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INTRODUCCION

LA PRESENTE TRADUCCION del inglés al espaiol se propone incrementar
el material historiografico y teérico sobre el Circulo Linguistico de Pra-
ga en nuestro propio idioma, con el objetivo de poder contar con un
adecuado punto de partida en la difusién de conocimientos que intro-
duzcan a los estudiantes —futuros estudiosos de estos topicos— a
una de las escuelas europeas de teoria y critica literaria modernas
mas influyentes del siglo XX.

Los ensayos traducidos forman parte de la compilacion realizada
y traducida, a su vez, de sus originales en checo al inglés, por el lin-
guista Paul L. Garvin en su obra titulada A Prague School Reader on
Esthetics, Literary Structure, and Style, publicada en 1964, por la Uni-
versidad Georgetown en la ciudad de Washington, Estados Unidos.’
El criterio de seleccion de Garvin trascendid su orientacion linguistica
para poner a disposicion de los lectores los estudios, que segun su
punto de vista, mejor representaran el pensamiento del Circulo Lin-
guistico de Praga en las areas de estética, teoria y critica literaria. Di-
cho criterio lo condujo a clasificar los ocho articulos seleccionados que
integran la obra en tres grupos: el primero, dedicado a la teoria, con-
templa los ensayos “The Functional Differentiation of the Standard
Language” de Bohuslav Havranek, “Standard Language and Poetic

Language” y “The Esthetics of Language”, de Jan Mukarovsky; el se-

' Paul L. GARVIN, ed., comp. y trad. del original en checo al inglés, A Prague Scho-
ol Reader on Esthetics, Literary Structure, and Style, 32. reimp. de la 12. ed. de
1964. Washington: Georgetown University Press, 2007.
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gundo se ocupa de la aplicacion y en él estan incluidos los articulos
“The History of the Echo of Literary Works” de Felix Vodicka, “Man and
Object in the Theater” de Jiri Veltrusky, y “Notes on Translating Tech-
nique” de Vladimir Prochazka; por ultimo, el tercero relativo al analisis
comprende los trabajos “The Connection between the Prosodic Line
and Word Order in Czech Verse” y “K. Capek’s Prose as Lyrical Melo-
dy and as Dialogue”, nuevamente ambos, de Jan Mukarovsky.

Hemos seleccionado para su traduccién y para mayor difusién en
nuestra lengua, los tres articulos que conforman el primer grupo con-
cerniente a la teoria: “La diferenciacion funcional del lenguaje estan-
dar” de Havranek; “Lenguaje estandar y lenguaje poético” y “La estéti-
ca del lenguaje” de Mukarovsky; asi como la “Introduccion” del propio
Garvin al libro, por considerarlos esenciales para la formacion acadé-
mica y profesional no soélo de los estudiantes de la carrera de Lengua
y Literatura Hispanicas sino, también, de los interesados en el tema.
Para este fin formaran parte de un manual de teoria literaria sobre las
escuelas eslavas. Estos capitulos integraran la mitad del libro, la otra
mitad del manual correspondera al Formalismo Ruso.

Las invaluables selecciones y traducciones al inglés de su original
en checo de los articulos realizadas por Garvin, son otra razon, igual
de importante, para llevar a cabo nuestra empresa. Estas paginas, que
representan una amplia definicion de la naturaleza de la poesia, han
sido destacadas justificadamente como “entre las mas valiosas del re-

pertorio de la Escuela de Praga™.

2 GALAN, p. 40.



Paul L. Garvin (1919-1994) naci6é en Karlovy Vary, Checoslova-
quia; en 1937 se gradud de la Escuela de Ensefianza Media Checa e
inicié sus estudios en la Universidad Carolina. En 1938 tuvo que
abandonar su pais antes de la invasion nazi y se refugioé en los Esta-
dos Unidos de Norteamérica, donde realizé estudios en linguistica.
Fue alumno de Roman Jakobson de quien se sentia deudor de los ci-
mientos de su orientacién profesional por el funcionalismo en linguisti-
ca; asimismo fue influido e inspirado por el pensamiento de Buhler,
Havranek, y Viléem Mathesius, este ultimo decisivo en el desarrollo de
su trabajo. Aplicé los principios elaborados en el Circulo Linguistico de
Praga sobre el papel de la linguistica para fomentar el cultivo del len-
guaje, al analisis de diversos problemas de lenguaje en el mundo; él
consideraba que la validez de esos principios no se limitaba a la lin-
guistica checa de la que procedian. Sus reflexiones tedricas versan
sobre cuestiones de cultivo, normas y planificacion del lenguaje, con-
sideradas por él mismo como una consecuencia directa de los trabajos
de la Escuela de Praga.

Heredero fiel de los estructuralistas checos y hombre con una
gran conciencia social, Garvin expresara claramente los motivos que
lo llevan a difundir los estudios sobre estética, teoria y critica literaria
de los estructuralistas,

| 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 lite-
rary 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.
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[...] in the direction of a theoretical and opera-
tional application of structuralism to cultural research
in general.®

Los siguientes parrafos muestran el camino tedrico que siguio el
estructuralismo checo desde sus origenes: del formalismo ruso hasta
la semidtica moderna, segun lo apunta Frantisek W. Galan en Las es-
tructuras histéoricas. El proyecto de la escuela de Praga 1928-1946,
publicado por Siglo XXI Editores.

Segun los criticos lo que mas agudamente distingue al estructura-
lismo checo de las otras teorias literarias del siglo XX es su compromi-
so con la historia literaria. Para el formalismo ruso y el estructuralismo
francés, el problema de la historia literaria es periférico; para los es-
tructuralistas de Praga, esencial.

El manifiesto “Problemas en el Estudio de la Literatura y el Len-
guaje”, publicado en 1928, presentado por Jan Mukarovsky y sus co-
legas de la Escuela de Praga, contiene ocho tesis concisas que se
centran casi exclusivamente en la teoria de la historia literaria y lin-
guistica y que representan una profunda revision del formalismo clasi-
co de la OPOJAZ rusa.

Este manifiesto demuestra principalmente el instructivo paralelo

entre el estudio de la literatura y del lenguaje. “Problemas del estudio

*No soy un erudito en literatura sino un linguista estructural con orientacion cienti-
fico-social mas que humanista. El trabajo de la Escuela de Praga en estética y
estructura literaria me interesa, no desde el punto de vista de la erudicién literaria
sino mas bien como un intento de llevar la teoria y el método estructuralista mas
alla de los limites de la linguistica técnica. [...] en direccion de una aplicacion teé-
rica y operacional del estructuralismo a la investigacion de la cultura en general.
(GARVIN, vii, x. La traduccion es nuestra.)
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de la literatura y el lenguaje”, surge a partir de dos trabajos de 1927:
“El problema de la evolucion literaria“ de Tynianov y “El concepto de la
ley del sonido y el criterio teleoldgico” de Jakobson. Para el analisis
literario, Jakobson y Tynianov se apropiaron de las categorias basicas
planteadas por Saussure: la dicotomia lengua/habla; la oposicion sin-
cronia/diacronia y el punto de vista funcional.

La linguistica de la nueva Escuela de Praga entendid el lenguaje
como una unidad formal en la que cada parte puede ser entendida
solo con relacion a las demas y con un todo ordenado jerarquicamen-
te; ya no como la suma meramente mecanica de sucesos linguisticos
dispersos.

A partir de entonces, tanto la linguistica como la teoria literaria
podrian tratar sistematicamente sus respectivos objetos de investiga-
cion de manera dinamicamente diacronica.

En el ensayo de Tynianov sobre evolucion literaria se encuentran
todos los conceptos clave: el sistema, sus funciones, normas y muta-
ciones, asi como la interaccion del sistema literario con sistemas con-
tiguos en la historia literaria. El manifiesto de 1928 definié la percep-
cion de Tynianov acerca de la naturaleza del proceso literario en la
terminologia precisa de la linguistica estructural, tal y como la elabora-
ron los estructuralistas de Praga.

El principal objetivo de Jakobson era revisar la insistente adhesion
de la escuela de Ginebra a la categdrica fisura entre los estudios
sincrénicos y diacronicos. Como Saussure apoyé plenamente la no-
cion de que las transmutaciones linguisticas son arbitrarias y no sis-

tematicas (en oposicion a la inteligibilidad y el orden perfectos de sis-
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temas estaticos), el siguiente principio metodoloégico adoptado en el
Primer Congreso Internacional de Linguistica, celebrado en La Haya
en 1928, constituydé una ruptura importante en la ciencia moderna del
lenguaje: “La historia del lenguaje [la langue] [...] no deberia confinarse
al estudio de los cambios aislados, sino buscar considerarlos como
funciones del sistema que contribuyen a sostener”.* Esta propuesta
representa un punto de encuentro para los dos movimientos linguisti-
cos mas influyentes de la época: la escuela de Praga y la de Ginebra.
De hecho esta importante propuesta se acompand de otras cuatro a
cargo de Charles Bally y Albert Sechehaye, por un lado, y Roman Ja-
kobson, Vilém Mathesius y N.S. Trubeskoy, por el otro. No obstante el
creador principal de la premisa esencial fue Jakobson.

En la concepcion de Jakobson, no sdlo el lenguaje es incesante-
mente dinamico, sino que sus cambios muestran demasiada regulari-
dad autosostenida e intencional. No se le considera mas un vehiculo
pasivo permanentemente amenazado desde el exterior; por el contra-
rio, como cualquier sistema de autorregulacion, el lenguaje es capaz
de ajustarse a cualquier riesgo “ciego”.

De igual manera, Jakobson pone en tela de juicio la validez de la
afirmacion de Saussure sobre el caracter “impremeditado” del lengua-
je: para ser mas exactos: en lugar del patron de lenguaje ininteligente
e inconsciente, €l pone a una colectividad de sujetos hablantes, nocion

perfectamente congruente con el postulado saussureano de que el

* Actes du Premier Congres International de Linguistes a La Haye du 10-15 Avril
1928, Leiden, A.W. Sijthoff, p. 86, citado por Frantisek W. GALAN, Las estructuras
historicas. El proyecto de la Escuela de Praga, 1928-1946, trad. de Maria Luisa
PuGA. México: Siglo XXI, 1988, p. 29.
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lenguaje es instrumento social. Esta correccién aparentemente simple
apunta, no obstante, a la debilidad principal del Curso de Lingliistica a
saber, la falta de una teoria del habla. En lo que se refiere al sistema
de /a lengua el individuo ronda por los margenes, y es minima su in-
fluencia en el sistema. Pero el individuo es indispensable para el
habla, ya que “hablar” es la causa primera de la evolucion del lengua-
je. Por consiguiente, sin una teoria del habla no puede haber un con-
cepto del cambio linguistico sistémico, o diacronia.

En otro estudio fundamental: “Prinzipien der historischen Phono-
logie”, Jakobson destacO estas categorias: la reciprocidad constante
del cambio y del contracambio conlleva, en el nivel del sonido, tres ti-
pos de cambio fonoldgico: la desfonologizacion, la fonologizacion y la
refonologizacion. Y varias mutaciones pueden ocurrir al mismo tiempo;
el paquete de mutaciones (Mutationsblindel). El propdsito subyacente
a todos estos cambios es la preservacion del equilibrio del lenguaje.”

Para Jakobson el lenguaje es algo mucho mas complejo que sdlo
una serie de cambios. El y los estructuralistas propusieron que no hay
un solo lenguaje; mas bien hay varios lenguajes funcionales conteni-
dos en él o estilos: estandar, practico, tedrico o poético. El lenguaje
opera en varios planos y es la transmutacion de funciones la que ex-
plica su continua eficacia.

Asi, Jakobson establecid el balance reciproco de pérdida y ga-

nancia de las transmutaciones siempre cambiantes como uno de los

® Este estudio fue presentado en el Primer Congreso Fonoldgico, llevado a cabo
en Praga e 1930.



principios linguisticos permanentes, donde diacronia y sincronia se in-
tersectan.

El estructuralismo se suscribio a un modo de explicacion del
fendmeno linglistico estrictamente teleoldgico. El lenguaje ya no apa-
recio como la suma de hechos no relacionados o, diacrénicamente,
como una azarosa coleccion de cambios fortuitos; el concepto de Ges-
talteinheit, el todo formalmente unificado, sobrepasé con éxito el con-
cepto de Un-Verbindung, el todo mecanico. El logro inmejorable con-
sistid en la aplicacion del punto de vista teleoldgico a los problemas de
la historia del lenguaje. Una vez que el enfoque funcional reveld el
proposito que yace en toda mutacion fonoldgica o en cualquier innova-
cion causada por los préstamos linguisticos, se podria ver funcionar al
lenguaje como un sistema regulado no sélo en el eje vertical de la sin-
cronia, sino también en el eje horizontal de la diacronia. Asi logré Ja-
kobson una sintesis dialéctica final de los principios de la filologia
comparativa y de los del Curso de Lingiistica de Saussure. Para el
primer caso explico al lenguaje como algo que tiene una historia, pero
al que le falta un caracter sistémico, y el segundo lo entendié como un
sistema unificado que, no obstante, no podia ser asimilado histérica-
mente. Con esta sintesis, los linguistas del Circulo de Praga por prime-
ra vez lograron definir las leyes de la evolucidn del lenguaje.

En el Primer Congreso de Eslavdfilos en Praga en 1929, los es-
tructuralistas presentaron su “Tesis”, cuya contribucién principal para
el desarrollo futuro de una teoria literaria estructuralista reside en la
introduccion de estos conceptos claves:

a) el poema como estructura funcional;



XI

b) el lenguaje poético como un lenguaje marcado por la actualiza-
cion de los medios expresivos;

c) la nocion del signo como el rasgo dominante del sistema artisti-
co de la literatura.

En lo que respecta a la teoria literaria, los afos 1928-1930 pue-
den considerarse el periodo formalista del Circulo. La obra principal de
Mukarovsky en esa época, es el estudio de un poema narrativo muy
famoso de Karel Macha, Maj, donde recapitula el desarrollo de las
ideas formalistas. El estructuralismo propiamente dicho comenzé a
surgir después de 1930. A 1930-1932 corresponde el periodo de la
formulacién terminoldgica y de 1932-1934, a la época del trabajo in-
tenso sobre historia literaria.

La primera definicidon de “estructura” aparece en la respuesta de
Mukarovsky a Luces de la ciudad de Chaplin, “Intento de analisis es-
tructural de la actuacién”.® En la formulacién de Mukarovsky, la estruc-
tura es “un conjunto de elementos que se actualizan y agrupan estéti-
camente en una jerarquia compleja caracterizada por la preeminencia
de uno de los elementos sobre el resto”.’

Mukarovsky empled por primera vez el término “estructuralismo”
en una entrevista publicada por un semanario en Praga en 1932, como
“la designacion de una nueva escuela de critica literaria distinta del
formalismo”. Define explicitamente a la estructura como una relacion

parte-todo; en donde la naturaleza del todo esta determinada por sus

® “Pokus o strukturni rozbor hereckého zjevu: Chaplin ve Svétlech velkomésta”, en
Literarni noviny 5, num. 10, 1931, pp. 2-3. Cit. En SE (22. Ed.), 1971, pp. 254-259.
Cit en GALAN, 54.

" GALAN, 54.



XIl

partes y sus relaciones reciprocas, y lo que a su vez determina la na-
turaleza y las relaciones de las partes. Mukarovsky reitera la cualidad
dinamica de la estructura cuando afirma que, “la relacion de las partes
no es estatica, como si de antemano hubiera estado ahi, sino unica e
irrepetible [...] la estructura no es un equilibrio estable sino fragil”.?

La teoria de Mukarovsky concibe al arte como un proceso de
transmutaciones continuas de funciones, normas y valores. Ninguna
obra puede ser comprendida adecuadamente fuera del contexto en el
que inevitablemente esta anclada. Y a la inversa, la investigacion en la
“tradicion vital” puede brindar correctivos, igualmente necesarios para
la interpretacion de la obra. El estructuralismo asi insiste en localizar
los principios dinamicos de la evolucion dentro de la serie literaria, no
fuera de ella.

Segun Mukarovsky la dinamica evolutiva se produce “gracias a la
serie misma que evoluciona”. Este axioma se sustentara en el conoci-
do concepto de de la intencionalidad: “Toda estructura contiene tanto
una afirmacion como la posibilidad de su negacion. La afirmacion con-
siste en aquellas propiedades que se intentaron y disefiaron, y la ne-
gacion en aquéllas que resultaron una consecuencia indirecta, si bien
necesaria, de la intencién y el disefio”.?

La teoria estructuralista alcanzé su plena madurez con la publica-
cion de cuatro ensayos de Mukarovsky y Jakobson en 1934. Muka-

rovsky rompié definitivamente con el formalismo, desarrollé un sofisti-

® “Rozhovor s Janem Mukafovskym”. Entrevista realizada por Bohumil Novak,
Rozpravy Aventina 7, num. 28, 1932, p. 226, cit. en GALAN, 63.
% Jan MUKAROVSKY, cit. en GALAN, 65.
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cado concepto de los principios semioticos del arte y produjo dos tra-
tados separados sobre la historia del verso checo. El ensayo de Muka-
rovsky Sublimidad de la naturaleza de Polak, contiene todos los ele-
mentos definitorios de la teoria estructuralista.

Segun Frantisek W. Galan, la historia literaria estructuralista, si-
guiendo el disefio de la filosofia de Hegel, se basa en los principios de
la dialéctica. Tan es el formalismo antecedente del estructuralismo,
como lo es la concepcidon inmanente de la evolucion literaria para la
concepcioén estructuralista. Sin la teoria de la inmanencia’®, este Ultimo
desarrollo no podria haber tenido lugar. Simultaneamente, la teoria es-
tructuralista de la historia literaria rechaza varios aspectos de la inma-
nencia formalista y en parte vuelve a los enfoques extrinsecos tem-
pranos.

Los estructuralistas tuvieron que librar batallas en dos frentes: por
un lado evitar una identificacion simplista con los formalistas y, por el
otro, acentuar el papel meramente secundario que desempefian en la
evolucion literaria los factores sociales externos.

Eran formalistas al sostener que las causas primordiales de los

cambios literarios debian buscarse en la serie literaria, y eran cientifi-

19 “Al buscar una comprensién inmanente del lenguaje, en cuanto estructura auto-
subsistente y especifica, asi como una constancia dentro del lenguaje mismo, y no
fuera de él, la teoria linguistica empieza por limitar el alcance de su objetivo. Esta
restriccion es necesaria, pero solo constituye una medida temporal y no implica
reduccion del campo visual, ni eliminacion alguna de factores esenciales en la to-
talidad global que constituye el lenguaje. Unicamente implica una divisién de las
dificultades y una progresion de lo simple a lo complejo, en conformidad con la
segunda y tercera reglas de Descartes. Es la simple consecuencia de la necesidad
de distinguir para poder comparar, y de aplicar el indispensable principio del anali-
sis”. Louis Hjelmslev, Prolegdbmenos a una teoria del lenguaje, Madrid, Gredos,
1980.
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cos sociales al punto de reconocer que la literatura pertenece con toda
razén al ambito mas amplio de la cultura y la sociedad.

Pronto Sublimidad de la naturaleza’’ se convirtié en objeto de una
acalorada controversia. Ya desde 1934, las ideas estructuralistas eran
atacadas por los académicos, marxistas, formalistas y fenomendlogos.
En general, todos coincidieron en la propuesta de conceder importan-
cia al papel histérico de Pdlak como una figura de transicion que per-
cibié correctamente la monotonia ritmica y la ineficacia del verso de
los puchmajerianos, que a su vez produjo un tipo de metro de dudoso
beneficio. Le tocé a Macha y a la generacion siguiente protagonizar la
ruptura decisiva, al disefiar los pies checos yambico y dactilotrocaico.

Segun los académicos Mukarovsky produjo un solido trabajo de
investigacion historica, aunque ignoraron sus experimentos estructura-
listas en historiografia literaria.

Particularmente Milos Weingart (1890-1939) —Universidad Caroli-
na—, detectd la incapacidad de Mukarovsky para relacionar Sublimidad
de la naturaleza con otros poemas del género y con modelos literarios
extranjeros. René Wellek sugiere que a Mukarovsky le falté conciencia
de un contexto mas amplio e historicamente mas pleno de la literatura
general y comparativa.

El otro grupo, constituido en su mayoria por miembros del Circulo,
hizo a un lado toda consideracion sobre la mitad analitica del trabajo

de Mukarovsky, concentrandose totalmente en el problema del método

" Estudio que apareciera en la prestigiosa revista Sbornik filologicky (Miscelanea
filologica)
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estructural. De modo que ninguna agrupacién de criticos equiparé las
suposiciones metodoldgicas de Mukarovsky con su practica critica.

A nivel particular F. X. Salda, decano de la critica literaria checa y
miembro también del Circulo, en “Un ejemplo de historia estructural
literaria”, se mostré muy a favor de la metodologia de Mukarovsky y la
recomendod para salvar el puente entre el formalismo herbartiano y el
historicismo hegeliano, asi como de su practica. Al mismo tiempo ob-
servo que Mukarovsky no era suficientemente sélido en la explicacion
sociologica del origen del poeta.

Por el lado de los criticos marxistas, Kurt Konrad (seudénimo de
Kurt Beer, 1908-1941) opinaba que Mukarovsky separaba al arte de su
creador y al contenido tematico del contexto real. En opinién de Kon-
rad, la explicacion de las estructuras que evolucionan histéricamente
desvincula la historia literaria de su fundamento social.

Por su parte Zavis Kalandra (1902-1950), también critico de orien-
tacion izquierdista e importante exponente del surrealismo, sostuvo en
contraste con las conclusiones estructuralistas, que en realidad la es-
tructura poética total no se establece gracias a las circunstancias in-
ternas de la escritura literaria, sino a las predilecciones personales del
Polak poeta, quien seguramente reflejaba las necesidades de su clase
social.

En 1934, una discusion metodoldgica abierta era no solo posible,
sino bien recibida. Kalandra, invitado por el Circulo, expuso su critica
en una reunion, donde se trataron los problemas metodoldgicos del
estudio sobre Pdlak hecho por Mukarovsky. También participaron en el

debate Alfred L. Bém, René Wellek, Petr Bogatyrev, Sergius Essen
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(filésofo), Roman Jakobson y el propio Jan Mukarovsky. ElI hecho de
que el Circulo haya convocado a una sesion especial para deliberar
sobre los temas que hizo surgir la monografia de Mukarovsky, indica el
grado de importancia y seriedad que otros académicos le atribuian.

En el discurso de apertura, Alfred Bém (1886-1945?)"2, someti6 el
trabajo de Mukarovsky a una critica desde el punto de vista formalista.
Bém extern6 que la combinacion de la poética formalista con la socio-
logia cultural producia una inconveniente e implausible alianza.

La pretension de Bém, era que la literatura no es propiedad de al-
guna conciencia social global, sino solamente de un segmento particu-
lar de la sociedad: los lectores. Esta clarificacion sirvié para sacar a la
luz la circularidad potencial de la hipotesis de Mukarovsky, quien defi-
ne a la literatura en toda instancia con el consenso de un lector y defi-
ne después al lector mismo mediante una percepcion comun de los
fendbmenos literarios.

Bém se mostraba insatisfecho con el concepto de Mukarovsky
sobre las series evolutivas; junto con Konrad y Kalandra, lo encontraba
sin correspondencia con la realidad. ;Como puede existir una evolu-
cion sin teleologia?, se preguntaba Bém, destacando una de las tantas
paradojas que yacian en el fondo de la estética de Mukarovsky. Por
ultimo, cuestionaba su ambiguedad para definir la estructura de mane-
ra holistica es decir como una entidad en la que “sélo se adquiere va-

lor en relacion con el todo”; de este modo le asignaba prioridad a la

2 Un historiador ruso.
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ilimitada serie evolutiva, ambiguedad que Mukarovsky no llegé a resol-
ver plenamente.

Roman Jakobson, en una réplica, le recordé a Bém que “la obra li-
teraria presupone una evolucion literaria en el mismo grado en que la
evolucién presupone la obra”."® Apelando a la dicotomia lengua/habla,
espina dorsal de la teoria estructuralista, Jakobson dijo que precisa-
mente “la existencia del sistema [de normas reales] hace posible las
expresiones individuales, asi como las reacciones ante ellas”.'* Ja-
kobson sugirio que no se le diera demasiada importancia a la idea de
la deformacion ya que “la seleccion del material crea una dependencia
indisoluble del material”.”® Esta afirmacion dialécticamente equilibrada,
por un lado corregia el error de Bém y por el otro pretendia desarmar a
los criticos marxistas.

Una de las censuras de Bém que no fue abordada por Jakobson,
concernia a la evaluacion: ;Como se puede trazar la linea de la evolu-
cion literaria sin que cada eslabon de la cadena represente un valor
especificamente literario? Dicho en otras palabras, ¢acaso un juicio de
valor no es prerrequisito indispensable para establecer la filiacion de
temas a la literatura? René Wellek, en una critica constructiva y per-
suasiva, insistid en que cualquier empresa que pretenda extraer lo
historico de la estética esta condenada desde el inicio, ya que lo uno
esta irrevocablemente implicito en la otra. Los objetos literarios son,

todos, estéticamente valorados. En la medida que tratemos a la litera-

'3 Roman JAKoBSON, SI. sl., 1, 1935, p. 192, cit. en GALAN, 93.
' JAKOBSON, citado por GALAN, 93.
1% JAKOBSON, citado por GALAN, 93-94.
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tura como literatura, estaremos tratando con valores y estaremos
haciendo juicios de valor. Cuando estudiamos las obras literarias, por
lo tanto, no es posible escapar a la subjetividad, a la historicidad pro-
pia.

El otro término en la formulacion original de Wellek fue el de nor-
ma, que para €l cubria la estructura de la obra literaria, al igual que el
de valor.

A pesar de las discrepancias, se puede decir que Wellek augura-
ba las futuras preocupaciones tedricas de la Escuela de Praga. Ejem-
plo de ello es la monografia que Mukarovsky dedico a la problematica
de funcioén, norma y valor, al hacerlo, elaboré un esquema de la axio-
logia literaria, casi una teoria de la evaluacion.

Wellek estudid un par de obras pioneras de Roman Ingarden
(1893-1970) y de Karl Biihler (1879-1963)', cuyo pensamiento dejé
una huella perdurable en el desarrollo del estructuralismo literario y
estético, ambos fuertemente influidos por la fenomenologia de
Husserl.

Buhler fue un asiduo participante en el Circulo y colaborador de
Trubeskoy en Viena. El hizo énfasis en el intercambio lingistico ordi-
nario: Desde el punto de vista del intercambio verbal normal, es evi-
dente que cada signo contiene tres variables fundamentales. El signo
funciona no sélo respecto de los objetos referidos y estado de cosas,
sino también respecto del sujeto hablante, asi como del receptor del

mensaje. Dependiendo de a cual de estos tres factores del discurso

'® Roman Ingarden filésofo y esteticista polaco, Karl Biihler psicélogo v lingtiista
aleman.
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esté mas orientado un signo determinado, ejecuta, el referente, expre-
sivo o emotivo, y las funciones apelativa o conativa, respectivamente.
El signo, en suma, puede ser por igual un instrumento de representa-
cion, de expresion y apelacién, y por lo tanto, puede ser clasificado
semanticamente, en la nomenclatura de Buhler, como un simbolo, un
sintoma o una sefal.

Mukarovsky complementé el modelo con la funcién estética
(impractica) y Jakobson al final lo expandié hasta hacerlo contener
seis funciones afadiendo la fatica y la metalinguistica, con su enfoque
sobre el contacto verbal y el cédigo. La triada funcional de Buhler tuvo
un efecto saludable sobre la Escuela de Praga al brindarle una
tipologia de funciones mucho mas viable respecto a la presentada por
las “Tesis” en 1929.

Para los propositos de Wellek, el triangulo semidtico de Buhler
constituyd un apoyo significativo para su critica: los estructuralistas no
deberian reaccionar exageradamente a los peligros del psicologismo,
pues dentro del propio contexto de la semidtica se ve uno obligado a
reconciliarse con el productor del mensaje o con la personalidad artis-
tica, en el caso del discurso literario. Todo lo que hay que hacer es dis-
tinguir el sujeto artistico (o digamos, semi6tico) implicito en la obra a
partir de la persona empirica del autor.

Roman Ingarden busco reducir a lo esencial ontologico la multitud
de elementos que conformaban la estructura de la obra de arte litera-
ria. Mediante una reduccion fenomenoldgica, hizo una diseccion de la

obra literaria en los estratos intencionales basicos siguientes:
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a) El estrato de las formaciones sonoras linguisticas, de los
sonidos de la palabra y las formaciones fonéticas de un or-
den mayor.

b) El estrato de los significados de la palabra creados por las
oraciones comprendidas en la estructura de la obra.

C) El estrato de los objetos representados, de las objetivida-
des intencionales proyectadas por unidades de significa-
dos.

d) El estrato de los aspectos esquematizados a través de los

cuales los objetos representados se manifiestan.

Dejandose guiar por Ingarden, Wellek podia decir que es de la “reali-
dad intencional de la obra artistica de donde surge una interpretacion y
una cierta actitud hacia el mundo; un ,significado mas profundo’, una
cualidad metafisica, [que es] tan inmanente como el mundo intencional
de las realidades y las relaciones”."”

Mukarovsky debio restringir su estudio a la designaciéon y motivo
poético individual, dejando el contexto semantico mas amplio fuera del
alcance de su aparato analitico o del de cualquiera. Y la perspectiva
del mundo poético, siguié siendo durante muchos afios mas el obsta-
culo para los estructuralistas.

En la conclusion del debate del Circulo, Mukarovsky, en respuesta
a sus criticos, dej6 de lado los problemas de la ideacion y representa-

cion poéticas, por estar temporalmente fuera del alcance del estructu-

7 René WELLEK, cit. en GALAN, 107.
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ralismo. Contesto al resto de las observaciones contra la metodologia
que aplicé en Sublimidad de la naturaleza de Pdlak, sobre todo en lo
que se refiere a la evolucién literaria, tema central de la controversia.

Por encima y en contra de la viviseccion fenomenoldgica del obje-
to literario que hace Ingarden, Mukarovsky detectd el interjuego de-
terminante de las convenciones estéticas y del medio social. Esta dife-
rencia de operaciones estaba en gran armonia con sus objetivos
disimiles. El firme propdsito de Ingarden era revelar la esencia ontolo-
gica universal de la obra literaria como un objeto intencional de un tipo
especial. La meta de Mukarovsky, por otro lado, era descubrir el algo-
ritmo del cambio literario.

Su siguiente desafio residia en la sutil interaccion entre activida-
des literarias, artisticas y sociales, lo que, combinado, determinaba el
curso y ritmo del desarrollo de la literatura.

A Wellek le concedié que, en efecto, era tiempo de comenzar a
pensar en términos estructurales acerca del lugar de la individualidad
en literatura. En una declaracion que anticipaba su concepcion futura,
anuncié que “una de las antinomias dialécticas fundamentales en la
historia literaria esta [...] entre la subjetividad del individuo y la objetivi-
dad de la estructura artistica”."®

Pas6 una década antes de que Mukarovsky volviera a la pro-
blematica de las estructuras evolutivas; entretanto, los estudios histori-
cos de los estructuralistas mas jévenes, René Wellek, Felix Vodicka y
Josef Hrabak.

'8 “Replika J. Mukarfovského”, SI. SI. 1, 1935, p. 192, cit. en GALAN, 110.
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El debate literario del Circulo testimonié que pronto se abririan
nuevas perspectivas en el estudio literario bajo la influencia de la fe-
nomenologia pura, la sociologia cultural, la psicologia de la Gestalt y
otras disciplinas afines.

El surgimiento de la semidtica que sirvié de base conceptual para
la teoria de la Escuela de Praga, presagio la ruptura final con las ideas
del formalismo. La semidtica checa del arte es una concepcion origi-
nal. Sus fuentes de inspiracién pueden haber sido la linguistica de
Saussure Y la filosofia de la lengua alemana de Husserl, Buhler y Cas-
sirer, mas que las investigaciones de Bajtin y su escuela. Segun Fran-
tisek W. Galan, el principal logro de la Escuela de Praga, aparte de la

apertura en la fonologia, fue su creacion de la estética semiotica.
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“El estructuralismo no es ni teoria ni método; es un punto de vista
epistemoldgico. Nace de la observacion de que cada concepto en un
sistema dado esta determinado por todos los otros conceptos de ese
sistema y no sélo tiene significado por si mismo; no se vuelve inequi-
voco hasta que se integra al sistema, a la estructura, de los cuales
forma parte y en los cuales tiene un lugar fijo. El trabajo cientifico del
estructuralista es por tanto una sintesis de la ciencia del romanticismo
que adquiria un nuevo conocimiento por deduccién de su sistema fi-
losofico que clasificaba y evaluaba los hechos a posteriori, y de la
ciencia empirica, el punto de vista positivista que construye su filosofia
a partir de los hechos que ha comprobado empiricamente. Para el es-
tructuralista, hay una interrelacion entre los datos (hechos) y las supo-
siciones filoséficas, no una dependencia unilateral. De esto se sigue
gue no se busque un unico y acertado método; sino que, ,un material
nuevo supone normalmente un cambio en el procedimiento cientifico’.
(J. Mukarovsky, KCP, p. 15.) Tal como ningun concepto es inequivoco
hasta que se integra a su exacta estructura, también hay hechos que
por si mismos no son inequivocos; por esto es que el estructuralista
intenta integrar los hechos a la clase de relaciones en las que lo in-
equivoco, tanto como su subordinacion y superioridad, puedan desta-
carse. En una palabra, la estructura entera es mas que la suma meca-
nica de las propiedades de sus componentes, ya que da origen a
nuevas cualidades.”

Josef Hrabak, SI.Sl. 7.203 (1942)



INTRODUCCION

NO soY UN erudito en literatura sino un linguista estructural con orien-
taciéon cientifico-social mas que humanista. El trabajo de la Escuela de
Praga en estética y estructura literaria me interesa, no desde el punto
de vista de la erudicién literaria sino mas bien como un intento de lle-
var la teoria y el método estructuralista mas alla de los limites de la
lingUistica técnica.

La suposicion basica del estructuralismo es que su objeto particu-
lar de cognicion puede ser visto como una estructura —un todo cuyas
partes estén significativamente interrelacionadas y las que, como un
todo, tienen una funcién significativa en el ambiente social.

Los elementos cognitivos del estructuralismo son dos ordenes de
entidades: el todo y sus partes, y dos 6rdenes de relaciones: la funcidn
del todo y las relaciones entre las partes. El analisis estructural busca
delimitar las entidades y describir las funciones planteando los pro-
blemas de limite y funcion como objetivos analiticos cruciales.

El analisis es posible porque algunos de los elementos cognitivos
son dados por observacion directa o pueden ser localizados con base
en una interpretaciéon de sentido comun de observaciones informales
consistentes. Estas pueden servir de puntos de partida para un méto-
do de ilacién controlado, para averiguar los elementos restantes: lo
desconocido.

El analisis estructural es pertinente para cualquier objeto de cono-
cimiento que pueda ser visto como estructura, de donde obtenemos

puntos de partida apropiados para un analisis.



Para el estructuralismo estético y literario de la Escuela de Praga,
el todo, las partes y la funcién del todo sirven como puntos de partida;
las detalladas relaciones entre las partes son lo desconocido.

El todo y las partes estan dados por observacion directa: la obra y
sus componentes (tales como los capitulos de una novela o las lineas
de un verso de un poema) tienen un comienzo y un final perceptibles.

La funcion del todo —esto es, de la obra de arte o literatura— es
la funcidn estética, definida por la Escuela de Praga en oposicion a la
funcidn practica.

A cada objeto o accion, incluso al lenguaje, se le puede asignar
una funcion practica —utilitaria para las herramientas, comunicativa
para el lenguaje, etc. Sin embargo si un objeto o una acciéon se con-
vierten en el centro de atencidon en si mismos pero no en beneficio de
la funcion practica para la que sirven, se dice que tienen una funcién
estética; esto es, responde a lo que es, no a lo que sirve. Por lo que, la
funcion estética como tal no se limita a obras de arte y literatura sino
que puede aparecer en conexion con cualquier objeto o accion. Se re-
fiere a lo que yo he dado en traducir como actualizar (foregrounding),
opuesto a automatizacion.

La automatizacion se refiere al estimulo normalmente esperado
en una situacion social; actualizar —en checo aktualisace— se refiere
a un estimulo no culturalmente esperado en una situacion social y por
lo tanto capaz de provocar una renovacion de la percepcion. Déjenme

parafrasear un ejemplo en linguistica dado por Bohuslav Havranek



(9) ": Si traducimos el bien conocido saludo ruso “zdravstvuyte” por su
equivalente funcional de “buenos dias”, “buenas tardes” o “buenas no-
ches,” pasaria inadvertido. Si, por el contrario, lo traducimos literal-
mente como “que estés bien,” podra todavia ser entendido como algun
tipo de saludo —es decir, podra retener su funcién comunicativa— pe-
ro ademas provocara una nota especial de algun tipo; quiza cause ex-
trafiamiento y uno pondere las intenciones del traductor, o percibamos
la cualidad de lo extranjero. La traduccion libre constituye una automa-
tizacion; la traduccion literal es un ejemplo de como actualizar la inten-
cidon en la cual a la eleccion del léxico mismo, mas que al contenido
comunicativo del mensaje, es a lo que se reacciona, y es esta cualidad
de estimular una respuesta por si misma lo que constituye la funcién
estética.

En relacion con el lenguaje, Jan Mukarovsky(18) se refiere a: ac-
tualizar (foregrounding) como “la distorsidn estética intencional de los
componentes linguisticos.” Para poner esta declaracion dentro de su
propio marco de referencia, debemos entender que los estructuralistas
de Praga son saussurianos. En la concepcién de Ferdinand de Saus-
sure, el patron linguistico —la langue— es por igual un sistema de sig-
nos y un grupo de normas sociales.? Como un sistema de signos, el
patron tiene cierta flexibilidad que permite variaciones dentro de las

unidades y en la eleccion y el arreglo de las unidades a tal punto que

'Los nimeros entre paréntesis se refieren a las paginas subsecuentes de A
Prague School Reader.

2 Para una discusion detallada de este aspecto del pensamiento Saussuria-
no, ver Henri Frei, “Langue, parole et différenciation”, Journal de Psychologie,
1952, pp. 137-57.
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no crea conflicto con el requerimiento de inteligibilidad. Como un grupo
de normas, el patron esta mas rigidamente circunscrito en términos de
la preferencia cultural para, y de la frecuencia estadistica de, estas va-
riaciones posibles. La distorsion de Mukarovsky es por lo tanto una
distorsion del patron qua norma social, pero incluso asi dentro de los
limites del patrén en tanto sistema de signos, ya que la unidades dis-
torsionadas, actualizadas provienen del mismo sistema que sus con-
trapartes automatizadas o estan incorporadas dentro de éste y en
términos de éste.

