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ABSTRAKT

Miroslav Holub, nejpekladarjsi cesky basnik dvacatého stoleti, ma své nezastupiteln
misto v anglofonni literate, a gesto mu Weske literarni kritice nalezi jen mala pozornost.
Cilem této bakak&ka prace je objasnit otazky, které z téteské literatie ojedirglé situace
vyvstavaji, a to fedevsim jakym zjsobem a z jakychidodi se Holubova poezie stala
nedilnou sotasti anglofonni tradice a jaké diecké charakteristiky umoznily jeji ukotveni.
Prace se zabyva aspekty nejen Holubovych basnialaéekulturni a politické situace, které
umoznily pozitivni pijeti jeho dila v zahrawi. Vzhledem k tomu, Ze Holubova poezie rutn
vstoupila do britské a americké literarni tradicerekladu, hlavni pozornost je igma

na odliSnosti a podobnosti mezi dynamikou jeho @raoriginale a v anglickém jazyce.

Prvnicast této praceipdstavuje poezii Miroslava Holuba tak, jak jecasgji vnimana
v ¢eském progedi. Je nastéima genealogie jeho dila v SirSich literarnich alefemskych
souvislostech, a to zejména v kontextu poezie \ifeddne. Pro lepSi pochopeni tohoto
kontextu jec¢ast této kapitoly #énovana Holubo¥ biografii. Tezistm druhé kapitoly je popis
Holubova basnického jazyka s cilem stanovit, jaktgato jazyk vhodny nebo naopak
nevhodny pro fenos do jiného jazyka. Jindkceno se tatatast zabyva otézkou, co je

z jazykového hlediska ztraceno kegladu.

Ve druhécasti prace je Holub prezentovan z mezinarodni eé&tsfy. V duchu teorii
swtove literatury a transnacionalismu, které se opr@trodré-historickym gistupim
zametuji na pohyb literarnich prika inspiraci pekratujicich narodni hranice, zpracovava
tieti kapitola vzajemny vliv Holubovy poezie a anklicpiSicich autar. Déle se snazi
dokumentovat jeho setkani s anglofonninitem. Diki pasaz se takémuje problematice
Holubova osobniho postojédi politické situaci, a to z tohoiastodu, Ze jak Holutiv osobni
postoj, tak politick4 situace oviievaly vnimani jeho poezie. titym zpisobem doma a

jinym v zahrandi.

V posledni ¢asti prace jsou ab predstavené perspektivy navzajem konfrontovany
na ihiznych uarovnich. Nejprve je diskutovan dopad Sirgibtitického a kulturniho kontextu,
kterym v té dob byla studena valka a ktery¢hrozhodujici vliv naiizné sféry Zivota getns
uméni a jeho percepce. Pohledy ze dvou stran Zelepné@yojsou stagny do kotrastu a
komparovany. Skrze rozbotgkladu jako média umaajiciho nabyt poezii nadnarodnich,
v urtitych pripadech az univerzalnich, fyse vectvrté kapitole zajem zuzuje na analyzy
konkrétnich basni a porovnavani jejich podoby ginélu a v pekladu, a to jak z formélniho,
tak z obsahového hlediska. Konec prace sesigmna zfisob, jakym Holub v obsahové



roviné svych basni pracuje s propojenim konkrétnich aralisich prvk. Toto propojeni
vede k moZnosti interpretovat jeho poezii jednakwéizce a jednak velmi univerz&ncoz

ve svém dsledku vede k atraktivnosti pro Sir§iznorodé publikum. Prace kéireawrem, Ze
Holubova ¥doma prace v rovinpoetiky, tvaru i formy je velmiifiznivym vychodiskem pro

pieneseni a pozitivniipeti jeho poezie do anglicky psaného literarnidndnu.

KLiCOVA SLOVA

Miroslav Holub,Poems Before & Aftepoezie vSedniho dn&ska poezie v anglickém

piekladu, poezie v da@studené valky, transnacionalismus



ABSTRACT

Miroslav Holub, the most translated of twentietimcey Czech poets, has an integral
place in Anglophone literature, yet he has recelitdd attention from Czech literary critics.
The aim of this bachelor thesis is to shed lightquestions that arise from this singular
situation. First and foremost, in what ways andwbiat reasons has Holub’s poetry become
an integral part of the Anglophone tradition and awtartistic features allowed its
consolidation? This thesis explores the aspectdadfib’s poems and of the cultural and
political contexts that helped the positive reaapif his work abroad. Since Holub’s poetry
engaged with the British and American literary tfiad in its translated version, the main
focus of this thesis is on the differences and lanities between the dynamics of Holub’s

oeuvre in the original and in English.

The first part of the thesis introduces Holub’s tppdérom the Czech point of view.
The genealogy of his work is outlined in its broadieerary and social circumstances,
especially within the context of the Poetry of Eheeryday. To understand this context, a part
of this chapter is dedicated to his biography. @t of the second chapter is the description
of Holub’s poetic language. This aims to determifesther such a language is suitable or
unsuitable for a transference into another langubgether words, this part deals with the
guestion of what is, from the linguistic point oéw, lost in translation.

