (1939).

A detailed structural analysis showing intonation as the dominant
feature of Karel Capek’s prose style.

Jan Mukafovsky, Vyznamovd vystavba a komposiéni osnova epiky Karla
Capka [The Semantic Structure and Composition of Karel Capek’s
Epic Writing), 5.113-131 (1939).

Repetition as a basic element in Capek’s thematic composition,

transition between semantic spheres (e. g., literal and figurative) basic
in his utilization of meanings.

Jan Mukafovsky, Estetika jazyka [The Esthetics of Language], 6.1-27
(1940); KCP 41-77.

A thoroughgoing discussion of esthetic function, esthetic norm, and
esthetic value, as applied to verbal art.

Jan Mukafovsky, O jazyce bdsnickém [Poetic Language], 6.113-145
(1940); KCP 78-128.

A (detailed discussion of poetic language viewed as a functional
dialect, and as the material of the poet. Its modifiability, differentia-
tion into genres, perfectibility. Phonemic, morphemic, and semantic
structural factors.

Jan Mukafovsky, Mezi poesii a vytvarnictvim [Poetry and the Fine Arts],
7.1-16 (1941); KCP 253-74.

The relationship of various forms of verbal and non-verbal art to
each other.

Jan Mukafovsky, Kam sméfuje dnesni theorie uméni? [The Direction of
Contemporary Theory of Art], 11.49-59 (1949).

The perspectives of Czech literary structuralism in view of the
necessary Marxist orientation.
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Vitézslav Nezval, MateFskd Fe¢ jako ndstroj bdsnikiv [The Mother Tongue
—the Tool of the Poet], 4.28-41 (1938).

Essay by a Czech poet attempting to follow the Prague School
approach to the interpretation of poetic language.

Arne Novik, Cesky sloh kriticky let sedmdesdtych a osmdesdtych [The
Style of Czech Critical Writing in the Seventies and Eighties], 2.145-56
(1936).

Essay by a well-known Czech literary critic.

Mirko Novak, Durdikova estetika [Durdik’s Esthetics], 3.130-9 (1937).

A study of the philosophic background of the Czech esthetician
Durdik, considered a predecessor of the Prague School esthetic
theorists.

Mirko Novék, Osvicenstvi v &eské a slovenské estetice [The Enlightenment
in Czech and Slovak Esthetics], 6.43-9 (1940).
Classical influences on the esthetic views of Czech and Slovak
authors and national leaders of the first half of the 19th century.

Frantidek Novotny, O pFekldddni z filosofického jazyka Platonova [Trans-
lating Plato’s Philosophic Language], 1.140-51 (1935).

Discussion of the language of Greek philosophers, especially Plato’s,
and of the problems of translating terminology into Czech,

Eugen Pauliny, O funkénom rozvrstveni spisovného jazyka [The Functional
Stratification of the Standard Language], 16.17-24 (1955).
A further development of Vilém Mathesius’ and Bohusiav Hav-
rinek’s ideas on functional dialects and styles.

Vladimir Prochidzka, Pozndmky k pFekladatelské technice {Notes on Trans-
lating Technique], 8.1-20 (1942).

Literary translation as a problem in matching the esthetic value of
the original by reconstructing its stylistic structure. The technique
proposed is illustrated in detail from the author's translation work.

Lad. Rieger, K sémantickému rozboru filosofickych teksti [The Seman-
tic Analysis of Philosophic Texts], 7.180-91 (1942).

Philosophic texts are multi-valued in the sense of admitting of
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more than one interpretation, but the interpretation is related to the
situation of the interpreter.

Leopold Silberstein, Ceskd terminologie filosofickd [Czech Philosophic Ter-
minology], 2.83-98 (1936).
A detailed discussion of the formation of Czech technical terms in
philosophy, and of their stylistic and semantic suitability.

Viadimir Skali¢ka, Problémy stylu [Problems of Style], 7.191-7 (1942).
The function of synonymy in stylistic differentiation.

Antonin Sychra, Lidovd pisei s hlediska semiologického [The Folk Song
from the Standpoint of Semiology), 11.7-23 (1948).

Analysis of the musical and verbal style of folk songs, showing the
relationship of text to melody, and pointing to the problem of the
functional status of song variants.

Fr. Travnitek, K jazyku Vanéurovych Obrazii z déjin ndroda éeského [The
Language of Vandura’s Obrazy z déjin niroda &eského), 6.145-153
(1940).

A lexical study of Viadislav Vangura’s Obrazy z d&jin néroda
geského [Scenes from the History of the Czech Nation].

B. Trnka, K otdzce stylu [On the Question of Style], 7.61-72 (1941).

A critique of Vossler's, Bally’s, and other views on style. Style is
conceived as the structural organization of the utterance, as governed
by the intent of the speaker or writer.

Uvodem [By Way of Introduction], 1.1-7 (1935).

Editorial stating the purposes of the journal, including very promi-
nently the study of problems of the standard language and of the
cultivation of good language. Signed by B. Havrinek, R. Jakobson,
V. Mathesius, J. Mukafovsky, and B. Trnka.

Jiti Veltrusky, Clovék a pfedmét v divadle [Man and Object in the Theater],
6.153-9 (1940).

Actor, props, scenery, as signs in the sign system of the theater.
Their functions and interrelationships.

Jifi Veltrusky, Dramaticky tekst jako soucdst divadla [The Dramatic Text
as a Component of the Theater], 7.132-44 (1941).
The drama as a poetic structure, its manifestation through the
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theater by integration into a larger signaling structure. Relationship
of the text to the other signaling elements, primarily the actor.

Felix Vodika, Literdrni historické studium ohlasu literdrnich dél [The
Literary Historical Study of the Echo of Literary Works], 7.113-32
(1941).

The literary work from the standpoint of its reception by the public
at different periods—author and public as sender and receiver of an
esthetic signal.

Felix Voditka, Jungmannova iiloha v eském obrozeni [Jungmann’s Role
in the Czech National Renascence], 10.129-35 (1948).

A study of Josef Jungmann’s influence on his period.

Felix Vodi¢ka, Salda bdsnik {Salda as a Poet], 10.193-201 (1948).
A study of F. X. 3alda’s poetry in relation to his literary criticism.

Zdenék Vanéura, Po&dtek a konec baroka [The Beginning and End of the
Baroque Period), 9.169-81 (1943).

An attempt to delimit a literary period by structural criteria.

Frank Wollman, Véda o slovesnosti. leji vyvoj a pomér k sousednim véddm
[The Science of Literature, its Development and Relation to Other
Sciences], 1.193-202 (1935).

Development of the structuralist approach to literature, its predeces-
sors, especially Russian formalism.

Frank Wollman, Pulkinova cesta k baladické dramatice [Pushkin’s Path
to Dramatic Balladry], 3.24-46 (1937).