La funcion estética no se limita a obras de arte y literatura. Lo que
caracteriza a éstas en oposicion al fortuito actualizar que puede ocurrir
en cualquier situacidn social es, en palabras de Mukarovsky: “el carac-
ter sistematico y consistente de su actualizar. La consistencia se mani-
fiesta a si misma en el hecho de que la transformacion de los compo-
nentes del actualizar, dentro de una obra dada, sucede en una
direccion estable; por lo que, la desautomatizacion de significados en
una obra es consistentemente llevada a cabo por la seleccién del léxi-
co (la interrelacion de las areas contrastantes del Iéxico), en otra
igualmente consistente de relacion semantica poco comun de palabras
similares en el contexto. Ambos procedimientos dan como resultado
actualizar el significado, pero de manera diferente para cada uno. El
sistematico actualizar de los componentes en una obra poética consis-
te en la gradacion de las interrelaciones de estos componentes, esto
es, en su subordinacion y superioridad mutuas. El componente mas
alto en la jerarquia se convierte en el dominante. Todos los otros com-

ponentes, actualizados o no, tanto como sus interrelaciones, son eva-
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luados desde el punto de vista del dominante. EI dominante es el
componente de la obra que pone en accion y da direccion a las rela-
ciones de todos los otros componentes.”(20)

Mientras que las relaciones pormenorizadas entre las partes del
todo permanecen aun por descubrirse, dos suposiciones basicas que
ayudaran a formular un método para su investigacion, se desprenden
de su naturaleza: estas relaciones son sistematicas y son especiales
manifestaciones muy detalladas de la funcion del todo.

Esta actitud epistemoldgica se puede utilizar para el material ver-
bal tanto como para el no verbal. En el ensayo sobre teatro (83-91) de
Jiri Veltrusky se puede sacar un marco metodologico interesante de
una presentacion con estilo discursivo.

El todo, la obra de teatro, esta dado por observacion directa y las
partes con las que él trabaja —actores, vestuario, escenografia,
etc.— estan igualmente dados. La funcidn estética del todo esta pues-
ta en términos de la teoria general.

Para tratar con lo desconocido —las relaciones entre las partes—
Veltrusky propone una oposicién funcional de escala movible de ac-
cion versus caracterizacion (que, siguiendo la costumbre terminologica
de su medio, él llama una antinomia dialéctica). Junto a esta escala
movible coloca las unidades de la obra de teatro, no en términos de
sus caracteristicas fundamentales sino en términos de su contribucion
a la funcion de la obra de teatro como un todo que él concibe como un

simbolo dirigido a la audiencia. Lo ilustra muy nitidamente con el
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ejemplo de la daga (87) que, en términos de su integracién dentro de
diferentes contextos, recorre toda la escala de accién-caracterizacion.

Veltrusky no formula un método aunque pone a prueba su suges-
tiva interpretacion; otros eruditos de Praga si han sido mas especificos
acerca de su metodologia.

El uso de marcos de prueba y verificacion por técnicas controla-
das esta expuesto en el ensayo de Mukarovsky sobre la linea prosédi-
ca (113-132).°

El también maneja el todo, el poema y las partes obtenidas por
observacion directa. Propone como propiedad funcional basica de la
linea del verso una linea prosoddica determinada (es decir la distribu-
cion del tono y del acento), caracteristica no sélo de ciertos poemas
sino también de ciertos autores, que funciona como el dominante esté-
tico al cual otros aspectos estéticos, como el orden de las palabras
(que en el idioma checo, no tiene funcion gramatical y esta por lo tanto
disponible para su explotacion estética), estan subordinados.

Para verificar esta suposicion, usa la linea del verso como un
marco de prueba dentro del cual somete el orden de las palabras a la
variacion sistematica y controlada. Tiene dos controles (que abandona
solo en pocas ocasiones y cuando lo hace expone sus razones): (1) el
orden de las palabras es variado solo durante la mitad de la duracién

de la linea, (2) el ritmo no se altera. Inspecciona la linea prosodica de

® Aunque este documento fue originalmente publicado en francés (en Tra-
vaux du Cercle Linguistique de Prague, |, 1929, pp. 121-39) y el original es mas
accesible que los documentos que han aparecido solamente en idioma checo, los
inclui dentro de esta seleccidn porque contienen una clara y explicita formulacion
del método analitico de Mukarovsky
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la linea original del verso y la compara con la linea del verso resultante
de su variacion controlada. La base para la asignacion de cierta linea
prosddica a una linea de verso particular, parece ser (y éste es un pa-
so del proceso que Mukarovsky no establece) la lectura fluida y sin
énfasis de un hablante educado (probé esto leyendo las lineas yo
mismo). El resultado de esta variacion inducida es en cada caso un
cambio de la linea prosddica —frecuentemente de una caracteristica
de la linea del verso particular por la de otro poeta. Considera esto,
correctamente, creo yo, la verificacion de su suposicion de la funcion
dominante de la linea prosddica.

Las implicaciones del trabajo de la Escuela de Praga en estructu-
ra estética y literaria van mas alla de los limites del tema de su materia
elegida, en direccion de una aplicacion tedrica y operacional del es-
tructuralismo hasta la investigacion de la cultura en general.

Su contribucion mas fuerte es en el area de la funcion, donde ha
sido capaz de formular suposiciones tedricas de una manera opera-
cional productiva. El ensayo de Veltrusky, a pesar de la vaguedad me-
todoldgica, proporciona suficientes guias hacia una definicion apropia-
da de las variables para servir como punto de partida. Su concepcion
basica de designaciéon de funciones, en cuanto a la relacion de las
unidades en contextos, mas que en términos de las propiedades sus-
tantivas obvias (actores animados versus vestuario, escenografia in-
animados) parece que puede utilizarse con muchas estructuras cultu-
rales que se nos presentan como un todo por observacién directa y en
las que las partes (componentes sustantivas) estan dadas de igual

manera.
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La contribucion de Mukarovsky ha sido metodolégicamente mas
concreta. Lo que ha hecho es, en la terminologia de Hjelmslev,* afiadir
una prueba de permutacion secuencial a la prueba de conmutaciéon
sustitucional, de esta manera duplica el inventario de las técnicas es-
tructurales basicas.

La prueba de permutacion, como instrumento de analisis, parece
que es particularmente apropiada para estructuras culturales verbales
y no verbales en las que la secuencia puede ser tomada como una ca-
racteristica relevante.

Paul L. Garvin

* Louis Hjelmslev, Prolegomena to a Theory of Language (Trad. de Francis J.
Whitfield), Baltimore, 1953, p. 46.
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TEORIA

Bohuslav Havranek,
La diferenciacion funcional del lenguaje estandar
(De: SCJK, pp. 41-70)

TAMBIEN EN EL LENGUAJE POPULAR, la seleccion de los términos linguisti-
cos esta determinada en el acto concreto del discurso por el proposito
de la expresion; esta dirigido hacia la funcion del acto del discurso.
Podemos ver una diferencia considerable en términos linguisticos, ya
sea si se trata de, por ejemplo; una comunicacion diaria practica, el
recital ocasional (solemne) de un evento, una conversacion o la co-
herente resefa de cosas recordadas; también, si es una conversacion
entre contemporaneos, un discurso dirigido a los nifios o a nuestros
mayores (por ejemplo, las diferencias morfolégicas inmediatas en el
uso del numero y persona gramatical segun a quien uno se dirige);
ademas de mencionar las diferencias de Iéxico que provienen de dife-
rentes ocupaciones. En el lenguaje estandar los términos linguisticos
seran asimismo determinados por el objetivo del acto concreto del dis-
curso, pero con una diferencia: las funciones del lenguaje estandar
estan mas ricamente desarrolladas y mas precisamente diferenciadas;
en el lenguaje popular (Unicamente para una comunidad dada, por su-
puesto) practicamente todos los significados de la expresion son com-
partidos por todos, mientras que el lenguaje estandar siempre tendra

algunos elementos linguisticos que no sean de uso general.
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No quiero empezar a enumerar esquematicamente todas las dife-
rentes funciones del lenguaje estandar, pero deberia quedar claro que
los campos en los que el lenguaje estandar se usa son mas variados
que en el caso del lenguaje popular y son, en parte tales, que los
términos del lenguaje popular simplemente no resultan adecuados.
Sus elementos no son apropiados, por ejemplo, para hacer una seria y
coherente presentacién de epistemologia o de matematicas avanza-
das. Por otro lado, en casos donde el lenguaje popular sea comun-
mente usado, el lenguaje estandar se adecuaria mas o menos bien.
Las expresiones del lenguaje popular pueden en su totalidad encon-
trarse dentro de la asi llamada funcidon comunicativa, es decir, perte-
necen al area de la comunicacion diaria; en el area de la comunicacion
técnica, el lenguaje popular incluye solo algunas areas del léxico y, por
momentos, puede adquirir una funcién estética. El area de la comuni-
cacion técnica del trabajo diario [odborné praktické] esta reservada ca-
si por completo al lenguaje estandar y al de la comunicacion técnica
cientifica por completo; asi mismo, la fuente regular del lenguaje poéti-
co es el estandar.

En la funcién comunicativa propia del campo del lenguaje popular,
aun un miembro de una clase que ordinariamente use el estandar para
hablar y escribir puede usar una forma del lenguaje popular, tal como

el estandar coloquial’ o un dialecto local o de clase, a tal grado que

' Por coloquial estandar queremos decir un dialecto general, es decir, un
dialecto usado en un area mas grande en los que otros dialectos locales son utili-
zados, por ejemplo, el coloquial estandar checo, pero también el estandar colo-
quial Hané, el estandar coloquial La$slo, etc. (areas dialectales de Moravia) (Filo-
logické listy, 51. 265 [1924]).
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sabe como hablarlo. Pero el estandar puede usarse también, usual-
mente en la llamada forma conversacional, es decir, en la forma usada
precisamente en conversacion solamente (el dialecto funcional con-
versacional [funkéni jazyk]). Esta forma conversacional no es para el
idioma checo, asi como para otras lenguas, idéntico al estandar colo-
quial, aunque comparte algunos elementos y frecuentemente tiene
cierto color local a pesar del hecho de que para el idioma checo no es
muy estable; por lo tanto tiene una escala bastante variable de transi-
cion. La diferencia entre los dos esta marcada, entre otras cosas, por
los clichés conversacionales y sociales incluidos en el primero; los
cuales funcionan casi como una caracteristica de la clase social a la
que se pertenece. La diferencia entre éstas y los clichés del lenguaje
popular es considerable, como se ve en, por ejemplo, las féormulas pa-
ra saludar, la manera de dirigirse a las personas, y otras similares.?
Uno podria tender a denominar esta forma conversacional sélo como
otro dialecto de clase, pero desde ese punto de vista, el estandar co-
mo un todo no es mas que un dialecto de clase. Ya hemos hablado
acerca de su exclusividad en términos de clase, diferente en diversos

periodos y en distintas naciones: estos clichés sociales son asi mismo

2 Son frecuentes los malos entendidos cuando tales férmulas no son bien co-
nocidas. —No olvidemos que en idioma checo los clichés sociales populares son
muy elaborados; por ejemplo, la bien conocida adicion a la forma de invitacion a la
feria: “y no te atrevas a no venir”, sin la cual la invitacion no es mas que una cortés
formalidad, en Josef HoleCek (1853-1929, un novelista rural), Nasi (Nuestra Gente)
I, Ira. Ed., 123.

Por otro lado, el saludo “Que el Sefor te ayude” denota una cierta clase y su
significado cambia si un miembro de otra clase lo usa.
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una medida de su exclusividad, o contrariamente de su penetracion en
el estrato mas amplio.

Los modos y situaciones de la expresidon son de igual manera mas
variadas para el lenguaje estandar que para el lenguaje popular: éste
se limita usualmente a la comunicacion oral y a la conversacion priva-
da; el lenguaje estandar, por supuesto, no esta exento de expresiones
del tipo anterior, ya que esta usualmente hecho para servir a varias
clases de expresiones publicas y para la comunicacion escrita.

La diferenciacion funcional y estilistica del lenguaje se basa mas
conspicuamente en el uso de sus aspectos /éxicos y sintacticos, aun-
que también sean usados en menor grado elementos morfolégicos y
fonologicos. Los ultimos se basan primariamente en variaciones en la
estructura fonologica y morfoldgica (los patrones fonéticos y morfologi-
cos), sin contar los muy delineados estilos de pronunciacion funcional
tratados en el ensayo de Weingart. En cuanto a fonologia y morfologia
se refiere, los elementos prestados al estandar de otra norma, espe-
cialmente de la norma del estandar coloquial popular (la parte vulgar
que esta, por supuesto, también presente en el [éxico),® son frecuen-
temente usados con propdsitos de diferenciacion: en términos fonéti-
cos, por ejemplo, parejas que funcionan de diferente manera tales co-
mo ufad—ourad (oficina), rypat—rejpat (cavar; agarrar), ¢ichnouti—
¢uchnout (olor), y otros parecidos, o palabras tales como ousko (oido,

diminutivo), upejpat se (ser recatado) y otras parecidas para las que

% En tal nivel, pero desde un punto de vista prehistdrico, el trabajo de V. Ma-
chek Studie o tvoreni vyrazu expressivnich (Un estudio sobre el desarrollo de for-
mas de expresion), 1930.
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no hay equivalente en el estandar; aqui también corresponde el uso
funcional de ciertos grupos de fonemas tales como /&/, /8t°/, seguidas
por /u/, lou/ (Euméti (brecha), § t"ourati (empujon), y otras similares)”
que son poco usuales en el estandar, del lado fonético, y parejas como
tlucte, a bude vam otevrieno (toca a la puerta, y se te abrira), versus
netlucte tolik (no hagas tanto ruido), o los finales —i versus —u para la
primera persona singular para verbos como kazi, ceSi, piji, versus
kazu, ¢esi, piju (Yo predico, me peino, bebo), y otras similares, del la-
do morfolégico.

También se usan parejas formales y sintacticas tal como se dan
en el lenguaje estandar como en el popular, gracias a la coexistencia
de estratos viejos y nuevos en ambos. Asi, un posible genitivo en lugar
de un acusativo después de un verbo negativo, o parejas del tipo
béfe—bere (el toma), y sus similares, pueden usarse por su diferen-
ciacion funcional cuando tenemos una forma claramente arcaica o li-
bresca. Variedad estilistica, evitar la repeticion tediosa de la misma
forma, efectos ritmicos diferentes, pueden lograrse por ejemplo usan-
do las dos formas de la terminacion del infinitivo, -ti y —t, parejas que
son intercambiables en el estandar.

Estos variados elementos, principalmente sintacticos y léxicos, de
diferenciacion funcional y estilistica; no son un simple inventario de pa-

labras diferentes o formas gramaticales, sino también de modos dife-

* Mi articulo en Travaux du Cercle Ling. De Praque, IV (1931), p. 276, y V.
Mathesius, Nase Reé, 15.38 ff. (1931).—Algunas veces se asegura erréneamente
que los fonemas palatales en general tienen un cierto color funcional (emocional);
este punto de vista es acertadamente rechazado por Fr. Travnicek, Prace filolo-
giczne 15..2. 163 ff. (1931).
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rentes para utilizar los términos del lenguaje o su adaptacion especial
a los diferentes propésitos del lenguaje estandar.

Los principales modos del uso especial de los términos del len-
guaje en el estandar y en sus varias funciones pueden ser designados,
por un lado, como la intelectualizacion de estos términos y, por el otro,
como su automatizacion y su actualizacion (aktualisace) en el marco

de su diferenciacion funcional.
(A) INTELECTUALIZACION

Por intelectualizacion del lenguaje estandar, que también podemos
llamar su racionalizacion, entendemos su adaptacion al objetivo de lo-
grar declaraciones precisas y rigurosas, abstractas si es necesario,
capaces de expresar la continuidad y complejidad del pensamiento, es
decir, reforzar el lado intelectual del discurso. Esta intelectualizacion
culmina en el discurso tedrico, determinado por el intento de ser tan
preciso en la expresion como sea posible, hacer declaraciones que
reflejen el rigor del pensamiento objetivo en el que los términos se

aproximan a conceptos y las oraciones se aproximan a juicios 16gicos.’

*> Por lo que podemos hablar de lo légico del lenguaje sélo cuando tiene esta
funcién, y juzgar la manera en la que la expresion verbal se adapta a verter el
pensamiento légico, con la reserva referida en nota de pagina 10.—EI reconoci-
miento de la diferencia esencial entre la evaluaciéon légica del pensamiento en
cuanto a los juicios correctos o incorrectos, y entre la estructura del lenguaje, su
material, y las expresiones que por si mismas no son ni légicas ni ilégicas, tanto
como por el hecho de que categorias légicas y gramaticales no son idénticas, el
reconocimiento de lo anterior ha sido ya hace tiempo parte del ABC de la linguisti-
ca.
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Esta intelectualizacion del lenguaje estandar afecta principalmente
al Iéxico y, en parte, a la estructura gramatical.

En el Iéxico, la intelectualizacion del lenguaje estandar se manifies-
ta no solo por expansion del vocabulario con términos nuevos, cuyo
significado abstracto es ajeno al hombre comun, tal como poznatek
(un poco de conocimiento), pojem (concepto),® predstava (idea, ima-
gen), jsoucno (ser), podmét (sujeto), prisudek (predicado), y otros simi-
lares, sino que también por cambios en la estructura del léxico, ya que
aunque en el lenguaje de la ciencia, de las leyes, de la administracion
o de los negocios hablamos de cosas de la vida que nos rodea, nos
expresamos de una manera diferente a como lo hariamos en una con-
versacion ordinaria:

(a) Necesitamos palabras inequivocas: por lo que, por ejemplo,
el uso en biologia de la palabra Zivoc¢ich (animal) en lugar de
la palabra zvife con su mas bien indefinido significado; en in-
genieria eléctrica la palabra lampa (lampara) no es suficiente
y hace falta la palabra svitidlo (implemento eléctrico), y otras
similares;

(b) Se necesitan diferenciaciones, tales como pri¢ina—
duvod—podnét (causa, razén, estimulo), en el lenguaje legal
pfestupek—precin—zloc¢in (contravencion, delito, crimen) o

vlastnik—adrzitel—majitel (dominus, possesor, detentor), etc.;

® Las palabras poznatek, pojem, tanto como dojem (impresion), rozsah (ga-
ma) y muchas otras, fueron incluidas en el lenguaje estandar checo por Antén Ma-
rek, en Logika (Logica), 1820.
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(c) Son necesarios los términos que engloban abstracciones, ta-
les como plodina (cosecha), rostlina (planta), vozidlo (vehicu-
lo), vyrobek (producto).

La intelectualizacién del lenguaje estandar ocurre por la necesi-
dad de expresar las interrelaciones y la complejidad de los procesos
de pensamiento, especialmente aquellos de juicio y consideracion. Es-
to se da, primero que nada, por la creacidon de palabras o por su adap-
tacion para expresar varias relaciones, tales como aquellas de exis-
tencia, posibilidad, necesidad; las relaciones de causalidad, finalidad,
paralelismo y similares, como se muestran en los sustantivos: ucel
(propdsito), zamér (intento), vysledek (resultado), dusledek (conse-
cuencia), nasledek (secuela), asi como muchos verbos, adjetivos, ad-
verbios y preposiciones como dociliti (lograr) junto a dosahnouti (al-
canzar), odpovidati (corresponder), sestavati (consistir), beztcelny (sin
proposito), bezvysledny (sin resultado), bezpodstatny (sin substancia),
nasledkem (en consecuencia de), za ucelem (para el propésito de) y
similares. Esto lleva a una expansion del lenguaje estandar o a una
formacion y especializacion de patrones constructores de palabras;
asi, por ejemplo, el expresar eventos concretos abstractos transferidos
a la categoria de substancia de calidad, verbos (que terminen en —ni),
expresiones participiales, y particularmente adjetivos verbales (que
terminan en —ci), agentes nominales (que terminan en—tel y otros sufi-
jos), adjetivos que terminan en —telny y similares. El lenguaje estandar
tiende en general hacia grupos nominales que se forman por la combi-
naciéon de nombres con atributos o por predicacidn nominal usando

verbos vacios.
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Por supuesto que al hacer esto (la intelectualizacidn), se afecta la
estructura gramatical del lenguaje y se manifiesta particularmente en
la estructura de las oraciones dada la preferencia del lenguaje estan-
dar por la oracién normalizada con los dos constituyentes, el sujeto y
el predicado, claramente diferenciados formalmente, de tal manera
que la linguistica, siempre que su sintaxis estuviera basada en el len-
guaje estandar solamente, vio este tipo de oracién como el tipo de
oracion normal en general. El deseo por lograr un paralelismo entre la
estructura gramatical y la I6gica, por ejemplo, contribuye al uso de la
voz pasiva dentro del lenguaje estandar. Y finalmente vemos en el
lenguaje estandar, en lugar de la libre secuencia de oraciones en el
popular, una estructura fuertemente entretejida e integrada de oracio-
nes y oraciones compuestas con una jerarquia elaborada de superiori-
dad y subordinacion que expresan diferentes relaciones de causalidad,
finalidad, paralelismo y similares; esta tendencia se manifiesta en la
especializacion de conjunciones —asi por ejemplo, si en el lenguaje
popular se construyen clausulas causales subordinadas que son pre-
sentadas por conjunciones de valores multiples ze (que), dyS (kdyz
cuando), en el lenguaje estandar pueden estar marcadas especifica-
mente por las conjunciones protoZe, ponévadz (porque).”

Permitanme afadir aqui dos notas que son importantes para el
lado practico del lenguaje:

1. Lo concluyente de una expresion del lenguaje estandar es un

asunto de grado: Ya he mencionado que esto tiene su culminacién en

" Podria, por ejemplo, comprobarse estadisticamente qué oraciones com-
puestas y qué tipo de clausulas subordinadas se encuentran en el dialecto.
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el lenguaje cientifico debido a que se requiere que las palabras expre-
sen conceptos. Si llamamos a este requerimiento del lenguaje cientifi-
co “exactitud” y por lo tanto lo diferenciamos del concepto mas amplio
de “concluyente”, podemos indicar estos grados esquematicamente
como sigue: inteligibilidad—delimitacion—precision, y asi se reduce
gradualmente el amplio concepto. Simple inteligibilidad es lo que con-
seguimos con el lenguaje coloquial, mientras que lo concluyente se da
no solo por convencion, sino también por la situacion y el conocimiento
compartido de varias circunstancias por los participantes en la conver-
sacion, de tal manera que la objetividad de la respuesta verbal es muy
limitada aun cuando el contenido sea tan real como pueda ser; uno
tiene so6lo que pensar en el uso frecuente de los pronombres en una
conversacion, o del simple hecho de la experiencia diaria cuando una
conversacion escuchada por un no-participante sea poco clara para él,
aunque los elementos linguisticos usados sean muy familiares. En el
lenguaje del trabajo diario (pracovni) (administrativo, de negocios, pe-
riodistico) usualmente manejamos lo concluyente; se da por conven-
cion o solo por decidirlo, y por la objetividad de la declaracién, esto es,
autonomia de la situacion y de los personajes concretos y tiene un al-
cance mayor que el discurso coloquial; compare, por ejemplo, una car-
ta personal con una orden de compra de mercancia. En el lenguaje de
la ciencia, finalmente, manejamos precision; es definido y codificado y
en concordancia con la exactitud del pensamiento objetivo, tiende

hacia una objetividad en general valida.®

® Debemos hacer una diferencia entre precision de la expresion (de términos)
y precision de conceptos o pensamiento; podemos, por ejemplo, haber llegado a



25

Se debe notar que una expresion inequivoca, precisa, o aun soélo
convencionalmente definitiva no necesita ser clara para todos, esto es,
inteligible; puede ser un término, o tener un contenido, que sea sim-
plemente extrafio a muchos hablantes; por lo que, la inteligibilidad y
claridad general no pueden ser la norma para la precision de la expre-
sion de un tratado de matematicas en numeros imaginarios, la diferen-
cia legal entre majitel (duefio) y viastnik (poseedor) no es imprecisa o
indefinida solo porque no sea clara al lego. Puede parecer que estoy
tratando lo obvio, pero los términos precision, claridad e inteligibilidad

se usan con frecuencia bastante arbitrariamente.

(B) AUTOMATIZACION Y ACTUALIZACION

Otro modo del uso especial de los artilugios del lenguaje para cumplir
con las variadas funciones del lenguaje estandar ha sido designado
por mi como las distintas posibilidades de automatizacion y actualiza-
cion (aktualisace) de los artilugios del lenguaje, a veces de los mis-
mos.

¢ Qué es lo que entendemos por automatizacion y actualizacion
de los artilugios del lenguaje? Permitanme comenzar con un ejemplo
tomado de la relacion entre diferentes lenguajes, en donde estas dife-
rencias son de lo mas conspicuas. Si nosotros, por ejemplo, traduci-
mos la formula muy comun del idioma ruso para saludar “zdravstvuyte”

al idioma checo con la frase “bud’te zdrav” (que estés bien), quien no

un concepto preciso y todavia no haber encontrado el término; puedo rechazar un
término como impreciso y aceptar el concepto como preciso, etc.
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sepa el significado literal del saludo zdravstvuyte, pero esta familiari-
zado con su uso, notara inmediatamente que esa traduccion no es la
adecuada; en el idioma checo este saludo tiene una serie completa de
equivalentes. ¢Por qué sucede esto? Una féormula comun de saludo
del idioma ruso es traducida al idioma checo con una férmula poco
comun, es decir, cambiamos una expresion automatizada por una ac-
tualizada, aunque, por supuesto, la frase bud'te zdrav para muchos
otros propdsitos, por ejemplo; al final de una carta, al despedirse y en
situaciones parecidas, seria una expresion completamente comun y
automatizada.

O, para citar el ejemplo mas popular, cuando alguien traduce la
féormula convencional francesa “s’il vous plait’ al idioma checo como
“libi-li se vam” (si Ud. gusta), se ha traducido por supuesto cada pala-
bra correctamente, pero se cambid por completo el significado global
de la férmula, ya que la formula francesa tiene un significado automa-
tizado mas o menos en el mismo sentido que el checo “prosim” (por
favor).

Por automatizacion nos referimos, por lo tanto, a un uso tal de los
téerminos del lenguaje, aislados o en combinacién unos con otros, co-
mo es usual para ciertos propdsitos expresivos, es decir, un uso tal
que la expresion misma no atraiga la atencion; la comunicacion ocurre,
y es recibida en la forma linguistica tan convencionalmente para que
sea “entendida” en virtud del sistema linguistico sin que sea primero
reemplazada, en su expresion concreta, por el entendimiento adicional

dado por la situacion y el contexto.
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De esta manera, denominamos automatizacion a lo que, en el ca-
so de las frases, algunas veces se denomina lexicalizacion de las fra-
ses. En otras palabras, podemos hablar de automatizacién soélo en
aquellos casos en donde la intencion del hablante no falla en obtener
el efecto deseado, donde la unién entre intento y efecto no se rompe,
a menos que haya un cambio en el ambiente al que la expresion se
dirigia, o que nos enfrentemos a periodos diferentes.

Por actualizar, por otro lado, queremos referirnos al uso de los ar-
tilugios del lenguaje de manera que este uso en si mismo atraiga la
atencion y sea percibido como poco comun, tan carente de automati-
zacion, como desautomatizado,® tal como una metafora poética viva
(en oposicidon a una lexicalizada, que es automatizada).

La conversacion produce buenos ejemplos de ambas, la automa-
tizacion y la actualizacion: todos los elementos convencionales usados
en la conversacion son por supuesto automatizados, pero para animar
la conversacion y producir sorpresa (asombro) se usan unidades ac-
tualizadas, es decir, términos linguisticos que son poco comunes en el
habla cotidiana, o se usan con un significado o en un contexto poco
comunes (no estoy interesado en el contenido). Pueden, de acuerdo
con la moda, ser elementos del lenguaje poético, del slang, calo, lun-
fardo u otros términos, quiza incluso aquellos del lenguaje cientifico.

En un tratado cientifico el autor usa, por un lado, palabras y frases

que tienen un significado preciso para especialistas del campo, por de-

% Cf.[Jan] Rozwadowski en Bulletin de la Société de linguistique [de Paris],
25.106 (1925), donde el término desautomatizacion se usa, pero en un sentido
evolutivo.
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finicion cientifica, codificacion o convencion, de tal manera que no tie-
ne que preocuparse por el significado; es decir usa expresiones auto-
matizadas. Por el otro lado usa expresiones nuevas, las que aunque
poco comunes, €l mismo o su escuela de pensamiento les han dado
un significado delimitado y definitivo y que, por lo tanto, él ha automa-
tizado por lo menos para los fines de cierto trabajo o cierta escuela, en
el sentido de haberlas hecho inteligibles. Sin embargo si tales expre-
siones y modos de expresion son incluidos en la intencionalidad dirigi-
da a los no-especialistas, pierden su automatizacion original en el con-
texto nuevo (lo que en el anterior contexto podriamos llamar “técnico”),
y convertirse ya sea ininteligibles, si son términos totalmente ajenos a
los legos, o se automatizan de una manera enteramente diferente, si,
en realidad, no son actualizados. Por lo que, cada término técnico, por
supuesto, tiene un significado automatizado, pero si se transfiere a un
ambiente completamente extrafio, puede actualizarse inmediatamente
y aun volverse una palabra maldita (cf. el uso de palabras invectivas
tales como synphonie [sinfonia], fysiko [fisica] en Nasi de [Jan]
HoleCek [Nuestra gente (Our Folks)] |, 32 y siguientes).

El origen de muchas bromas verbales se basa en la transferencia
de automatizacion de un campo determinado a un ambiente entera-
mente ajeno, son ejemplos de elementos del lenguaje actualizado.

La transferencia de las automatizaciones puede, sin embargo, no
ser efectuada aun en el caso de diferencias menos notables. Compa-
remos, por ejemplo, en el lenguaje cientifico una declaracion para for-

mular una teoria, a una con propositos de divulgaciéon o comunicacion



29

de trabajo diario, donde el tema de la declaracién puede ser idéntico,
ipero su proposito diferente!

Vemos claramente que, con esencialmente el mismo plano tema-
tico, la forma linguliistica de la expresion (el plano gramatico-semantico)
cambia de acuerdo con su proposito y que uno de los componentes
basicos de estas diferencias es la distincion en la automatizacién: un
material cientifico debe estar libre de automatizacion técnica para una
presentacion de divulgacion (periodismo y similares) y ser expresado,
al menos en parte, por medio de la automatizacion del lenguaje
comun; un material cotidiano adquiere con el estilo cientifico, en lugar
de la automatizaciéon del discurso coloquial que podria conservarse en
el caso de una presentacion para la divulgacion, la correspondiente
automatizacion del lenguaje técnico. También es posible usar la auto-
matizacion del discurso para la conversacion en un ensayo técnico,
como cuando el economista Jan KolouSek en uno de sus ensayos
habla de un vyhladovély ¢lovék [un individuo famélico, muy hambrien-
to], pero lo hace con el propdsito de lograr un estilo diferente (en
esencia es un estilo de la actualizacién) y mas frecuentemente en pre-
sentaciones de divulgacion que en las estrictamente cientificas; en es-
tas ultimas, puede ser con propdsitos pedagdgicos, cuando repetimos
la misma cosa “en otras palabras”, o sea, en otras automatizaciones.
En este articulo, por ejemplo, uso ademas de la terminologia técnica
de cierta escuela —es decir, automatizacion técnica (la que cito fre-
cuentemente en paréntesis)— también automatizaciones y términos

de uso mas general.
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Por otro lado, la automatizacién del lenguaje cientifico, o aun del
habla técnica del trabajo comun, resalta al ser usada en el discurso
coloquial (como no resaltaria en una conversacion o discusion técni-
ca).

Encontramos el maximo actualizar, usado en su propio beneficio,
no soélo en el lenguaje poético, sino también en el lenguaje de los en-
sayos, que esta relacionado al habla técnica por el hecho de que la
intencion comunicativa no esta completamente en el fondo, y los ele-
mentos se seleccionan y arreglan de tal manera, ya sea tomados del
habla técnica o coloquial, que se vuelven actualizados; el lenguaje de
los ensayos se dirige hacia la expresion resaltada de una comunica-
cion dada (contenido), pero resaltada en concordancia con un patrén,
justo como sucede en el lenguaje poético, mientras que en el lenguaje
cientifico se dirige hacia una expresiéon precisa del contenido, el len-
guaje técnico del trabajo diario hacia una expresion definida, y el len-
guaje coloquial hacia una comunicacion generalmente accesible.

Aun esta breve y mas bien simplificada comparacion de diferentes
dialectos y estilos funcionales muestra que cada uno de ellos tiene sus
propios términos linguisticos y modos de uso; se deduce que es impo-
sible e incorrecto tratar de elevar un dialecto funcional o estilo al esta-
tus de norma para los otros. El profesor que usa el lenguaje cientifico
en una conversaciéon ordinaria es una figura comica popular; ni el len-
guaje técnico de trabajo o el estilo del discurso escrito pueden usarse

apropiadamente en una simple conversacion.'® Igualmente es inco-

10 Cf. La famosa declaracion de Vendryés “un homme qui parle comme il écrit
nous fait l'effet d’un éter artificiel, anormal.” (Le langage, 1921, p. 326)
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rrecto recomendar la llamada manera “natural’” de expresarse para
otros dialectos y estilos: significa forzar la automatizacion del habla co-
loquial, es decir, forzar un lenguaje apropiado para sélo una funcién, a
otros dialectos y estilos funcionales. El lenguaje poético puede para
sus propositos usar estas automatizaciones en sus diferentes maneras
(cf. el articulo de Mukarovsky), pero no se puede limitar a ellas; el
habla técnica, del trabajo y cientifica, puede usarlas hasta un cierto
limite. Uno puede obviamente no ignorar la importancia que para el
francés estandar tiene su base conversacional, el uso de la de la corte
y la sociedad de los siglos XVII y XVIIl, pero uno no deberia pasar por
alto cual era el asunto de conversacion en esa sociedad, tal uso sirvid
de base para Remarques (literatura, filosofia) de Vaugelas, y cual el
asunto de conversacion recomendado al guardian del buen uso del
idioma checo (mujeres en el mercado, marineros de rio, ver Nase Reé
[un diario purista], 1.266 [1917]. COmo esta tendencia se basa en una
idealizacién romantica de la gente, la gente “no echada a perder” por
supuesto, puede verse por el hecho de que ademas de recomendarse
constantemente el uso de la conversacion popular, hay repetidas que-
jas por cada elemento de slang existente en el discurso de los estu-
diantes o gente joven en general, a pesar de, como Ertl [un linguista
histérico checo] comenta irénicamente en Nase Reé (8.61 [1924]) que
los jovenes evidentemente seguiran haciéndolo al igual que otras tra-
vesuras “hasta (que los nifios) cumplan al menos 40 afos”.

Asi como las automatizaciones del discurso coloquial no pueden
forzarse sobre otros dialectos y estilos funcionales, tampoco es posible

exigir claridad o exactitud en el lenguaje estandar como tal, y usarlas
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como norma para evaluar las expresiones que se hacen en este ambi-
to, como se hace algunas veces. Mostramos que claridad y exactitud
como una manifestacion de la intelectualizacion del lenguaje estandar,
son propiedades importantes de algunas de sus funciones, pero no
olvidemos que inexactitud y falta de claridad pueden justificarse fun-
cionalmente, si tal fuera el propdsito de ciertas respuestas verbales.
Se usan algunas veces en el lenguaje de los negocios, de la practica
legal, de la politica, de la diplomacia, etc. No es ni puede ser un len-
guaje de simples si y no, a veces quiere o tiene que expresarse sin
comprometerse (como ejemplo tenemos la popular frase “I'll see what
| can do” (veré lo que puedo hacer). Por lo que, en el lenguaje de la
correspondencia mercantil hay, ademas de algunas expresiones defi-
nitivas (inequivocas) para la operacion de las actividades mercantiles y
para los propédsitos del comercio, la necesidad de usar algunas formu-
las mas bien neutrales que puedan utilizarse en situaciones y ocasio-
nes diferentes, ya que la correspondencia es general, no individual.
Tales féormulas deben, por lo tanto, ser evaluadas desde el punto de
vista de su propdsito especial, no desecharse en bulto como “débiles,
expresiones aneémicas que solo muy rudamente expresan nuestro
pensamiento y en las que el que escribe evita pensamientos elabora-
dos, aclarar sus conceptos y buscar una expresion precisa” (Nase Reé
14.191 [1930], segun el articulo sobre el comercio checo de [Jifi]
Haller): una secretaria no puede pensar laboriosamente, si quiere ter-
minar su trabajo, ni puede “aclarar sus conceptos” demasiado, ya que
frecuentemente no sabe ella misma lo que esta involucrado y puede

cambiar el significado de un informe. Esta no es la unica razén, como
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Haller expone en el trabajo arriba mencionado, de estas malignas
“débiles, anémicas expresiones,” sino el propdsito mismo de tales
féormulas. Estas formulas neutras, tanto como los clichés exactos para
las operaciones mercantiles y la terminologia del comercio, estan por
supuesto automatizadas. Hay pocos estilos de lenguaje tan altamente
automatizados como el lenguaje de los negocios; no obstante hay es-
pacio para la actualizacion, principalmente en el caso de la publicidad.
Entonces, por supuesto, no evitara “novedades notables y formas po-
co comunes,” que deberian evitarse de acuerdo con el consejo dado
en el articulo antes mencionado en Nase Re¢ (p. 195).

El lenguaje periodistico esta igualmente necesitado de contar con
una cantidad de diferentes formulas (clichés), pero hablaremos de esto
en otro contexto.

Una respuesta verbal puede evaluarse s6lo en cuanto a su aco-
modamiento al proposito, si alcanza apropiadamente el objetivo dado.

A estos dos comentarios practicos de critica al uso linguistico que
resultan de la discusion de la diferenciacion funcional del lenguaje,
permitanme anadir una tercera: pienso en la imposibilidad de evaluar
palabras individuales separadas de su uso funcional y de sus combi-
naciones automatizadas, tanto como de la imposibilidad de considerar
el significado automatizado de una palabra en una sola combinacion y
en una sola funcién, como su unico significado posible.