In the second part of the thesis, Holub is preskfrten an international perspective.
Drawing briefly on theories of World Literature aritansnationalism, both of which
concentrate on movements of literary elements asgirations across the national borders
rather than on national-historical approaches,cu$oon the mutual influence of Holub’s
poetry and English-writing authors. Further, thedlthapter attempts to document Holub’s
encounters with the Anglophone world. One sect®mlso dedicated to Holub’s personal
approach to the political situation, since thisygled with the changing political situation,
influenced the reception of his poetry in one wayis homeland, and in another abroad.

In the last part of the thesis, both of the aboeespectives are brought into
confrontation on various levels. Firstly, the impaica broader political and cultural context—
the Cold War at the time—is discussed. The Cold Wé&aran immense influence on different
spheres of life, including the arts and its penceptThe two points of view from the different
sides of the Iron Curtain are compared and comtadthrough the analysis of translation as

of a medium that allows poetry to acquire trangmati—and in some cases even universal—



features, the focus in the fourth chapter closemianalyses of individual poems and on the
comparison of their appearances in original antitanslation, both from the formal and the
contextual standpoints. The end of the thesis carates on the way Holub works with the
interconnection of concrete and abstract elememth® contextual level of his poems. This
allows readers to interpret his poetry from eitherery narrow perspective or from a very
universal point of view; as a consequence of ttg, poetry is attractive to a broad,
heterogeneous audience. The thesis comes to tlctusimm that Holub’s deliberate work on
the level of poetics as well as on the formal amdtextual levels is a very favorable starting

point for his poetry’s transmission and later pgesiteception in the Anglophone canon.

KEY WORDS

Miroslav Holub, Poems Before & AfterPoetry of the Everyday, Czech poetry in

English translation, poetry in time of the Cold \Waransnationalism
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CHAPTER I: INTRODUCTION

On the back cover dPoems Before & Aftera book of translated poems by Miroslav
Holub, a poet and a scientist, one can read twaeguéMiroslav Holub is one of the half
dozen most important poets writing anywhere” by FHegjhes, the British Poet Laureate, and
“One of the sanest voices of our time” by Al Alvare prominent literary critic. And yet
Miroslav Holub is a minor figure on the Czech lggr scene. The one monograph on his
poetry was written only in 1971 and his name dagsppear among the compulsory readings
for either the Bachelor’'s or Master’s final exam floe Czech studies department at Charles
University in Prague. Although he exceeds all otl@zech authors in the number of
translations to other languagdse has not received much attention in modern Cliechry
criticism. Given these notably differing views dretimportance of Holub’s poetry, the aim
of this bachelor thesis is to identify and expldiféerent dynamics at work in the transference
of Holub’s work to English through a comparisorvafious aspects of his poetry in its original

version and in its translations.

Through analyses of the particular example of MaeodHolub’s poems on several
levels, this thesis will question literary trangdat and the possibility of conveying Czech
poetry to an English speaking reader in generathSa topic could be beneficial for
recognizing fundamental problems concerning thetiposand reception of Czech literature
in the English-speaking world. The choice of Hokiliork is warranted by the fact that he
has been internationally recognized as one of thmitastern European poets after World
War Il and his poetry has been translated into 8@elanguages. The two quotes above are
not accidental; they represent the general emplizasiss put on Holub’s importance in the
Anglophone world, where he has received more atterthan the Czech Nobel Prize winner
Jaroslav SeifetMoreover, Holub proved to be influential on seveEalglish poets. This
exceptional position of Holub’s poetry brought mm&tional critics and authors to comment
on it, which results in a large number of availabdéeondary sources. These sources help to
reconstruct the fascinating story of Miroslav Hotubeuvre that expands from the poetry
itself into the politicized contexts in late fifsend the sixties: the time of gradual thaw after

1 Kathryn Murphy, for example, counts fourteen singlithors volumes for Holub compared with six
for Jaroslav Seifert. In Kathryn Murphy, reviewsRafems Before & Aftdsy Miroslav Holub and

Six Czech Poeedited by Alexandra Blichlefranslation and Literaturd8 (2009): 143.

2 Cf. Alexandra Blchler, IntroductioSjx Czech Poeted. Alexandra Biichler (Todmorden: Arc,
2007), Arc Publications <http://www.arcpublicaticcs uk/content/112> 10 Mar. 2013.
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the clench of the communist regime in Czechoslavakid the Cold War worldwide. The
national and global phenomena significantly infleesh the readings of poetry, and has to be
discussed by drawing on broad literary and cultcoakexts in order to distinguish the patterns
of Czech and English literary history and criticishinroughout the course of this thesis, the
objective is, therefore, to shed light not onlyHwolub’s poetry and its translation specifically,
but also on issues beyond the literary that plagsedmportant role in the transmission of
Holub’s poetry.

The first chapter will introduce the position of IHb’s work in Czech literary tradition.

In order to demonstrate this issue in all its camypy, biographical and historical backgrounds
will be outlined. Further, Holub’s literary develoent in the light of the Czech literary
history, in particular the movement called the Boef the Everyday will be discussed. In
reading a poem in its original language and iraadiation to another language, the question
of faithfulness to the original arises. The nesues to discuss will hence be Holub’s poetic
language and the possibilities of its translatidolub uses a rather specific and new language
in the Czech literary tradition, which limits theoposed objective to identify patterns of
translation from Czech to English in general asud@ language is not representative of the
main issues that occur in translations of otherc@ pmets. Robyn Marsack refers to Alexandra
Buchler’s introduction to the book Six Czech Poetsyhich “[she] maintains that Holub is
by no means representative of Czech poetiftie aim of the first chapter is to introduce and
explain both formal and contextual elements thaly @n important role regarding Holub

within the Czech national framework.