Para concluir esta seccion de la diferenciacion funcional del len-
guaje estandar, permitanme hacer una observacion esquematica de
esta diferenciacion. No es una clasificacién de todas las funciones del

lenguaje, sino una enumeracion sistematica principalmente de aque-
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llas diferencias que han sido mencionadas y que son de la mayor im-
portancia para los diferentes propdsitos del lenguaje estandar. Por lo
tanto no incluye la diferencia (de otra manera importante y basica) en-
tre los aspectos emocional e intelectual de las respuestas verbales, ni
la diferencia entre el habla encubierta y manifiesta; para estas diferen-
cias, refiérase a la tesis sobre las funciones del lenguaje presentado
por el Circulo Linguistico de Praga al Primer Congreso de Fil6logos
Eslavos, Praga, 1929 (Seccion I, Tesis No. 3, en francés en Travaux
du Cercle Linguistique de Praga, 1.14 ff. [1929]).

Funciones del lenguaje estandar Dialectos funcionales
1. comunicacion - conversacion
2. técnico/laboral - comunicati-|laboral (practico)
VO
3. técnicoltedrico - cientifico
4. estético lenguaje poeético

Re 1. plano semantico unificado
Relacion libre de las unidades léxicas a los referentes
Respuestas verbales incompletas
Inteligibilidad, dada por la situacion y por automati -

zaciones conversacionales

Re 2. plano semantico unificado
Relacién de unidades léxicas a referentes definidas por con-

vencion (términos)
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respuestas relativamente completas
inteligibilidad, dada por automatizaciones codifica-

das o definidas (términos y formulas)

Re 3. plano semantico unificado
Relacién de unidades léxicas a referentes exactos (concep-
tos)
Respuestas completas
Exactitud, dada por automatizaciones codificadas o

definidas

Re 4. plano semantico complejo (de multiples valores)
Relacion de unidades léxicas a referentes, integridad y clari-
dad de la expresion determinadas por la estructura

de la obra literaria y dadas por su actualizacion poética

Estilos funcionales del lenguaje estandar:

A. De acuerdo con el proposito especifico de la respuesta:
comunicacion practica, informacion

exhortacion (apelacidn), persuasion

explicacién general (popular)

explicacion técnica (exposicion, prueba)

o B 0N =

formulacién codificada
B. De acuerdo con la manera de la respuesta:

privada—publica
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oral—escrita
oral: 1. privada: (mondlogo)—dialogo
2. publica: oratoria—discusion
escrita: 1. privada
2. publica: (a) noticia, cartel
(b) periodistico

(c) escritura en libros (escritura en revistas)

Notas para el esquema:.

1.- He clasificado lenguaje poético con su funcion estética, como
el cuarto dialecto funcional, simplemente con el fin de hacer un listado.
Existe una diferencia esencial entre las tres primeras funciones del
dialecto listadas que son siempre usadas para comunicar algo (tienen
una funciéon comunicativa) y entre el lenguaje poético, que en primera
instancia no es comunicativo. —Por las mismas razones he incluido
simplemente entre los estilos funcionales el de exhortacién y persua-
sion, aunque existe una diferencia fundamental entre este estilo y to-
dos los otros. —El listado en cuanto a las diferentes maneras de res-
ponder puede dificilmente considerarse completo.

2.- La diferencia entre estilo funcional y dialecto funcional [funkéni
Jjazyk] consiste en el hecho de que el estilo funcional esta determinado
por el propdsito especifico de la respuesta verbal dada—es una fun-
cion de la respuesta verbal (del acto del habla, “parole”), mientras que
el dialecto funcional estd determinado por el propdsito general de la
totalidad estructurada de los medios de expresion, es una funcion del

patrén linguistico (“langue’).
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Por lo tanto, en respuestas verbales encontramos dialectos fun-
cionales en diferentes estilos funcionales.

3. La integridad de la respuesta esta evaluada en cuanto al grado
en el que los aspectos linguisticos tienen unidad o tienen lagunas en
comparacion con lo que esa respuesta intenta expresar (la relacién
entre el plano gramatico-semantico con el plano tematico). —En el
discurso coloquial, existen lagunas en la respuesta verbal desde el
punto de vista del desarrollo gradual del tema tratado que se llenan
por la situacion extra linguistica y por medios extra linguisticos. En el
lenguaje cientifico y en el discurso laboral, la continuidad de los aspec-
tos linguisticos de la respuesta (el plano gramatico-semantico) se da
solo linguisticamente; el lenguaje cientifico, especialmente en el caso
de una formulacion codificada, intenta lograr el paralelismo maximo
posible entre la expresion linguistica y el desarrollo gradual del asunto
tratado; en el discurso laboral, mas bien parece haber un desorden
consciente de este paralelismo, por lo que el avance del asunto trata-
do se interrumpe repitiendo las cosas “en otras palabras”, o delibera-
damente dejando lagunas para que el oyente o el lector las llene de
manera que soélo parte del avance del tema (usualmente los puntos
clave) encuentran su expresion, sin por supuesto, la intervencion au-
tomatica de la situacion extra linguistica.

Desde un punto de vista mas ingenuo se puede conceptualizar,
en lugar del plano tematico, a la realidad (hechos), como la cosa a ex-
presarse; es una sobre simplificacion impropia. El plano tematico no
debera tenerse como idéntico a la realidad extra linguistica; los dos

pueden relacionarse de diferentes maneras uno con otro.
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Jan Mukarovsky, Lenguaje estandar y lenguaje poético
(De: SCJK, pp. 123-49)

EL PROBLEMA DE LA RELACION entre el lenguaje estandar y el lenguaje
poético se puede considerar desde dos puntos de vista. El tedrico del
lenguaje poético lo plantea de la siguiente manera: el poeta esta
obligado a seguir las normas del lenguaje estandar? O quiza: scomo
se valida esta norma a si misma en poesia? El tedrico del lenguaje
estandar, por el otro lado, quiere saber sobre todo hasta qué punto
una obra poética puede usarse como referencia para la creacion de la
norma para el lenguaje estandar. En otras palabras, la teoria del len-
guaje poético esta primariamente interesada en las diferencias entre el
lenguaje estandar y el lenguaje poético, mientras que la teoria del len-
guaje estandar esta principalmente interesada en las similitudes entre
los dos. Es obvio que con un buen procedimiento ningun conflicto
puede suscitarse entre las dos direcciones de investigacion; solo difie-
ren en el punto de vista y en la aclaracion del problema. En nuestro
estudio encaramos el problema de la relacion entre el lenguaje poético
y el lenguaje estandar desde el punto de vista ventajoso del lenguaje
poetico. Nuestro procedimiento sera el de subdividir el problema gene-
ral en un numero de problemas especiales.

El primer problema, a modo de introduccién, se refiere a lo si-
guiente: ¢ cual es la relacion entre la extension del lenguaje poético y
la del lenguaje estandar, entre los lugares que ocupa cada uno en el

sistema total del lenguaje como un todo? ;Es el lenguaje poético una
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clase de estilo especial del estandar, o es una formacion independien-
te? El lenguaje poético no puede ser llamado un estilo del lenguaje
estandar, porque el lenguaje poético tiene a su disposicidén, desde el
|éxico, la sintaxis, etc., todas las formas del lenguaje —frecuentemente
desde diferentes fases de desarrollo del mismo. Hay obras en las que
el material |éxico se toma por entero de una forma diferente de lengua-
je que del estandar (por ejemplo, la poesia con slang de Billon o Rictus
en la literatura francesa). Pueden existir diferentes formas del lenguaje
lado a lado en una obra poética (por ejemplo, en los didlogos de la no-
vela: el dialecto o el slang, en los pasajes narrativos: el estandar). El
lenguaje poético finalmente también tiene algo de Iéxico propio y fra-
seologia, tanto como formas gramaticales, los llamados poeticismos
tales como zor [mirar fijamente, mirada fija], or [corcel], plati [consu-
mirse], la tercera persona del singular mdz [poder] (se puede encontrar
una rica seleccion de ejemplos en la descripcidn ironica del “lenguaje
de la luna” en Vylet pana Brou¢do do mésice [El viaje a la luna del Sr.
Broucek] del realista Svatopluk Cech, 1846-1908). Solamente algunas
escuelas de poesia, tienen una actitud positiva hacia los poeticismos
(entre ellos el Grupo Lumir incluyendo a Svatopluk Cech), otras los re-
chazan.

El lenguaje poético, por lo tanto, no es un estilo de lenguaje
estandar. No negamos la conexion cercana entre los dos, que consiste
en el hecho de que, para la poesia, el lenguaje estandar es el fondo
sobre el cual se refleja la distorsion estética intencional de los compo-
nentes linguisticos de la obra; en otras palabras, la violacion intencio-

nal de la norma del lenguaje estandar. Visualicemos, por ejemplo, la
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obra en la que la distorsion se lleva a cabo por la interaccion del dis-
curso dialectal con el estandar, entonces es obvio que no es el lengua-
je estandar al que se percibe como una distorsion del dialecto, sino el
dialecto como la distorsion del estandar, aun cuando el dialecto sea
cuantitativamente dominante. La violacion a la norma del lenguaje
estandar, la violacion sistematica, es lo que hace posible el uso poéti-
co del lenguaje; sin esta posibilidad no habria poesia. Entre mas se
estabilice la norma del lenguaje estandar en un idioma dado, tanto
mas variada puede ser la infraccion y mayor la cantidad de posibilida-
des para la poesia en ese idioma. Y por otro lado, entre mas débil sea
la conciencia de esta norma, menores son las posibilidades de viola-
cion y menores las posibilidades para la poesia. En los comienzos de
la poesia moderna checa, cuando la conciencia de la norma era débil,
los neologismos poéticos que tenian el propdsito de violar la norma del
lenguaje estandar en muy poco se diferenciaban de la norma del len-
guaje estandar, de tal manera que a veces se confundian.

Tal es el caso de M. Z. Polak (1788-1856, un romantico tempra-
no), cuyos neologismos se consideran hoy en dia pobres neologismos
del lenguaje estandar.

Un analisis estructural de un poema de Polak mostraria que Josef
Jungmann [una figura eminente en el renacimiento nacional checo]
tenia razon [al evaluar la poesia de Polak positivamente]. Citamos
aqui el desacuerdo en la evaluacion de los neologismos de Polak so-
lamente para sustentar la declaracion acerca de que la norma del len-
guaje estandar es débil —como era el caso en el periodo del renaci-

miento nacional, es dificil diferenciar los artificios que intentan dar
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forma a la norma de los que intentan consistente y deliberadamente
infringirla, y que, por lo tanto, un idioma con normas débiles en el len-
guaje estandar ofrece menos artificios al poeta.

Esta relacion entre el lenguaje poético y el lenguaje estandar, una
que podriamos llamar negativa, tiene también su lado positivo que, sin
embargo, es mas importante para la teoria del lenguaje estandar que
para el lenguaje poético y su teoria. Muchos de los componentes lin-
guisticos de una obra poética no se desvian de la norma del lenguaje
estandar porque constituyen el fondo contra el cual la distorsion de los
otros componentes se refleja. La suposicion de que los componentes
tienen que coincidir con la norma del lenguaje estandar seria, cierta-
mente, erronea.

El segundo problema que intentaremos aclarar concierne a la fun-
cién diferente de las dos formas de lenguaje. Este es el nucleo del
problema. La funcion del lenguaje poético consiste en la maxima ac-
tualizacion de la expresion. Actualizar es lo opuesto a la automatiza-
cion, es decir, la desautomatizacion de un acto; entre mas automatiza-
do esté un acto, tanto menor es la conciencia de su ejecucion; entre
mas presente esté su actualizacion, se vuelve mas completamente
consciente. Hablando objetivamente: la automatizacién esquematiza
un evento; actualizar significa la violacion al esquema. El lenguaje
estandar en su forma mas pura, como el lenguaje cientifico con sus
féormulas y sus objetivos, evita la actualizacidn [aktualisace]: por lo
que, una expresion, actualizada a causa de su novedad, se automatiza
inmediatamente en un tratado cientifico gracias a la definicion exacta

de su significado. En el lenguaje estandar es comun actualizar, por
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ejemplo, en el estilo periodistico, aun mas en los ensayos. Pero en es-
te caso esta siempre subordinada a la comunicacion: su propdsito es
llevar la atencion de los lectores (oyentes) hacia el objeto tratado gra-
cias a los medios de expresion actualizados. Todo lo que se ha dicho
sobre la actualizacion y la automatizacion en el lenguaje estandar se
ha tratado a detalle en el ensayo de Havranek en este ciclo; nosotros
dedicaremos este ensayo al lenguaje poético. En el lenguaje poético el
actualizar alcanza su maxima intensidad al grado de llevar la comuni-
cacion al fondo como objetivo de expresion y la usa para su propio be-
neficio; no la usa con fines de comunicacién, sino para colocar en el
primer plano el acto de expresion, el acto del discurso mismo. La pre-
gunta es entonces ¢cuanto de este actualizar se logra en el lenguaje
poético? Puede suscitarse la idea de que éste es un efecto cuantitati-
VO, que se trate de actualizar el mayor numero de componentes, quiza
de todos los elementos juntos. Seria un error, aunque sélo uno tedrico,
ya que en la practica, actualizar todos los componentes es imposible.
La actualizacion de cualquier componente es necesariamente acom-
pafiada por la automatizacién de uno o mas de los otros componentes;
por lo que, por ejemplo, la entonacion actualizada en [Jaroslav]
Vrchlicky (1853-1921, un poeta del Grupo Lumir) y [Svatopluk] Cech
ha empujado necesariamente a su nivel mas bajo de automatizacion el
significado de la palabra como una unidad, porque la actualizacion de
su significado daria independencia fonética a la palabra y llevaria a
una distraccion del flujo ininterrumpido de la linea de entonacion
(meloddica); un ejemplo del grado, al cual la independencia semantica

de la palabra en contexto también se manifiesta como independencia
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de entonacion, se puede encontrar en la versificacion de [Karel] To-
man (1877-1946 un poeta moderno). La actualizacion de la entonacion
como una linea melddica ininterrumpida esta relacionada con el
“vacio” semantico por el que el Grupo Lumir ha sido criticado por la
siguiente generacion, por ser “verbalista”. —Ademas de la imposibili-
dad practica de la actualizacién de todos los componentes, se puede
también senalar que la actualizacion simultanea de todos los compo-
nentes en una obra poética es impensable. Porque la actualizacion de
un componente implica precisamente llevarlo al frente; la unidad en el
primer plano, sin embargo, ocupa esta posicion por comparacion con
otra unidad o unidades que permanecen en el fondo. Una simultanea y
general actualizacién llevaria a todos los componentes al mismo plano
y, por lo tanto, se convertirian en una nueva automatizacion.

Los medios por los que el lenguaje poético logra el maximo de su
actualizacion deben por lo tanto buscarse en otro lugar y no en la can-
tidad de componentes actualizados. Su esencia es el caracter consis-
tente y sistematico de la actualizacion. La consistencia se manifiesta
en el hecho de que la transformacion del componente actualizado,
dentro de una obra dada, ocurre en una direcciéon estable; por lo que,
la desautomatizacion de significados en una obra determinada se rea-
liza consistentemente por la seleccion del léxico (la mezcla de areas
contrastantes del Iéxico), en otra igualmente consistente por la relacion
semantica poco comun de palabras cercanas en el contexto. Ambos
procedimientos traen como resultado la actualizacion del significado,
pero de manera diferente. La actualizacion sistematica de los compo-

nentes en una obra de poesia consiste en la gradacion de las interre-
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laciones de estos componentes, es decir, en su subordinacion y supe-
rioridad mutua. El componente mas alto en la jerarquia llega a ser el
dominante. Todos los otros componentes actualizados o no, tanto co-
mo sus relaciones, se evaluan desde el punto de vista del componen-
te dominante. El dominante es ese componente de la obra que pone
en marcha y da direccion a las relaciones de todos los otros compo-
nentes. El material de una obra poética esta entretejido con las interre-
laciones de los componentes aun si esta en un estado total de no ac-
tualizarse. Asi, siempre esta presente, también en el habla coloquial,
la relacion potencial entre entonacion y significado, sintaxis, orden de
palabras, o la relacién de la palabra como una unidad de significado a
la estructura fonética del texto, a la seleccion de léxico encontrada en
el texto, a otras palabras como unidades de significado en el contexto
de la misma oracién. Se puede decir que cada componente linguistico
esta directa o indirectamente unido, por medio de estas interrelaciones
multiples, de alguna manera a cada uno de los otros componentes. En
el habla coloquial estas relaciones son en su mayoria meramente po-
tenciales, porque no se lleva la atencion a su presencia y a su relacion
mutua. Sin embargo se puede perturbar el equilibrio del sistema en
algun punto y torcer toda la red de relaciones en cierta direccion y
afectar su organizacién interna: se produce una tensién en una porcién
de esta red (causada por una actualizacion consistente unidireccional),
mientras que el resto de las porciones de la red estan en calma (a
causa de la automatizacion percibida como un trasfondo intencional-
mente arreglado). Esta organizacion interna de relaciones sera dife-

rente en cuanto al punto afectado, es decir, con relacion al dominante.
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Mas concretamente: a veces la entonacion se vera gobernada por el
significado (por medio de varios procedimientos), otras la estructura
del significado sera determinada por la entonacién; o la relacion de
una palabra al Iéxico puede ser actualizada, asi también su relacién a
la estructura fonética del texto. Cual de las relaciones posibles sera
actualizada, cual sera automatizada, y cual sera la direccion de la ac-
tualizacion —si del componente A al componente B, o viceversa, todo
esto depende del dominante.

El dominante asi crea la unidad de la obra poética. Es, por su-
puesto, una unidad unica, cuya naturaleza en estética usualmente se
designa como “unidad en variedad,” una unidad dinamica en la que
nosotros al mismo tiempo percibimos armonia y desarmonia, conver-
gencia y divergencia. La convergencia esta dada por la tendencia
hacia el dominante, la divergencia por la resistencia del trasfondo in-
movil de los componentes no actualizados contra la tendencia. Los
componentes pueden aparecer no actualizados desde el punto de vis-
ta del lenguaje estandar, o desde el punto de vista del canon de la
poesia, es decir, el grupo de normas firmes y estables en el que la es-
tructura de una escuela de poesia antecesora se ha disuelto por au-
tomatizacion, cuando ya no se percibe como un todo indivisible e indi-
sociable. En otras palabras, en algunos casos es posible que un
componente que esté actualizado en el marco de las normas del len-
guaje estandar, no esté actualizado en una obra dada porque esta en
concordancia con el canon poético automatizado. Cada obra poética
se percibe contra el trasfondo de una tradicion determinada, es decir,

de algun canon automatizado con relacion al cual constituye una dis-
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torsion. La manifestacidn mas evidente de esta automatizacion es la
facilidad con la que la creacion es posible en relacion a este canon, la
proliferacion de epigonos, el gusto por la poesia obsoleta en circulos
no cercanos a la literatura. Prueba de la intensidad con la que una
nueva tendencia en poesia es percibida como una deformacion del
canon tradicional es la actitud negativa de la critica conservadora que
considera las desviaciones deliberadas del canon como errores contra
la esencia misma de la poesia.

El trasfondo que percibimos detras de la obra poética constituido
por los componentes no actualizados, resistiendo el ser actualizados
es dual: la norma del lenguaje estandar y el canon estético tradicional.
Ambos antecedentes estan siempre potencialmente presentes, aun-
que uno de ellos predominara en un caso concreto. En periodos pode-
rosos de actualizacion de elementos linguisticos, el trasfondo de la
norma del lenguaje estandar predomina, mientras que en periodos de
actualizacion moderados, predomina el canon estético tradicional. Si el
ultimo ha deformado fuertemente la norma del lenguaje estandar, en-
tonces su distorsion moderada puede, en cambio, constituir una reno-
vacion de la norma del lenguaje estandar, y esto precisamente a cau-
sa de su moderacidn. Las relaciones mutuas de los componentes de la
obra poética, las actualizadas y las no actualizadas, constituyen su es-
fructura, una estructura dinamica que incluye ambas posiciones de
convergencia y divergencia y una que constituye un todo artistico indi-
sociable, ya que cada uno de sus componentes tiene su valor, preci-

samente, en relacion con la totalidad.
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Resulta obvio que la posibilidad de deformar la norma del lengua-
je estandar —si nosotros de aqui en adelante nos limitamos a este tras-
fondo particular de la actualizacion— es indispensable en poesia. Sin
ésta no habria poesia. Criticar la deformacion de la norma del lenguaje
estandar como errores, especialmente en un periodo en el que, como
el presente, tiende hacia una actualizacion poderosa de los compo-
nentes linguisticos, significa rechazar la poesia. Se puede argumentar
que en algunas obras de poesia, 0 mas bien en algunos géneros, solo
el “contenido” (tema) es actualizado, asi que lo antes expuesto no les
concierne. A esto debe decirse que en una obra poética de cualquier
género no existe una frontera fija ni, en cierto sentido, ninguna diferen-
cia esencial entre el lenguaje y el tema. El tema de una obra de arte
no puede ser juzgado por su relacion con la realidad extra linguistica
que penetra la obra; es mas bien un componente del lado semantico
de la obra (no queremos afirmar, por supuesto, que su relacion con la
realidad no puede volverse un factor de su estructura, como por ejem-
plo en el realismo). Esta declaracion puede comprobarse ampliamen-
te; limitémonos, sin embargo, al punto mas importante: el asunto de la
veracidad no concierne al tema de una obra poética, ni siquiera tiene
sentido. Aun si postulamos la pregunta y la contestamos positiva o ne-
gativamente como puede ser el caso, la pregunta no es pertinente pa-
ra medir el valor artistico de la obra; puede sdlo servir para determinar
hasta qué punto la obra tiene valor documental. Si en algunas obras
poéticas se enfatiza la veracidad como sucede en la obra de (Vladis-
lav) Vancura (1891-1942, un autor moderno), una historia corta Dibra

mira (El buen paso), este énfasis solo sirve al propdsito de darle al
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asunto tratado una cierta coloracién semantica. El status del tema es
totalmente diferente en el caso del discurso para la comunicacion. En
este caso una cierta relacion del tema con la realidad es un valor im-
portante, un prerrequisito necesario. De manera que en el caso de un
reporte periodistico la pregunta de si un cierto evento sucedié o no,
tiene obviamente significado basico.

El tema de una obra poética es su mas grande unidad semantica.
Al ser un significante tiene ciertas propiedades que no estan directa-
mente basadas en el signo linguistico, pero estan relacionadas con
éste en tanto el ultimo es una unidad semioldgica general (especial-
mente su independencia de cualquier signo especifico, o grupos de
signos, de tal manera que el mismo tema puede, sin cambios basicos,
producirse con diferentes recursos linguisticos o aun trasladarse to-
talmente a un grupo diferente de signos, como en la transposicion del
tema de una forma de arte a otra), pero esta diferencia de las propie-
dades no afecta el caracter semantico del tema. Se sostiene asi, aun
para las obras y géneros de poesia en los que el tema es el factor do-
minante, que el ultimo no es el “equivalente” de una realidad a expre-
sarse por la obra tan efectivamente (por ejemplo, como veridica) como
sea posible, pero es una parte de la estructura, esta gobernada por
sus leyes, y se evalua en cuanto a su relacién con ésta. Si éste es el
caso, vale tanto para la novela como para el poema lirico que negar a
la obra poética el derecho a violar la norma del lenguaje estandar
equivale a la negacién de la poesia. Con relacién a la novela no puede
decirse que los elementos linguisticos son la expresion estéticamente

indiferente del contenido, ni aun si aparecen completamente despro-
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vistos de actualizacion: la estructura es la totalidad de todos los com-
ponentes, y sus dinamicas resultan precisamente de la tension entre
los componentes actualizados y los no actualizados. Hay, incidental-
mente, muchas novelas e historias cortas en las que los componentes
lingUisticos estan claramente actualizados. Los cambios efectuados
con el objeto de escribir un lenguaje correcto interferirian, aun en el
caso de la prosa, con la esencia misma de la obra; esto sucederia, por
ejemplo, si el autor o aun el traductor decidieran, como se solicitd en
Nase Red, eliminar clausulas relativas “superfluas”.

El problema de los valores estéticos el lenguaje permanece to-
davia fuera del reino de la poesia. Una opinién checa reciente es que
“la evaluacion estética debe excluirse del lenguaje, ya que no hay lu-
gar en donde pueda aplicarse. Es util y necesaria para juzgar el estilo,
pero no el lenguaje” (J. Haller, Problem jazykové spravnosti (El pro-
blema del lenguaje correcto), Vyro¢ni zprava ¢. St. Ref real. Gimnasia
v Usti nad Labem za r. 1930-31, p. 23). Estoy dejando de lado la criti-
ca de la oposicion inexacta en cuanto a terminologia se refiere, del es-
tilo y lenguaje; pero si quiero puntualizar, en contra de la tesis de
Haller, que la valoracion estética es un factor muy importante en la
formacion de la norma del lenguaje estandar; por un lado porque el
refinamiento consciente del lenguaje no puede hacerse sin ésta, por el
otro porque a veces, en parte, determina el desarrollo de la norma del
lenguaje estandar.

Empecemos con una discusion general del campo de los fendme-
nos estéticos. Es evidente que este campo excede por mucho los limi-

tes de las artes. Dessoir dice al respecto: “La busqueda de la belleza
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no necesariamente se limita a su manifestacién en las formas especi-
ficas de las artes. Las necesidades estéticas son, por el contrario, tan

"1 Si el area de

potentes que afectan casi fodos los actos del hombre.
los fendbmenos estéticos es en verdad tan amplia, es obvio que la valo-
racion estética tiene su lugar mas alla de los limites de las artes; po-
demos citar como ejemplos los factores estéticos en la seleccion
sexual, la moda, las amenidades sociales, las artes culinarias, etc. Hay
una diferencia, por supuesto, entre la valoracion estética en las artes y
fuera del arte. En las artes, la valoraciéon estética necesariamente ocu-
pa el mas alto lugar en la jerarquia de los valores que contiene la obra,
mientras que fuera del arte su posicidn vacila y esta usualmente su-
bordinada. Aun mas, en las artes evaluamos cada componente con
relacion a la estructura de la obra en cuestion, y el criterio a considerar
es en cada caso determinado por la funcién del componente dentro de
la estructura. Fuera del arte, los componentes del fendbmeno a ser eva-
luados no estan integrados dentro de una estructura estética y el crite-
rio a tomar en cuenta es la norma que se aplica al componente en
cuestion, donde quiera que este ultimo ocurra. Si, entonces, el area de
la valoracion estética es tan amplia que ésta incluye “casi todos los ac-
tos del hombre”, es en verdad poco probable que el lenguaje esté
exento de la valoracién estética; en otras palabras, que su uso no es-
taria sujeto a las leyes del gusto. Existe prueba fehaciente de que la

valoracion estética es uno de los criterios basicos del purismo, y que

' Dessoir, Asthetik und allgemeine Kunstwissenschaft, (Estética y Ciencias
de las Artes) Stuttgart, 1906, p. 112.
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incluso el desarrollo de la norma del lenguaje estandar no puede ima-
ginarse sin ella.

El criterio estético tiene un lugar indispensable en el refinamiento
del lenguaje, y aquellos puristas que niegan su validez estan in-
conscientemente sentenciando su propia profesion. Sin un punto de
vista estético, ninguna otra forma para el cultivo del buen lenguaje es
posible, incluso alguna mucho mas eficaz que el purismo. No significa
que quien intente cultivar el buen lenguaje tenga el derecho de juzgar-
lo siguiendo su gusto personal, como hacen precisamente los puristas.
Tal intervencion dentro del desarrollo del lenguaje estandar es util y
significativa en periodos cuando la valoracion estética del fenbmeno
consciente se ha vuelto un hecho social —como fue el caso en la
Francia del siglo XVII. En otros periodos, incluyendo el presente, el
punto de vista estético tiene mas de funcion reguladora en el cultivo
del buen lenguaje: el que se preocupa por cultivar el buen lenguaje
debe tener cuidado de no forzar al lenguaje estandar, en nombre del
lenguaje correcto, con modos de expresion que violenten el canon
estético (grupo de normas) dado en el lenguaje implicita pero objeti-
vamente; la intervencion sin considerar las normas estéticas, impide,
mas que estimula, el desarrollo del lenguaje. El canon estético que di-
fiere no sélo de lenguaje a lenguaje, sino también en diferentes perio-
dos de desarrollo del mismo lenguaje (sin contar en este contexto
otras formaciones funcionales, las cuales tienen su propio canon esté-
tico), debe establecerse por medio de la investigacién cientifica y des-
cribirse tan exactamente como sea posible. Esta es la razén del gran

significado de la cuestidn del modo en el que la valoracion estética in-



52

fluye en el desarrollo de la norma del lenguaje estandar. Considere-
mos en primer lugar la manera en la que el Iéxico del lenguaje estan-
dar se incrementa y renueva. Palabras que se originan en el slang, en
dialectos o en lenguas extranjeras, son como sabemos por propia ex-
periencia, frecuentemente aceptadas gracias a su novedad y rareza,
es decir, con el propdsito de actualizar y en donde la valoracién estéti-
ca siempre juega un papel significativo. Palabras del lenguaje poético,
neologismos poéticos, pueden también penetrar el lenguaje estandar
por este camino, aunque en estos casos podemos estar tratando con
la aceptacion por razones de comunicacion (la necesidad de un nuevo
matiz de significado). La influencia del lenguaje poético en el estandar
no esta, sin embargo, limitada al vocabulario: patrones de entonacion
y sintacticos (clichés) pueden por ejemplo, también ser adoptados —
los ultimos solo por razones estéticas, ya que los cambios en la estruc-
tura de la entonacion y de la oracion que se usen al momento dificil-
mente sean necesarios para una mejor comunicacion. Muy interesante
es al respecto la observacion del poeta J. Cocteau en su libro Le se-
cret professionel (Paris, 1922, p. 36) que “Stéphane Mallarmé incluso
ahora influye en el estilo de la prensa diaria sin que los periodistas
estén conscientes de ello”. A manera de explicacion debemos sefalar
que Mallarmé ha distorsionado muy violentamente la sintaxis del
francés y el orden de las palabras que por ser factores gramaticales
son incomparablemente mas rigidos en idioma francés que en el idio-
ma checo. A pesar de esta distorsion intensiva, o quiza a causa de
ella, Mallarmé influy6 en el desarrollo de la estructura de la oracion en

el lenguaje estandar.
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El efecto de la valoracion estética en el desarrollo de la norma del
lenguaje estandar es innegable; por lo que el problema merece la
atencion de los tedricos. Hasta ahora, apenas existen estudios del
Iéxico en los que se trate la aceptacion de los neologismos poéticos en
idioma checo y las razones de esta aceptacion; el articulo de [Antonin]
Frinta, Rukopisné podvrhy a naSe spisovna rec [Los manuscritos apo-
crifos (La falsificacion de Vaclav Hanka de la connotada poesia anti-
gua checa, 1813, 1817) y nuestro Lenguaje Esténdar] (Nase Re¢, vol.
II), permanece como un intento aislado. Es también necesario investi-
gar la naturaleza y el alcance de la valoracion estética en el lenguaje
estandar. La valoracion estética se basa, como siempre que no esté
sustentada en una estructura artistica, en ciertas normas generales.
En arte, incluyendo la poesia, cada componente se evalua con rela-
cion a la estructura. El problema para evaluar es determinar como y
hasta qué punto un componente dado cumple con la funcion adecuada
en la estructura total; el criterio a tomar en cuenta es dado por el con-
texto de cierta estructura y no se aplica a ningun otro contexto. La
prueba se basa en el hecho de que un cierto componente puede por si
mismo ser percibido como un valor negativo en relacion a la norma
estética pertinente, si su caracter de distorsion es muy importante; pe-
ro puede evaluarse positivamente en el caso de una estructura particu-
lar y como su componente esencial precisamente a causa de este
caracter de distorsidon. No hay estructura estética fuera de la poesia,
ninguna en el lenguaje estandar (ni en el lenguaje en general). Existe,
un cierto grupo de normas estéticas, cada una de las cuales se aplica

independientemente a un cierto componente del lenguaje. Este grupo,
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0 canon, es constante sélo para un periodo dado y para cierto medio
linglistico; por consiguiente, el canon estético del lenguaje estandar
es diferente del de el slang. Necesitamos, por lo tanto, una descripcion
y caracterizacion del canon estético del lenguaje estandar de hoy y del
desarrollo de este canon en el pasado. Resulta obvio empezar dicien-
do que este desarrollo no es independiente de las estructuras cam-
biantes en el arte de la poesia. El descubrimiento e investigacion del
canon estético aceptado para un cierto lenguaje estandar no tendria
sélo significado tedrico, como parte de su historia, sino también, como
ya se ha dicho, seria de importancia practica en su cultivo.

Regresemos al tema principal de nuestro estudio e intentemos de-
linear algunas conclusiones sobre lo que se dijo antes de la relacion
entre el lenguaje estandar y el lenguaje poético.

El lenguaje poético es una forma diferente de lenguaje con una
funcion diferente al lenguaje estandar. No se debe calificar a todos los
poetas, sin excepcion, como creadores del lenguaje estandar, ni
hacerlos responsables de su estado actual. No se trata de rechazar la
posibilidad de utilizar la poesia como informacion para la descripcion
cientifica de la norma del lenguaje estandar (cf. pp. 18-19), ni negar el
hecho de que el desarrollo de la norma del lenguaje estandar sucede
con la influencia de la poesia. La distorsion de la norma del lenguaje
estandar proviene de la esencia misma de la poesia y es por lo tanto
impropio exigir al lenguaje poético sujetarse a ésta. Ferdinand Brunot
ya en 1913, lo formulé claramente (L autorité en matiére de la langage,
Die neueren Sprachen, (Las lenguas nuevas) Vol. XX): “El arte moder-

no, individualista en esencia, no puede siempre y en todos lados satis-
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facerse so6lo con el lenguaje estandar. Las leyes que gobiernan la
usual comunicacioén de pensamiento no debe, a menos que se trate de
una tirania insoportable, imponerse categoricamente al poeta, quien
puede encontrar formas personalizadas de expresién intuitiva, mas
alla de los limites de las formas aceptadas del lenguaje. Depende del
él usarlas de acuerdo con su intuicién creativa y sin otros limites que
aquellos impuestos por su propia inspiracion. La opinion publica dara
su veredicto final”. Es interesante comparar la declaracion de Brunot
con una de Haller de 1931 (Problém jazykové spravnosti, op. cit. 3):
“Nuestros escritores y poetas en su esfuerzo creativo intentan reem-
plazar el conocimiento escrupuloso del material del lenguaje por algu-
na clase de habilidad imaginaria de la que ellos mismos no estan tan
plenamente convencidos. Reclaman un derecho que puede ser un pri-
vilegio injusto. Tal habilidad, instinto, inspiracion o como usted quiera
llamarlo, no puede existir en y por si mismo; como el famoso tino para
el lenguaje solo puede ser el resultado final de un conocimiento previo
y sin apoyarse conscientemente en el material terminado del lenguaje,
no es mas certero que cualquier otro acto arbitrario”. Si comparamos
la declaracion de Brunot con la de Haller, la diferencia es clara sin ma-
yor comentario. Mencionemos también la critica de Jungmann de
VzneSenost prirody de Polak [Lo sublime de la naturaleza] ya citado en
este estudio; Jungmann puntualizé muy exactamente como un ele-
mento caracteristico del lenguaje poético su “rareza,” es decir, su dis-
torsion. —A pesar de todo lo que se ha dicho, la condicion de la norma
del lenguaje estandar no deja de tener significado para la poesia, ya

que la norma del lenguaje estandar es precisamente el fondo contra el
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que la estructura de la obra poética se proyecta, y en cuya relacion se
percibe como distorsion; la estructura de la obra poética puede cam-
biar completamente de cuando se origino, si después de cierto tiempo
se proyecta contra el fondo de una norma del lenguaje estandar que
desde entonces cambio.

Ademas de la relacion de la norma del lenguaje estandar con el
poético, existe también la relacién opuesta, la de la poesia con la nor-
ma del lenguaje estandar. Ya hemos hablado de la influencia del len-
guaje poetico en el desarrollo del lenguaje estandar; algunas observa-
ciones se pueden anadir. Primero que nada, vale la pena mencionar
que la actualizacion poética del fendmeno linguistico, ya que éste es
su proposito mismo, no puede tener el de crear nuevos medios de co-
municacion (como Vossler y su escuela piensan). Si algo pasa del len-
guaje poetico al estandar, se vuelve un préstamo de la misma manera
que cualquier cosa tomada por el lenguaje estandar de cualquier otro
medio linguistico; incluso la motivacion para el préstamo puede ser la
misma: un préstamo del lenguaje poético puede asi mismo ser tomado
por extra estéticas razones; es decir, por razones de comunicacion y
contrariamente la motivacion para tomar prestado de otros dialectos
funcionales, como el slang, puede ser estética. Los préstamos del len-
guaje poético estan mas alla de la esfera de la intencién del poeta. De
manera tal que los neologismos poéticos aparecen como nuevas for-
maciones estéticas con intencidn y sus caracteristicas basicas son: ser
inesperados, inusuales y unicos. Los neologismos creados con propo-
sitos para la comunicacion, por otro lado, tienden hacia patrones co-

munes de derivacion y de facil clasificacion en una cierta categoria
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|éxica; éstas son las propiedades que permiten su uso general. Sin
embargo, si los neologismos poéticos se formaran para su uso gene-
ral, su funcidén estética se veria en peligro; por lo tanto, se forman de
una manera inusual, con violencia considerable hacia el lenguaje, en
cuanto a forma y significado.

La relacion entre el lenguaje poético y el estandar, su aproxima-
cion mutua o distancia creciente, cambia de periodo a periodo. Pero
aun dentro del mismo periodo, y con la misma norma del lenguaje
estandar, esta relaciéon no necesariamente es la misma para todos los
poetas. Hay, generalmente hablando, tres posibilidades: el escritor,
digamos un novelista, puede no distorsionar en absoluto los compo-
nentes linguisticos de su trabajo (pero esta no-distorsién es, como ya
se mostrd antes, en si misma un hecho de la estructura total de su
obra), o puede distorsionarlos, pero subordinar la distorsion linguistica
al tema, dandole color subestandar a su léxico para caracterizar per-
sonajes y situaciones, por ejemplo; o finalmente, puede distorsionar
los elementos linguisticos subordinando el tema a la deformacion lin-
guistica o enfatizando el contraste entre el tema y su expresion linguis-
tica. Un ejemplo de la primera posibilidad puede ser Jakub Arbes
[1840-1914, un naturalista temprano], de la segunda, algunos novelis-
tas realistas como T. Novakova [1853-1912] o Z. Winter [1846-1912],
de la tercera, Vladislav VanCura. La divergencia entre el lenguaje poé-
tico y el estandar aumenta, cuando uno va de la primera posibilidad a
la tercera. Con el objeto de simplificar, esta clasificacion ha sido alta-

mente esquematiza; la situacion real es mucho mas compleja.
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El problema de la relacion entre el lenguaje estandar y el lenguaje
poético no agota el significado que la poesia, como forma artistica que
usa el lenguaje como su material, tiene para el lenguaje estandar o pa-
ra el lenguaje de una nacion en general. La existencia misma de la
poesia en un lenguaje dado tiene importancia fundamental para este
lenguaje. Precisamente es gracias a la actualizacion poética, que se
incrementa y perfecciona la habilidad de manejar el lenguaje en gene-
ral; le da al lenguaje la habilidad de ajustar su flexibilidad a los reque-
rimientos nuevos y le proporciona una diferenciacion mas rica de sus
medios de expresion. La actualizacién poética saca a la superficie y
pone frente al observador incluso fenédmenos linguisticos muy disimu-
lados en el discurso de la comunicaciéon, aunque sean factores impor-
tantes en el lenguaje. Por ejemplo, el simbolismo checo, especialmen-
te la poesia de O. Bfezina [1868-1929], ha traido al ambito de la
conciencia linguistica la esencia del significado de la oracidn y la natu-
raleza dinamica de la construccion de la oracion. Desde el punto de
vista del discurso para la comunicacion, el significado de la oracion
aparece como el total de los significados gradualmente acumulados de
las palabras individuales; es decir, sin tener existencia independiente.
La naturaleza real del fenbmeno se encubre por la automatizacion del
diseno semantico de la oracion. Palabras y oraciones aparentemente
se siguen unas a otras por necesidad obvia, determinadas solo por la
naturaleza del mensaje. Entonces aparece una obra poética en la que
la relacién entre los significados de las palabras individuales y el tema
en la oracion ha sido actualizada. Las palabras no se suceden unas a

otras natural y sencillamente, sino que en la oracién ocurren saltos,
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rupturas semanticas, que no estan condicionados por los requerimien-
tos de la comunicacion, sino dados en el lenguaje mismo. El artificio
para lograr estas rupturas repentinas es la constante interseccion del
plano de los significados basicos con el plano de los significados figu-
rativos y metaféricos; algunas palabras estan para ser entendidas co-
mo parte del contexto por su significado figurativo, en otras partes por
su significado basico y ciertas palabras, que cargan con significados
duales, son precisamente los puntos en los que se dan las rupturas
semanticas. Hay también una actualizacion de la relacion entre el te-
ma de la oracion y las palabras, tanto como de las relaciones semanti-
cas de las palabras en la oracion. El tema de la oracion aparece como
el centro de atraccién dado desde el principio de la oracion, el efecto
del tema en las palabras y de las palabras en el tema se descubre y
puede sentirse la fuerza determinante con la que cada palabra afecta
a cada una de las otras. La oracion se vuelve viva frente a la comuni-
dad hablante: la estructura se devela como un concierto de fuerzas.
(Lo que se ha formulado discursivamente, debe por supuesto imagi-
narse como una cognicion intuitiva no formulada, almacenada para el
futuro en la conciencia de la comunidad hablante.) Los ejemplos se
pueden multiplicar a voluntad, pero no citaremos mas. Quisimos sentar
evidencia para la siguiente aseveracion: que la importancia de la

poesia para el lenguaje yace en el hecho de que se trata de un arte.
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Jan Mukarovsky, La estética del lenguaje
(De: KCP, pp. 41-77)

LAS CONSIDERACIONES SOBRE la estética del lenguaje normalmente tie-
nen soélo caracter normativo. El asunto es preguntar como puede darse
la belleza en la respuesta individual verbal o qué direccién puede dar-
se al esfuerzo general del cultivo del buen lenguaje [jazykova kultural).
El punto de vista estético en la investigacion del lenguaje por supuesto
no se limita a las consideraciones de la estética en el lenguaje, sino
que debe también considerarse en la investigacion estilistica; la estilis-
tica, en oposicion a la estética en el lenguaje, ultimamente ha abando-
nado su objetivo normativo y se ha volcado hacia el analisis descripti-
vo del estilo. Al hacer esto, sin embargo, ha caido al otro extremo al
renunciar a la norma no solo como un dictado, sino también como ob-
jeto de cognicion. Esto es particularmente cierto en el trabajo de los
académicos en el circulo de la “Filologia Idealista”, donde el énfasis se
pone principalmente en la descripcidn de aspectos individuales del es-
tilo de varios autores. Ambos puntos de vista, el que concibe al estilo
como una norma sobre los individuos y el que ve en éste sélo una ma-
nifestacion de individualidad, restringe el area del problema de la esté-
tica en el lenguaje. Nuestro estudio por lo tanto establece como su ob-
jetivo la inspeccion de la estética en el lenguaje en su totalidad y en
todas sus modalidades, sin ninguna limitacion.

Antes de aproximarnos a la estética solo en el lenguaje, sin em-
bargo, sentimos la necesidad de hacer algunas observaciones sobre

estética en general, especialmente en el aspecto trifasico: como fun-
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cion, norma y valor. La funcion estética hace del objeto que la lleva un
hecho estético sin ninguna otra clasificacion; por lo que frecuentemen-
te se manifiesta como una pincelada efimera que toca al objeto, como
un accidente que resulta de un singular y momentaneo contacto entre
el sujeto y el objeto. La norma estética, por otro lado, es la fuerza que
regula las actitudes estéticas del hombre hacia las cosas; por lo que la
norma separa la estética del objeto y del sujeto individuales y hace de
esto un asunto de relacion general entre el hombre y el mundo de las
cosas. Entre la no controlada funcion estética y la norma estética exis-
te una oposicion directa en forma de una antinomia dialéctica de fuer-
zas relacionadas pero opuestas. Para dar forma terminoldgica a esta
oposicion, llamaremos de aqui en adelante al polo constituido por la
pura y no guiada funcion estética, la estética no estructurada [esteticno
nenormované], y el polo opuesto de la norma estética, la estética es-
fructurada [esteticno normované€]. Ambas estéticas, la estructurada y la
no estructurada, tienen influencia sobre todo el ambito del lenguaje, no
sblo en poesia donde la intencion estética predomina sobre las otras
funciones del acto del habla. Ya que su oposicion mutua une ambos
polos de la estética en una unidad indisoluble, debemos suponer a
priori que siempre que una de ellas aparezca, la otra estara presente
al menos potencialmente: aun cuando la estética se manifieste de ma-
nera unica y accidental, estara presente la tendencia disimulada de
generalizar y estabilizar este evento unico, es decir, una tendencia a
construir una norma; por el otro lado, siempre que la estética aparezca

como una regla generalizada, estara presente, aunque inadvertida-
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mente, la tendencia hacia la singularidad, lo extraordinario, lo irrepeti-
ble. Todo esto se mostrara en detalle mas adelante.

Finalmente tenemos el valor estético. Es una sintesis dialéctica de
los dos polos de la estética. Comparte con la estética no estructurada
la tendencia hacia la singularidad; con la estética estructurada, el re-
querimiento de supraindividualidad y estabilidad. Su campo son las
artes; para nuestros propdsitos, la poesia. Cada obra poética (tanto
como cualquier obra de arte) manifiesta una tendencia a ser valida,
tanto como objeto singular, es decir, unido a un cierto sujeto individual
y a un cierto lugar en tiempo y espacio, y generalmente, es decir, in-
dependientemente de estos factores cambiantes. La paradoja fue per-
cibida particular y habilmente por los poetas del simbolismo; por lo
que, por ejemplo, Mallarmé “quiere crear una obra absoluta..., pero al
mismo tiempo siente que lo que quiere hacer absoluto se le sugiere
por accidente y por las circunstancias” (A. Thibaudet, La poésie de
Stéphane Mallarmé, Paris, 1926, p. 421). El conflicto entre la estética
no estructurada y la estructurada, constantemente autorrenovandose,
otra vez encuentra su nivelador inestable en cada obra poética. Y este
sentimiento de equilibrio momentaneo entre lo singular y lo general,
entre accidente y ley, que al siguiente momento es reemplazado, en
ambos el poeta y el lector, por el deseo de un equilibrio nuevo, es el
equivalente mental del valor estético.

Pongamos ahora nuestra atencion, por un momento en la relacion
entre la estética y el area extra estética de funciones, normas y valo-
res. Una diferenciacion de la estética con respecto a la extra estética

aparece a primera vista caprichosa, ya que opone una funcion singular
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a todas las otras. Su justificacion yace en el hecho que la estética, en
oposicion a todas las otras maneras de utilizacion de las cosas por el
hombre, hace del objeto un fin en si mismo. La extra estética es el
area apropiada del trabajo y creatividad humanos, usando las cosas
como herramientas. La actitud estética, en contraste, tiene un caracter
negativo en el sentido que al negar el objetivo externo hace de la cosa
un fin en si misma. La naturaleza negativa de la estética se manifiesta,
por supuesto, solo en relacion con la actitud practica. En relacién con
el hombre lo negativo se vuelve positivo en el sentido que la estética le
da al hombre una siempre renovada conciencia de la naturaleza de la
realidad multiple y multivalente, al hacer que cada objeto tenga el po-
der de ser el centro de atencion por si mismo, mientras que el mundo
practico lleva la atencion del hombre so6lo hacia aquéllas cosas, y
hacia aquellas de sus propiedades, que son pertinentes para el objeti-
vo dado. De este caracter basicamente negativo de la actitud estética,
sin embargo, se sostiene que la estética acompana potencialmente
cualquier actividad practica, siempre lista a manifestarse cuando apa-
rece la ocasion. M. Dessoir (Asthetik und allgemeine Kunstwissens-
chaft, Stuttgart, 1906, p. 112) lo sefiala como sigue: “La busqueda de
la belleza no necesita manifestarse solo en la forma especifica del ar-
te. La necesidad estética, por el contrario, es tan potente que toca casi
todos los actos del hombre”.

Asi, resulta imposible aun en teoria diferenciar la estética de la ac-
titud extra estética con exactitud, si se le asigna a cada una un area
separada. La funcion, norma y valor estéticos estan constantemente

entremezclandose con las funciones, normas y valores extra estéticos.
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Siempre que la estética se manifieste como funcién y norma, es decir,
en el area de las actividades practicas, esta, como regla general, sélo
como un accesorio a la actitud practica, pero no se encuentra ausente;
siempre que, por el otro lado, aparezca como valor estético; es decir,
en las artes, esta usualmente por encima de la actitud practica, pero
nunca puede suprimirla por completo. La estética en el lenguaje debe
asi mismo buscarse en fodas la formas de respuestas verbales, no
sOlo donde predomina, como en poesia; por el otro lado, tampoco
puede el observador de la poesia pasar por alto los diferentes matices
de la funcidn comunicativa y su significado en la estructura poética.
Obviamente también debe ponerse atencion a la interconexion de la
estética estructurada y la no estructurada con otros tipos de funciones
y normas linguisticas, a los entrecruzamientos de las actitudes estéti-
cas y comunicativas; a veces se da de una manera tan intima que es
imposible diferenciar la actitud estética de la extra estética (en el len-
guaje, en la comunicacion) aun a nivel de terminologia. Por ejemplo, al
hablar en los elogios y defensas de la lengua madre y sus propiedades
positivas, su perfeccion estética es usualmente citada s6lo como una
de muchas otras cualidades, pero incluso el resto de ellas tienen cierto
colorido estético que es imposible aislarlo con una terminologia apro-
piada.

Permitanme citar como un ejemplo, entre muchos otros, algunas
oraciones de la famosa Chvala reci ¢eské [Elogio de la lengua checa]
(Marsyas [1931] ) de Karel Capek: “El habla es el espiritu y cultura de
la nacion. Su eufonia y melodia es testigo de las alegrias poéticas de

la tribu; su sintaxis y pureza revelan las leyes misteriosas del pensa-
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miento; su exactitud y logica rinden cuenta de la altura de los dones
intelectuales de la nacion. En donde el lenguaje es discordante y sin
armonia, hay algo de discordante en la profundidad del ser de las per-
sonas; cada fragmento desagradable y vulgar del lenguaje, cada cliché
y frase gastada es el sintoma de algo malo en la vida de la comuni-
dad”. —ElI unico criterio estético claro que se menciono es “eufonia y
melodia” (formulado de manera negativa: “en donde el lenguaje es
discordante y sin armonia”); todos los otros criterios, tanto positivos
(pureza, exactitud, légica) o negativos (desagradable, vulgar, cliché,
frases gastadas) son extra estéticos, pero tienen una obvia intencion
estética tambien. De manera similar, cuando se habla de la majestuo-
sidad, nobleza del lenguaje, etc., se dificulta diferenciar la parte estéti-
ca de la extra estética en éstos y en otros calificativos similares.

Se sabe bien que en la historia del cultivo del buen lenguaje rara
vez los requerimientos estéticos se diferencian con éxito de los extra
estéticos; un dictum esencialmente estético con frecuencia se encuen-
tra enmascarado detras de una razon extra estética y viceversa. Por
ejemplo, [como dicta un purista checo]: “hay que discernir entre expre-
siones ,buenas y poderosas’ y palabras ,vacias y de papel’ rechazando
las ultimas y alabando las primeras”; de esta manera introduce in-
conscientemente en su analisis una valoracion estética del area del
léxico. Una clasificacion objetiva podria so6lo establecer que algunas
palabras son caracteristicas del vocabulario del lenguaje escrito (dise-
Aadas para la escritura), otras del vocabulario del lenguaje hablado. El
primer tipo de palabras son lo que los puristas denominan “palabras de

papel”, el ultimo tipo lo que denominan “poderosas” (ver mi trabajo Ja-
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zyk spisovny a jazyk basnicky [Lenguaje estandar y lenguaje poético],
SCJK). El ejemplo citado muestra cémo una valoracién estética en-
mascara una extra estética. El caso contrario también existe cuando
para el purista el punto de vista estético predomina sobre el extra esté-
tico y lo oculta. El poeta francés R. De Gourmond publicé un libro pu-
rista en 1899, Esthétique de la langue frangaise, en cuyo prefacio dice:
“La estética del lenguaje francés significa la investigacién de las condi-
ciones bajo las que la lengua francesa tuvo que desarrollarse para
preservar su belleza, es decir, su pureza original. Se ha constatado
hace ya muchos afos que nuestro lenguaje se dafia por el uso irre-
flexivo de palabras exdticas o griegas, gracias a mis impresiones he
llegado a una conclusion y he descubierto que estos intrusos son jus-
tamente tan feos como el sombreado defectuoso de una pintura o la
nota falsa en una frase musical”’. La estética del lenguaje se reduce
aqui a la busqueda de la pureza del lenguaje, 0 mas bien sirve para
enmascarar ésta. No podrian darse razones para una politica del len-
guaje contra el uso de extranjerismos, principalmente griegos, ya que
son préstamos de una lengua muerta. Ni podria ser la ruina del len-
guaje, la lengua de la diplomacia, conocida en todo el mundo. En vista
de todo esto, concluimos que la razén estética fue dejada de lado.
Constantemente retomaremos las interconexiones de los factores
estéticos y extra estéticos en nuestras siguientes consideraciones. Se
debe notar también que la transicion del discurso estéticamente indife-
rente al discurso estéticamente coloreado, o aun el discurso saturado
con funcion estética, tanto como la transicion en la direcciéon opuesta,

puede suceder sin dificultad dentro de los limites de la misma expre-
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sion: “A veces (cuando escribe una carta) se involucra tanto en la es-
critura que deja de ser un predicador y se convierte en poeta”, Jos.
HolecCek [1853-1929, un novelista rural] al hablar de su padre en Nasi
[Nuestra gente (Our Folks)] (Libro |, Praga, 1906, p. 119). De manera
que la estética se convierte en un factor importante del lenguaje, mu-
cho mas importante de lo que pudiera aparecer a una vision que repa-
ra exclusivamente en sus manifestaciones consistentes y “puras”.

Al unirse a otras funciones y normas linguisticas la estética tam-
bién adquiere considerable variedad. Sin embargo, es mas variada in-
cluso tomandola por si misma de lo que usualmente permite el con-
cepto, el que la identifica simplemente con la belleza de la expresion.
Es verdad, por supuesto, que la belleza pertenece al area de la estéti-
ca, pero lo contrario no es verdad, es decir, que la estética se encuen-
tra confinada a la belleza y a su equivalente psiquico, el placer. Prime-
ro que nada existe también su opuesto, la fealdad, que por el mismo
motivo ha de ser clasificada en el area de la estética, siendo la nega-
cion de la belleza, en oposicion a indiferencia estética. Ambas, belleza
y fealdad, pertenecen como se demostrara mas adelante, sélo al area
de la estética estructurada, no se sostienen en la estética no estructu-
rada, en donde placer y disgusto se unen en una mezcla indescifrable.
Si queremos investigar la estética en el lenguaje en toda su amplitud y
variedad, no podemos ignorar la diversidad de formas internas que la
envuelven.

Después de estas observaciones preliminares, acerquémonos a la
estética en el lenguaje y primero a la estética no estructurada sin res-

tricciones de cualquier orden obligatorio. La funcidn estética libre esta
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intrincadamente unida al uso directo del lenguaje para una sola, y en
este sentido, unica respuesta verbal; es decir, la asi llamada expresion
[promluval. La coloracion estética de la expresion frecuentemente apa-
rece por accidente, sin la intencion previa del hablante; puede suceder
por el encuentro inusual de dos palabras fonéticamente similares o por
el choque accidental de dos unidades de significado (palabras, oracio-
nes) entre las que destella una relacidon semantica inesperada, etc.
Todo esto, por supuesto, puede suceder, y frecuentemente sucede, a
causa de un intento a veces inconsciente, a veces consciente. En to-
dos estos casos, sin embargo, la estética consiste en el hecho de que
la atencion del oyente, que hasta ahora ha sido enfocada en el mensa-
je para el cual el lenguaje es un medio, se dirige al signo linguistico
mismo, a sus propiedades y composicion, en una palabra, a su estruc-
tura interna. Tal atencion redirigida, impuesta al oyente por la expre-
sion especifica, no necesita necesariamente ser percibida como positi-
va; el tono del sentimiento emocional puede oscilar entre placer y
disgusto o puede aun ser sélo desagradable. El desagrado puede, por
ejemplo, ser provocado por la aparicion de la estética en estilo intelec-
tual puro (un grupo de vocales eufdnicas en un tratado de matemati-
cas); la oscilacion entre la percepcion emocional positiva y negativa es
en verdad una caracteristica de la estética no estructurada ya que es
solo la norma la que permite una distincion aguda de los dos tonos de
sentimiento emocional (belleza—fealdad).

Al ser impredecible, la estética no estructurada tiene un caracter
individual fuerte: mas que la estética estructurada, esta unida al con-

texto especifico en el que se da, a la situacion concreta de donde se
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origino, a la persona de su emisor, en casos excepcionales incluso a la
personalidad del receptor quien es capaz de notar su destello. La ten-
dencia a la singularidad acerca a la estética en el lenguaje a la expre-
sion de la emocién ya que la emocién, también, enfatiza la singulari-
dad de la cosa hacia la cual esta dirigida. Cercania, por supuesto, no
significa identidad: encontraremos mas adelante que la estética estruc-
turada, opuesta a la estética no estructurada, sin embargo, de la mis-
ma esencia que ésta, se inclina hacia la funcion intelectual del lengua-
je y tiende a estar a distancia de lo emocional; la aproximacion de la
estética no estructurada a la expresion de la emocién es asi, sélo un
ejemplo de la oscilacion de la estética como un todo entre las areas de
la emociodn y del intelecto sin la pérdida de su propia identidad especi-
fica.

Demos ahora algunos ejemplos de la estética no estructurada, te-
niendo en mente, por supuesto, que un listado completo es imposible,
mucho menos un analisis completo; debemos sefalar una vez mas,
que en el discurso comunicativo la estética no estructurada comparte
su rol con el intento extra estético, cuando no es s6lo un mero acceso-
rio. Por ejemplo, existe una asociacién obvia de la auto focalizacion
estética y expresion practica al jugar con el lenguaje que es tan comun
en los nifos, pero que también se encuentra en el habla de los adul-
tos; este juego se basa primariamente en las semejanzas fonéticas y
el propdsito en el caso de los nifios, es obviamente practico: entrenar
los 6rganos del habla; a una edad mas avanzada alcanzar el dominio
de asociaciones de significado entre palabras fonéticamente similares;

ademas existe un intento estético y el placer asociado con éste ayuda
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a lograr el objetivo practico. Ademas de juntar palabras existentes, se
puede dar el agrupamiento de sonidos en palabras sin sentido, es de-
cir, innovaciones con base fonética en las que el intento estético pre-
domina sobre el practico. —Otro caso de estética no estructurada en
el lenguaje es la onomatopeya, especialmente cuando las palabras
onomatopéyicas son raras o hasta de creacion nueva; la actitud estéti-
ca se logra por el hecho de que el signo linguistico, al tener que imitar
la realidad acusticamente, atrae la atencién a su aspecto fonético que
usualmente, en respuestas comunicativas, es empujado al trasfondo
por el significado. Prueba del elemento estético en la onomatopeya es
su relacion cercana con ciertos matices de eufonia poética, tanto como
el uso directo de la onomatopeya en poesia, podemos poner como
ejemplo a [Karel Jaromir] Erben [1811-1870, un romantico].

Un ejemplo muy sobresaliente de la estética no estructurada en el
lenguaje son los similes y designaciones metaforicas que aparecen en
el habla de la comunicacion en tanto que no son comunes e individua-
les; también un caracter de realizacion (“plasticidad”) o urgencia emo-
cional pueden servir para aumentar el colorido estético de las designa-
ciones metafdricas y similes, aunque su propdsito principal pueda ser
uno diferente al estético. Muchas de estas imagenes y similes retienen
su efecto estético aunque lleguen a generalizarse (para similes, por
ejemplo, el rico material en Dialektologie moravska [Moravian Dialecto-
logy] (Dialectologia de Moravia), |, Brno, 1886, pp. 336: “hledi se jak
brany’ [se arrastra como una reja] y similares). Si una designacion me-
taférica pierde completamente su efecto estético, se vuelve una desig-

nacion literal. Incluso entonces, su efecto estético puede revivir para
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alguien que advierta el origen metaférico; citamos aqui a |. J. Hanus,
Nastin slohovédy [Compendio de Estilistical (Praga, 1864, pp. 78):
“Las palabras metaféricas estan profundamente arraigadas hasta hoy
en dia, y el estilo en nuestro lenguaje depende de ellas mucho mas
extensivamente de lo que parece a primera vista. De manera que
nuestros nifos todavia juegan a: ,slepa baba’ [mujer vieja ciega=piel
desnuda del hombre ciego], saludan al: ,sluni¢ko’ [pequefio sol] o ,bozi
kravicku’ [pequefa vaca de Dios]; para nosotros sluni¢cko milé vychazi
a zachazi [el querido pequeno sol sale y se pone], conocemos el signi-
ficado de: hluché ofechy [sordo=nueces vacias] y hlucha zrna [granos
sordos], el ojo joven es vymluvnési [mas elocuente] que la boca, pre-
guntamos: sladce [dulcemente] por esto o lo otro, quejandonos: trpce
[amargamente]...”

Una clase tipica de designaciones metaféricas corriente en el len-
guaje y aparentemente apartadas de la belleza poética, aunque man-
tengan su intencion y efecto estéticos, son las invectivas que estan al
mismo tiempo fuerte y emocionalmente matizadas. El efecto estético
de las invectivas fue brillantemente diagnosticado por VI. Vancura
cuando escribié sobre ellas en Jarrin almanach Kmene (Praga, 1932,
pp. 107): “La invectiva es un tipo de tropo, una suerte de metonimia,
apostrofe, parabola abreviada, el reemplazo de un concepto sin color
por uno mas expresivo o quiza un juego aforistico. Si tomamos en
cuenta que ésta frecuentemente fluye desde una mente profundamen-
te conmovida, podemos percibir mucho mas claramente su cercania
con la poesia. Es obvio que la invectiva no siempre es una sefal de

enojo; la gente frecuentemente usa las invectivas movida por puro
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amor”’. Ademas de su efecto estético, y paralelamente a éste, se se-
Aala la intensidad emocional de la invectiva que, por supuesto, se
puede clasificar dentro del area de la comunicacion. Interesante tam-
bién es el final del articulo de Vancura en el que la multifuncionalidad
de la invectiva se enfatiza tanto como su tendencia a aparecer como
algo singular y espontaneo: “Finalmente debemos mencionar el propo-
sito de la invectiva. No hay duda que la mayoria de ellas tienen la in-
tencion de criticar, de reprender. Ya he mencionado algunos de los
otros objetivos y suposiciones de los que usan las invectivas. Cual-
quiera que sea el efecto intentado, sin embargo, una invectiva nos dice
mucho del status nascendi. Individuos creativos tienen esto en mente
cuando evitan invectivas gastadas y violan el orden de palabras con-
vencionales o activan sus expresiones por medio de otro elemento po-
co comun. En una palabra, para maldecir, ya que hay que maldecir,
siguen el ejemplo de todos los poetas ejerciendo violencia primera-
mente en el lenguaje”.

No es solamente la designacion metaférica, por supuesto, la que
puede adquirir una funcién estética. Ya que la estética esta potencial-
mente siempre presente en el lenguaje como un todo, la funcién esté-
tica puede aparecer en cualquier momento durante el acto de nom-
brar. En la misma poesia, a la que algunas veces se caracteriza
principalmente como nombradora por medio de metaforas, todas las
designaciones son portadoras de estética, no solamente las metafori-
cas: “Hay una poesia sin tropos, que es en si misma un solo tropo”
(Goethe, Dichos en Prosa (Spriiche in Prosa), Ill, S&dmmtl. Werke,

Stuttgart, 1875, vol. |, p. 14; también mi estudio Genetika smyslu v
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Machoveé poesii [La genética del significado en la poesia de Machal,
en la coleccion Torso a tajemstvi Machova dila [El torso y misterio de
la obra de Macha] Praga, 1938, p. 14). La espontaneidad y novedad
requeridas por la estética no estructurada pueden lograrse en el habla
de la comunicacion también por la eleccion de una palabra, la que es
menos comun en general (como por ejemplo una expresion arcaica o
neologismo) o una que al menos sea menos comun con ese significa-
do particular (como un sinbnimo mas remoto): cualquier designacion,
incluso una que no sea poética, adquiere un mas fuerte o mas débil
matiz de efectividad estética, si de acuerdo con el consejo de Verlaine
(Jadis et Naguére, Art poétique), es “escogido con un poquito de
error.”

La estética no estructurada también se potencia gracias al influjo
de expresiones extranjeras, palabras de algun dialecto, etc., y por la
interconexion de diferentes dialectos funcionales; por ejemplo, del
habla estandar con el dialecto, del lenguaje escrito con el hablado,
etc.' La espontaneidad y novedad resultan de la incongruencia del

elemento extrafio en un contexto dado (una palabra del dialecto en un

! La relacion de la estética no estructurada con la diferenciacion funcional del
lenguaje, no se limita solamente a la resistencia de la estética no estructurada
hacia las delimitaciones precisas de las variadas formas funcionales del lenguaje;
sino que también se manifiesta activamente en los dialectos funcionales mismos,
en el sentido de que cada uno de ellos tiene su propia y especifica actitud hacia la
estética no estructurada. Por lo que el dialecto funcional intelectual, como ya se
indico, reacciona a ella mas negativamente que el dialecto funcional emocional.
Algunos dialectos “especiales”, como el argot y varias clases de slang, tienen una
fuerte tendencia hacia la estética no estructurada, a la que esta unida la necesidad
de una renovacion constante y rapida, necesidad manifiesta también en estas for-
mas del habla.
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contexto del lenguaje estandar, etc.). La razon principal para este
préstamo y mezcla es, en mas de una ocasion, social —por ejemplo,
el anhelo de elevacién social del lenguaje y, por lo tanto, del hablante;
a pesar de todo, el rol del factor estético es muy claro, especialmente
en todos esos casos donde al tomar prestado un elemento extrafio su
naturaleza exaotica se enfatiza, en relacion con la geografia o distancia
social del lenguaje o forma funcional del lenguaje, del que se toma el
préstamo. La espontaneidad y de ahi efectividad estética similar a la
de una expresion extrana en el contexto puede adquirirse por citas,
frases comunes o proverbios, como parte de una intencionalidad dada.
A nosotros no nos interesa en este momento su propio contenido y
forma, sino solo la manera en la que son utilizadas como unidades de
significado extrafio en el contexto, y mas alla con su seleccion en
cuanto a ese contexto y a un cierto lugar dentro de él; en una palabra,
su relacion semantica inesperada con la unidad en la que estan inclui-
dos como elemento extrafno. Debe, por supuesto, tomarse en cuenta
que el uso de citas, frases comunes o proverbios puede tener, y
usualmente tiene, otras motivaciones que la estética; pero el aspecto
estético deberia no ser pasado por alto.

Ya que la estética no estructurada logra su efecto por medio de la
sorpresa, este efecto es inmediato e intensivo: la expresion linguistica
de golpe se coloca en el centro de atencion. Esta propiedad de la esté-
tica no estructurada se utiliza en publicidad: una secuencia de sonido
eufénico (dokonala damska polobotka [una zapatilla perfecta para da-
ma], un patron sintactico inusual (dkyz olej, tedy Mogul [si aceite, en-

tonces Mogul], y otros parecidos, estan disefiados para atraer directa-
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mente la atencion del lector, atraerlo primero a las palabras elegidas y
después a la cosa anunciada. La estética en este caso sirve un prop6-
sito extra estético; un propdsito inherente esta al servicio de un propé-
sito externo. Este caso ilumina, sea por medio de la paradoja, la inter-
relacién de la funcién estética con las funciones practicas. Prueba que
la estética no estructurada, aunque individual por su misma naturale-
za, puede adquirir dimensiones supraindividuales ya que la publicidad,
aunque apela al individuo (“Nas§ zakaznik—nas pan’ [Nuestro cliente,
nuestro Senor —el eslogan de zapatos Bata], intenta influenciar a toda
la comunidad.

La estética no estructurada en el lenguaje, sin embargo, también
encuentra una ruta directa a toda la comunidad: sin perder su esencia
puede por si misma convertirse en un hecho social por medio de la
imitacion. Si oimos o leemos una expresion o frase que encontramos
estéticamente agradable, estamos dispuestos, a veces demasiado
dispuestos, a imitarla. Una imitacion que se difunde como epidemia se
vuelve moda linguistica pasajera: aparece una palabra o frase que de
repente oimos en todo el mundo; éste fue el caso hace algunos afos
con la frase “se vi’(=to se vi [esto es sabido = entendido] llegd a fun-
cionar como un mero asentimiento, el adjetivo “/laskovny” se combina
con cualquier sustantivo de manera que adquiere los mas variados
significados en el contexto, a veces contrariando su significado origi-
nal. Esta disolucién de significado es precisamente prueba de la fun-
cion estética: una expresion de moda se usa sin tener en cuenta las
necesidades de comunicacion, simplemente por el gusto de usarla.

Como aparecen las palabras de moda, asi desaparecen: cuando pier-
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den su significado, su superficialidad predomina sobre su preferencia y
la moda cambia. De la moda linguistica se abusa sobre todo en el len-
guaje hablado, pero no esta de ninguna manera limitada unicamente a
esa forma funcional del lenguaje; también el lenguaje de la critica lite-
raria tiene sus modas, (ahora y después [F.X.] Salda), cuando la usa
para alargar sustantivos agregandoles la terminacion —ik (genialnik [un
hombre de genio] y sus derivados (genialnic¢iti [hace como genio], ge-
nialnictivi [ingeniosidad], genialnicky [como genio]; esto da origen a
fendmenos aislados —palabras que pueden dificilmente, o nada, ser
entendidas sin un contexto— tal como “straniCiti” [ser partidario] (un
verbo intransitivo en oposicion al transitivo “straniti’ [ser partidario de].
Las modas en el lenguaje a veces pueden surgir en la poesia misma:
hace afnos la moda transitd por todo el espectro de la literatura checa,
incluyendo a la poesia, fue el caso del uso de derivados verbales in-
usuales: el prefijo z- (por ejemplo, znenavidéti si [concebir un odio por],
zvnitrnéti [volverse introspectivo]. Una moda linguistica, no importa
que tan pasajera, puede adquirir la falsa apariencia de ser un cambio
en el sistema linguistico en su totalidad: en Francia bajo el directorado,
un grupo de jovenes extravagantes (que querian ser diferentes del
resto de otras maneras también, por ejemplo, en su manera de vestir)
empezaron a omitir el fonema “r’ en su pronunciacion: pronunciaban
“incoyable” (en lugar de “incroyable”), “ma paole d’honneu” (en lugar
de “parole”, “honneur’). Fue una tipica moda del habla y sus perpetra-
dores fueron ridiculizados con el nombre de “Incroyables,” pero la par-
te del factor estético en su origen dificilmente puede ponerse en duda.

En contraste con otras modas linguisticas, intentd una interferencia



77

considerable en el patréon fonético francés, tendiendo a eliminar una de
las consonantes. Aunque las condiciones basicas que hubieran permi-
tido el logro sistematico y consistente de esta tendencia estaban au-
sentes, podemos, por analogia, admitir la participacion de los factores
estéticos al menos en la difusidén de cambios reales del sistema lin-
guistico.

La estética no estructurada puede volverse temporalmente gene-
ralizada y también lograr permanecer como tradicion. Es el caso en el
lenguaje infantil. Ya hemos mencionado que la estética no estructura-
da tiene su lugar en el juego de los niflos con el lenguaje. Este juego
es la base del folclor infantil en donde sus procedimientos y resultados
logran estabilizarse. Para citar un ejemplo, las conocidas rimas infanti-
les que a veces terminan en palabras fabricadas para la ocasion, es
decir, palabras que no tienen relacion con la realidad (Anda,
Zvanda—tradé, ladé, etc.). Otro elemento caracteristico de la estética
no estructurada, es la mezcla de lenguajes; aparece en el folclor infan-
til, en la forma de pig latin (Unus, duo, tres—ty jsi malej pes [tu eres un
pequeno perro], etc.; An, cvaje, traje [=eins, zwei, drei] —staveli jsme
maje [construimos un palo mayor], etc.). Encontramos la acumulacion
de palabras de fonética similar, cuya intencionalidad estética no puede
ser negada, aunque su proposito principal usualmente es la practica
de la articulacion (Preletéla kiepeliCka pres tfiatricet stfech [La codor-

niz volé sobre treinta y tres techos; un trabalenguas].? Por otro lado, en

2 Todos los ejemplos del folclor infantil citados hasta ahora son de K. J. Er-
ben, Prostonarodni ¢eské pisné a fikadla [Canciones y dichos folcléricos checos],
Praga, Jifi Horak, 1937, pp. 12.
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el folclor infantil, la funcién estética también compite con algunas fun-
ciones extra estéticas, algunas veces una funcién no linglistica. Te-

nemos un refran infantil que suena como sigue (Erben, op. cit., p. 19):

Vore, vore Jan

Juan esta arando, arando

prletélo k nému devét vran

nueve cuervos volaron

hacia él

prvni pravi: Dobre vore

el primero dice: el ara bien

druha pravi: Nedobre

vore

el segundo dice: el no

ara bien

treti pravi: Dobre vore

el tercero dice: el ara bien

ctvrta pravi: Nedobre

vore

el cuarto dice: el no ara

bien

pata pravi: Dobre vore

el quinto dice: el ara bien

Sesta pravi: Nedobre vore

el sexto dice: el no ara bien

sedma pravi: Dobre vore

el séptimo dice: el ara bien

osma pravi: Nedobre vore

el octavo dice: el no ara

bien

debata pravi: Dobre vore

Jan

el noveno dice: el ara bien

Si juzgaramos su proposito sélo por el texto, podriamos asumir
que estamos tratando con un juego enteramente estético de la oposi-
cion positivo/negativo. F. Barto$ (Nase déti [Nuestros nifios], 1888, p.

167), nos informa que este refran es recitado por los nifios “para de-
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mostrar quién tiene mas oxigeno”; el objetivo es contar mientras se
tiene oxigeno. En este caso la interconexién de la funcion estética con
otras se documenta de manera sobresaliente. En el folclor infantil en-
contramos también la utilizacién de la estética de la onomatopeya, es-
pecialmente en el llamado “hablar de los animales,” que son expresio-
nes onomatopéyicas, disefiadas para imitar los sonidos hechos por los
animales (y a veces objetos) mediante su composicion fonética (la lla-
mada del frailecillo: “jdu [ya voy]-du-du-du”), su entonacion (el croar de
las ranas: “strejcku.” [tio.]|—"copak?” [que]—"hraj si.” [juego]—"voc¢
pak?”’ [qué esta en juego]—"vo ka-ka-ka-kabat.” [por un co-co-co-co],
ritmo (el lenguaje del mayal: “vezmi cep, pojd’ na mlat, —dam ti chléb,
dam ti plat’ [toma un mayal, ven a ftrillar, te daré pan, te daré la paga],
etc.)®; en onomatopeyas de este tipo la funcién estética es dominante.
—La fijacion de un modo efectivo momentaneo de expresién puede
también ser observado fuera del folclor en el caso de designaciones
metaféricas que se han convertido parte del uso general, pero que to-
davia no han perdido su caracter metaférico.