In contrast to the national, the second chaptet @wohcentrate on Holub from
international and transnational perspectives. @mptticular example of his encounter with
the Anglophone world and poetry, the chapter whibw the possibilities of theories that
concentrate on elements crossing the borders aighabem a major significance—the theory
of World Literature and Transnationalism. In ligiitthese theories, the second chapter will
explore the identification of the English inspicats and influences in Holub’s work and vice
versa. This chapter will summarize the main aspefctee translation of Holub’s work into
English. Once more, it will be imperative to mentidolub’s personal experience. He met,

and even cooperated with many of his translatard, vaith other literary English speaking

3 Robyn Marsack, review @ix Czech Poetxdited by Alexandra BuchlePoetry Wale<i4.1
(Summer 2008), Arc Publications <http://www.arcpecdifions.co.uk/reviews/345> 16 Sep. 2013.
My italics.
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figures, which retroactively shaped his poetic ttogra The first two chapters intend to set the
general context, and in an expository way predemtackground, on which the third, more
concrete, chapter will build up. They should staadhe core research-based parts of the thesis

that will serve as the starting point for the atiabl and argumentative last chapter.

In the third chapter, the two previously separatetsoduced contexts will be brought
into a direct comparison and contrast. | will use theoretical background introduced in the
first two chapters to analyze individual poemsriginal and translated versions. Distinctions
and similarities on the formal and contextual lewelll be commented upon in an attempt to
reach certain underlying principles of Holub’s pgetvhich are made evident through the
issues inherent to the translation of his poewynfiCzech to English. The way the ideas are

carried over the borders of one language into tiieurof another will be explored.

12



CHAPTER II: WITHIN THE BORDERS

In order to fully understand the poetry of Miroslidwelub, one must first know of his
life, both as a poet and as a scientist. The faligvgection will detail some important events
throughout his life in an effort to outline neceysdackground information for an
interpretation of his poetry. Furthermore, thisommfation should be kept in mind when
drawing conclusions on the specific internationagipon held by Holub as a person as well
as a poet. Lastly, the historical situation willtrme overlooked, as it is crucial to an

understanding of his poetry.

Miroslav Holub was born on the 13 September 198 za1, Czechoslovakia. His first
literary attempts date back to the end of the wateu the influence of French and Czech
avant-garde poetry. His first publications camé&947 and 1948 through the da8yobodné
slovo(Free Word), in the journdlytice (Garland), and in the antholo@hnice(Charlock).
After interrupting his writing as a result of thenamunist coup in February 1948, he resumed
publishing only in the late 1950s as a part oflileeary circle that formed around the journal
Kveten (May). In a new aesthetic programme, this grouprasts established the movement
of the Poetry of the Everyday. The main ideas isf dlesthetic programme were formulated in
two core texts: Holub’'s essay “Nas vSedni den jenpa&” (We Are Grounded in the
Everyday), and Josef Brukner’s poem “Oda na sydaila” (Ode on the Drying of Clothes).
This manifesto stood as a reaction to the conteanpadeal of literature which was limited
to the bombastic Socialist Realism celebratingdkeas of communism. Poets of the Everyday
did not necessarily oppose socialism as such @i faost of them identified with its goals);
however, they rejected the “superficial rhetofittiat was promoted in writing. They shared
the optimism of the official literature and in acdance with the main tendency promoted
themes such as the faith in ordinary man, but deeduthat the complexity of being was

L All factual information in this chapter can beefnced in

Jiti Holy and JarCulik, “Miroslav Holub,” Twentieth-Century Eastern European Writers: Third
Series ed. Steven Serafin (Detroit: Gale Group, 200D-135.

and in

Bohumil Svozil and Karel Piorecky, “Miroslav HoltiSlovnikceské literatury po roce 1948CL

AV CR, inSophy, Studio Vémola, 20 Feb. 2007
<http://www.slovnikceskeliteratury.cz/showContespp?docld=1023&hl=miroslav+holub+> 16 Sep.
2013.

2 “povrchni rétoriku” Jan Lehar, et at’eska literatura od peatku k dnesk(@Prague: Nakladatelstvi
Lidové noviny, 2008) 758. My translation.
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reduced to empty ideological phrasds. opposition to the pretentious phrases of sistial
literature, the artists put forth “the truth of thexeryday.” The general ideological
manifestations were changed for the values of timeple, day-to-day living. They
concentrated on the importance of factual reality advocated the need for concrete detalils.
Similarly to the poetics of Group 42, whose stylelib knew, the poets of the Everyday
emphasized reality as seen from “beloviblub stresses that only the facts of life cartwagp
the dynamics of the worltiFeatures of the Poetry of the Everyday are styomginifested in
Holub’s first and second collectiolenni sluzbgDay Duty), andAchilles a ZelvdAchilles

and the Tortoise).