La estética no estructurada puede por lo tanto volverse general,
incluso permanente, sin perder su caracter esencial e intrinseco mien-
tras no sea sujeta a alguna sistematizacion. Por otro lado, puede vol-
verse sistematizada hasta cierto grado sin dejar de ser no estructurada
si no se generaliza la sistematizacion, sino que permanece restringida
a un solo individuo. Esta sistematizacidn individual de la estética se da

en el estilo personal que es la propiedad permanente de un individuo

3 Los primeros dos ejemplos son de Erben, op. cit. 30, el tltimo de Bartos,
op. cit. 72.
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determinado y al mismo tiempo el aspecto caracteristico que distingue
las respuestas verbales de su portador de las de otros individuos. No
estamos limitando el concepto de “estilo personal” aqui sélo al cultivo
intencional de la expresion personalizada en poesia* y de la literatura
en general, sino que estamos pensando acerca del hecho fundamen-
talmente significativo de que cada respuesta verbal lleva consigo, mas
0 menos pronunciada, la huella de la personalidad de su emisor y que
esta en concordancia con otras respuestas de este mismo individuo.
Este acuerdo constituye la sistematizacion del estilo individual: las di-
ferencias entre estas respuestas y las de otros individuos, su distin-
cion. El estilo personal, por supuesto, es mas que un fendmeno estéti-
co, pero la originalidad que lo caracteriza le permite ser percibido
estéticamente aunque éste no sea el objetivo buscado por el emisor
de la respuesta verbal. En mi ensayo Masaryk jako stylista [Masaryk
como estilistal he sefialado que el estilo de [T.G.] Masaryk puede ser
entendido como “el encuentro de dos ambientes linguisticos, el habla
cotidiana y el lenguaje retodrico,” es decir, como “una interaccion para
sus propios fines de los elementos del lenguaje,” un fendmeno estético
en esencia, aunque el intento estético del autor esté ausente. Esto se
puede decir de cualquier estilo individual pronunciado. Esta es la razén

por la que la escuela “Idealistische Philologie” (Vossler y sus seguido-

* El estilo individual es casi completamente identificado por algunos tedricos
con la naturaleza basica de lo poético y la poesia: “Sélo se es un poeta si su dis-
curso individual es mas rico, mas fuerte, o mas profundo que el discurso comun”
(Mauthner, Podstata feCi [La naturaleza del lenguaje], Traduccidén checa 2nd. ed.,
Praga, 1906, p. 199). Esto es, sin embargo, una opinion equivocada: aun en el
desarrollo de la poesia existen periodos en los que el caracter individual de la res-
puesta verbal esta enmascarada, mas que enfatizada.
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res) que siguiendo el ejemplo de Croce, al considerar al lenguaje pri-
mariamente como una expresion de la personalidad, le conceda tanto
peso al factor estético en el funcionamiento del lenguaje. El lenguaje
marcado por el estilo personal es para ellos en su totalidad una crea-
cion constante en el sentido estético: siguiendo esta linea de pensa-
miento, estan mucho mas interesados en el uso inmediato del lengua-
je, atado como esta al individuo, que con el sistema supraindividual del
lenguaje. La estética que los asi orientados investigadores encuentran
en el lenguaje no es, por supuesto, a pesar de su sistematizacion, la
estética estructurada; al respecto es caracteristica la circunstancia de
que el creador de la idea estética del lenguaje en un sentido individua-
lista, B. Croce, quien llega hasta identificar la linguistica con la estéti-
ca, rechaza el concepto de /o bello, es decir, el acuerdo obligatorio de
un objeto que funciona estéticamente con una norma generalmente
valida o una idea estética generalmente valida (traduccién checa de
Croce, Esthetics, Praga, 1907, |. pp 52).

La estética del estilo personal pertenece entonces al campo de la
estética no estructurada. En la escala que va desde el acto concreto
del habla al sistema abstracto del lenguaje (langue), el estilo individual
nos ha llevado a un paso mas adelante: si la estética no estructurada
en el sentido menos amplio, como dijimos antes, esta estrechamente
relacionada con la expresion concreta, entonces el estilo individual nos
lleva al area del habla (parole), aunque sélo ésa del habla individual.
Cuando decimos parole en general queremos decir la totalidad de las
convenciones del habla, aunque sean pertinentes para el espectro que

va mas alla de la expresion individual, sin embargo permanecen limi-
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tadas a ciertos modos especiales de utilizacién de los elementos del
lenguaje, parole difiere, a causa de estas limitaciones del alcance de
sus normas, del sistema linguistico (langue), al que le corresponde
una pertinencia completamente general, que se coloca en lo mas alto
de la escala de la abstraccion linguistica y cuyas normas son obligato-
rias para cualquier uso de un lenguaje determinado. Desde un punto
de vista estético la diferencia entre el area de la parole y la de la lan-
gue esta en el hecho de que la ultima, a causa de su naturaleza
abstracta, es indiferente estéticamente.®

El habla individual que ya antes hemos designado como “estilo
personal,” difiere de la parole en el sentido apropiado de la palabra por
el hecho de que sus “reglas” son obligatorias s6lo para un individuo
particular. Una norma, sin embargo, también al menos en el sentido
apropiado de la palabra, presupone una validez en general obligatoria,
y por lo tanto la estética se vuelve estructurada [normované] soélo en la
parole supraindividual. Pasando a esta parole, hacemos un puente im-
portante: de la estética libre y unica a la estética regulada e imperso-
nal.

¢ Qué es la norma estética y como funciona en el habla supraindi-
vidual? Debe acentuarse que la norma estética no deberia identificar-
se con una regla establecida o incluso con una que pudiera estable-

cerse. Es verdad, por supuesto, que la norma puede alcanzar esta

®> Debe mencionarse que al diferenciar “parole” del “sistema de la lengua” no
queremos tocar la importante cuestion de la justificacidn epistemoldgica de esta
diferencia. Pero aun si la rechazaramos y consideraramos la totalidad del lenguaje
como la antinomia dialéctica entre lo concreto de la respuesta singular y la abs-
traccion de la regularidad de un lenguaje dado, se sostendria que desde el punto
de vista de su regularidad abstracta el lenguaje es estéticamente indiferente.



83

etapa (ver, por ejemplo, Art poétique de Boileau), pero muy a menudo
no lo hace, sin por esto cesar de ser una norma. El prerrequisito basi-
CO para una norma no es su caracter para establecerse, sino el con-
senso general, el acuerdo espontaneo, de los miembros de una cierta
comunidad acerca de que un procedimiento estético dado sea desea-
ble y no otro. Este consenso se manifiesta subjetivamente en un caso
determinado s6lo como un mero sentimiento de aceptacion o rechazo
de los casos especificos con los que el individuo llega a tener contacto
en la vida; muy frecuentemente, este sentimiento no puede ser formu-
lado, mucho menos justificado. Ya ha sido investigado (por Tarde) que
precisamente en el campo de la estética, es mucho mas facil decir lo
gue no se puede hacer que lo que es deseable; de ahi, quiza el domi-
no de la critica estética negativa sobre la positiva. Un esfuerzo delibe-
rado puede contribuir a la aclaracion y sistematizacion de las normas,
pero no a su creacion: la fuente de las normas es la vida en comun de
la sociedad. La tendencia hacia la construccion de normas es una ca-
racteristica de la estética en cada caso, en tanto que la estética es un
asunto de la sociedad y de esta manera ya se encuentra contenida en
la estética no estructurada, como lo muestra su incipiente generaliza-
cion y sistematizacion. Si nosotros a pesar de todo establecemos una
diferencia entre la estética estructurada y la no estructurada, quere-
mos usar estos conceptos para puntualizar la antinomia interna conte-
nida en la estética, la antinomia entre libertad y restriccion, entre sin-
gularidad y generalidad, que en casos extremos lleva a la casi no

estructuracién pura o inversamente a la estructuracion pura.
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Si estamos conscientes del hecho de que la norma no se debe
identificar con su verbalizacién, codificacidon, no hay nada que nos im-
pida buscar y encontrar a la norma, aun en tales formas de lenguaje
en los que ni siquiera se hayan hecho intentos para formularla. Y en
realidad, se pueden obtener grupos muy definidos de normas en de-
terminadas formas de lenguaje, a veces de manera muy nitida. Jos.
Durdik [un estético checo], al notar en su Kalilogie [Orthoepy] (Praga,
1873, p. 32) la ausencia de una norma estética para la pronunciacion
en el lenguaje checo estandar contemporaneo, recomienda tomar co-
mo modelo para éste la lengua del pueblo, principalmente la de las
mujeres sencillas; de este modo Durdik estudia una forma de la lengua
que nunca se habia convertido en sujeto de codificacion estética para
encontrar una norma estética. Dice: “La lengua checa durante su re-
nacimiento ha sido llevada por el esfuerzo de los hombres, a una vida
mas amplia, para propoésitos mas altos; estan mas preocupados por su
aspecto intelectual y su correccion, al buscar la Iégica y la correccion
estan dispuestos a confiar en la pronunciacion mas de lo que ésta
puede garantizar y estan por ultimo, pero no por eso menos importan-
te, preocupados con la belleza. En cuanto a la pronunciacion, nuestra
lengua ha sido cultivada por el pueblo, dado que no reconoce las pri-
meras dos instancias, sino que siempre habla naturalmente y en su
lengua llana, no pronuncia lo que es dificil pronunciar o lo cambia has-
ta que sea comodo pronunciarlo. De tal manera que la ultima autoridad
para la belleza en el lenguaje que nos queda es el pueblo: las mujeres
sencillas, sin educacion. Esto puede sonar extrafo, pero es la verdad.

Las mujeres educadas frecuentemente imitan la exacta pronunciacion
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de los hombres que hablan de manera literaria, artificial, forzada, no
bella, de manera que el elemento checo femenino y su influencia en el
desarrollo y fluidez del habla todavia no ha penetrado la vida publica.
Hasta ahora, no tenemos salones y nuestras damas estan hablando a
la manera masculina, usando el ,ako checo’, estropeando el habla del
pueblo o mas probablemente hablando idiomas extranjeros. El que
desea oir buen idioma checo, sin embargo, que vaya a Praga, al mer-
cado si hiciera falta, a oir a las buenas mujeres simplemente conversar
sin mas ni mas”. El tedrico encuentra un modelo para la direcciéon esté-
tica de la pronunciacion en el lenguaje del pueblo, donde no puede
haber duda acerca de la formulacion expresa de la norma. Se podria
objetar que el estudioso proyecto, sin darse cuenta, en el lenguaje del
populacho, su propia conciencia de la norma estérica. La respuesta
que se podria formular, es demostrar como la existencia de una norma
estética real en el habla popular, en los dialectos, etc., es certificada
por el rechazo, en la forma de disgusto estético, de las normas de un
dialecto por los hablantes de otro; por ejemplo, la gente de Praga de-
signa, con una connotacion de juicio desfavorable, la entonacion del
habla Plzeri como “sonsonete,” aunque la gente de otras areas de Bo-
hemia usan este mismo epiteto para la entonacion de Praga.

La estética estructurada consiguientemente se encuentra aun en
aquellas formas del lenguaje que no son ni han sido en el pasado, el
objeto de un cultivo deliberado. El cultivo por supuesto, como ya se ha
dicho, refuerza la norma y la ayuda a desarrollarse en un sistema co-
herente; es el campo propicio para alcanzar el ideal de perfeccion

estética, con relacidn al cual el lenguaje progresa, al cual puede aspi-
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rar. La belleza en el lenguaje resultante tendra que ser el objeto de
consideraciones mas minuciosas; tendremos, sin embargo, primero
que responder a la pregunta que ya se ha propuesto antes, acerca del
modo en el que la estética estructurada se manifiesta en la parole.

Recordemos primeramente que la parole supraindividual no es en
si misma no diferenciada, sino que esta estratificada en una variedad
de formas funcionales, tales como en el habla intelectual y en el habla
emocional, en el habla estandar y en el habla para conversar, en el
lenguaje escrito y en el lenguaje hablado, etc. Cada una de estas for-
mas funcionales tiene su propia regularidad y las normas estéticas son
diferentes para cada dialecto funcional. De tal manera que una estruc-
tura sintactica estéticamente perfecta del lenguaje hablado puede ser
contraria a la norma estética del lenguaje escrito; Bufon en su
Discours sur le style (Paris, H. Guyot, 1920, p. 12) expresa: “Aquellos
que escriben como hablan escriben pobremente, aunque puedan estar
hablando bien”. De manera similar, por ejemplo, una expresion verbal
adecuada a la norma del habla emocional puede ser contraria a la del
habla intelectual, etc.

En cuanto a la relacion mutua de los diferentes dialectos funciona-
les, la estética estructurada —en oposicion a la estética no estructura-
da— favorece su delimitacion. Esto fue claramente notado por [Jan]
Blahoslav [1523-1571, un humanista checo] cuando escribié en su
Gramatica ¢eska [Gramatica Checal (p. 226): “...no en cualquier lugar
ni en cualquier ocasion puede cualquier palabra ser usada. Un sacer-
dote dando un sermdn puede, si la necesidad se suscita, llamar al de-

monio serpiente, un viejo dragon, etc.; pero en casa, en el habla



87

comun y corriente no seria muy adecuado, ubi non tanta grandiloquen-
tia requiritur... Y por otro lado, cuando un hombre serio usara palabras
demasiado halagadoras, dulces o metaforas, etc., en lugar del discur-
So serio apropiado para la ocasioén, el dafio no seria menor que si él
fuera serio cuando debiera ser agraciado, derrochando simpatia y
amable complacencia”. Blahoslav no aclara que el requerimiento para
delimitar las formas funcionales del lenguaje —nitidamente formuladas
por él— tenga que ver con la belleza en el lenguaje, pero el contexto
mas amplio —ya que él habla de “metaforas apropiadas”— y el carac-
ter general estéticamente normativo de su gramatica son muy claros
en este punto.

La tendencia de la estética estructurada para delimitar exacta-
mente las diferentes formas del lenguaje no se limita a dialectos fun-
cionales en el sentido mas estricto solamente, sino que incluye otras
formas del lenguaje también, por ejemplo dialectos regionales. Prueba
de esto es la circunstancia de que la violacién de cualquier norma, por
ejemplo una gramatical, es percibida por hablantes de estas formas de
lenguaje, y rechazada, primeramente como estéticamente desagrada-
ble, fea. Por lo cual la estética como norma funciona como guardian de
la “pureza” de la forma de lenguaje dada, o de todos los lenguajes; de
ahi la importancia de la estética en tendencias puristas, donde puede
aparecer, algunas veces disimulada, y otras abiertamente, como el re-
gulador.

La identificacién, o mas bien confusion, de la “pureza” del lengua-
je con la perfeccion estética deberia, por supuesto, no ser considerada

como regla absoluta. Es, por el contrario, muy posible que algunos
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elementos extranjeros sean aceptados dentro de cierta forma de len-
guaje o en un lenguaje, precisamente por razones estéticas, no como
manifestacion de la libertad de la estética no estructurada, sino como
factor de “embellecimiento”; es decir, en concordancia con el intento
de reglamentar la estética. Asi, por ejemplo, elementos ajenos y dis-
cordantes con el habla popular se incorporan a las canciones y cartas
populares, géneros literarios que tienen una fuerte tendencia hacia la
construccion de normas estéticas, como lo demuestran sus caracteris-
ticos clichés. Al respecto, una caracterizacion muy edificante de la
cancion popular, la da J. Fr. HruSka en el prefacio de su Dialekticky
slovnik chodsky [Diccionario del dialecto Chodsko] (Praga, 1907): “(En
las canciones del Chodsko) también encontramos formas que no estan
vivas en el dialecto mismo. Encontramos incluso en canciones nativas
formas estandar tales como k milé, milého [formas de inflexidn de mily
querido], que no oimos en el habla viva. Estas formas deben haberse
incorporado a las canciones, debido a la aspiracion de lograr un dis-
curso mas artificioso que el del diario vivir, yo diria, un discurso “de
caballeros,” al que tienden algunos cancioneros impresos, entre los
que, de los mas antiguos, sin tener conciencia de ello, incluyeron al-
gunas canciones realmente populares también, quiza con alguna mez-
cla abigarrada de formas: esta tendencia finalmente conduce a tales
excentricidades linguisticas completamente sin vida como ojak vy
ojanska savlicka.” [forma hipercorrecta para vojak soldado, vojenka
Savli¢ka saber militar; el fendmeno de la “v’ inicial es una caracteristica
del habla popular cuando el habla estandar tiene una “0” inicial sin

consonante precedente]—. La razon para la aceptacion del elemento
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extranjero aqui no es el deseo de lograr una estética singular y particu-
lar, sino el de mejorar la expresion linguistica, la que por su mera natu-
raleza es constructora de normas.

Aun mas elocuente para nosotros es el punto de vista sustentado
por Blahoslav en su Gramatica ¢eska [ver mas arriba] con respecto a
los préstamos extranjeros en el idioma checo. Dice (p. 227): “La terce-
ra cosa a la que aquellos que desean ser buenos checos deberian
atender es al uso artificioso y adecuado de palabras provenientes de
algunas lenguas extranjeras. Los latinistas son un excelente ejemplo,
quienes, a pesar de que su propia lengua es abundante y noble, han
aceptado muchas palabras griegas y las usan como si fueran propias;
o incluso, ya que los romanos y latinistas son cristianos no rechazan el
Viejo Testamento o las palabras judias. Déjenme mostrarles algunas
gotas del vasto espectro como el océano: Kyrie eleison, Christe elei-
son, Halleluia, Amen, jquién no sabe que no son palabras en latin! Es
de conocimiento general, como los alemanes han ennoblecido y no
sblo eso, algunas veces por uso excesivo, transformaron su lengua
por la influencia del latin... Es por lo tanto apropiado y justo que, ya
que otras lenguas lo usan, nuestra lengua no debiera permanecer
apartada de él. Asi como los bellos colores pueden todavia ser mez-
clados, o como los joyeros dicen: moldear con oro, o cOmo algunas
bellas vestimentas son bordadas o recamadas con cosas mas bellas
aun... asi mismo usemos como nuestro lo que ya esta dentro de nues-
tra lengua y a lo que ya nos hemos acostumbrado y hemos retenido.”

Blahoslav, un partidario humanista de la reglamentacion estética del
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lenguaje, incluye los préstamos extranjeros como parte de la estética
estructurada, como queda claro cuando él las llama un ornamento.

Los ejemplos citados, sin embargo, no se rifien esencialmente con
la declaracion basica que la estética estructurada en el lenguaje favo-
rece las delimitaciones mutuas de varias formas de lenguaje y de len-
guajes enteros, sino que son meramente prueba adicional de la com-
plejidad de los problemas en la estética del lenguaje. Aun si estamos
conscientes de ellos, no invalidan la tesis que esta estrechamente re-
lacionada con la naturaleza misma de la estética y de la norma estéti-
ca, principalmente: que cada dialecto funcional tiene su propio grupo
de normas y que estas normas estan en el camino de su interrelacion
con otras formas funcionales. Mas aun, el grado de formacion de la
norma estética es diferente para los diferentes dialectos funcionales: el
lenguaje escrito obviamente permite mayores restricciones en un sen-
tido estético que el lenguaje hablado, asi también, el estandar mas
que las formas funcionales no estandarizadas. Hay, finalmente, formas
funcionales del lenguaje que claramente se inclinan hacia la estética
no estructurada; éstas son principalmente el argot y varias formas del
slang, en los que especialmente la seleccion de las designaciones se
hace con una fuerte tendencia a una estética espontanea y particular.
Tan pronto como esta espontaneidad es borrada a causa de un uso
mas frecuente, es reemplazada por algo nuevo; por lo que slangs y
argots estan en constante movimiento y cambio ininterrumpidos.

Entre las formas funcionales del lenguaje con inclinacién hacia la
construccion de normas de estética, el primer lugar, como ya se ha di-

cho, pertenece al lenguaje estandar. Tenemos en mente aqui su inte-
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gro espectro, no sélo en su uso en poesia ya que ésta, especialmente
en su forma presente, se inclina, por el contrario, mas hacia la indivi-
dualidad y, por lo tanto, a la singularidad de cada expresion particular;
es decir, a cada obra poética. Si, por lo tanto, hablamos del gusto del
lenguaje estandar por la formacion de normas estéticas, esto se refiere
en el contexto presente mas a las formas no poéticas de su uso. Mas
gue en ningun otro lado, la norma estética se convierte en el objeto de
cultivo mas intencional y hasta bastante consciente con la belleza del
lenguaje como su ideal, es decir, la elaboracion completa de la norma
estética en un sistema total, y el completo acuerdo de cada expresion
individual con el sistema de normas que ha sido elaborado.

Estamos usando la palabra “belleza” en un sentido mas estrecho
del que hacen aquellos que identifican belleza con placer estético en
general: limitamos el término belleza a la estética estructurada y solo a
aquellos ejemplos en los que la observacion de la norma se vuelve un
objetivo intencional. Tal concepcion de la belleza es para nosotros la
unica que deviene logicamente de la historia del concepto, empezando
con Platon y Aristoteles; la extension excesiva de su contenido y es-
pectro es de origen posterior. Con el objeto de evitar malos entendidos
con respecto a la belleza en el lenguaje, sin embargo, permitanme tra-
tar brevemente sus diferentes significados.

Primero que nada, esta la discusion de la belleza “natural” del
lenguaje, en el sentido de que algunas cualidades, tal como la fre-
cuencia de las vocales en el curso del habla, estan consideradas como
bellas en y por ellas mismas, sin tener en cuenta su integracion dentro

de un cierto sistema linguistico; este criterio es entonces usado para
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medir la perfeccion estética relativa de varias lenguas. Durdik en su
Kalilogie hace la observacion correcta acerca de la belleza natural del
lenguaje y su aparente patréon de medicion inamovible (p. 31): “Existen
a la fecha diferentes puntos de vista en relacion con la belleza del len-
guaje, algunos de ellos muy poco apropiados y limitados. Uno de ellos,
por ejemplo, consiste en formular que la ley de belleza sea que deben
sucederse alternativamente una consonante y una vocal. El ideal de
belleza seria entonces ,Varyto a lyra’ [el arpa y la lira]. Este punto de
vista es demasiado limitado. Otro punto de vista es que el lenguaje no
tenga vocales obscuras, pero esto aumenta la variedad en el sonido,
aunque pueda disminuir su melodia. Este punto de vista es igualmente
demasiado limitado. Un tercer punto de vista sostiene que la belleza
en el lenguaje consiste en su multiplicidad de formas gramaticales y
hace uso de este juicio solo para demostrar la superioridad del idioma
checo en relacién con el idioma aleman. Este punto de vista, que se
ha originado gracias a los lenguas “clasicas”, ojala sea ahora también
obsoleto. Un cuarto punto mide la belleza teniendo en cuenta si un
lenguaje tiene palabras cortas. Un quinto punto si un lenguaje es puro
o mixto. Un sexto punto, finalmente considera los aspectos fonéticos
sin prejuicio y entonces debe admitirse que no hay una regla que
abarque todo el espectro por el que la belleza del lenguaje pueda ser
calibrada, que muchas circunstancias deben ser tomadas en cuenta y
que aun el inglés es un lenguaje bello. Hay muchos y diferentes pun-
tos de vista estéticos por los que la belleza del lenguaje debe ser juz-
gada”. Afhadamos que en la valoracidon comparativa de varios lengua-

jes sobre la base de un criterio aparentemente general el evaluador
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usualmente califica los habitos de su propio lenguaje encontrados en
el lenguaje extranjero como valores positivos, mientras que esta incli-
nado a tomar negativamente las diferencias entre su propio lenguaje y
el extranjero.

Otro asunto es el de la belleza de la lengua materna, aunque
pueda aparecer “natural” a los miembros de cierta nacion y comuni-
dad. Pero lo que percibimos aqui como belleza en la lengua materna
es un muy complejo, no puramente fendmeno estético. La base para la
belleza de la lengua materna, como la perciben los miembros de cada
comunidad nacional, es la actitud emotiva a todo lo que es “nuestro”.
Lo que la palabra “nuestro” significa como término técnico, especial-
mente en la etnografia moderna, ha sido aclarado por P. Bogatyrev
con relacion al traje tipico, en el libro Funkcia kroja na Moravskom Slo-
vensku [La funcion del traje tipico en Slovakia Moravia] (Turé. Sv.
Martin, 1937, p. 59): “La estructura total de las funciones del traje tipi-
co forma un todo que constituye una englobadora funcion especial, di-
ferente de las funciones individuales que integran la estructura. Esta
funcion es designada por el pueblo algunas veces como ,nuestro traje’,
que no sélo significa una funcidon para diferenciar regiones, sino otra
funcion ,especial’ que no puede simplemente ser afadida a las otras
funciones que constituyen esta estructura de funciones. Notemos la
analogia con el lenguaje: la lengua materna, tan bien como el traje,
tiene la funcidon de una estructura de funciones. La preferimos a otros
lenguajes no solo porque la consideramos la mas apropiada de una
manera practica para la expresion de nuestras ideas, no sélo porque

parece ser la mas bella (aunque justo como nuestros trajes, asi tam-
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bién la lengua materna no siempre es considerada la mas bella, sino
por el contrario, un lenguaje extranjero y un traje extranjero pueden ser
considerados los mas bellos por ser exdticos; similarmente la lengua
materna y el traje nativo no necesitan siempre parecer los mas practi-
cos). La lengua materna y el traje tipico son preferidos porque estan
mas cerca de nosotros y es en esto que la estructura de funciones se
percibe y manifiesta a si misma... Si analizamos el concepto ,nuestro’
traje, entonces notamos que esta mezclado con un elemento emocio-
nal fuertemente enfatizado. Intentemos su analisis: observaciones de
la vida de los asi llamados primitivos muestran que para ellos el traje
esta intimamente ligado a quien lo porta. Puede ser visto en muchos
actos magicos en diferentes poblaciones europeas. Se usa para dar
un efecto magico a alguien, su pelo, sus huellas, su ropa. La ropa es
considerada casi una conexion organica a la persona. Y hay una acti-
tud similar de parte de la comunidad a ,nuestro’ traje. Nuestro’ traje
esta tan cerca de los miembros individuales de la comunidad, como la
comunidad misma.”

Lo que el etnografo dice aqui es muy interesante para nosotros.
La “belleza” de la lengua materna, como esta demostrado con su de-
claracién, no es un asunto enteramente estético, sino que esta dado
por la funcion de “lo nuestro” que es superior a todas las funciones in-
cluyendo la estética. Queda igualmente claro en la declaracion del
etnografo que la funcion estética esta particular e intimamente unida a
esta funcion superior; afladamos que esta conexion cercana puede
conducir a la comparecencia de identidad. Por lo que, como sefala-

mos al principio de nuestro estudio, fodos los aspectos positivos de la
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lengua materna, todas sus capacidades, se nos presentaran como
estéticamente deseables, como prueba de ello tenemos los elogios y
defensas que se hacen a la lengua materna. Incluso los tedricos,
cuando hablan de su propio lenguaje, tienden a subordinar todas las
propiedades de la lengua materna al punto de vista estético, asi Jo.
Durdik al hablar sobre el cultivo de la lengua materna, se expresa de
la siguiente manera: “Si el sistema del lenguaje da la impresion de ser
una obra de arte, dejemos que sea la belleza nuestra guia en su culti-
vo. Repitamos nuevamente con énfasis, la correccidén esta contenida
en la belleza” (Poetika, 552). La belleza de la lengua materna no solo
es un asunto estético sino que es resultado de la actitud emocional
hacia ella y de la admiracion que su flexibilidad funcional causa.

Hemos dicho que no hay un unico ideal de belleza en el lenguaje,
ni grupo de normas esteéticas cualesquiera dado a priori. Mas aun pue-
de aseverarse que la misma norma estética cambia en el curso de la
historia. Ya que la naturaleza de la norma estética en un lenguaje da-
do depende de las caracteristicas de éste, la medida de la perfeccion
estética, ya que esta constituida por la norma, cambiara como el len-
guaje mismo esta sujeto a cambio. La diferenciacién de la norma esté-
tica en cuanto a las funciones del lenguaje, que hemos discutido mas
arriba, es otra prueba de como éste puede ser modificado: la norma
estética, al depender de algo tan variable como el propésito de la res-
puesta verbal, obviamente variara con el tiempo.

Todo esto queda bastante claro sin necesidad de aportar mayores
pruebas. Estamos, sin embargo, primeramente interesados en el pro-

blema de la perfectibilidad de la norma estética. Pueden los cambios
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en la norma estética tener un caracter ascendente? Ambos puntos de
vista extremos de la naturaleza de la estética deben por supuesto re-
chazar la perfectibilidad de la norma estética: aquellos que ven en la
estética el cumplimiento de un ideal de belleza previamente dado pue-
den, a lo maximo, admitir una aproximacion gradual o un distancia-
miento de éste; aquellos que consistentemente enfatizan la naturaleza
cambiante de la norma estética, histéricamente no tienen razén para
establecer un escenario de su desarrollo posterior como mas perfecto;
ni pueden colocar la perfeccion al principio o al final del desarrollo, ya
que lo conciben como un proceso ininterrumpido sin principio o fin de-
terminados por ley. Sin embargo hay otros puntos de vista interme-
dios, uno de los cuales es sostenido por Fr. Palacky [1798-1876, un
historiador checo] en su Krasovéda [La ciencia de la belleza] (En: Spi-
sy drobné [Escritos menores] de Fr. Palacky, lll, Praga, L. Cech, 1902,
p. 166): “No es un error pensar que en el progreso de la humanidad
hacia una mayor perfeccion, también los ideales de belleza se vuelvan
mas grandes y mas valiosos; en la historia de la estética podemos en-
contrar amplio testimonio de esto. En verdad hay una cierta comunion
entre el hombre y sus ideales, de manera que cada uno intenta contri-
buir a la mayor perfeccion del otro”. Este punto de vista de Palacky se
encuentra claramente mas cercano al concepto del ideal inmutable
que al de un desarrollo cambiante absoluto de la norma. “Pero también
hay un cierto limite que la verdad y la belleza nunca cruzan. El ser del
hombre y la naturaleza son uno y el mismo bajo cualquier circunstan-
cia de tiempo y lugar. Hay asi una nota basica primordial en la mente

del hombre, que brota de la union del cuerpo y alma, con cuyo sonido
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cada corazén palpita y cada mente es conmovida espontaneamente”
(ibid., p. 167). Para Palacky la caracteristica cambiante de la norma y
su perfeccidén gradual parecen idénticas: la meta de la evolucién es la
perfeccion estética, a pesar de ciertas limitaciones de la manifestacion
a priori del ideal estético. Aunque nuestra propia concepcion de la na-
turaleza de la norma estética se acerca mucho a la manera como Pa-
lacky la elabora basandose en la estructura general del hombre (ver mi
Esteticka funkce, norma a hodnota socialni fakty [La funcion estética,
norma y valor como hechos sociales], Praga, 1936, pp. 27), diferimos
con él sobre la cuestion de la perfectibilidad de la norma estética y nos
acercamos al punto de vista en el cual coloca todos los cambios del
desarrollo de la estética en el mismo nivel. La perfeccion gradual de la
norma estética no es para nosotros la meta de la evolucién, sino una
fase transitoria de evolucién que sucede cada vez que la estética, en
su constante oscilacion entre los polos de libertad y sumision a las le-
yes, radicalmente se aproxima al segundo de los dos polos. Entre mas
se aproxima a este polo, tanto mas claramente se define el requeri-
miento de normas claras y consistentes, y tanto mas se incrementa la
tendencia a su observacion incondicional. EI cumplimiento de estos
requisitos y la manifestacion de esta tendencia se presentan al obser-
vador como la perfeccion gradual de la norma estética. Por ser tempo-
ral, esta perfeccién de la norma de ninguna manera interfiere con la
oscilacion opuesta del péndulo, al periodo siguiente, hacia un mayor
relajamiento interno de la estética.

La perfeccion de la norma estética no ocurre, como hemos pun-

tualizado, por cambios abruptos en su evolucion, sino gracias a un es-
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fuerzo consistente, el que usualmente ocupa un periodo de desarrollo
extendido: “El incremento en la belleza ocurre a través de generacio-
nes enteras; desde el remoto pasado, en ltalia la sociedad culta y
fonéticamente refinada, ha puesto especial cuidado en la pronuncia-
cion eufénica, por lo que el habla italiana ha evolucionado a través de
varios siglos hasta lograr su armonia actual” dice J. Durdik en su Kali-
logie [ver mas arriba] (p. 53) acerca del tiempo transcurrido necesitado
para alcanzar la perfeccion estética del lenguaje.

Esta declaracion subraya correctamente la necesidad de la parti-
cipacion de la comunidad entera de hablantes o por [o menos de su
segmento dirigente en los esfuerzos para el cultivo estético del lengua-
je; la norma, como se anoté mas arriba, por su propia naturaleza nace
por consenso general. Un claro ejemplo es el cultivo estético del idio-
ma franceés en el siglo XVII. La sociedad que se reunia en la corte y en
los salones literarios fue claramente el factor decisivo. La codificacion
de las normas estéticas del lenguaje fue ciertamente realizada por
Vaugelas, “el primer tedrico que evalua el fenbmeno del lenguaje des-
de un punto de vista estético”; él mismo, sin embargo, proclama como
unica y correcta “la manera en la que la mejor seccion de la corte real
se expresa, y que esté de acuerdo con los mejores autores contem-
poraneos” (VI. Buben, en S1.S1. 2.173 [1936]. El consejo de Boileau a
los poetas va en un sentido similar: “Estudia a la corte y conoceras al
pueblo” (ver J. Kopal, Literarni teorie Boileauova [Teoria Literaria de
Boileau], Praga, 1927, p. 51). Como ejemplo contrario tenemos algu-
nos excesos en los que incurrieron los checos en el siglo XIX: en au-

sencia de un consenso previo, algunas veces gustos y aversiones
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estéticas personales eran decisivos al reclamar su aceptacion como
reglas validas generales.

La perfeccion estética del lenguaje es un asunto de consenso. Por
lo que un grupo de normas estéticas minuciosamente trabajadas para
el lenguaje se vuelven un impedimento para la individualidad. Es bien
conocido el caso del idioma el francés, qué tan grandes fueron las limi-
taciones para los franceses de los siglos XVII y XVIIl, y qué revolucio-
naria fue la accién de los romanticos, quienes en parte liberaron al
lenguaje de estas limitaciones. Decimos “en parte” porque un lenguaje
que (una vez en su desarrollo) ha logrado la perfeccion estética en el
sentido de la exactitud y sistematizacion de la norma, conserva trazas
permanentes de ésta en su desarrollo subsiguiente. No es necesario
elaborar un listado de las ventajas acumuladas en un lenguaje a causa
de tal perfeccion estética adquirida; si dura demasiado tiempo, estas
ventajas pueden virar exactamente a lo opuesto. El idioma francés
puede ser usado otra vez como ejemplo: “Al final del siglo XVIIl y du-
rante el siglo XIX, bajo la influencia de condiciones sociales y politicas
nuevas, el habla coloquial (en Francia) sufre un considerable cambio...
Esta situacion establecié una gran diferencia entre el lenguaje tradi-
cional estandar y el lenguaje hablado, cuyas construcciones desviadas
se transfirieron a la expresion escrita. Algunos puristas ven en esto un
gran peligro y, en el esfuerzo por mantenerla intacta, proclaman que
solo al idioma hablado deberia permitirsele desarrollarse libremente,
mientras que el lenguaje tradicional, sin mas cambios, deberia servir
para escribir y de tal modo se convertiria en una lengua muerta. —

Este tipo de argumentos implican una renuncia total a la funcion ex-
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presiva y comunicativa del lenguaje... Meillet mismo admite que ,sblo
quien no esta completamente consciente de todas las dificultades
puede sin el menor temor sentarse y escribir unas pocas lineas en
francés.” (VI. Buben, S1.S1. 2.175 [1936], y op. cit.,, 63.) Es verdad
que no todas las normas por las que el francés moderno se siente re-
gido son de naturaleza estética, pero no olvidemos la parte predomi-
nante que tuvo lugar en su formacion durante el siglo XVII para su
normalizacion estética: Vaugelas, el gramatico mas importante de la
época, quien en su trabajo codifico el estilo de la sociedad culta, “eva-
lud los fenbmenos del discurso desde un punto de vista estético” y “al
escoger entre dos posibles construcciones siguid sobre todo su instin-
to estético” (Buben, loc. Cit., 173 y 55). —Si una elaboracion cuidado-
sa de la norma estética en un lenguaje dado puede llegar a ser un
obstaculo para su desarrollo futuro, entonces seria la prueba concreta
para validar lo que hemos afirmado en nuestra teoria: principalmente
que la perfeccion estética no es la meta final de la evolucion, sino sdlo
una de las muchas fases pasajeras que algunas veces pueden repetir-
se de diferente manera y bajo diferentes circunstancias en el desarro-
llo del lenguaje.

Un periodo durante el cual la tendencia hacia la regulacion estéti-
ca del lenguaje alcanza su cima es usualmente llamado clasico, la
tendencia misma es llamada clasicismo. En los lenguajes europeos la
aspiracion por alcanzar la regulacion estética perfecta que comienza
con el humanismo, estaba estrechamente relacionada a su apego por
las tradiciones estéticas de la antiguedad; de ahi el significado dual de

la palabra “clasicismo” y de la mayoria de las tendencias parecidas.
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Basicamente, por supuesto, la tendencia hacia la perfeccion estética
del lenguaje se encuentra contenida dentro de él mismo y ocurre tam-
bién en los lenguajes que nunca han tenido contacto con la cultura de
la antigiiedad clasica, tal como la china. En la historia literaria, se es-
tablece la oposicion de clasicismo y romanticismo; que se justifica sdlo
histéricamente pero no es valida de manera general, ya que se refiere
a un cierto punto en el desarrollo de la literatura y también del lenguaje
al filo del siglo XVIIl y XIX; la generalizacién de esta oposicion conlleva
cierto peligro. Ya que el material al que tenemos acceso directo se re-
fiere al clasicismo europeo, no podemos evitar las dificultades que
emergen al usar una terminologia de valores multiples; al menos lo
haremos notar de antemano.

El clasicismo, que representa la culminacion de la perfeccion esté-
tica en el lenguaje, intenta lograr la obligatoriedad mas estricta y la
mayor generalizacion de la norma. En vista de la intima relacion de la
funcion estética con las otras funciones, como ya se ha mencionado
en varias ocasiones, es natural que el énfasis en la elaboracion de
normas estéticas deberia estar acompanado por una fuerte normaliza-
cion en otros aspectos también, por ejemplo con relacion a la légica o
a la estructura gramatical. La norma estética se vuelve el factor orga-
nizador que acarrea y mantiene el equilibrio entre todas las otras nor-
mas y funciones; de ahi su aparente preeminencia. En periodos del
clasicismo, usualmente existe una formulacion directa, tanto como una
justificacion estética, del requerimiento de equilibrio entre todos los ti-
pos de normas Yy funciones. Este requerimiento basico del clasicismo

fue elaborado con relacion a todas las actividades humanas, no soélo
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con el lenguaje, por Palacky (loc. cit., 75) de la siguiente manera: “El
hombre a causa de su esencia natural siempre anhela el reposo, es
decir, la composicion arménica de las fuerzas que ponemos en accion.
Nuestro ser corporal, racional y moral requiere paz armoénica... El ideal
estético debe contener dentro de él todo lo que la naturaleza busca y
gue es necesario para el sentimiento de bienestar. Variedad, composi-
cion, vida, complacencia, nobleza, independencia y dignidad, al igual
que armonia con las leyes de la razén y la moral; en una palabra, debe
ser la expresion de la experiencia de la naturaleza total del hombre en
toda su formacion y perfeccion”. Es el mismo significado de otra decla-
racion de Palacky (loc. cit., p. 75): “El sentimiento estético es el escape
de la razon y la voluntad, es el capullo de las flores del espiritu, es el
suefo del que despertamos a la verdad y a la virtud, es el centro o eje
de todos nuestros poderes, que solamente proyecta rayos individua-
les”.

Lo que Palacky expresa por supuesto concierne al hombre en su
totalidad, de la misma manera que en el clasicismo se alcanza a con-
cebir este ideal, no es dificil proyectarlo en el area del lenguaje. En-
contramos, incidentalmente, su aplicacion literal en el tedrico francés
del estilo del siglo XVIIl, Buffon (Discours sur le style, Paris, H. Guyot,
1920, p. 16): “Escribir bien también significa pensar, sentir y expresar-
se bien; lo que se requiere, entonces, es espiritu, sentimiento y gusto.
El estilo presupone el efecto unificado de todas las facultades de la
mente: los pensamientos son la base del estilo, la armonia de las pa-
labras simplemente las une y depende de la perfeccion sensorial de

uno: es suficiente tener un poco de oido para evitar la desarmonia y
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tener el oido entrenado por la lectura de poetas y oradores para ser
capaces de imitar mecanicamente el ritmo poético y el fraseo retdrico”.
Puede parecer que Buffon concibe al estilo como el equilibrio de todas
las funciones y normas, pero sélo de las extra estéticas, con la funcion
y norma estéticas afiadidas como algo secundario, subordinado. Esto
seria un malentendido, ya que de acuerdo con la idea de Buffon la
estética permea todo en el acto del discurso, de lo que se desprende
también lo que Buffon llama la “base” del estilo; en una cita adicional
declara muy nitidamente (op. cit., p. 18): “La belleza del estilo es sim-
plemente el resultado del numero infinito de verdades contenidas en
él. Toda la belleza intelectual contenida en él, todas las relaciones de
las que se compone, son al mismo tiempo verdades tan utiles como
las que constituyen el tema, y quiza aun mas valiosas”. Incluso encon-
tramos en Buffon la declaracion de que el “buen” estilo es mas impor-
tante que lo que se expresa con él (op. cit.,, p. 26): “Conocimiento,
hecho y descubrimientos pueden facilmente quitarse del contexto ori-
ginal y pueden incluso ganar si son transferidos de un libro pobremen-
te escrito a uno bien escrito; el estilo, por otro lado, no es transferible y
no se deteriora al permanecer: si es sublime y noble, su creador sera
objeto de admiracidn para todos los tiempos”. —EI| equilibrio de todas
las funciones y normas es la caracteristica principal del clasicismo vy el
organizador de este equilibrio es la norma estética que no permite el
predominio de cualquiera de las otras funciones a expensas del resto.
De ahi también la aproximacion de la funcion y norma estéticas a la
funcion y norma intelectuales en la que el clasicismo pone tal énfasis.

“No hay belleza sin verdad”, proclama Boileau (en su Epistle IX) y repi-
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te esta declaracion frecuentemente y con muchas variaciones (ver J.
Kopal, Literarni teorie Boileauova [Teoria literaria de Boileau], Praga,
1927, pp. 36 y 41). Porque la funcion intelectual, en oposicion a la
desorganizadora funcién emocional, sostiene el equilibrio requerido
por la estética estructurada.

Ya mencionamos la tendencia hacia la exacta diferenciacion fun-
cional de los dialectos funcionales como una caracteristica importante
de la estética estructurada. Esta tendencia se proyecta dentro de la
literatura clasica como la estricta delimitacion de los géneros literarios,
ya que cada género literario también representa una cierta divisa fun-
cional de la lengua. Se conocen bien los detalles hasta los que llegé el
clasicismo al elaborar su canon de los géneros; en este asunto es su-
ficiente referirnos otra vez a la Art poétique de Boileau. La diferencia-
cion de géneros a la que el clasicismo le pone atencion, sin embargo,
no esta limitada a las belle lettres, sino que incluye todo el espectro de
la creacion escrita; este cultivo de los mas variados géneros tiene por
su principal propdsito el enriquecimiento funcional del lenguaje. Ha si-
do brillantemente sefialado por J. Jungmann [1773-1847, una figura
importante del renacimiento nacional checo] en su ensayo O
klasi¢nosti v literature vubec a zvlasté ceské [Sobre el clasicismo en la
Literatura en General y en la Literatura Checa en particular] (citado de
la seleccion de A. Novak, Literatura ceskeho klasicismu obrozenskeho
[La Literatura del Clasicismo Checo del periodo del Renacimiento Na-
cional], Praga, 1933, pp. 15) en donde dice: “Un periodo de literatura o
lenguaje clasicos no nace de los esfuerzos de uno u otro escritor so-

bresaliente, ni por el cultivo exitoso de uno u otro campo de la literatu-
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ra, tal como la poesia, sino por la existencia de un numero notable de
mentes sobresalientes contemporaneas, y el cultivo exitoso de todas o
casi todas, las formas de literatura: poesia, prosa y retorica”. —“El ni-
vel espiritual de la nacion, que depende de la fecundidad de las artes y
ciencias, si ha de contribuir a la perfeccién del lenguaje, requiere del
florecimiento, principalmente entre las artes de la poesia y la retorica y
de entre las ciencias de la filosofia y de la historia”. —“Ningun lenguaje
puede ser llamado clasico en toda la amplitud del término si cuenta
entre sus clasicos sélo poetas y oradores, no fildsofos e historiadores”.
El clasicismo entonces sujeta a la poesia dentro del area total del len-
guaje estandar que distingue entre los diferentes géneros, es decir;
estilos funcionales del lenguaje, sin tener en cuenta si estos géneros
pertenecen a la poesia 0 no. Este “nivelar” es la consecuencia natural
del hecho de que la estética estructurada suprima el colorido individual
de la respuesta verbal y, en contraste, enfatice la diferenciacion su-
praindividual del lenguaje en formas funcionales y sus matices.

Ahora es tiempo de preguntar como trata el clasicismo al grupo de
artificios elaborados por el sistema del lenguaje, es decir, como trata a
la estructura interna del lenguaje. Empecemos por el testimonio directo
de aquellos quienes han experimentado el clasicismo. Aqui otra vez,
Buffon es extremadamente instructivo: “El estilo no es sino el orden y
ritmo (movimiento) impuesto por los pensamientos del autor. Si los
mantiene unidos, el estilo sera mas firme, mas fuerte y mas exacto; si,
sin embargo, su curso de pensamiento es lento y su fuerza se basa en
las relaciones accidentales de las palabras, no importa qué tan selec-

tas sean éstas ultimas, el estilo se vera fracturado, demasiado relaja-



106

do, degradado” (op. cit., p. 11). —“El intento del autor puede percibirse
solo por la continuidad, la armonia de las interrelaciones de sus pen-
samientos, de su desarrollo gradual, de su graduacion constante, de la
sucesion unidireccional, la que se rompe o se detiene a cada interrup-
cion” (p. 12). —“Nada es mas perturbador para un estilo vivo que de-
sear lograr sorprender constantemente por medio de ideas inespera-
das; nada se opone mas a la claridad, que deberia ser de una pieza y
penetrar la obra en toda su amplitud, que los flashes que resultan de la
colision violenta de palabras que nos iluminan sélo por el momento, y
dejan oscuridad tras de si” (p. 14). —“Nada se opone mas a la belleza
natural que un autor tratando de expresar cosas comunes Yy corrientes
de una manera especial y sobresaliente... Este es el error de espiritus
cultos pero infértiles; tienen un desbordamiento de palabras pero no
de pensamientos; por lo tanto trabajan con las palabras y piensan que
han hecho nuevas conexiones entre pensamientos cuando soélo han
ensamblado una oracién y que han purificado el lenguaje, cuando lo
han danado al distorsionar el significado de las palabras” (pp. 14-15).
Incluso un analisis superficial revela que estas declaraciones designan
a la oracion como el centro principal del interés del clasicismo, como el
elemento linguistico que mantiene la continuidad semantica, la oracion
no solo como unidad gramatical, sino también como unidad de signifi-
cado, ritmo, entonacion y eufonia. Al mismo tiempo aparece un cierto
miedo a la palabra, como un elemento que interrumpe la continuidad e
introduce el peligro del accidente, un miedo bastante justificado que

concierne al amor del clasicismo por el orden.



107

Miremos a cada uno de estos elementos por separado. ¢ Por qué
el clasicismo enfatiza la estructura de la oracién? Consideremos el tipo
de oracion estética y mas altamente reglamentada conocida en la his-
toria del estilo europeo, el periodo. Este producto del clasicismo en el
sentido mas auténtico de la palabra, ya que se retrotrae hasta la anti-
guedad clasica, es un todo contenido en si mismo, compacto en el rit-
mo y en la entonacion, en el que las diferentes partes constituyentes
se corresponden. Es al mismo tiempo una unidad de significado: “El
final de un periodo, como lo marca la forma estilistica, deberia ser
también el final de una idea. Esta claro que el final formal no deberia
interrumpir la idea, ni... la idea deberia terminar antes del final del pe-
riodo” (Fr. Novotny, Eurhythmie recké a latinské prozy [Las euritmias
de la prosa del griego y del latin], |, p. 43). “La marca caracteristica del
periodo es su caracter conclusivo, redondeado... La idea tiene que
permanecer incompleta hasta el final, para crear la tension cuya libe-
racion y relajacion se deja para el final; lo que constituye cerrar el
circulo, el que es caracteristicamente aludido en el nombre mismo “pe-
riodo” (ibid., p. 149). La elaboracion de normas estéticas ha conducido
a una forma de oracién que es al mismo tiempo suficientemente abs-
tracta para contener cualquier significado y suficientemente poderosa
para imponer su forma sobre el significado y articularlo. Vemos traba-
jando a la estética estructurada de la misma manera como la hemos
observado en varias ocasiones previas: por medio del marco de accion
de la oracion organiza el mundo de los valores extra estéticos repre-
sentados por el contenido de la oracion especifica, tal como efectud el

equilibrio de las funciones y normas extra estéticas o ha sentado los
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limites de los diferentes dialectos funcionales y sus matices. Aparece
también, como el principio culminante del orden, precisamente a causa
de su indefinicion cualitativa que fluye de lo negativo de la estética en
relacion a las otras normas y funciones. Al mismo tiempo la estructura
estética se manifiesta como un elemento despersonalizante: el marco
de la oracidn del periodo, sujeto estricta y estéticamente, limita en gran
medida la libertad del hablante para formar oraciones personalizadas.
Todo esto hace de la oracion el elemento basico del lenguaje para el
clasicismo, su punto de partida que afecta al lenguaje.

¢ Entonces de donde proviene este miedo del clasicismo a la pa-
labra? Ya hemos visto que el tedrico contemporaneo del estilo clasico
ve en la palabra un elemento perturbador del orden de la estructura
estilistica y que critica su accidentalidad. Esta accidentalidad de la pa-
labra en relacion con su inclusién en un cierto contexto proviene del
hecho de que la palabra, al ser la unidad mas pequeia de significado
[lexical], retiene su significado completo aun fuera de un contexto, de-
bido a que es una unidad lexical. Al entrar dentro de un contexto, las
palabras reciben del ambiente un significado determinado, pero gra-
cias a la amplitud de su semantica que no puede estar sujeta al caso
dado en toda su extension, entran, en concordancia con sus interrela-
ciones fonéticas, semanticas y objetivas, dentro de ciertas conexiones
que no pueden ser predeterminadas por el contexto y que estan inclu-
so a veces en conflicto con éste. A causa de estas conexiones las pa-
labras se afectan entre si; si la estructura de la oracién es débil puede
llegar al punto en que las relaciones semanticas entre las palabras

predominan y la cohesion del contexto es abandonado a sus acciden-
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tes. Todo esto hace de la palabra un elemento que perturba el marco
de accién abstracto de la oracion abriendo el camino para la variedad
estilistica individual. La actitud del clasicismo con el léxico, es por eso
una de restriccion: el orden estilistico se mantiene por la exclusion de
muchas palabras del uso estandar y el resto son hechas tan abstrac-
tas y generales semanticamente como es posible. La razén dada para
la exclusion de palabras no deseables es predominantemente estética;
de tal manera el clasicismo francés distingue entre palabras “nobles” y
palabras “bajas” (nobles—bas, cf. Buben, loc. cit., p. 173); algunas ve-
ces lo bajo contrasta con lo poético, para ejemplificar: Boileau comenta
acerca de una expresion que es “baja y de ninguna manera poética”
(Kopal, op. cit., p. 52). El caracter predominantemente prohibitivo de
las normas estéticas se manifiesta con relacion al Iéxico mas clara-
mente que en cualquier otro lugar. La revolucion romantica fue, como
bien se sabe, dirigida primeramente contra esta limitacion de la elec-
cion de palabras por las normas estéticas del clasicismo. En su famo-
sa Reésponse a un acte d’accusation, Contemplations |, No. 7 (Res-
puesta a una acusacion), Victor Hugo dice al respecto: “Palabras de
noble o bajo origen vivieron divididas en castas... Entonces llegué co-
mo infractor y exclamé: ,;,Por qué estan algunas palabras siempre en
primer plano y otras en el fondo?’ Le puse el sombrero rojo al dicciona-
rio obsoleto. No habia mas diferencia entre palabras de alta alcurnia y
palabras bajas”. El romanticismo elevo la palabra sobre la oracién, pe-
ro de esa manera destruyo la norma y colocé al accidente sobre la re-
glamentacion, singularidad sobre generalidad. La prueba opuesta es

también posible: cuando en Francia a finales del siglo XIX y principios
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del XX surgio la “escuela Romance”, proclamando el retorno del clasi-
cismo “equilibrio y armonia en pensamiento y estilo” la reexaminacion
y reevaluacion de la interrelacion entre palabra y oracion, terminaron
por favorecer a la oracién. Charles Maurras, uno de los mas sobresa-
lientes poetas de esta escuela, dice: “Hasta Chateaubriand, la palabra
era un signo abstracto, que perdi6é su naturaleza abstracta sélo por un
genuino accidente; este accidente no se valoré lo suficiente y no habia
deseo para regularizarlo o aun para dejarlo suceder demasiado fre-
cuentemente; fue literalmente considerado un golpe de suerte, una
fuente de placer, pero al que no se le dedicé muchos pensamientos,
porque al perder la gracia de su accidentalidad podria también perder
su valor. La palabra como realidad, la palabra como color, la palabra
como olor, la palabra como percepcion, la palabra como objeto, puede
fluir de la pluma por juego o accidente, pero no podria ser el propésito
del estilo. Primero Chateaubriand le dio nueva dignidad... Antes de él,
la sintaxis y el estilo ocupaban el primer plano: gracias a su influencia,
fueron empujados al fondo, llegando a ser secundarios al vocabulario”
(cita del estudio de P. Constan, Charles Maurras et le romantisme, en
el libro Un débat sur le romantisme, Paris, 1928, pp. 187). La escuela
Romance se esforzé por renovar “la ley de la proporcionalidad, basada
en formas, cuya belleza eterna ha sido confirmada por siglos” (R. De
La Tailnéde, Présentation de I'école romane, ibid., p. 153); es decir, la
palabra fue otra vez empujada al fondo y regulada por la norma, la
oracion era otra vez elevada al status de factor principal en el estilo.

La palabra como un elemento del estilo esta sujeta a una discipli-

na estricta por el clasicismo: entre mas espontanea e individual sea,
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mas temida es, porque el clasicismo limita severamente la libertad de
nombrar. Considera particularmente peligrosas las designaciones me-
taféricas que atraen la atencion hacia si mismas y amenazan el orden
arquitectonico de la estructura de la oraciéon por las asociaciones ingo-
bernables que provocan y por las relaciones impredecibles a las que
entran con palabras vecinas; se sabe bien hasta qué punto una ima-
gen poética puede colorear un amplio contorno del contexto. Por lo
que las leyes estilisticas del clasicismo tienen gran cuidado de verter
imagineria inofensiva; bajo la presion de esta disciplina una designa-
cion metaférica frecuentemente se vuelve una parafrasis anémica.
Como evidencia de la opinion clasica sobre imagineria en el lenguaje,
permitanme citar a la Gramatica ¢eska [Gramatica checal (op. cit., p.
224): “Las mejores metaforas son las usadas por la gente en general,
son giros acufiados, ya que como metaforas, poca gente las entiende,
como palabras y frases apropiadas habran de emplearse, porque se
han vuelto comunes. Como cuando se le dice a un joven: Sacrifica al
Senor la flor de tu juventud, es decir, dedica tu edad joven y noble a
servir al Sefior y pasa tus afos haciéndolo... jPara qué expresarse
bellamente si el mensaje no se entiende?”. Estos son los requisitos
que el clasicismo postula para las designaciones metaforicas: que
sean comunes, usuales, cercanas a la no metaférica, “adecuada” de-
signacion; todo esto para evitar su accidentalidad y singularidad, aque-
llas caracteristicas de la estética no estructurada que estan siempre
listas para salir a la superficie. EI mandato puede, por supuesto, no
estar completamente identificado con la practica estilistica actual:

hemos visto a los tedricos franceses del clasicismo, Buffon y Maurras,
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mencionar que aun en el mas puro estilo clasico algunas veces apare-
cen “flashes” y “accidentes afortunados”, es decir, designaciones nue-
vas y espontaneas. Y en verdad, encontramos en el estilo clasico ima-
genes de intensidad inusual, que son poderosas precisamente por la
gran resistencia a la que han tenido que sobreponerse.

Resumamos lo que hasta ahora hemos dicho acerca de la estéti-
ca estructurada y no estructurada, especialmente acerca de la parte
que cada una de ellas tiene en la totalidad del discurso. El papel basi-
co desempenado por la estética no estructurada es contravenir la au-
tomatizacion del acto del habla, individualizarlo una y otra vez, con re-
lacion a ambos la personalidad del hablante y la singularidad de la
situacion linguistica y extralinguistica de donde proviene el acto del
discurso. Al impedir la automatizacioén del acto del discurso, la estética
estructurada amplia el establecimiento y renovacion de la relacion en-
tre la persona y el patron linguistico, tanto como entre el patron linguis-
tico y la realidad. Ademas, la estética no estructurada mantiene la co-
nexion entre las diferentes formas funcionales del lenguaje al
posibilitar su interpenetracion. Impide también la automatizacion del
nombrar al traer constantemente a la vida nuevas designaciones aun
para las cosas que ya han sido nombradas; de ahi la relacion cercana
entre la estética no estructurada y la palabra que es el elemento lin-
guistico que sirve para nombrar. Cuando al nombrar la funcion estética
predomine, mayor sera la singularidad, es decir, la limitacion circuns-
crita del caso especifico, de la designacién que se formule; de donde
proviene la estricta relacion entre funcion estética y el nombrar metafé-

rico. Existen, por supuesto, también designaciones metaféricas que
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carecen del componente estético desde su mismo origen (por ejemplo,
términos metaféricos técnicos), pero estas se formulan sin pretender
singularidad y desde el principio evolucionan a designaciones apropia-
das. La accion de la estética en el acto de nombrar sirve para renovar
la tension entre el discurso y la realidad. Si el poeta (J. Durych
[1886—, un poeta religioso], dice en Toulky po domové [Vagabundear
en casal, Praga, 1938, p. 30) que “la metafora es una bandera victo-
riosa, levantada sobre una fortaleza tomada por una tormenta” y que
“el nombre real... como una magica, liberadora exclamacion destruye
las fuerzas malignas,” caracteriza, metaférica pero mas generalmente
de lo que intentaba, el segmento del nombrar estéticamente motivado
al mantener la tension entre realidad y lenguaje. La estética no estruc-
turada finalmente fomenta en el individuo y en la sociedad el gusto por
cambios constantes en el lenguaje; hemos visto mas arriba el papel
que desempefia al difundir modas linguisticas y hemos planteado la
cuestion en cuanto al alcance que, uno por analogia pueda asumir,
tenga un segmento de la estética en la difusion de cambios linguisticos
permanentes.

Pasemos ahora a la estética estructurada: la naturaleza especifica
de la parte desempefada por ésta en el funcionamiento del lenguaje
es mejor mostrada por sus diferencias con la estética no estructurada.
Donde el propdsito de la estética no estructurada es individualizar el
acto del habla, la estética estructurada promueve el uso general de
modos de expresion, es decir, su independencia de la persona del
hablante, tanto como su formalidad, su independencia de la situacién

linguistica y extra linguistica pasajera y del contenido del significado
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concreto. En esta conexion, la estética estructurada tiende hacia la es-
tabilizacién del lenguaje, mientras que la estética no estructurada mas
bien llena la funcidén del iniciador, o al menos del acompafiamiento, del
cambio linguistico. En donde la estética no estructurada conduce a la
mezcla de formas funcionales de un lenguaje y de lenguajes enteros,
la estética estructurada, por contraste, obliga a su delimitacion y sepa-
racion mutuas claramente delineadas. La estética estructurada man-
tiene el balance entre las diferentes funciones de la respuesta verbal:
mitiga, por contraste con la estética no estructurada, la funcién emoti-
va que pone en peligro al orden y apoya en oposicion a ésta, la fun-
cion intelectual como el guardian de la disciplina y protector contra lo
accidental. En la estructura interna del lenguaje también, la estética
estructurada funciona como un factor de equilibrio; disciplina la se-
cuencia de los fonemas y entonacion por eufonia, la seleccion de pa-
labras por limitacion, la estructura sintactica al hacer patrones de ora-
ciones mas abstractos y menos personales, todo el tiempo colocando
dentro del primer plano los elementos que mantienen la continuidad
semantica y logica, y subordinando a ellas aquello que las perturban.
Tal es el panorama completo que resulta de comparar la estética
no estructurada con la estructurada en el lenguaje. No estamos aqui,
sin embargo, tratando con dos categorias mutuamente excluyentes,
sino con dos aspectos opuestos de la misma actitud humana hacia un
sistema de signos tal como es el lenguaje; ya lo hemos indicado al
comienzo de este estudio. La estética no estructurada, como ya se ha
dicho, siempre contiene dentro de si misma, al menos potencialmente,

la tendencia a desarrollar normas vy, por el otro lado, ni la estética es-
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tructurada puede suprimir por completo la funcion estética desbocada
que es una propiedad de la estética no estructurada. Estos dos aspec-
tos de la estética aparecen asi frente a nosotros como dos fuerzas mu-
tuamente opuestas, siempre luchando por el dominio sin la completa
victoria de ninguna; su relacion mutua puede ser llamada una polari-
dad o en otras palabras, la estética estructurada y no estructurada del
lenguaje (y en donde quiera que puedan suceder) forman una antino-
mia dialéctica que al mismo tiempo las mantiene juntas y separadas.
La dinamica de esta antinomia esta constantemente en accion en
el lenguaje, no solo en aquellos casos en los que la respuesta verbal
esta dirigida predominantemente hacia un efecto estético, como en el
caso de la poesia. Hablaremos por separado del lenguaje poético. An-
tes de hablar de él, sin embargo, veamos una vez mas desde el punto
de vista ventajoso de la estética la escala entera desde el acto concre-
to del discurso hasta el sistema gramatical abstracto. Ya hemos dicho
mas arriba, y enfatizado mas de una vez, que la funcion estética no
restringida que llamamos la estética no estructurada, esta unida inti-
mamente a la expresion real. Siempre que la funcion estética aparezca
en su estado “puro”, refuerza el matiz de singularidad y no repetitivo,
asi se encuentra en sintonia con la naturaleza basica de la expresion.
Si, sin embargo, la creacion estética acepta el orden, deviene en esté-
tica estructurada y pasa del area de la expresion momentanea a la de
las convenciones que regulan las expresiones individuales, y que se
resumen bajo el término parole. A medio camino entre la expresion
singular y las convenciones generalmente validas de la parole hay un

area de transicion que, aunque igualmente gobernada por ciertas re-
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glas, tiene unas que obligan a un sélo individuo; ésta es el area de la
parole individual. En ésta, la estética se manifiesta de manera sistema-
tica, pero no esta privada de su singularidad, ya que esta unida a una
personalidad unica y por lo tanto la parole individual desde el punto de
vista de la estética todavia pertenece a la esfera de la estética no es-
tructurada. Es sélo la parole supraindividual la que deviene estética
estructurada: esa fase de la respuesta verbal que pertenece a la esfe-
ra de la parole supraindividual esta sujeta a la norma estética. Pero
aun la parole supraindividual no es la cumbre de la abstraccion linguis-
tica: sobre ésta se extiende la esfera del “sistema linguistico completo
y coherente” que usualmente es llamado “langue” (Marouzeau, Lexi-
que de terminologie linguistique). Aunque los elementos individuales
ofrecidos por el sistema linguistico pueden explotarse estéticamente
en ambas, la expresion y la parole, la “langue” misma, qua sistema, es
estéticamente indiferente, ya que no hay un grupo especial de normas
estéticas que correspondan a ésta. Aun si alguna norma estética pasa-
ra de la parole a la langue (el lema de la “filologia idealista™: “Nihil est
in syntaxi, quod non fuerit in stilo”) seria por ese mismo hecho trans-
formada en una forma gramatica, estéticamente irrelevante y solo su
ruptura podria percibirse como estética, pero no su observacion exac-
ta. Por lo que la linguistica en el sentido mas estrecho, como la ciencia
del sistema gramatical y su desarrollo inmanente, no encuentra en su
camino a la estética del lenguaje, a menos que plantee la cuestion del
segmento de la expresion y de la parole en la motivacion del cambio

evolutivo del sistema gramatical. Esto de ninguna manera disminuye la
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gran importancia de la estética del lenguaje para el polo opuesto del
discurso, la parole y la expresion.

Finalmente, acerquémonos a la cuestion de /a estética en el len-
guaje poético. Este, como ya ha sido puntualizado, es una forma fun-
cional especial del lenguaje en el cual, en contraste con todos los otros
dialectos funcionales, la funcion estética tiende a predominar. Ningun
acto del discurso esta por supuesto limitado a una unica funcién y esto
corresponde aun mas a uno en el que la funcion estética predomina,
porque esa funcién, siendo la negacion dialéctica de todas las otras
funciones, carece de un objetivo externo, que lo colocaria cualitativa-
mente fuera del espectro de los otros; es, por lo tanto, menos capaz
que cualquier otra funcion de ensombrecer y silenciar las funciones
concomitantes.

¢ En qué yace, entonces, el predominio de la funcion estética que
consideramos caracteristica del lenguaje poético? ¢ Significa este do-
minio la utilizacion estética no calificada de fodos los componentes de
la respuesta verbal? Eso supondria por supuesto la supresion de to-
das las otras funciones solo a favor de la funcidn estética; en la practi-
ca, sin embargo, esto no es posible, porque cualquier componente da-
do puede lograr el efecto estético unicamente por su diferencia de
otros componentes, la asi llamada actualizacion [aktualisace]; la actua-
lizacion resulta del hecho de que un componente dado de alguna ma-
nera, mas o menos sobresaliente, se desvia del uso corriente. Si, sin
embargo, todos los componentes reclaman esta diferencia, ya no seria
diferente. La actualizacion simultanea de todos los componentes es

por lo tanto impensable. Aun en el lenguaje poético s6lo una parte de
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ellos, a veces mas, a veces menos, son los que portan la cualidad
estética; estas oscilaciones cuantitativas, no obstante, no cambian el
hecho de que el dominio de la funcion estética en poesia no tiene na-
da que ver con el numero de componentes actualizados. Lo que espe-
cialmente caracteriza al lenguaje poético en un sentido estético es otra
cosa: la obra poética forma una estructura estética compleja, pero uni-
ficada, estructura estética en la que entran como constituyentes todos
sus componentes, actualizados o no, tanto como sus interrelaciones.
Esto hace a la obra poética diferente de cualquier respuesta comuni-
cativa. De esta manera, el dominio de la funcion estética en el lengua-
je poéetico, en contraste con el discurso comunicativo, consiste en la
relevancia estética de la expresién en su totalidad.

Al ser una estructura, es decir, un todo indivisible, la obra poética
constituye un valor estético, un fenébmeno complejo que es al mismo
tiempo unico y regular. Su singularidad esta dada por la indivisibilidad
de su composicion, su regularidad por el equilibrio mutuo de las rela-
ciones entre los componentes; al ser singular la obra poética es irrepe-
tible y accidental; al ser regular, sin embargo, demanda el reconoci-
miento general y permanente. Cualquier valor poético (y, en general,
artistico) es creado por esta demanda; esto de ninguna manera cam-
bid por el hecho de que éste, como otras clases de valores, esté sujeto
a cambios. De este caracter del valor estético proviene también la re-
lacidn especial del lenguaje poético a la estética estructurada y a la no
estructurada. El lenguaje poético no se inclina completamente a cual-
quiera de esos dos polos de la estética: esta unido a la estética no es-

tructurada por su tendencia a la singularidad, a la estética estructurada
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por su demanda de permanencia. Por lo tanto, cualquier intento de re-
lacionar a la poesia sin calidad a cualquiera de estos dos polos es ne-
cesariamente parcial y lleva consigo las semillas de su invalidacién. La
oposicion entre la estética estructurada y no estructurada, potencial-
mente presente siempre que en el lenguaje (y en cualquier otro lado)
ocurra la funcion estética, esta extendida en la poesia (y en el arte en
general) a su mas alta intensidad. El desarrollo de la poesia en el sen-
tido artistico se basa asi en la antinomia dialéctica interna de la estéti-
ca. constantemente oscila entre accidente y ley, entre singularidad y
validez general permanente, entre libertad de las normas y la norma.
Por lo tanto no puede el valor poético ser identificado con la “belleza”
en el sentido del acuerdo de la norma: ademas de los periodos que
prescriben y logran tal acuerdo, hay periodos que se rebelan contra
éste y tienden hacia la estética no estructurada. La antinomia dialécti-
ca interna de la estética siempre recrea el valor poético y su sintesis
siempre lo perturba con un realineamiento de fuerzas que requieren un
nuevo equilibrio.

La antinomia, de la que los valores poéticos resultan siempre re-
novados, también se proyecta dentro de la estructura interna del valor
poético. Las interrelaciones entre los diferentes componentes de la es-
tructura poética no son nunca evidentes: algunas de estas relaciones
son percibidas como conflictos, lo inusual, la singularidad que caracte-
riza a la estructura de la obra dada como una irrepetible, y por lo tanto
indivisible, completa. Si un componente se transfiere de tal unidad in-
divisible a otra, por ejemplo a un no poético contexto comunicativo, lle-

va consigo toda la atmosfera de la obra de la que proviene. Esto es
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igualmente cierto tanto de citas largas como de palabras individuales,
las que, habiendo tenido un papel importante en el |éxico de un poeta
dado, adquieren un sabor singular de la atmdsfera por la que pasaron.
Aqui podria uno hacer un alto y considerar la influencia que la poesia,
por medio de su lenguaje, ha tenido en la relacidon epistemoldgica del
hombre con el mundo: un componente linguistico que ha pasado por
una obra poética, o se ha originado en una (por ejemplo, una oracioén o
patron de entonacion especificos), ya no es solamente un fendmeno
linguistico sino que se convirtié un postulado epistemolégico al forzar
un cambio en la relacion total entre el hablante y la realidad, un cam-
bio en el sentido en el que la obra poética de la cual este componente
proviene ha enfrentado la realidad. Y asi la estética, al unir por su con-
flicto interno la obra poética en una unidad, se convierte para el lector
en un transformador de valores extra estéticos por medio del lenguaje
y no solo por medio del contenido de la obra poética.

Caracteristico de la obra poética como una estructura estética es
su indivisibilidad. No obstante, la obra poética no aparece como un to-
do completamente unificado bajo todas las circunstancias. No es com-
pletamente autocontenida y puede también ser considerada como un
mero eslabén en la cadena desarrolladora de la poesia: en relacion
con el lenguaje se la coloca dentro del lenguaje poético, el que a su
vez tiene su desarrollo ininterrumpido. En relacion con este desarrollo,
y visto desde su punto de vista ventajoso, el principio de la indivisibili-
dad de la estructura de la poesia entonces no es pertinente sin reser-
vaciones. Cada componente linguistico, por ejemplo la entonacién,

puede, desde el lugar de su funcion en la poesia, ser seguido consis-
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tentemente de periodo a periodo y de obra a obra. Pero esto no es to-
do: el conflicto entre los componentes en el que se basa la indivisibili-
dad de la obra poética, después de un cierto periodo de aceptacion de
la obra, cambia en la mente de los lectores por fuerza del habito a un
juicio de valor. Con el tiempo la obra se vuelve bella (aqui F.X. Salda,
Boje o zitrk [La lucha por el marianal, Praga, 1915, p. 120) y al mismo
tiempo analizable: y de aqui que se convierta en un grupo de normas.
El uso de cada uno de los componentes actualizados, que original-
mente era el logro singular de su creador, ahora se vuelve la regla ge-
neral, cuya fuerza ya no depende de la singularidad de la relacion en-
tre los componentes actualizados y el resto; originalmente un
procedimiento singular se vuelve estatico, normas que pueden ser uti-
lizadas por si mismas. Mientras que en su origen habia un fenbmeno
poético significante, se presentaran de aqui en adelante por los criti-
cos y el publico a la proxima generacion poeética como reglas a seguir,
si se desea obtener un efecto poético; esta generacion aceptara algu-
nas de ellas y al mismo tiempo infringira otras, asi lograra renovar la
estructura poética por nuevos conflictos.

Todo esto por supuesto es igualmente valido, tanto para la linguis-
tica como para sus componentes como tema de estudio, podemos ob-
servar como dentro de la poesia la petrificacion de formas obsoletas
constantemente lleva a la creacion de normas estéticas del lenguaje.
¢, Cual es ahora la relacion entre estas normas “poéticas” y las normas
poéticas tratadas arriba y cuales provienen del consenso general?
Consiste en el hecho de que la norma poética, en contraste con la

norma estética en el sentido estricto de la palabra, proviene de una
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iniciativa individual, en la que apoya su autoridad aun si esta norma
poética logra reconocimiento general: siempre que su observacion se
requiera, implicita o explicitamente, significa cumplir con el requisito de
seguir el gran ejemplo. La norma poética no logra el consenso general
hasta mas tarde, mientras que una norma realmente general es inse-
parable de ésta desde su origen. Por lo tanto la norma poética como
regla permanece confinada sélo a la poesia. Su difusién en el uso ge-
neral del lenguaje es impedida por la misma circunstancia como se
impide cualquier intento, incluso uno no poético, de parte de un indivi-
duo de regular el lenguaje: la ausencia de un consenso estético previo.
En aquellos periodos, por supuesto, en los que el lenguaje se inclina
hacia la regulacion estética, cuando el consenso general esta estable-
cido de antemano, la poesia se incluye como un factor potente en la
formacion de las normas estéticas del lenguaje; la norma “poética” en-
tonces forma una coalicion de manera considerable con la norma esté-
tica general, tanto como los géneros poéticos de literatura forman una
coalicidén en un cierto periodo con los no poéticos, en cuanto a su esté-
tica se refiere. En otros periodos en los que las normas poéticas son
abandonadas a si mismas, muestran muy poca estabilidad; constan-
temente aparecen y desaparecen. Y aun asi su destino muestra la an-
tinomia incesante entre la estética estructurada y la no estructurada.
Retornemos a esta antinomia misma, para verla desde un nuevo
angulo: de lo que hemos dicho hasta aqui, puede parecer que el con-
flicto entre la estética no estructurada y la estructurada se hace sentir
solo en la sucesion temporal de varios periodos; ahora intentaremos

mostrar que esta constantemente presente y activa. Asi, primero que
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nada, la estética no estructurada persiste en la poesia aun cuando el
desarrollo se dé en direccion del polo opuesto, es decir, de maxima
normalizacion estética. Muy interesante e instructiva es la circunstan-
cia que ya hemos sefialado en otro contexto, de como los tedricos del
clasicismo tales como Buffon y Maurras notan su presencia, aunque
con desprecio o precaucion contra ella; la prevencidon no hace mas
que reforzar la existencia de la cosa contra la cual esta dirigida. Es po-
sible comprobar no solamente la mera presencia pasiva, sino la parte
activa de la estética no estructurada, y especialmente en el lenguaje,
en el periodo clasico. En el segundo canto de su Art poétique, Boileau,
“el legislador del Parnaso,” formula las reglas de la oda como sigue:
“El estilo tormentoso de la oda algunas veces toma un camino acci-
dental; la bella desarmonia es aqui un vehiculo para el efecto artisti-
co.” Probablemente no violentamos el sentido de estas palabras si las
interpretamos como un mandato—como legislador habla sélo emitien-
do mandatos—utilizar la estética no estructurada. A causa de un giro
paradgjico, la estética no estructurada se convierte en parte del canon
de los géneros de la poesia clasica misma.

¢ Es posible ofrecer una prueba clara de lo contrario, de la parte
de la estética estructurada en la creacion poética de periodos que
tienden hacia la liberacién de la estética? Ejemplo tipico de esto es la
poética del simbolismo, como ha sido expresado teéricamente por uno
de los mas puros representantes de esta escuela, Stéphane Mallarmé.
No puede haber dudas sobre la tendencia del simbolismo hacia la sin-
gularidad estética y por lo tanto, hacia la estética no estructurada: “En

Mallarmé, la armonia de las primeras palabras que accidentalmente



124

aparecen determinan la selecciéon o mas bien el advenimiento, de las
siguientes palabras,” dice de él Maurras (Un débat sur le romantisme,
p. 188). No obstante, Mallarmé no abandona su deseo de lograr una
obra “que exista sin depender de las circunstancias accidentales del
hombre, en y de si misma, como un hecho y una entidad” (Divaga-
tions, Quant au livre). Su deseo es que lo que ha resultado como sin-
gular debiera al momento de su origen volverse norma, pero sin perder
su singularidad. No es necesario anadir que esta es una paradoja in-
soluble, que sin embargo ilumina la presencia de la estética estructu-
rada en una creacion poética orientada hacia la singularidad estética.
Y asi la poesia es una sintesis incesante y constantemente reno-
vada de la estética no estructurada con la estructurada. La oposicion
de estos dos polos como tal no esta, por supuesto, limitada a la
poesia, sino que aparece siempre que la estética ocupe un lugar pro-
minente como factor en las importantes tareas que tiene que realizar el
lenguaje, tales como la desautomatizacion de la expresion y al mismo
tiempo la organizacion y estabilizacion de la parole, la estimulacion de
la relacion entre el individuo y su lenguaje y al mismo tiempo su des-
personalizacion, etc. Los objetivos mismos de la estética en el lengua-
je asi aparecen en pares mutuamente opuestos, como ya se mostro
antes en la discusion de la estética en el discurso para la comunica-
cion. Por lo tanto, si limitamos nuestra atencion solo a uno de los dos
aspectos de la estética, no seremos capaces de abarcar el significado
total y la variedad de su funcionamiento en el lenguaje. Esto es, sin
embargo, lo que se ha hecho en la mayoria de los tratados de estética

en el lenguaje hasta ahora: unos, usualmente los teoricos, prefieren
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pensar la estética unicamente como un factor constructor de normas;
los otros, usualmente los poetas al contemplar la estética del lenguaje,
observan sobre todo la estética no estructurada liberada de reglas.
Nuestro estudio intenta evitar estas soluciones parciales y mostrar que
el significado de la estética en la vida del lenguaje puede comprender-
se solo si se consideran ambas facetas.