The poets of the Everyday diverged from the contaamy conception of literature by
forming a group and establishing their own aesth@tbgramme. However, they were not the
only ones who called for a change in the timemithtions and censorship. From the second
half of the 1950s, the Czechoslovakian culturahectied to free itself from ideological
control. Attempts to liberalize the communist systeom within culminated in the Prague
Spring in 1968 and were brutally halted August 2ihat year when members of the Warsaw
Pact invaded the country. Holub was among the n@a®gch artists and intellectuals who had
taken an active part in this reform movement thhobgs writings in the liberal cultural
periodicals. i Holy and JarCulik note that Holub’s early collections includedems in
which he “seemed to be commenting implicitly on domstraints of the totalitarian system
and, on another level, on the unsatisfactorinesth@fhuman condition in generdlAs a
result, he was dismissed from the Institute of Mlxgology in 1970. His work could not be
published, the printing plates for the poetry adilen Struené Gvahy(Brief Contemplations)
were destroyed and his books were removed frorarigs. He was forbidden to travel abroad.
His books could not be published until 1982. Afi&68, Holub’s poetry notably changed.
Holy andCulik note that Holub turned to metaphysical questjaow “[ijnfluenced by his
exposure to the West and disappointed by politiealelopments [...]2 Holy and Culik

3 Cf. Pavel Janousek, et dbgjiny ceské literatury 1945-1989, 1I. 1948-1988ague: Academia,
2008) 242.

4 “pravdu vdedniho dne”idiHoly, “Miroslav Holub: Achilles a Zelva, Ceska literatura 1945-1970.
Interpretace vybranychét], ed. Jiina Taborsk& and Milan Zeman (Prague: Statni pegiek®
nakladatelstvi, 1992) 216. My translation.

5 Cf. Lehar 758.

6 Cf. Janousek 242.

" Holy andCulik 142.

8 Holy andCulik 143.
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further observe that Holub's lost faith in prograssmost effectively illustrated in his
collectionAckoli (Although) from 1969.

Despite being ostracized in Czechoslovakia, hiskwio both literary and scientific
fields became well known abroad. He was made a raewitthe Bayerische Akademie der
Schonen Kinste (Bavarian Academy of Fine Arts)alrttie New York Academy of Science,
and he received an honorary doctorate from Ob&xditkege in Ohio. Not being a member of
the Communist Party, Holub was allowed to travebal only in the 1960s, and then again
from the end of the 1970s. During these periodsjsieed numerous countries (among others
the United Kingdom, Germany, France, Ireland, Gee€hina, India, Israel, Australia, and
Mexico) not only for scientific research or as a&sfuecturer, but also to read his poetry. He
travelled to the United States in 1962 and 1968, faom the end of the 1970s every three
years. From 1965 to 1967, he worked at the Pubdialti Research Institute in New York
City. He continued to visit Britain and the US wihis death. Drawing from his experience in
the United States, Holub wrote two books of lyrittalvel essays in prose that notably cross
the common conception of a travel report. In 1968, publishedAndl na kole’kach:
Poloreportaz z USAAn Angel on Wheels: A Semireport from the USA)dan 1969Zit v
New YorkuTo Live in New York). His American trips also pised the collection of poems
Beton: VerSe z New Yorku a z Prg@pncrete: Poems from New York and from Pragusnfr
1970. Holy andCulik remark his ambivalence toward the United Statilolub is enchanted
as well as perplexed by the United States, whiclsdws as a land of sharp contrasts, a
paradoxical mixture of the profane and the sadt@d;impression is expressed by the image
of the ‘angel on wheels,” a statue of a Baroqueshng casters that he saw at a New York

airport.™°

After Holub made a public statement of self-crginidegrading his earlier work in 1973,
Holy andCulik remark!* he found employment at the Institute for Cliniaatl Experimental
Medicine. His literary work, however, continuedd® forbidden from publication until 1982.
During that time, Holub published anonymously andsamizdat publications. After the
collapse of the communist regime in 1989, Holubemdully became a part of the new literary

mainstream although he continued to write for saveragazines includingidové noviny

® Holy andCulik 143.
10 Holy andCulik 143.
1 Holy andCulik 144.
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(The People’s Paper) arsvobodné slovéFree Word). He is sometimes blamed for not
speaking out openly against the regime in the 18Ras198042 The fact that he was allowed
to travel also raised allegations that he had cadeé with the secret police.

Equally problematic for the acceptance by the Czedtical audience is Holub’s
rational, terse poetic style that in some way djesrfrom the Czech literary tradition. It was
established earlier in the text that Holub’s poetiuverse is intentionally narrowed to
everyday matters in accordance with the PoetryhefBveryday. Correspondingly, Holub
chooses to use a rather simple and deliberateiyelinpoetic voice. The clarity of both the
content and the form is prominent in the aesthetfddolub’s work and, as this thesis will
show, further allows the poetry to be easily comeemto other languages. What some writers
criticize from a literary standpoint as too ratiboaterse, helped to make Holub’s language
well suited to English translation and further taka Holub an internationally recognized

author.

Holub’s lexicon is not expansive, but nonethelesasual. The predominance of his
vocabulary is given to nouns and action verbs. @& ¢ontrary, descriptive adjectives,
attributes and modifiers are mostly eliminated. c#fpeto his poetry is the use of scientific
and medical terminology, which comes from Holubisfpssional life. In 1946, when he
entered the Faculty of Medicine at Charles Universi Prague, he undertook his lifelong
career in immunology. He also attended lecturebgie, philosophy and literary history. In
1953, he received his master's degree and begaartoas a pathologist in a Prague hospital.
A year later, he joined the Institute of Biologwtér Microbiology) at the Czechoslovak
Academy of Sciences. From 1951 to 1965, he wasxbeutive editor of the scientific journal
Vesmir(The Universe). Holub’s scientific and medical kground is reflected in much of his
poetry. In fact, Holub himself considered scienisgimary concerd® and he is often praised
for how naturally he brings these two spheres twgetThe use of scientific and medical
themes and motifs is what is often seen as remirkathis poetry, and utterly new in the

Czech poetic traditiot’

12 Holy andCulik 144.

13 Cf. “Miroslav Holub,” Encyclopaedia Britannica, Encyclopaedia Britannicdi@Academic
Edition, Encyclopeedia Britannica Inc., 2013
<http://www.britannica.com/EBchecked/topic/2697 1&ddlav-Holub> 11 Mar. 2013.