(Originalmente en SI.SI. 6.1-27 [1940])
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“Structuralism 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.S1. 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 [unctions, 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
clements, 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 wholc—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—autilitarian 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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ol art and literature but can appear in connection with any object or action.
It comes about by virtue of what 1 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 Havranek(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
iranslate 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 Mukafovsky(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—la langue—is both a system of signs and a set
of social porms.* 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 conflict with the requirement of intel-
ligibility. As a set of norms, the pattern is more rigidly circumscribed in
lerms of the cultural preference for, and statistical frequency of, these
allowable variations. Mukafovsky's distortion is thus a distortion of the
pattern gua social norm, but still within the bounds of the pattern quu
svstem 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

! Parenthetic numbers refer to the subsequent pages of the READER.
“ For a detailed discussion of this aspect of Saussurian thinking, see Henri Frei,
lLangue, parole et différenciation, Journal de psychologie, 1952, pp. 137-57.
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occur in any social situation is, in Mukatovsky'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 Prague 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 verse
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 Mukatovsky 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, T 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

% 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, T have included it zmong these
selections because it contains a clear-cut and explicit formulation of Mukafovsky's
analvtic 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, Prolcgomena to a Theory of Language (Transl, by Francis 1.
Whitfield ), Baltimore, 1953, p. 46.
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THEORY

Bohuslav Havrianek, 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 rthe utterance;
it is directed towards the function of the act of speech. We can sce
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 conerete 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 usc.

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 arcas 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 csthetic function, The urea of
workaday technical [odborné praktické] communication is almost entirely
reserved to the standard language, and that of scientific rechnical communi-
cation, completely so; likewise, the regular foundation of poetic language
is the standard,

3
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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 colloguial standard, but also Hand colloquial standard, Lassko colloquial
standard, etc. [dialect areas in Moravia] (cf. Filologické listy, 51. 265 [1924]).

v Misunderstandings often arise when such formulae are not well known.—Lel us
not forget that in Czech popular social clichés are quite claborate; thus, the well-known
supplement to the invitation formula to the fair: “and dont vou dare not come,”
without which the invitation is a mere polite formality, in [Josef] Holecek [1853-1929,
a rural novelist], NaSi [Our Folks] I, Ist 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 itFad—outad [office].
rypat—rejpat [dig; gripe], ¢ichnouti—déuchnout [smell], and the like, or
words such as oulko [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 /&/, /it/, fol-
lowed by /u/, /ou/ (éuméti [gapel, Stourati [poke], and the like),™* which
are uncommon in the standard, on the phonemic side, and such doublets
as tlucte, a bude vdm otevFeno [knock, and it will be opened for you]
versus netlucte rolik [don’t make so much noise], or the endings -i versus
-u for the 1st p. sg. for verbs such as kdZi, ¢edi, piji, versus kdZu, &eSu, piju
[T 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, i
and -7, 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, cf. V. Machek’s work Studie
© tvofenf vyrazit expressivaich [A Study of the Formation of Expressive Forms], 1930.

1 Cf, my article in Travaux du Cercle Ling. de Prague, 1V (1931), p. 276, and
V. Mathesius, Nafe Ret, 15.38 ff. (1931).—It is sometimes erroncously asserted that
?alﬂlai phonemes in general have a certain (emotional) functional colaring: this view
is rightly rejected by [Fr.] Trivniek, Prace filologiczne 15.2. 163 fl. (1931).
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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, 1o
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 cxpansion of the vocabulary by new terms, the abstract
meaning content of which is alien to the common man such as poznarek
[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 Zivodich [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
fuct that logical and grammatical categories are not identical, this recognition hus
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 pFidina—duvod—podnét
[cause, reason, stimulus], in legal language pFestupek—pFecin—zlodin (con-
travention—délit—crime) or viastnik—drZitel—majitel (dominus—posses-
sor—detentor), and the like;

(¢) abstract summarizing terms are needed, such as plodina [crop],
rostlina [plant], vezidlo [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
idel [purpose], zamér [intent], vysledek [result], disledek [consequence],
ndsledek [sequel], as well as many verbs, adjectives, adverbs, and preposi-
tions such as dociliti [achieve] next to dosdhnouti [reachl, odpovidati [cor-
respond], sestdvati [consist], beziiCelny [purposeless], bezvysledny [without
result], bezpodstatny [unsubstantiated], ndsledkem [in consequence of], za
i¢elem [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 -fel and other suffixes), adjectives ending in -felny, 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,
ponévadZ [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,

15 [t could, for instance, be ascertained statistically what compound sentences and
what types of subordinate clauses are found in folk speech. [remainder of footnote
omitted.]

12 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; | may reject a term as inaccurate and admit the
concepl as accurate, etc.
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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
gauge 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 1 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 “zdravsrvuyte” into Czech by the phrase “bud'te zdriv”
[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're
zdrdv for many other purposes, for instance at the end of a letter, in saying
goodbye, and the like, will be a completcly 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 s¢ 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 yiclds 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 poectic 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
expressions 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 Jayman,
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

15 Cf. [Jan] Rozwadowski in Bulletin de la Société de linguistigue [de Paris), 25.106
(1925), where the term deautomatization is used, but in an evolulional sense,
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as invectives of words such as synfonie [symphony], fysiko [physics] in
[Jan] Holeéek’s Nasi [Our Folks] I, 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 1 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 selected 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 Nafe Re¢ [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 Re¢ (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. Vendryés' famous statement “un homme qui parle comme il écrit nous fail
I'effet 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 ne 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” (Nafe 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 Nafe Re¢
(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 mot 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 ff. [1929]).

Functions of the standard: Functional dialecis:

|. 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. I have classed poeric language with its esthetic function as a fourth
functional dialect simply because 1 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 [funkéni
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-

[[n. 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, Siandard 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 1o 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. miZ [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. Brouéek’s Trip to the Moon]). Only some schools of poetry, of course,

17
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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. Polak [1788-1856, an carly romantic], whosc
neologisms are to this day considered poor neologisms of the standard.

[one paragraph and fn. 1, 2 omitted]

A structural analysis of Polak’s * poem would show that [Josef] Jungmann
[a leading figure of the Czech national renascence] was right [in evaluating
Polak’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 deliberate
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

3Tt is important to note that Poldk himself in lexical noles 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 Havrdnek'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 cxpression 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 simultancous foregrounding of all the components of
a work of poetry is unthinkable. This is because the foregrounding of «
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 clewhere 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
cach. 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 a 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 meaningfu] 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
be 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 arramged 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 autornatization, 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
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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 matler 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] Vanéura’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
Fll"‘-‘r linguistic components are clearly foregrounded. Changes effected in
Flilf-‘ interest of correct language would thus, even in the case of prose, often
i!nterfere with the very essence of the work; this would, for instance, happen
lfthe author or even translator decided, as was asked in Nafe Red, 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
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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 sprdavnosti [The Problem of Correct Lan-
guage], Vyrocni zpriiva ¢. st. ref redl. gymnasia v Usti nad Labem za r.
1930-31, p. 23). 1 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 worlk in question, and the yardstick is in each individual
case determined by the function of the component within the structure.
Outside 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 hall 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

i M. Dessoir, Asthetik und allgemeine Kunstwissenschaft, Stuttgart, 1906, p. 112,
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JI' nt on their own practice. Without an esthetic point of view, no other
#rm of the cultivation of good language is possible, even one much more
W than purism. This does not mean that he who intends to cultivate
language has the right to judge language in line with his personal
m as is done precisely by the purists. Such an intervention into the
wljment of the standard language is efficient and purposeful only in
when the conscious esthetic valuation of phenomena has become
5 mai fact—as was the case in France in the 17th century. In other
pgﬂnds including the present, the esthetic point of view has more of a
: 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 standard. 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:
i!;tonaﬁnna] 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 secrer 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 eflect 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 nase spisovnd
Fe¢ [The Fake Manuscripts (Viclav Hanka's forgeries of purportedly Old
Czech poetry, 1813, 1817) and our Standard Language] (NaSe Reg, vol. 11)
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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, without exception, creators of the standard language as it is to make
rcspons:ble for its presient state. This is not to deny the possibility of
W poetry as data for the scientific description of the norm of the
d (cf. pp. 18-19), nor the fact that the development of the norm of
Iﬁe standa:d does not occur uninfluenced by poetry. The distortion of the
of the standard is, however, of the very essence of poetry, and it is
ggnnm improper to ask poetic language to abide by this norm. This was
1'@’3’ formulated as early as 1913 by Ferdinand Brunot (L’autorité en
mghm de langage, Die neueren Sprachen, vol. XX): “Modern art, indi-
in essence, can riot always and everywhere be satisfied with the
':atandard language alone. The laws governing the usual communication of
thought must not, lest it be unbearable tyranny, be categorically imposed
@gﬂ 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
ﬂmn in accord with his creative intuition and without other limits than
‘those nnposed by his own inspiration. Public opinion will give the final
wverdict.” 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,
oor what have you, cannot ¢xist 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 Vznelenost pFirody | The
Sublimity of Nature] cited elsewhere in this study (p. 125 [sce above]):
Jungmann has there quite zccurately 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
"fﬁsml'ﬁﬂn; the structure of a work of poetry can change completely from
IS origin if it is, after a certain time. projected against the background of
4 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 carly naturalist], of the second,
some realistic novelists such as T. Novikova [1853-1912] or Z. Winter
[1846-1912], of the third, [Vladislav] Vancura, 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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| pighly schematized for purposes of simplicity; the real situation is much
pﬁm 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
W 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 abvious
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
s well as of the semantic interrelationships of the words in the sentence.
'I:he subject matter of the sentence then appears as the center of attraction
8iven 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 dircction can be given to the over-all
gtfort of the cultivation of good language [jazykové kultura]. The esthetic

of view in the mvcsﬁgaﬂou of language is of course not limited to
mnsideraﬂons 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 stylc 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
ﬁﬁ ﬂ!.reefold aspect: as function, norm, and value. The esthetic function
mhkas of the object which is its carrier an esthetic fact without any further

ation; therefore it often manifests itself as a flecting stroke touching

ﬂ:k’- 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
themm 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
&'Sthetm norm there is a direct opposition in the nature of a dialectic
ﬂllﬂnomy of related, yet opposing, forces. In order to give terminological
to this opposition, we will henceforth call the pole constituted by the

lmre and unbridled esthetic function, the unstructured esthetic [esteti¢no
fenormované], and the opposite pole of the esthetic norm, the structured
esthetic [esteti¢no normované]. Both the structured ancl the unstructured

31
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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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becomes positive in the sense that the esthetic gives man an ever renewed
awareness of the manifold and multivalued nature of reality, by making
every 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 accompames 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 w:th
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
- 10 the intermingling of the unstructured and structured esthetic with other

L4 wpes of linguistic functions and norms, to the interpenetration of the
f 'Bﬂheucau:l the communicative attitudes; the latter is sometimes so intimate
ﬂMt it i is impossible to differentiate the esthetic from the extraesthetic (in
communicative) attitude even terminologically. Thus, for instance,
m in the eulogies and defenses of the mother tongue of its positive
PWPG'mE:s 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,
me cite as one example among many a few sentences from [Ka-
1’31] Capek’s famous Chvdia Fedi deské [Eulogy of the Czech Language]
as [1931]): *“Speech is the very spirit and culture of the nation.
JIts 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
logie 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], SCIK). 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
||' ' iﬁiﬁtfthe transition from esthetically indifferent speech to esthetically colored
speech, or even speech saturated with esthetic function, as well as the
H transition in the opposite direction, can occur without difficulty within the
" pbounds 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. Holefek [1853-1929, a rural novelist] in Nasi [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
| p:eaof 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
' mﬂm 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
Bngtlage and first the wnstructured 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
h- the so called urrerance [promluva). The esthetic coloration of the utter-
ance often arises by accident, without the previous intent of the speaker;
ﬂ'mﬁy 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-
‘hl’: etc, ‘All this, of course, may come about, and often does come about,
"J? Sometimes unconscious, sometimes conscious, intent. In all of these
cases, however, the esthetic consists in the fact that the listener’s attention,
Which has so far been turned to the message for which language is a means,
¥ 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 indecd a character-
istic of the unstructured esthetic since it is only the norm which allows 3
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
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 mus! also note again that in communicative speech the un-
structured esthetic shares its role 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 phonctic
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 &
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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W’a’ especially when the enﬂmatupuclc words are rare or even newly
: the esthetic attitude here is brought about by the fact that the
i ﬁngmstlc sign, in having to imitate reality acoustically, attracts attention to
jts phonetic aspect which usually, in communicative responses, is pushed
~into the backgraund by the meaning. Proof of the esthetic clement in
ﬂggmatopoem is its close relatedness to certain nuances of poetic euphony,
| uwell as the direct use of onomatopoeia in poetry, for instance in [Karel
2 Jaromir] Erben [1811-1870, a romantic].
r A very salient example of the unstructured esthetic in language are the
'h.ﬁmﬂes and metaphorical designations occurring in communicative speech
as they are uncommon and individual; also a concretizing character
(“plastxmty”) or emotional urgency may serve to increase the esthetic
h coloring of metaphorical designations and similes even though their major
J,. purpose may be other than esthetic. Many of these images and similes retain
%heir esthetic effect even if they become generalized (for similes, cf. for
ﬂstance, the rich material in Barto§'s Dialektologie moravskd [Moravian
ctology], I. Brno, 1886, pp. 336 fl.: “hledi jak vrana do kosti” [he
rtcua‘ks at it like a crow into a bone], “vliéi se jak brany” [he drags like a
], and the like). If a metaphorical designation loses its esthetic effect
| @:{ﬁplebely, it becomes a literal designation. Even then, its esthetic effect
- may be revived for one who becomes aware of its metaphorical origin;
‘of, hiere I. J. Hanus, Ndstin slohovédy [Outline of Stylistics] (Prague, 1864,
ﬂp 78 ff.): “Metaphorical words are deeply rooted to this day, and style
| Elﬁﬁur language relies on them more extensively than would appear at first
‘blush. Thus, our children to this day play ‘slepd baba’ [blind old woman=
@iﬁd man’s buff], they address the ‘sluni¢ko’ [little sun] or ‘boZi kravicku’
_.,,.P;f.. 's little cow], to this day for us slunitko milé vychdzi a zachdzi [the
dear little sun comes up and goes down| we know hluché ofechy [deaf=
npty nuts] and other hluchd zrma [deaf grains], the young eye is vymluv-
mImore eloquent] than the moulh wc ask sladce [sweetly] for this or
&kﬂ: ‘complaining frpce [bitterly] .
: A typical class of metaphorical des1gnatmns current in language and
\Bﬁpmnﬂy furthest removed from poetic beauty, yet having esthetic intent
ﬁ effect, are invectives which are at the same time strongly emotionally
ored. The esthetic effect of invectives was brilliantly diagnosed by
Vﬂnﬁlll’a when writing about them in Jarni almanach Kmene ( Prague,
32 PP 107 f.): “The invective is a type of trope, a sort of metonymy,
rophe, abbreviated parable, the replacement of a colorless concept
ky A more expressive one, or perhaps an aphoristic judgment. If we become
aware of the fact that it often flows from a deeply moved mind, we can so

|5'
|
|
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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 oyt
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 Vanura's
article in which the multifunctionality of invectives is emphasized as wel|
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, I 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. 1, p. 14; cf. also my study
Genetika smyslu v Mdchové poesii [The Genetics of Meaning in Macha’s
Poetry], in the collection Terso a tajemstvi Mdchova dila [The Torso and
Mystery of Micha's Work], Prague, 1938, p. 14). The uncxpectedness and
novelty required by the unstructured esthetic can be achieved in commiuni-
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 remole
synonym): any designation, even a nonpoetic one, acquires a stronger 0f
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

t The relationship of the unstructured esthetic to the functional differentiation of
language is, however, not confined merely to resistance of the unstructured estheti©
to the precise mutual delimitation of the various functional forms of language, but
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ke incongruity of the alien element in a given context (a dialect word in
dJard context, etc.), The major reason for this borrowing and mixture
‘more than once social—for instance, the desire for the social uplift of
, Janguage and thereby the speaker; nevertheless the role of the esthetic
or is clear here, especially in all those cases where in borrowing an
n element its exotic nature is emphasized, as given by the geographic or
distance of the language, or functional form of language, from which
borrowed. An unexpectedness and hence esthetic effectiveness similar
of an alien expression in its context may be acquired by quotations,
phrases, or proverbs, as part of a given utterance. We are not here
rmed with their own content and form, but only with the manner in

moves into the center of attention. This property of the unstructured
is utilized in advertising: a euphonic sound sequence (dokonald
poloborka [a perfect ladies” pump]), an unusual syntactic pattern
olej, tedy Mogul [if oil, then Mogul]), and the like, are designed to

IVes 1o prove that the unstructured esthetic, although individual by its
Y mature, may acquire supraindividual dimensions since advertising,
it appeals to the individual (“N43 zikaznik—n4S pdn” [Our Custo-
Our Lord—the slogan of Baia shoes]), attempts to influence the
IC Community,

manifm actively in the functional dialects themselves, in the sense that esch
has its own specific attitude 1o the unstructured esthetic, Thus, the intel-
onal dialect, as was already indicated, reacts to it more negatively than
onal functional dialect. Some “special” dialects, such as argot and various
slang, have a strong tendency towards the umstructured esthetic to which
the need for constant and rapid renewal manifest in these forms of specch,
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 g
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 lime, 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
“laSkoyny™ is combined with any noun thus acquiring the most varied
meanings from the context, sometimes contrary to ils 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 [or 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 -ik
(genidlnik [a man of genius]) and their derivatives (genidlniiti [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 “strani¢iti” [be partisan] (an intransi-
live 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



THE ESTHETICS OF LANGUAGE 41

tic fashions, it attempted a considerable interference with the French
¢ pattern, tending to eliminate one of the consonants. Although
conditions were absent which would have allowed the systematic
ent achievement of this tendency, we may by analogy with this
admit the participation of esthetic factors at least in the spread of real
of the linguistic system,
nstructured esthetic can, however, not merely become temporarily
but may achieve permanence in the form of tradition. This
iance the case in children’s language. We have already mentioned
unstructured esthetic has its part in the child's play with language.
lay is the foundation of a good part of children’s folklore in which
dures and results achieve stabilization. Here belong, for instance,
known children’s counting-out rhymes which sometimes end in
rds, that is, words that have no relation to reality (Anda, Zvanda—
g, etc.). Another characteristic feature of the unstructured esthetic,
ge mixture, appears in children’s folklore, in the form of pig latin
duo, tres—ty jsi malej pes [you are a little dog], etc.; An, cvaje,
eins, zwei, dreil—stavéli jsme méje [we built a maypole], etc.).
Iso find here the cumulation of words by phonetic similarity, the
intentionality of which can not be denied, although its primary
usually is articulatory practice (Pfeletéla kfepelitka pies tfiatficet
[The quail flew over thirty-three roofs; a tongue-twister]).* Else-
¢ in children’s folklore, the esthetic function also competes with some
etic function, sometimes a nonlinguistic function. Thus, there is
ldren’s saying which sounds as follows (Erben, op. cit., p. 19):

:, vofe Jan [John is plowing, plowing
0 k nému devét nine crows llew up to him

 pravi: Dobfe vore the first one says: he plows

well
ravi: Nedobie the second one says: he does
3 not plow well
Pravi: Dobfe vore the third one says: he plows
: well
SVItd pravi: Nedobie the fourth one says: he does

not plow well

mbles of children’s folklore cited so far are from [K. J.] Erben's

. dni Ceské pisné a Fikadla [Czech Folk Songs and Sayings], Prague, Jifi
Ry 1937 Pp. 12 ff,



42 JAN MUKAROVSKY

pata pravi: Dobfe vofe the fifth one says: he plows
well
Sestd pravi: Nedobfe the sixth one says: he does
vore not plow well
sedma pravi: Dobfe vofe the seventh one says: he
plows well
osma pravi: Nedobfe the eighth one says: he
vofe does not plow well
devatd pravi: Dobie 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. Barto§ (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]—"vo¢ pak?" [what
stakes]—"vo ka-ka-ka-kabat.” [for a co-co-co-coat]), rhythm (thus, the
language of flails: *‘vezmi cep, pojd’ na mlat,—ddm ti chléb, dam ti plut™
[take a flail, come to thresh, I'll give you bread, I'll give you pay], 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 metaphorical
character.

The unstructured esthetic can thus become general, even permanent.
without losing its essentially unbounded character as long as it is not subject
to systematization. It may, on the other hand, become systematized to @
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 Barto§, op. ¢il.
72 ff.
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e feature distinguishing the verbal responses of its carrier from those
. individuals. We are not limiting the concept of “personal style”
only to the intentional cultivation of personalizecl expression in poetry *
| literature in general, but are thinking of the fundamentally significant
 that every verbal response carries the more or less pronounced imprint

personality of its originator by which it is in agreement with other
s of this same individual. This agreement constitutes the syste-
¢ of individual style; the differences between these responses and the
es of other individuals constitute its specificity. Personal style is,
course, by far not a merely esthetic phenomenon, but the uniqueness
narks it allows it to be perceived esthetically even if the originator of

¢ study Masaryk jako stylista [Masaryk as a Stylist] that [T. G.]
yk’s style could be conceived of as “the crossing of two linguistic
conversational speech and rhetorical language,” that is, as “an
y for its own sake of the devices of the language,” a phenomenon

hilologic” (Vossler and his followers) which, following Croce's
nple, considers language as such an expression of personality primarily,

5o much weight to the esthetic factor in the functioning of language.
erned on personal style, language is to them in its entirety a constant

with the supraindividual system of the language. The esthetic which
oriented investigators find in language is, of course, in spite of its
icity, not the structured esthetic; characteristic in this respect is the
nstance that the originator of the esthetic conception of language in an
dualistic sense, B. Croce, who goes as far as to identify linguistics

esthetics, rejects the concept of the beautiful, that is, the obligatory

sy

idual style is almost completely identified by some theorists with the basic
_-ﬂl'_! Ppoetic and poetry: “Only he is a poet whos individual speech is richer.
Or deeper than everyday speech” (Mauthner, Podstata Feéi [The Nature of
l. Czech transl, 2nd ed., Prague, 1906, p. 199). This is, however an
€OUS opinion: even in the development of poetry ther: are periods in which
ndividual 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 individug]
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 ity
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-
ever, 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 to 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
parcle? 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 therefore ceasing to be a norm. The basic
prerequisite for a norm is not its statability, but the general consensus,
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 case 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.

5t muost be mentioned that by differentiating “parole” from the “system of the
language” we do not want to touch upon the important question of the epistemologicil
justifiability of this ifference. But even if we rejected it and considered the whole
of language as the dialectic antinomy between the concreteness of the unigue responsc
and the abstractness of the regularity of a given language, it would hold that viewed
from the standpoint of its abstract regularity language is esthetically indifferent,
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ch less justified. 1t has already been ascertained (by Tarde) that pre-
y the sphere of the esthetic, it is easier to say what can not be done
t is desirable; thence perhaps the predominance of negative over
wve esthetic criticism, A deliberate effort may contribute to the clarifi-
n and systematization of the norms, but not to their creation: the source
porms is the joint life of the society. The tendency to norm-building
per to the esthetic in each case to the extent to which the esthetic is
tter of society and is thus already contained in the unstructured esthetic,
: n by its incipient generalization and systemaltization, If we never-
differentiate between the unstructured and the structured esthetic,
to use these concepts to point out the internal antinomy contained
thetic, the antinomy between freedom and boundedness, between
ss and generality which in the extreme cases leads to almost pure
icturedness, or conversely, structuredness.

‘we are aware of the fact that the norm is not to be identified with its
ion, codification, there is nothing to keep us from looking for,
ng, the norm even in such forms of language where not even
were made to formulate it. And indeed, very definite sets of norms

gue, 1873, p. 32) the absence of an esthetic norm for the pronuncia-
temporary standard Czech, recommends as a model for this the
age of the people, mainly of simple women; he thus looks for an
tic norm in a form of language which has never become the subject
ietic codification. He says: “The Czech language has during its
ce again been led to a broader life, to higher purposes, by the efforts
they are more concerned with its intellectual aspect and its cor-
men for the sake of logic and correctness are willing to trust
ion more than it warrants it, and are least and last concerned
auty, In terms of the latter, our language has been cultivated by
ple, because the people does not recognize the first two instances,
ays speaks naturally and in its unaffected speech does not pronounce
‘hard to pronounce, or changes it until it is comfortable. Thus, we
eft with one last authority for the beauty of language: simple, unedu-
ed'women. This may sound strange, but it is the truth, Educated women
fen imitate the artificial, forced, unbeautiful, so called exact pronunciation
men speaking in the literary manner, and the Czech feminine element
I'f_tl'.inﬂuance on the development and smoothening of speech has not
“Detrated into public life. So far, we have no salons, and our ladies
dre either speaking in the masculine manner, using ‘high Czech’, 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 Plzen speech as “singsong,” though speakers
[rom 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 parele is not in itsell
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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o be used. A preacher giving a sermon may as the need arises call the
vil 2 snake, an old dragon, etc.; but at home in common speech this is
ing to be too suitable, ubi non tanta grandiloquentia requiritur.
on the other hand, where a serious man would use too flattering or
.t"-wtirds or metaphors, etc., when serious speech is called for, the
aee would be no less than were he serious where he ought to be graced
pful sympathy and pleasant indulgence.” Blahoslav does not clearly
in this place that the requirement of delimiting the functional forms
language—clearly formulated by him—has to do with beauty in language,
the broader context—since he is speaking of “suitable metaphors”

‘are quite clear on this point.

~ The tendency of the structured esthetic to delimit exactly the various
fol rms of language is not limited to functional dialects in the narrower sense
‘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
fﬁé"meivcd and rejected, primarily as esthetically dlspleasmg, ugly, The
_ etic 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
ﬂm 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
. acertain form of language or a language precisely for esthetic reasons, and
mt as manifestations of the unbridled unstructured esthetic, but as a

“beautification,” that is, consonant with an esthetically regulatory intent.
| 'I'hus, for instance, elements alien to and discordant with folk speech are
incorporated into folk songs and letters, literary genres with a strong ten-
‘dﬁncy to esthetic norm-building, as shown by the verbal clichés character-
| istic of them. A very instructive characterization of the folk song in that

RSPWf is given by J. Fr. HruSka in the preface to his Dmlekncky slovnik

. ¢hodsky [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 & milé, milého [inflectional forms of mily dear], which we
"!0 not hear in live speech. Such forms must have come about in singing
a desire for speech more artful than that of everyday life, I would

say ‘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 trye
folk songs as well, perhaps with a motley mixture of forms: this tendency
finally leads to such completely lifeless linguistic eccentricities as ojdk ang
ojanskd Savlicka.” [hypercorreet forms for vejdk soldier, vojenskd Saviiek,
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 improvemen
of the linguistic expression, which by its very nature is norm-building.
Even more instructive for us is the point of view held by Blahoslay ip
his Gramatika c¢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
excessive use transformed, their language by Latin . . . is widely known.
It is thus fitting and just that, since other languages arc 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
statement 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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s so than nonstandard functional forms. There are, finally, functional
of language which clearly lean towards the unstructured esthetic;
yre mainly argot and various forms of slang, in which especially the
of designations is done with a strong tendency to esthetic unpre-
¢ and uniqueness. As soon as this unpredictability is erased some-
hy more frequent use, it is replaced by something new; thus, slangs
vots are in constant movement and uninterrupted change.

ong the functional forms of language with a leaning towards esthetic
yuilding, the first place, as has already been said, belongs to the
rd language. We have in mind here its entire range, not only its
poetry since the latter, especially in its present form, leans, on the
ry, more towards the individuality and thus uniqueness of each
‘the liking of the standard for esthetic norm formation, this applies in the
context more to the nonpoetic forms of its use. More readily than

» complete elaboration of the esthetic norm into a whole system, and the
mplete accord of each individual utterance with the system of norms

‘identify beauty with esthetic pleasure in general: we are confining
auty to the structured esthetic and only to those instances in which the
vation of the norm becomes an intentional objective. Such a con-
on of beauty is to us the only one that follows logically from the history
[ '_ concept, begmmng with Plato and Aristotle; the excessive extension
its content and range is of later origin. In order to avoid misunderstand-
! 'in regard to beauty in language, however, let me cleal briefly with the
Ve S conceptions of it.

Fim of all, there is the talk of the “natural” beauty of language, in the
e ¢ that some qualities, such as the frequency of vowels in the stream of
*,j* “*: are considered beautiful in and of themselves, without regard to
thei integration into a certain linguistic system; this criterion is then used
*mﬁsm the relative esthetic perfection of various languages. Durdik

in his Kalilogie [see above] has correctly observed about the natural beauty
-‘ “]3“8‘1&53 and its apparently unchanging yardstick (p. 31): “Different

S 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-
"”"_ the law of beauty to read that one consonant and one vowel should

- @lternatcly succeed cach other. The ideal of beauty would then be *Varyto
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a lyra' [the harp and the lyre]. 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 js
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 ope
by whether the language is pure and unmixed—A sixth view finally cop-
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 Einglish is a beautiful language. There are many differen;
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] (Turé. 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 not only becausc 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 on
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ary, a foreign language and a foreign costume may be considered
peautiful for being so exotic; similarly the mother tongue and the
yme need not always seem to be the most practical). The
rongue and the native costume are preferred because they are closest

d it is in this that the structure of functions is perceived and mani-

. 1f we analyze the concept ‘our’ costume, then we note that
with a strongly emphasized emotional element. Let us attempt
observations of the life of the so-called primitives shows that
m the costume is closely linked to the wearer. This can be seen in
maoic acts in different European populations. For a magic effect
ly, his hair, his footprints, his clothing are used. The clothing
is thus considered almost organically connected with the person.
a similar attitude on the part of the community to ‘our’ costume.
ie is as close to the individual members of the community as
'5' itSE]fa"
q‘?@g—-.ethnngrapher says here is very interesting for us. The “beauty”
mother tongue, as is shown by his stalement, is not a purely esthetic
, but is given by the function of “ourness™ which is superordinate to
jons including the esthetic. It is equally clear from the ethnog-
statement that the esthetic function is particularly closely linked
superordinate function; let us add that this close link can lead to
earance of identity. Therefore, as we noted in the beginning of our
all of the positive features of the mother tongue, all of its capabilities,
to us esthetically desirable, as is clear from almost all the eulogies
of the mother tongue, Even theorists, when speaking of their
nguage, show the tendency of subordinating all the properties of
other tongue to the esthetic point of view, thus Jos, Durdik speaks as

of the cultivation of the mother tongue: “If the system of the
iage thus gives the impression of a great work of art, let beauty be
liding star in its cultivation. In beauty, let us again repeat with
, is contained correctness” (Poetika [Poetics],* 552). The beauty
nother tongue is thus not only an esthetic matter but is given by the
nal attitude to the native language and the admiration for its func-
flexibility.
have said that there is no single ideal of beauty in language, and
is there any one set of esthetic norms, given a priori. It can further
ed that the same esthetic norm changes in history. Since the nature
€ esthetic norm in a given language depends on the characteristics of
hﬂer, the measure of esthetic perfection, since it is constituted by the
- 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 counsistently 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], 111, 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 lo 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 junkce,
norma a hodnota jako socidlni fakty [The Esthetic Function, Norm, and
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 to the
view which places all of the developmental changes of the esthetic on the
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s level. The gradual perfecuon of the esthetic norm is to us not the

ke wmn, but a passing evolutionary phase which comes about
. the esthetic, in its constant oscillation between the poles of
+ and lawboundedness, radically approaches the second of the two
The more it approaches this pole, the more clearly is defined the
me nt for clear and consistent norms, and the more the tendency to
snditional observation increases. The fulfilment of this require-
| the manifestation of this tendency then appear to the observer as
al perfection of the esthetic norm. Being temporary, this per-
the norm in no way interferes with the opposite swing of the

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

iis statement also correctly points the attention to the need for the
ipation of the entire speech community, or at least its leading segment,
gﬁ'orts for the esthetic cultivation of language; the norm, as was noted
e, by its very nature springs from general consensus. A clear example
‘the esthetic cultivation of French in the 17th century. Here, the
ty meeting at the court and in the literary salons was clearly the
ing factor. The codification of the esthetic norms of language was of
carried out by Vaugelas, “the first theorist who evaluates the
lomena of language from an esthetic standpoint™; he himself, however.
ms as the only correct “the manner in which the best section of the
il court expresses itself, and which is in accord with the best con-
poraty authors™ (V1. Buben, in SLSI. 2.173 [1936]). Boileau’s advice
the poets is in a similar sense: “Study the court and know the town”
Kopal, Literdrni teorie Boileauova [Boileau’s Literary Theory],
1927, p. 51). The contrary is shown by some excesses of the
ion of good language by the Czechs of the 19th century: in the
ence of a previous consensus, sometimes personal esthetic likes and
€S were decisive. by making claims for recognition as generally valid

[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 the
language becomes a shackle for the individuality. It is well known how greas
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 perfection
in the sense of the exactness and systematicity of the esthetic norm, pre-
serves the permanent traces of it during its further development. No neeq
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 new
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 to
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.' " (VL Buben, SI.SI. 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 17th
century by esthetic normalization: Vaugelas, the most important gram-
marian of the period, who in his work codified the usage of good society,
“evaluated 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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e reaches its summit is usually called classical, the tendency itself is
; In the European languages, beginning with humanism
for perfect esthetic regulation was linked to its attachment to
. traditions of antiquity; thence the dual sense of he word

and of the majority of its cognates. Basically, of course, the
wards the esthetic perfection of language is self-contained and
in languages that have never been in contact with the culture
2l antiquity, such as Chinese. In literary history, the point is also
the opposition of classicism and romanticism; this is of course
| only historically and not generally valid, since it concerns a certain
 the development of literature and also language at the edge of the
d 19th centuries; the generalization of this opposition thus carries
danger with it. Since the material to which we have direct access
uropean classicism, we can not completely avoid the difficulties
1 an excessively multivalued terminology; we will at least point

sm, the culmination of the esthetic perfection of language,
to achieve the strictest obligatoriness and greatest generality of
In view of the close relationship of the esthetic function to the
tions, which has repeatedly been mentioned, it is natural that the
on esthetic norm-building should be accompanied by a strong
ion in other respects as well, for instance with regard to logic or

vhich brings about and maintains the equilibrium between all other
and functions; hence its apparent superordination to them. In periods

ons. This basic requirement of classicism was expressed in regard
Juman actmty, not only language, by Palacky (loc. cit., 75): “Man
m essence always strives for rest, that is, for the harmonious
ition of the forces which we set in motion. Our corporeal, rational
ral being requires harmonious peace. . . The esthetic ideal must
within it all that nature secks and that is necessary for the feeling
"‘“ . Variety, composition, life, pleasantness, nobility, independent
C digﬂily, as well as agreement with the laws of reason and morality;
word, it must be an expression of man’s entire nature in all of its
n and perfection of experience.” The same is the meaning of
L statement by Palacky (loc. cit., p. 75): “The esthetic feeling is
ﬁﬂeway to reason and the will, it is the bud from which develop the
e1s 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 indiyig
rays projecting from it.”

What Palacky has to say here of course concerns the entire Man,
classicism envisions his ideal; it is not difficult, however, 10 project g
ideal into the area of language. We find, incidentally, its literal applicatioy
in the French theoretician of style of the 18th century, Buffon (Discoppe
sur le style, Paris, H. Guyot, 1920, p. 16): “To write well also meang to
think well, to feel well and to express well; what is needed for it,
is spirit, feeling and taste. Style presupposes the unified effect of all of 1;},;
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 js.
cnough to have a little hearing in order to avoid disharmony, and to haye
one's ear trained by the reading of poets and orators, in order to be able
to imitate mechanically poetic rhythm and rhetorical phrasing.” 1t might
of course appear from this statement as if Buffon conceived of style as the
equilibrium 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, are 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, anfi-
the organizer of this equilibrium is the esthetic norm which does not permit
the predominance of any of the other functions at the expense of the rest
Hence also the approximation of the esthetic function and norm (o ﬂ_“-'
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 the
data, see J. Kopal, Literdrni teorie Boileauova [Boileau's Literary Theoryl:
Prague. 1927, pp. 36 and 41). This is because the intellectual function, it
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5 the disorganizing emotional function, supports the equilibrium
_étru:nned esthetic.

d further above the tendency to the exact functional differen-
ional dialects as an important characteristic of the structured
‘tendency is projected into classical literature as the strict
':m ﬂf literary genres, since each literary genre also repre-

c_s its attention is, hnwevcr. not limited to belles lettres, but
‘whole range of written creation; this cultivation of the most
enires has for its main purpose the functional enrichment of language.
brilliantly pointed out by J. Jungmann [1773-1847, an important
f the Czech national renascence] in his essay O klasicnosti v litera-
'g-z-vftﬁré Ceské |On Classicism in Literature in General and Czech
in Particular] (cited from A. Novik’s selection Literatura ¢eského
obrozenského |The Literature of Czech Classicism of the Na-
ascence Period], Prague, 1933, pp. 15 fi.) where he says: “A
of classical literature or language does not arise from the efforts of
- other outstanding writer, nor by the successful cultivation of
‘other field of literature, such as poetry, but by the existence of
number of contemporary outstanding minds, and the successful
of all, or almost all, forms of literature: poetry, prose and
—*“The spiritual level of the nation, depending on the fertility of
d sciences, if it is to contribute to the perfection of language,
blooming, among the arts mainly of poetry and rhetoric, and
 the sciences of philosophy and history.”—*No language can be called
fo the full extent of the term that counts among its classics only
d orators, but not philosophers and historians.” Classicism thus
poetry tightly into the total area of the standard language which it
ates into the various genres, that is, functional brands of the lan-
without regard to whether these genres belong into poetry or not.
eling” is the natural consequence of the fact that the structured
suppresses the individual coloring of the verbal response and by
emphasizes the supraindividual differentiation of language into
al forms and their nuances.
15 now time to ask how classicism treats the set of devices furnished to
: _rtﬁe--system of the language, that is, how it treats the internal structure
ilguage. Let us again start with the direct testimony of those who have
e ced classicism directly. Here again, Buffon is extremely instructive:
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“Style is but the order and rhythm (mouvement) imposed by the author
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 if
it is held together by accidental relationships only of the words, no
matter how select the latter, the style will be splintered, too relaxed, and
dragging” (op. cit.,, p. 11).—*The author’s intent can be perceived only
from the uninterrupted continuity, the harmony, of interrelations between
his thoughts, from their gradual development, from their constant gradua-
tion, from the unidirectional succession, which is broken up or slowed down
by each interruption™ (p. 12).—“Nothing is more disturbing to a lively
style than the desire for constant surprisc by unexpected ideas; nothing is
more opposed to clarity, which should be of one piece and penetrate the
entire work to the same extent, 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 infertile
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. [t 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
prazy [The Eurhythmics of Greek and Latin Prose], I, p. 43). “The charac-
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teristic mark of the period is its closedness, conclusio. . . The idea has to
remain incomplete up to the end, to create the tension the easing and relaxa-
tion of which is left to the end; this constitutes the closing 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
the same time abstract enough to contain any meaning, and powerful enough
to 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 represented 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 culmi-
nating 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
personalized 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 undesirable
words are predominantly esthetic; thus, French classicism distinguishes
between “noble” and “low” words (nobles—bas, cf. Buben, loc. cit.,
p. 173); sometimes lowness is even contrasted with poeticness, thus Boileau
notes of an expression that it is “low and in no way poetic” (cf. Kopal,
op. cit., p. 52). The predominantly prohibitive character of the esthetic
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 fo an accusation (Réponse d un acle
d'accusation, Contemplations 1, 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?’. . . I 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 o 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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regulated by norm, the sentence was again to be raised to the stutus of the
leading factor in style.