14 Cf. Lehar 759.
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Holub often juxtaposes words to create surreatjgeaAs Paul I. Trensky notes, words
are often taken from “a lexical ambience remotenfrine poem’s subject matter, e.g., the
language of prayers?® Similarly, Wallis Wilde-Menozzi observes that, kolub’s poetry,
different realities from different vocabularies éweced onto the same patfegGrammatically,
Holub’s style neutralizes the most prominent ddfegzes between English and Czech. His
expressions are not reliant on declination, ang thek conspicuous grammatical devices
characteristic of the Czech language, such as dies. Indeed, there are few verbal or
linguistic effects in Holub’s poetry. The employsyghtactic structures are not complicated
and often reoccur. Bohumil Svozil stresses the tigpee use of infinitive sentences and
determines it as one of the main reasons why Hslpioetry gives such a transpersonal
impression.’ In fact, Svozil recognizes the syntactic parasi@lin Holub’s poetry as one of
its distinguishing features, and assigns it asrg meportant function in establishing Holub’s

poetic universé®

Holub’s language is devoid of traditional poetiol®and ornamentation. He writes
mostly in free verse. The lines are often very shoth only two or three words, and the
stanzaic structures are relatively straightforwafis poetry suppresses figurative speech. On
the other hand, it frequently employs repetition gnadation. Holub works with common
poetic tools, such as accumulation and intensi@inaif elements. His ideas and imageries are
carefully developed, yet presented without supetftudetails. Kathryn Murphy remarks that
Holub’s poetry consists of “successive declarasieetences, and relies heavily on oxymoron,
non sequiturs, zeugma, and the surprising juxtéipasof terms from different disciplines or
spheres of experiencé?The formal features of Holub’s poetic world, adlvas the content
and language, are precisely and clearly delimil&dBrabec insists that, unlike figuratively
or metaphorically rich poetic language, Holub empldirect appellation, accentuating the

immediate relation of a word to real®yThe metaphorical is evidently undermined in order

15 paul I. Trensky, “The Kiten Generation in Perspectivdhe Slavic and East European Journal
17. 4 (Winter 1973): 422.

16 Wallis Wilde-Menozzi, “Revising Miroslav Holub3outhwest Revie(2003): 521.

17 Bohumil Svozil Viile k intelektudlni poezii: o basnické tveérdiroslava Holuba(Prague:
Ceskoslovensky spisovatel, 1971) 11.

18 Svozil 15-16.

19 Murphy 144.

20 Jiti Brabec, afterwordAnamnéza: vybor z poezie 1958-1968 Miroslav Holub (Prague: Mlada
fronta, 1964). Reprinted in Holub, Mirosléspisy:Béasre, vol. 1 (Brumovice: Carpe Diem, 2003):
1006.
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to emphasise the factual, material message. Sewpiins it as “an effort to liberate poetry
from the distended poeticd"Trensky captures this when he marks Holub as ttihster of
the miniature, striving at pointed compositionshwia maximum economy of word$?
Renouncing some of the most important resourcea fayet, Holub’s style remains close to
prose. His writing, which avoids subjective impreas and lyricism, has been concisely
described as “terse and matter-of-faét, “telegraphic’®* or possessing a “sloganlike
simplicity.”?®

From the remarks above, it can be seen that Hothk®ric is defined by precision and
explicitness. His poetic language is clearly defingy concrete expressions, in which
ambiguities are avoided. He expresses himselflp@eid unequivocally. Holub’s language is
essentially factual and logical, and it does nopley means symptomatic of Czech lyrical
poetry. Such a language, which is, in fact, moteme on ideas than words, poses fewer
obstacles for translators and is easy to renderatibreign language. Murphy even points out
that the real challenge for the translators liegestraining themselves from adding any extra
information when translating Holub’s poef1 will return to this in the fourth chapter of $hi
thesis, where poems in their original versions andranslations will be compared and
contrasted. All this suggests that the differenmesimilarities to be analyzed are rarely a

consequence of translation obstacles as such.

It was established above that Holub’s writing taghe allows his poetry to be almost
entirely accessible through translation. It shdagdfurther mentioned that such a state is not
accidental in Holub’s case. It was Holub’s own miien to write in a universal language, and
he often said that he wrote his poetry with thaidktranslation in mind. He specifically said:
“Personally, | feel one must write with a sensetfa translation — | have been criticized for
this attitude, but I will continue to have a sen$¢éhe sound, the possibility of rhythm in the

2141,..] asili zbavit poezii zbytalého poetina.” Svozil,Viile k intelektudlni poeziil. My
translation.

22 Trensky 421.

23 Holy andCulik 144.

24 “telegraficky” Brabec 1006. My translation.

25 Trensky 423.

26¢...] the challenges are in fact mostly negativeoiagance of the temptation to elaborate or
ornament.” Murphy 145.
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language of translatiorf.” One may further assume that the fact that he knswork would

be translated into English also influenced theinaly As Holub deliberately chooses his
poetic universe to be centered on everyday objéwtsalso deliberately chooses to use
language that is comprehensible and easily traigtat As Justin Quinn writes, “Holub
dreamed of a poetry that would float free of thiesedens, as shareable across the world as

scientific work is.28

This is a rather unusual situation on the Czeehdity scene, and some critics observe
that it also has consequences for Holub’s reputatidhereas he is praised around the world
as being an international or European poet, thelCrgellectuals are often concerned rather
with him not following the Czech tradition. In tituary forBritské listy JanCulik hints at
this. Through Holub’s own words, he suggests thatdcience-influenced poetry that is, in
fact, not dependant on language (the Czech langumgjg@s case) is the reason for both
Holub’s international success and the unfamiliatitythe Czech reading audiertéén the
review of Poems Before & AfteMurphy sees this as imperative for Holub’s intgional
success. “The simplest reason for [Holub‘s] poptylas the ease of rendering his poems into
English,” she declare$.Holub himself was repeatedly asked to commenthis issue in
various interviews. He often summarizes and cordfiwhat was already suggested—the fact
that he is less reliant on words, which makes hiifergént from other Czech poeBecause
he sees poetry as a dialogue or interpersonal comeation, and because he wants to write
for broad reading publics, he is motivated to keerttost understandable and comprehensible

while writing.3* He says, “[...] because the public which reads amgslpoetry is slightly

27 Suzanne O’Shea, “Interview with Miroslav Holu@ie Poetry Ireland Revie80
(Autumn/Winter 1990): 69)STOR<http://www.jstor.org/stable/25577035> 11 Mar. 201

28 Justin Quinn, “California Dreaming: Miroslav Holalmd Seamus Heaneyyeland and the Czech
Lands eds. Ontkj Pilny and Gerald Power (New York: Peter Langl40183.

29 “Prog pasobil Holub pro kteréétende vCechéch cize a ptamgl tak obrovsky mezinarodni
uspsch: V Glasgow o tom v dubnuekl: ‘Moje poezie se darpkladat, protoZze nenfifis silng
zavisla na jazyce. To je vliwdy, protoze ¥da by nenla byt zavisla na jazyce.” Cf. Jatulik,

“13. cervence zetiel basnik Miroslav Holub,Britské listy 16 July 1998
<http://www.britskelisty.cz/9807/19980716f.html#0%6 May 2013.

30 Murphy 144.

31« Cedti basnici jsou zavisli na slovech. J& nejseilzavisly na slovech. [...] A korg@é, mym
motivem pro psani poezie neni rd@¥ani mého duchovniho obzoru, amlta vydlavani. Poezie je
pro nme dialog. Poezie je mezilidskou komunikaci. #Atgto komunikaci chci byt co
nejsrozumitel®jsi.” In Culik, “13. ¢ervence zetel basnik Miroslav Holub.”
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diminishing, and what can make poetry popular agatomprehensibility, not postmodernist

hermeneutics. So I'm trying to be even more comgnmslible [...]."%?

Miroslav Holub died on 14 July 1998 in Prague atalge of 74.

321n Roy Scheele, “Miroslav Holub,” interviewhe Verse Book of Interviewexds. Brian Henry and
Andrew Zawacki (Seattle: Wave Books, 2005) 255.
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CHAPTER Ill: FOUND IN TRANSLATION

In this chapter, Holub’s oeuvre will be introdugea larger framework, which contrasts
with the perception of his work within the natiostit boundaries as it was described in the
previous chapter. Two major theories have to bertakto consideration before thinking
beyond the national context: the theories of Waitdrature and Transnationalism. In light
of these two theoretical approaches, the concretmple of Holub’s work will be discussed,
specifically in its crossing the national boundarad communicating with others, mainly
English speaking cultures. Holub’s inspiration frand influence on the English tradition will
be explored on both artistic and personal levedstly, the issue of translation will be raised

yet again as it will lead to the narrower interptien of individual poems in the last chapter.

Before | discuss Holub beyond the National, | wansummarize what establishes and
determines Holub domestically to show how, in tagtipular case, the two contexts stand in
a rather striking contrast. While he is a well-rgaaed, respected and influential writer
abroad, Holub is by no means a major poet in thec&zZRepublic (or in the former
Czechoslovakia, for that matter). “Alongside Sejfet.ouis Armand writes, “Holub was
widely regarded by many outside fi8SR to be a major defining figure of the Praguseadity
scene.! Holy andCulik note that while before 1982 “Holub was ostradi in his native
country, his literary and scientific work becamedlwaown abroad.? In his homeland, Holub
has not received recognition commensurate withrftegnational success. Armand remarks
that the famous quotes by foreign artists aboutiblalre “starkly at odds with the reception
of Holub’s work among the mainstream of Czech asdde and critics® From the material
discussed in the previous chapter regarding theclCzentext, there are several possible

explanations for why, in the present day Czech RikpuHolub remains virtually unknown.