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,
because classicism limits the freedom of naming severely. It considers
particularly dangerous metaphorical designations which attract attention
to themselves and threaten the architectonic order of the sentence structure
by the ungovernable associations which they provoke and by the unpre-
dictable relations into which they enter with neighboring words; it is well
known 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
Geskd [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
say to a 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 vniqueness,
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
power[ul 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 main-
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 things
which have already been named; hence also the close relationship between -
the unstructured esthetic and the word as the linguistic element serving as
the material of naming. The more the esthetic function predominates in
the act of naming, the more unique, that is, limited to the given case, is the
designation that springs from it; hence the close relationship 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 thesc arc
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 o 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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by contrast forces their clearcut mutual separation and delimitation. The
structured esthetic thus maintains the balance between the various func-
tions of the verbal response; it mitigates, by contrast with the unstructured
esthetic, the emotional function which endangers order, and supports in
opposition to it the intellectual function as the guardian of discipline and
protector against the accidental. In the internal structure of language as
well, the structured esthetic functions as an equilibrating factor; it disci-
plines the phonemic sequence and intonation by euphony, the selection of
words by limitation, the syntactic structure by making sentence patterns
more abstract and less personal, all the while placing into the foreground
the elements maintaining semantic and logical continuity, and subordinating
to them those that disturb it.

Such is the cverall picture resulting from a comparison of the unstructured
to the structured esthetic in language. We are not, however, here dealing
with two mutually exclusive categories, but with two opposite aspects of the
same 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
potentially, 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
to 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
concrete 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 wrterance. 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
reaches over from the area of the momentary utterance to that of the



64 JAN MUKAROVSKY

conventions superordinate to the individual utterances, and summed up
under the term parole. Midway between the unique utterance and the
generally valid conventions of the parole there is an area of transition which,
though likewise governed by certain rules, has rules only binding on a
single individual; this is the area of the individual parole. In this, the esthetic
manifests itself in a systematic manner, but is not deprived of its uniqueness,
since it is linked to a unique personality, and therefore the individual
parole from the standpoint of the esthetic still belongs into the sphere of
the unstructured esthetic. It is only the supraindividual parole that makes
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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consider characteristic of poetic language? Does this predominance by any
chance mean the unqualified esthetic utilization of all of the components
of the verbal response? That would of course entail the suppression of all
other functions in favor of the one esthetic function; in practice this is, how-
ever, not possible, because any given component can achieve esthetic effect
only by its difference from other components, the so-called foregrounding
[aktualisace]; foregrounding arises from the fact that a given component
in some way, more or less conspicuously, deviates from current usage. If,
however, all the components laid claim to this difference, it would no longer
be different. The simultaneous foregrounding of all the components is
therefore unthinkable. Even in poetic language only a part of them, some-
times 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-
grounded 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. Its 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 esthetic, potentially present wherever in language (and elsewhere)
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the esthetic function oceurs, is in poetry (and in art in general) extended to
its greatest possible intensity. The development of poetry in the artistic
sense is thus based on the internal dialectic antinomy of the esthetic: it
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 réle 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 developmental
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
period 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
norms. 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
be applied by itself. Where at their origin there was a significant poetic
phenomenon, they are henceforth presented by the critics and the public
lo 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, whercas a rcally general norm is insep-
arable from it from its origin on. Therefore the poetic norm as a rule
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 nonpoetic ones, as far as their
esthetics goes. In other periods, when poetic norms are left to themseives,
they show very litile stability; they constantly appear and disappear. And
thus even their fate shows the unceasing antinomy between the unstructured
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 esthetic
makes itself felt only in the temporal succession of various periods; now
we shall attempt to show that it is constantly present and active. Thus,
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 esthetic
normalization. Very interesting and instructive is the circumstance which
we have already pointed out in another context, that the theorists of classi-
cism such as Buffon and Maurras note its presence, albeil 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 his
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 wtilize 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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norm, but without losing its uniqueness. No need to add that this is an
unsolvable paradox, which however throws sharp light upon the presence
of the structured esthetic in a poetic creation oriented towards esthetic
uniqueness,

And thus poetry is a constantly renewed and unceasing synthesis of the
unstructured with the structured esthetic. The opposition of these two poles
as such is of course not limited to poetry, but appears wherever the esthetic
comes 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-
tween the individual and his language, and at the same time its depersonali-
zation, 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
to 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, see above all the unstructured esthetic
unbounded by rules. Our 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 SLSL 6.1-27 [1940])






APPLICATION

Felix Vodicka, 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-
point of the development of the literary structure, und from the standpoint
of its genesis, Let us now approach the third main objective of literary
historical 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 deall
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-
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thing with regard o this norm enters into the work when it originates.
Mukafovsky from this standpoint characterized the literary work as “the
dynamic equilibrium of the various norms, applied sometimes positively,
sometimes negatively” (La norme esthétigue, Travaux du IX* congrés
international de philosophie XII, 3, p. 75).

We have already foliowed 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 manner
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, in
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 nced 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 norms
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 2 common basis, the literary tradition which
they are overcoming. The two successions may, nevertheless, not be identi-
fied, because all of the varicty 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 (aste, so that the literary
norm limps behind the literary development (for instance in the case of
| Karel Hynck] Micha [1810-1836, an early romantic] and [Jan] Neruda
|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, so
that the literary norm only exceptionally becomes fixed by strict stabiliza-
tion, It may also occur that a litcrary theory exists qua porm, without
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having 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-
tion. We should not imagine the literature of a given period merely as the
set of existing literary works, but also, and equally, as the set of existing
literary 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
instinctively 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 litcrary 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 pow 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:

!, 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 naturally 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 perceivers
of literary products we find next to each other several strata, each tending
to a different norm, whether this differentiation is by generations (the
literary norm of the sons, fathers, grandfathers) or by the vertical stratifica-
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 avoid
such generalizations as would disregard the detailed stratification of the
literary norm. Precisely this awareness of the existence of local, genera-
tional, and vertical differentiations of the reading public serves as an in-
centive for the study of the interrelationship of the tastes of these different
social strata of the readership.

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

|. The Reconstruction of the Literary Norm. What are the sources [or
the study of the literary norm?

. 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 2 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
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times where by contrast it is the guardian of the traditional values of the
past. There are, however, also times when criticism neglects some of its
[unctions, for instance that of valuation or of describing the concretization,
which has its natural consequences for the value system of the period; the
hierarchy of values is vacillating and literary taste is in a condition of
ill-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
are 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-
psychology) is not just the result of the scientific recognition of the im-
portance 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
became a historian (F, X. Salda [1867-1937]), or the historian a eritic
(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, onc 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 Mukatovsky
mthe book Estetickd funkce, norma a hodnota jake socidlni fakty [The
Esthetic Function, Norm, and Value, as Social Facts], Every work that
becomes the object of valuation meets the habits and conventional ideas
of the percei ving community in this respect as well, so that the concretiza-
tion of the work for that period occurs against this background, whether
the evaluation is positive or negative. A work with an unusual subject
matter and one not supported by the tradition of literature or the society
becomes a violation of the norm just as much as a new artistic conception
of a subject matter area that is by itself common to the contemporary
norni.

The evaluation of literary works from the standpoint of religious, social,
ethical, and other ideas can be so strongly emphasized in the literary norm
that the esthetic function of the work is perceived only when it is supported
by a congruent ideological attitude (as exemplified by the religious point of
view in medieval 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 eobservation 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 worls very often have
a tendency to be multivalued and allow for various interpretations of
meaning.

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

The attention of the literary historian is geared towards what constitules
the range and content of the literature of a given point in the development.
We 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
literary 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 inciuded works
that 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 cs-
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 development
are comtained immanently in the preceding states of literature, so the
development of the literary norm is governed above all by causes having
their origin in the organization of the structural ¢lements of the literary
norm, since a new developmental phase may place into the foreground
precisely those elements which have been neglected by the preceding norm.
Thus, the development of the literary norm can likewise be interpreted
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 factors
which may influence the valuation, and similarly, sudden turns in political
life, or political pressures, may be contributing factors in the change of
the norm. The historian follows the relationship of these heteronomous
elements to the immanent conditions of the development of the restructur-
ing of the norm, and observes the extent to which these external influences
speed up or slow down the autonomous development, or the manner in
which new norms and new valuations in spite of disturbing external in-
fiuences 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 teal 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
ol 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 cvaluation 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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critics could, however, never agree on this single “correct” norm; since
there is no such single correct esthetic norm, there is also no single valua-
tion, and a work may be subject to multiple valuation, during which its
shape in the awareness of the perceiver (its concretization) is in constant
change. The terms concretization was first used by Roman Ingarden in
his book Das literarische Kunstwerk. He also stated the requirement to
study the literary work in its concretizations. Ingarden sees the structure
of the work as isolated and static, without considering the dynamic de-
velopment of the superordinate literary structure; he therefore thinks that
the work can be concretized in such a manner that all the esthetic qualities
of the work are brought to bear; differences in concretization then relate
only to those components of the work that are naturally incomplete to
begin with and have to be completed in the imagination of 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 ol 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 morm, 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 life 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 qualities 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
a change in the 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 integration 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 all
equally good, so that a historical picture of the life of a literary work
necessarily depends on the number and quality of available sources.
(Cf. SLSL 7.113-32 [1941])

Special methodological problems arise when we try to follow the echo
of a work in a foreign literary environment. Even a translation is in a
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 upon
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 f.). 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 uncenscious,
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
[rom 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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Hora's [1891-1945, a modern poet] Machovské variace |Variations on
Machal).

In addition 1o 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
life. It is generally known that the esthetic qualities of a work of poetry
can affect the reader’s excitability so powerfully that the way in which the
relationship 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 literature 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
role given by society to a work in the struggle for the realization of certain
social, economic, national objectives, etc. 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
phenomena.






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

The basis of the drama is action. Qur 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,
governed 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 propertics 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 1o 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 serics. 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
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awareness of the subject, that is, of the being actively performing the action,
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 is the
case in everyday life. All other components were considered mere tools
or objects of human action. The development of the modern theater and
the increasing familiarity with the theater of non-European culture areas,
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 this
study is to show that the existence of the subject in the theater is dependent
on the participation of some component in the action, and not on its actual
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 element
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’s
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 actions
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 [or 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.
Brusidk, Znaky na Cinském divadle [Signs in the Chinese Theater],
SLSI 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], SL.SI. 4,139
[1938]). The actor’s body, on the other hand, enters into the dramatic
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situation with all of its properties. A living human being can understand-
ably not take off some of them and keep on only those he needs for the
given situation. This is why not all the components of the actor’s per-
formance are purposive; some of them are simply given by physiological
necessity (thus, for instance, various automatic reflexes). The spectator
of course understands even these nonpurposive components of the actor's
performance 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 ils 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 itsell 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 spontancous. 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 sce 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 Kaidy néco pro viast |[Everyone Does Something for
His Country]: they were the silent figures of servants, Such figures can be
found in the theater in great numbers and are nothing unusual.

Human props do not yet, however, end the series which begins with
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 1o a house. They serve to peint 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 mini-
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 réles can be replaced by lifeless dummies. Thus people
us part of the set form the transition 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 wméni [The Esthetics of Dramatic Art],
193], 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 10 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™ (0. Zich, op. cit.,
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p. 232). Its sphere likewise has its internal differentiation. The lowest
step is that of the painted set which is purely a sign. A mock-up is richer
by having 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
be 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 inn, 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. 1t 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 connecied 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. This
does not, however, do full justice to its nature, The prop is not always
passive. It has a force (which we called the action force) that attracts a
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. It is
so closely linked to this action that its use for another purpose is perceived
as o scenic metonymy, This link is shown even clearer in the case of the
so-called imaginary props. What is an imaginary prop? The actor performs
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
instance this scenc from Meyerhold's production of Ostrovskii's The
Forest:

[

‘. . . the comic gives a virtuoso’s pantomime. He sils down on the
step, holding a rod, and pretends to be casting into the scenes to the left;
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 used by foreigners, when, for instance, they ask for a drink
by imitating drinking movements. In the theater, 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 outline
of an object to which it is linked by a factual relationship, because only il
it preserves its reality can it radiate its action force and suggest action to
the spectator, 1f 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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dozhestvennyi Group [Moscow Art Theater| will be dear to us, because
they built real doors that squeaked, they put up real furniture and a
genuine billiard table with two white balls and one black, and Andrey
Sergeyich 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
personification. And what really is personification? It is “a force, indefinite
but powerful, which reinforces the spontaneity of an event by emphasizing
the participation of the acting subject. Events in general can, in terms of
spontaneity, be divided into three categories: at the lowest level are the
mechanical events in nature lacking in any kind of spontaneity, their course
being determined by a previously given regularity withoul exceptions; one
step higher are such actions of live beings which, though not subject to a
law 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 thercfore 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). 1t 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 bésnic-
kého dila [Semantic Analysis of Works of Poetry], SL.SL. 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 rs 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.)
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Another, less evident, personification is in the Japanese drama Terakoya
or The Village School, by Takeda Izumo (Czech transl. Dvé japonskd
dramata [Two Japanese Dramas]):

Situation: The teacher Genzo hides in his house the small son of the
expelled chancellor. The lady Chiyo is bringing her child to school, a
hoy who is the exact likeness of the chancellor’s son. The teacher goes
behind stage and kills the lady Chiyo’s son. The vassals exit, Suddenly
Chiyo returns.

iyo (visibly excited): Oh, it's you, Mr. Takebe Genzo, esteemed
teacher. Today, 1 brought in my little boy., Where is he? He hasn’t
given you trouble by any chance?

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

Chiyo: Yes, bring him in please. . . | 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
sel for a terrible blow, but Chiyo as if warned by something turns around
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 intervention 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 cach 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



MAN AND OBJECT IN THE THEATER 91

in the most varied structures and is thus not the exclusive property of the
modern theater. In some structures, of course, it is emphasized, and in
others suppressed and minimized.

The view that man in the theater is exclusively the active subject and
things are passive objects or tools of the action arose, as has already been
mentioned, 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
abject removed completely, it was only suppressed to such an extent that
the error which we have already spoken of could occur. The realist theater
attempted (although it never really succeeded) to be a reflection of reality
not 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, persenification and the fluctuation between man and things play a
very important part indeed. Although civilization is progress as compared
1o 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.






Viadimir Prochazka, Notes on Translating Technique
{From. SI.SI. 8.1-20 [1942])
1. The Function of Translations in Literature.

[one half page and fn. 1 omitted.]

[t 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 matier 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

2The 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 rhe very fact of translation as to both lexicon and syntax . , .
(B. Havrének, V¥voj spisovného jazyka &eského [The Development of Standard
Crech), Ceskoslovenshd viastivida, suppl. 1936, p. 4). [one line omitted]
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literary theory,” and on the other hand, a considerable decline in the level
of translations, especially in prose. Under the previous conception, the
translation of foreign currents was most often undertaken by spirits con-
genial to the original authors, since it afforded them an opportunity for a
creation of equal value. This approach persisted in modern times partially
in respect to translations of poetry, while prose translation has become
predominantly a domain of the dilettante. And this at a time when especially
the novel has become the major mediator of the movement of thought in
Europe.
|one paragraph and fn. 4 omitted. |

From the 90%ies on, conditions have changed only insofar as the differen-
tiation has become even more pronounced. True, the work of a new
school of translators of poetry has from the [first] World War on led to
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. 5
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 (o avoid the real danger of bad translations of valuable
works, and of translations, good or bad, of pulp literature, ete.

2. Specific Problems of Translating Technique.

According to the principles of the Prague School of linguistics, a verbal
response can be evaluated only in rerms 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

3This is also admitted by V. Jirdt (Dva pFeklady Fausta [Two Translations of
Faust], p. 6); the reason he gives is the modern esthetic point of view leading 1o a
lack of interest in form, and thus to a lack of theoretical foundanions and research
methods for stylistic analysis.
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literary work from one language into another in such a manner that the
structure of the original work is preserved so far as possible. In other
words, the translator has to create a work which both thematically and
stylistically 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 impression 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 ropicalize [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 1 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 pracrical
requirements of translating technigue. 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:
|. understand the original work thematically and stylistically; 2. overcome
by his own means of expression the differences between the two linguistic

4 See SLSI, 2.237 (1936).
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structures; 3. reconstruct the stylistic structure of the original work in his
translation.

The first condition may sound obvious, but not even it is always met.
There are many translations which are inadequate in spite of all of the
translator’s knowledge of the language and his ability to express himself,
because the translator has not grasped the author’s ideas.

[three paragraphs omitted.]

The second condition, overcoming the diflerence berween the iwo lin-
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 means a
great deal in practice, it is merely a beginning which in and of itself will
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 necessary 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
cmpirical 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

5 How such a comparison could be carried out is shown in V, Mathesius' pamphlet
Nebojte se anglictiny! [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, SLSL. 1.157 [1939]). Important hints are also contained in other
articles by Mathesius and Trévnitek (on word order, on the use of the aspects, on
the information-bearing structure of the sentence, ¢ic.) in SLSL
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increased by the possibility of the insertion of long strings of words be-
tween the article and the noun; the use of the articles; a greater variety
of veLb tenses; different use of tense in dependent clauses and indirect
speech.

In regard 10 English: fixed word order, especially the placement of
the complement of place and time;? the use of the gerund, participles,
and progressive lenses; 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
aspect 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 colloguial
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 gravily ol the
translator's work.

In Wellek’s article (Prekladatelsky oFisek [A Hard Nut for the Trans-
lator], SL.SL. 1.61-3 [1935]) I find it so clearly delimited that I am
quoting 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, u
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 thar ure constructed exactly like the
original and are not restyled in line with Czech usage. [remainder of fn. omitted.]

10The importance of this difference in phrascology for the speakableness of u
modern comedy was pointed out by Z. Vanura in O prekldddnl divadelnich her
[On Translating Plays], SLSIL. 3.232-6 (1937); his comments apply also 1o dialogue
in novels,




98 VLADIMIR PROCHAZKA

also belween fields, as required by the practical needs of his profession—
our requirement also presupposes a certain passivity, an ability to respond
10 a variety of foreign influences which may be diametrically opposed to
each other.

3. The Pevelopment of Translating Techniques.

Considering the great importance of translations in our literature, it is
certainly worth while to ask the question whether translating techniques
have changed any in recent times. The best answer can perhaps be found
by comparing two translations of the same work made at different times.
For this purpose, 1 have sclected 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 gefdillt mir nicht iibel
has been translated (p. 146) to se mné mnoho nelibi [I 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) vyvendvim se, pokud mohu [I'm confessing while |
can] (M. 133 vzpiram 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, nefli co mi
poroudt 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
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to put word after word, and preferably with the first, most common, mean-
ing found in the dictionary. Using such an approach, it is obvious that he
does not even try to overcome the different structure of German by Czech
expressive devices, and that he faithfully preserves all German phrases,
turns 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
requirecment of our scheme barely met, but it had an adverse effect on
meeting the first requiremnent, 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 ol words. And the mistake of putting heart
instead of konor is then really the final irony: throughout the work, en-
slavement by words, and then a “boner™ in preciscly the key situation,
where a “slavish” translation would be most appropriate. (Not much is
to be said of Mathesius’ translation in this connection; it is adequate in
regard to all the things mentioned.)

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 inavguration 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 line 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 today'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
today’s spectator that this is a work of the end of the 18th century (the
use of the third person singular in addressing subordinates: Jel 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 a serious
impediment in trying to carry out this intention. We can convince ourselves
of it by reading a few of his lines. | am citing two somewhat longer
utterances by two of the characters, in both Kratochvil's and Mathesius’
translation:

[two paragraphs omitted.]

There is from the very first a conspicuous difference in “speakableness,”
a quality decisive for a conversational play. This development of our con-
versational language over the past 35 years has certainly not been so abrupt
as to explain the difference between Kratochvil's sentences and today's
speech. 1 am convinced that even in 1905 Mathesius’ sentences would have
sounded more natural (though in places perhaps “daring” or even “vul-
gar”). while the way the dramatis personac speak in Kratochvil's transla-
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 A buded
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 jess
of the copula, predominantly the strong form mie 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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accord with the original) to the specch of different characters in accord
with their social positions. On the other hand, Mathesius follows the
modern conception and gives a different nuance to the folksy characters
and 1o the “gentle folk.” In line with the original, he achieves this mainly
by the selection of words and sayings, but he does not hesitate either, and
does so more emphatically perhaps than the original, to foreground their
ulterances by an occasional phonetic difference (dycky [=standard v¥dycky
always), copak [what], dobry [=st. dobré] rdno [good morning], rakovyho
[=st. rakovéhe] muZe [such a man]).

I think that this case is a good illustration of the change in translating
techniques that we have witnessed over the past 3040 years. The trans-
lator then, too, wanted to do the best he could, especially in view of the
importance 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 uct of translation, made it impossible for him not only to overcome
satisfactorily the differences between the two linguistic patterns, but was
also in his way in the job of feeling his way into the original and putting his
finger on its thematic core points (how else could he have let heart for
honer go through undetected), and in connection with the view of language
current in his day seriously endangered the “speakableness™ of his transia-
tion, and thereby also its success on the stage.

Mathesius’s translation, on the other hand, shows that our translation
lechniques 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 ** [fn. 11 omitted.] applies also to translation. Trans-
lators. 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 hicrarchy 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
amitted,]

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
[rom one style to the mext 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 an
excerpt from the beginning.

[three quarter pages omitted.]

Johst’s novel is in the form of the hero’s diary; consequently it is written
in a style which has all the characteristics of conversational speech. The
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 novel is
characterized by short, simple sentences with constant interruptions, pauses
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 the
modes of expression of which he himsell accepts.

1 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 a
hand] the pronoun ji [her] should be filled in, because Czech requires
a more concrete mode of expression than German. True, ordinarily I
would have supplied the pronoun, but here I deliberately did not do so,
on the basis of an analysis of the situation. The hero (described as 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 a
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
obli¢ej, jako Ze mé nesmirné té5i [1 made a lace 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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versation likewise hits his ears like a confused noise. In this state, he
does not accurately perceive the beginning and end of the events around
him, but at first only the mere fact of the event: he hears half-sentences,

laughter, he still is confused by having been unexpectedly introduced to

a lady, and already the doctor, who incidentally always shouts in com-

pany, 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 (. . .).**

[two paragraphs omitted.]

I have intentionally given a more detailed analysis from a work which
was not 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
here were really going through my head as 1 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 lok (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 mercly 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.

151 believe that this conception is in accord with the scientific analysis of Czech
verb aspect: “We can say that the vse of an imperfective verb (whether semelfactive,
durative or ileralive) in cases where objective reality scems 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, S1.SL
4.16 [1938)).



104 VLADIMIR PPROCHAZKA

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

I'm giving two samples; first of all a passage which is a good example
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 unit
together. What can one do with this stylistic exuberance? True, “in Czech
we cannot express whole bundles of ideas all at once without doing violence
to the language,” ** 1 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. In
order to maintain the continuity of the images linked to each other like
the beads of the rosary, 1 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. It 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 ltalian
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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adverbial complement and the simplicity of the basic statement, and
which is a stylistic expression of the opposition between the multitude
and the brilliant individual. Rather than starting out with an extensive
remembrance of the gaiety of the fair and ending, as if with a sudden
stroke of lightning, with the sinister appearance of the black friar—a
concise summary of the entire preceding exposition of the novel, the
procedure would be reversed: the climax at the beginning, the baroque
fill-in at the end. The preservation of Scholz’s construction seemed to
me to be an absolute necessity. I lightened the passage somewhat by
breaking the paragraph up graphically (a procedure used by Scholz
himself for several similar passages), repeating the words on the plai-
form to avoid a bare beginning of the subparagraphs with a mere relative
pronoun (on which), within the subparagraphs, I disentangled some of
the knots (auf dem . . .vor .. .am ., ., durch . ., . ), changed
some of the passive constructions to active omes, 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 barogue 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
actoally 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 on several
planes: broadly explicit descriptions of landscapes and objects foregrounded
by anthropomorphic treatment and thus brought into a direct relationship
to the details of the plot; characterizations mixed with reflections in which
the author imperceptibly speaks through his characters; minute descrip-
tions of states of mind on the basis of the relativistic opposition of normal
time versus the “slow motion time" in which his characters experience
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 standard
Czech, but does occur more frequently in poetic prose as a deliberate
syntactic distortion; ** it was therefore used here, too, to obtain a similar
effect.

In dialogues, novels today almost without exception use conversational
speech (unless some special intent of the author’s requires another solu-
tion). Here the differentiation above all means richer nuances, which can
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, transl.
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 strata of the lan-
guuge 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 jt
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.

15 CE. the use of nominal sentences as a creative device in [Jifi] Mahen's [1882-
1939, 4 modern dramatist] prose which was pointed out by Fr, Travni¢ek in Mahe-
nova bdsnickd mluva [Mahen's Poetic Language] (Maehenovi, shornik & padesdtinam,
1933, pp. 64 ff.)
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Since this is usually an expression of social stratification, this really means
a dual social dialect. Thus, at first blush, the situation is the same as in
Czech.

If we look at the matter more closely, we can see that in this func-
tional 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
as 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
hoth of these strata is opposed the urban folk speech. This can in
translation aptly be rendered by the Czech colloquial standard [obecnit
¢estina] which in our conception is linked to the idea of urban folksy
types. 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
language 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 these
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,

¢ For the drawing-room comedy, cf. Z. Vanéura: “Sometimes the author's iden
can not be rendered because our society lacks a certain convention. a certain style
of conversation." (SLS1. 3.235 [1937])



108 VLADIMIR PROCHAZKA

the confrontation of the strata of the lunguage is part of the structure of
the work, it becomes the duty of a good translator to render this feature,
il for no other reason, because it usually is an important characteristic of
the foreign milieu.’* [fn. 17 omitted.]

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

First of all there is the advertising milieu to which the whole work
is attuned. Because in the original environment advertising is a much
more potent factor than in our country, it meant the creation of a
similar atmosphere largely by artificial means., This gave rise to passages
such as: Viec mastnoty za méné mastnou cenu! [More fat content for
a less fat price], Nechala byste své dité v jamé lvové? [Would you leave
your child in a lion’s den?), Bacily jsou hor3i, neZ bubnovd palba!
[Bacilli are worse than drumfire], Kde je sanfekt, nent infekce! [Where
there is sanfekt, there is no infection!], Nutrax nerviom 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 a
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 hazed¢ [bowler] and odbijeé [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 mot 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, T 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 savings 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 a
certain common core. 1 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 ope stratum of the
language is Steinbeck's novel Grapes of Wrarh (orig. 1939, transl. 1941).
Its foremost characteristic are the dialogues, written almost exclusively in
the local dialect. This stratum of the language occurs in translations much
less 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 dialeet [interdialekt] (I myself have
used Colloquial Standard Czech to translate Scotch dialect, where this was
ot 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-
lent ** [fn. I8 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 [rom 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.
Poctic 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 wanted 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
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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 outcasts
among the other Americans, among other reasons also because of their
different dialect, offensive to other ears, which betrays them as soon as they
open their mouths: that is, a characteristic which is considered unusual
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 changes
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 Okie
conversations into Standard Czech was obviously impossible. Translating
them into the general colloquial standard would Jikewise not have served
the author’s intent, The Czech general colloquial standard is a dialectal
lingua franca incapable of expressing precisely the essential feature of
Oklahoma speech, namely its exceptional, particular nature, which is one
of the linguistic devices of the novel to express the exceptional, particular
fate of its speakers. And furthermore, Colloquial Standard Czech, es-
pecially the way it sounds in Prague, is in our awareness too closely linked
o an urban environment, whereas the speech of the Okies 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. 1 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. 1 selected an Eastern Bohemian dialect of which we have an ex-
tensive scientific record in Kubin's Lidové povidky z Ceského Podkrkonosi
[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 Novidkovd [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
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be found [by literal translation, translator], thus for instance the invective
cubdi syn [son of a b.] or the stereotyped expression vy$pekulovar (in the
original o figger), both so typical for the American over-all dialect, in order
not to deprive the reader completely of the impression of a foreign en-
vironment. And so I created a sort of linguistic amalgam, an artificial
conversational speech made up especially for the translation of the speech
of the Okies in this novel.*®
[onie page and fn. 18 omitted.]

A novel may, of course, contain all sorts of other, less significant devia-
tions from the norm, such as children’s language, pathological phenomena
(stuttering), drunken spiech, 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 specch 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 1 would
like to call rurning 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 names, 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 transiation—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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the exotic; the opposite has therefore happened in the pulp literature:
some original works of adventure literature were marketed as alleged
translations.

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



ANALYSIS

Jan Mukafovsky, T7he Connection between the Prosodic Line and Word
Order in Czech Verse

(From: KCP, 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 differentiate 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 are: the line of expiratory intensity (the uninterrupted risc and
fall of the intensity of the breath, expiratory peaks, pauses), the info-
national line (the uninterrupted rise and fall of the pitch of the voice), and
the transition berween 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 scem 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.” * 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

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

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

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 pre moderni filologii, vol, VI, and in book form, Prague, 1937, where
intonation (melody) is counted among the “phonetic qualities of recitation”; sec
also Bernstein, Stikh i deklamarsiva [Verse and Declamation], Russkara rech’, vol, 1,
1927,
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the intonation of the verse is entirely in the province of the performer and
that those properties which appear to be in common to all performers
are not given by the text but are contingent upon environment and educa-
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 jpoint 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. 1If 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 risc or fall of the pitch level are concerned; the same applies to the
transition between 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 cle-
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

*I no longer accept today the idea of the unilateral relationship between expiru-
tory intensity and intonation in the sense of the necessary predetermination of intona-
lion by expiration; 1 would rather consider the two components as mutually balanced:
see on this the pertinent paragraphs in my O jazyce bdsnickém [On Poctic Lan-
guagel. If 1 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 T see no reason to remove the traces of the
development of my ideas.—I. 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 lesit,
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 fouch]

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

iejz ruky aderem je mozno zranit.

In effecting the exchange, we will note that the word ider 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 osudnd — — — [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 will
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)
Ja vesel hledal snéZnou parnasii [Joyful, T was looking for a suowy
parnassia]
([Jan Neruda [1834-189]1, a rcalist], Prosté
motivy [Simple Motifs), Podzimni [Autumnal] 11)
Pil mléko divéich bfiz a v olSindch [He drank the milk of maidenly
birches, and in the alder]
([Frana] Srimek [1877-, a modern], Splav
[The Floodgate], Jarni poutnik [Spring Pilgrim])
Tvé chrdmy smysiné a modré nebe [Your sensual domes and blue sky]
([Karel] Toman [1877-1946, a modern], Stolety ka-
lendd¥ [Hundred-Year Almanac], Aix-en-Provence)

(changed text)
J& vesel hledal bilou parnasii [white]
Pil mléko bilych bfiz a v olSinich [white]
Tvé chrimy 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 prosedic 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
conftrast 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 * [fn. 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 Kdlo!
[Run, Kédéa; a pun, Ki¢a = a girl's nickname, kda = duck, substandard]:

A ticho, ticho velké pldf tu stfeZi [And calm, great calm is here guard-
ing the plain]|
4 ani stopy Zivota tu po nf [and not a trace of life en it]
jen tamo kdesi Kdéa nékam bézi [only over there is Kd¢a running some-
where)
a koconr 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 fader vzplila [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
effect. These examples show clearly that the prosodic line can not be fully
explained by referring to its connection 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-
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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 in
the verse) by a distortion [deformace] of normal, that is conversational,
word order. A more detailed exposition and proof of this contention will
be given by means of examples.

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

A bujny viiskol jejich pres celieky leti Kanadn. [And their exuberant

clamor flies over all of little Cana)
The word order is here clearly irregular as compared to conversational
usage, but it can be made regular without disturbing the meter:

A jeiich bujny viiskot leti pfes celitky Kanaan,

This modification of course changes completely the nature of the prosodic
line. The original line has four equally important peaks: bujny—viiskol—
pres—Kanain; the modified line (with normal word order) has only two:
leti—Kanadn. 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 afier 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 prosadic line under the influence

& 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 Eeského verfe [The Foundations of Czech Verse], Prague, 1926, pp. 35 if.,
and also A. Meillet, Apercu d'une histeire de la langue grecgue, 2nd ed., Paris,
1920, p. 104, but of a real pause. By a pause then, we do not mean & real break
(temporal pause) but a separation characterized by a decrease in the intensity of the
voice (expiratory pause), lowering of the pilch of the voice (intonational pause)
und 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 trdvy 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 Sipem slunce
do svadlé trivy padé 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, travy), 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-
lion 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 prosodic line, as
we can see if we introduce normal word order. Let us give a few examples: ®

% 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
orcler to avoid the objection that an pnusual 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 herg, and the overwhelming majority of those lo 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 nol to encumber the
reader with an unnecessary variety of meters in the examples, since isolated limes
taken out of context are often metrically ill-defined anyway. One other reason for
the 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 rtim [You hid a tear and moved close
to my lips]
(Cech, Zimni noc [Winter Night])
strom vano&ni sc hv€zdiCkami kmitd [the Christmas trec is sparkling
with stars]
(Cech, Ve stinu lipy [In the
Shade of the Linden Tree])
mréaz praporu t€ch stfibfi okraje [the frost is silver-coating the edges of
these flags]
(Cech, Zpévnik Jana Buriana
[Jan Burian’s Songbook])
a pokryl husté ranami a Sramy [and thickly covered with wounds and
cuts]
(ibid. )
(changed text)
jsi skryval slzu, vinul se k mym rtum
vanoéni strom se hvézdickami kmita
mréz stfibii praporu téch okraje®
a husté pokryl ranami a Sramy

In the original version, the prosodic line ol the verse has two expiratory
peaks. The expiratary intensity increascs 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 lesu hloubi se a hloubi [The shadow of the blue woods

deepens and deepens]
V' zimnim slunci [In the Winter
Sun), Prvni polibeni [First Kiss])
Noc prosincovd, kroku neslySeti. [December night, not a step to be

heard.]
(ibid.., Lidé se budi [Peo-

ple are Waking Up])

o In this line, an entirely normal word order (mraz stfibfi okraje téch praporii)
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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
§umi 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 pisefi nevlidnou [and the wind was singing an unkind
song|
(Maoje sonata [My Sonata], Na
slatiné [On the Peat Bog])

The prosodic line of Cech’s versc 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-
linuing 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 ol
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 vdno&pi. . .) 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 Slidek’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 ncoromantic]. Let us cite some examples from his
Vyiehrad:

(original text):

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

come after me]

can 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
rhyming words.
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jak dar ji vezmi vzacny z ruky mé [take her from my hands like a
precious gift]

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

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

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

(changed text)
Ze vzbudim 1izas lidi budoucich
jak vzacny dar ji vezmi z ruky mé
a jeji ruka znovu zvedne se
ja vidél manoho zemi dalekych
a moji druzkou byla dennice

In the original text the expiratory 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 linc 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 poels 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 piseni smrti, kazdy z nas ji pél [That song of death, each of us was
singing it]
(Posledni sonety samotdfe [Last Son-
nets of a Recluse], Anthero de Quental)
Vidy piisli mezi lidstvo proroci [There have always been prophets to
come among people]
(Sfinx [The Sphinx],
Proroci [The Prophets])



CONNECTION HETWEEN PROSODIC LINE AND WORD ORDER 123

kde kaZda sosna méla svoji dumu [where every pinetree had its thoughts]
(Rok na jihu [A Year South], Jak ve
snéich ¥ju [How I Live in My Dreams])

(changed text)

Ta piseil smrti, z nas ji kazdy pél

Vzdy mez lidstvo prisli proroci

kde sosna kazdd 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 decreasc
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 additiona! example, let us cite one more line of Cech’s verse:

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

(changed text)
tot’ déjin zikon, 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 syliable before the peak to the peak
itself (~jin zd-; -hou vzdo-). This gives rise to a prosodic line very similar
to that of [Viktor] Dyk’s [1877-1931, a nationalist] verse:

Tys 3el viak chmurny velikou svou dobou [You, however, passed som-

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

10 Here again, we have made un exception and displaced the rhyming word.
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A Turther example can be found in Sliddek’s verse:
(original text)
vzdy novy zéstup du3l ztracenych [always a new crowd of lost souls]
(V zimnim slunci [In the Win-
ter Sun], Déi [Children])

(changed text)

vZdy zistup novy dudi ztracenych
The prosodic line of Slidek’s verse (two consecutive expiratory waves, each
of them rising from the same initial level, and consequently even strength
of the two expiratory peaks in the line) is by the modification of the word
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 turn
entails a change in the prosodic line. Thus, for instance, a verse by
Vrchlicky:

a dvoji rytmus tichou noci splyvi [and a dual rhythm merges in the

silent night]
can be modified in several ways, especially if we include a displacement of
the rhyming word:

a rytmus dvoji tichou noci splyvi

a rytmus dvoji noci tichou splyvi

a rytmus dvoiji tichou splyva noci

a tichou noci dvoji rytmus splyvi
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 a
line by Neruda, characterized as it is by two peaks in each half-line, for
instance:

M duse trng; ret mij sotva dySe [My soul contracts, my lips hardly

breathe]
(Zpévy pdtecni [Friday Songs], Matka
sedmibolestnd [Our Lady of Sorrows])
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The fourth modification, finally, the last of those cited, leads to a prosodic
line 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,
because 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
happen 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:

novymi 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 expiratory
peaks com