Finding reasons for this situation is difficult. éfle are, however, several aspects that
have to be taken into consideration if one asks wiagkes a poet popular or unpopular. One
could posit the following, tentative explanatiorsed on three reasons which are implied in
secondary sources on the neglect of Holub’s workektically: his poetic language, which is
distant from the specificities of Czech languagéd poetic features; the politics of the time

! Louis Armand, “Introduction: The King of MajalesThe Return of Kral Majales: Prague's
International Literary Renaissance 1990-2010, Athatogy,ed. Louis Armand (Prague: Litteraria
Pragensia Books, 2010): 3-4.

2 Holy andCulik 144.

3 Armand 3-4.
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influencing the Czech literary scene, both thenrama; and lastly Holub’s biography, which
includes elements that are objectionable for martyi@l critics. Interestingly, it seems that
the same reasons which might have been harmfubhab's reputation in his homeland were,

conversely, beneficial for his international recibigm.

| have already addressed the issue of Holub’s pdetiguage in the previous chapter,
therefore, this section will focus on select keyeats and their consequences for the reception
of Holub’s poetry. It was established that Holup®etic language is not characteristic of
Czech poetry, insofar as it relies on ideas andjgnarather than on words, which makes it
easy to translate. Furthermore, it was mentioneat guch language helps Holub’s
international reputation, and, at the same timey, distance it for Czech readers. The question

of why it may feel strange for Holub’s home audigntowever, remains.

There are several possible tendencies that maylgjiean this issue. Firstly and most
generally, we have to consider the status of p@etthe most language-based literary artefact,
deeply rooted in the original language with itsafpe rhyme and meter restrictions. If those
elements are omitted, the final picture may seemrtwted” from the original language and,
therefore, distant for the audience that speakSatondly, it is the specific position of the
Czech language, a minor language with its smalhmmlogeneous number of speakers, which
played a key role in establishing and defining @eech national identity throughout its
tumultuous history. Thus, one can assume that pdleatslo not draw on these resources of
language will be less easily identified with theio@al canon. In an extreme case, it might
even lead it to be excluded from the nationalditgrcanon. Holy andulik simply state that
“[flrom a literary standpoint, many writers andta$ could not accept Holub's rational, terse

poetic style.*

The second factor is the political situation aisdnfluence on the literary scene. During
the totalitarian periods of Czech history, literatineld a specific place in society and its
shaping. Those who did not identify with the Essthent wanted more from literature than
its mere aesthetic value. Literature needed tohaeged with important political and moral
potential, and to be open to other interpretatimamtthe monolithic, official onesHolub’s

poetry, then, is not easily classifiable, as in&ther on the side of the official, socialist

“ Holy andCulik 144.
5 Petr Bilek, Cteni I ¢eské literatury 20. stoleti 11,” Department of Caestudies, Faculty of Arts,
Charles University in Prague, Prague, summer sem26i.1/2012. Lecture.
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realism, nor on that of the strong, morally apgeleg anticommunist literature. If we accept
the premise that the Czech reading public favatethture that expressed moral imperatives,
with strong political statements, then the probleor@ception of Holub’s poetry is explained.
Despite a large number of studies that try to ait@ea the political and historical context in
his poems, and interpret them as comments on titecalosituation, Holub’s poetry remains

rather apoliticaP.

Furthermore, there is the question of Holub’'s peasoattitude towards the
establishment. When dealing with such circumstgnebih are external to literatuper se
it is important to realize how the Czech literacgise approaches them specifically. Armand

aptly summarizes:

The apparent ideological rift between a broadlysteen” poetics and the
national sensitivities of some Czech translatosarademics — as made clear
in the case of Holub — has arguably less to do patktics as such than with a
certain “resentment” which applies equalythin the sphere of specifically
“Czechoslovak” and later “Czech” literature of tiperiod, in which dividing
lines are often perceptible in terms of personétips and political histories —
between émigrés and non-émigrés; dissidents anddissients; anti-
communists, socialists, anarchists, democratstaiegts, monarchists; and also

inter-generationally.

The facts that Holub made a self-critical stateniant973 and that allegations of
Holub’s cooperation with the secret police occusrasihce he had been able to travel to the
West in the 1980s “while other Czech authors wanguliishing as nonpersons in the dissident
ghetto,®—are very much accentuated and approached rattsamadly. Holy and ulik write
that some of Holub’s “compatriots fdletrayedby his self-criticism [...] andould not forget
that he had never come out openly against commuinishe 1970s and 19808 'The Czech

6 For instance Louis Armand states Holub is an “egptly apolitical writer.” In Armand 3.
" Armand 5.

8 Holy andCulik 144.

° Holy andCulik 144.

10 Holy andCulik 144. My italics.
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critical field tends to place Holub within the pteimatic domain of extrinsic readings, as the

biographical facts seem to provoke more reactibas Holub’s literary work itself.

Another specificity of the Czech (literary) sceadhie way in which it deals with its own
history. Armand writes, “[flor Holub there was noom after the revolution for the
perpetuation of the ‘ghetto mentality’ that had gowp within the mainstream of
Czechoslovak literature!* Armand then quotes Petr Bilek who described thjse tof
literature as one which, “preferred to dwell on@fe domestic issues rather than be part of
an international exchangé?The disparity between the Czech mainstream anditHis
evident when this prevalent domesticity is compaved Holub, who maintained “a sense of
the artist's moral duty to enquire about the staftevorld at large.*® It does not mean,
however, that Holub was not concerned about hisGaeth history.

An interesting point of view on how Holub coped hwhis past is provided by Wallis
Wilde-Menozzi who interviewed Holub in 1994 in orde gather information for an essay.
This was published only in 2003 with an introduntiy Wilde-Menozzi in which he describes
how Holub made certain corrections to what he fead sriginally in the interview? These
changes “largely concerned his position within cesisip and party politics under Communist
regimes.® These issues of ‘personal truth,” as Wilde-Menazis them—concerning the
political position and including Holub’s claim thatfake ‘recantation’ was produced and
published by the State Security—seemed to be afnemes importance to Holub according
to Wilde-Menozzi. Holub tried to explain his positias ‘non-personhood,’ which was broken
into four stages of humiliation illustrating a “cpiex series of perspectives on his need for
dignity as well as survival [...]*® Wilde-Menozzi suggests that the modifications Holu
made to his original interview, which was inten@dada literary essay, shifted the focus from
Holub, the writer, to Holub, the man. “His ‘lie’ abt whether or not he recanted in order to
obtain certain scientific and artistic space o his country, if it is true, seems an issue
loaded with cultural perspectives,” writes Wilde4Mezil’ This shows the complexity of the

topic: a shift in perspective can affect one’s agindramatically.

I Armand 4.

12Qtd in Armand 4.

13 Armand 4.

4 Wilde-Menozzi 519-530.
15 Wilde-Menozzi 519.

16 \Wilde-Menozzi 520.

7 Wilde-Menozzi 522.
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While this is an issue of importance to Holub hilfis@s well as to the Czech reading
audience as we have shown—it is of no importanceaoy foreign critics, often simply
because they do not find the historical and p@litcontext important or because they do not
know it well. This maintains the idea that foreighenight have been more accepting and
sympathetic to Holub because they were exempt fileenpressures of the historical and
cultural contexts or not interested in it. Wilded\Mdzzi also explains that, in this sense, it is
understandable and significant that Holub reachédar English as another language, not
only in his poetry, but also in his statements reéga his personal history. Language and
science, according to Wilde-Menozzi, allowed Halalstep out from this personal reflection
of his own victimization. Wilde-Menozzi quotes Hblu1 was never—'sufficiently depressed
and desolate'—because of scien&&Justin Quinn argues that ignorance of the Czentegod
may, in fact, be “an enabling agent,” becauselibis the imagination freedom and space to
create without the restriction of knowleddé and further that it “does not imply less valid

aesthetic choice?®

Then how does Holub’s oeuvre change if it is ta@anhof its national borders? In the
introduction | stated that the choice of Holub’sepig is warranted by his international
recognition, especially in the English speaking ldiavhere it even exceeded the attention
given to the only Czech Nobel Prize winner JaroSlaifert?! Additionally, Holub proved to
be influential on several English poets. On sevecabsions, he was referred to as a European
rather than a Czech poet. Moreover, his name daifgears in relation to other national
literatures, thus demonstrating his internatioeévwance. The following are a few examples
of papers in which Holub’s work is discussed ini@as contexts. Quite understandably, the
works of Czech authors in translation such as thesnMore than One Lifdoy Miloslava
Holubova or the poetry of Sylva Fischerova are camag to Holub?? In his article

“Literature's afterlife,” concerning the qualiti@ modern literature and post-war Polish

18 Wilde-Menozzi 524.

19 Quinn 182.

20 Quinn 182.

21 Cf. Buchler.

22“More than One Life,’Publishers WeekI246.24 (14 June 1999): 5Q,iterature Resource Center
<http://go.galegroup.com/ps/i.do?id=GALE%7CA54917&9=2.1&u=unipari&it=r&p=LitRC&sw
=w>, 11 Mar. 2013. And Virginia Parobek, “Sylva ¢herova. The Swing in the Middle of Chaos:
Selected PoemsWorld Literature Today4.4 (July/Aug. 2010): 73.
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poetry, Patrick Morgan concludes with one of Hotupoemg? Similarly, the Irish poet Chris
Arthur uses an experience from Holub’s persona td illustrate a point in his article
reflecting on the Irish expression “broken flagéAdditionally, features of Holub’s poetry
are used as a reference in reviews of poets awsnationalities, for instance in Alan Gould’s
review of the Australian poet Gary Catal&hor in Biespel and Solari’s review on the Chinese
American poet Arthur Sz€.1n another context, the way Holub once definednyds used as

a reference in an article on teaching poétmolub also influenced the South African poet
Wopko Jensma, who mentions him in one of his po@srthermore, Holub was even asked
to be one of the poets to comment on South AfrRaetry in a book of interviews by Robert

Berold?®

If Holub is to be discussed in an internationalteat it is imperative to mention two
theories that regard writers as part of a largerdry world, in opposition to the enclosed
nationalistic view: the theories of World Literaguand Transnationalism. Both of these
theories concentrate on elements that cross thedaoies of the nation and thus are difficult
to cover within the prevalent nationalistic frameloThis approach corresponds with the
trend in recent years where criticism “has beemcbaag for ways to surpass the national

canon as a fundamental organizing principle ferditure.2°

2 patrick Morgan, “Literature’s afterlife Quadrant(Sept. 2001): 70.

24 Chris Arthur, “Broken Flags of IrelandContemporary Revie289.1686 (Sep. 2007): 344.
Ebscohost Psychology and Behavioral Sciences Qioliec
<http://web.b.ebscohost.com.ezproxy.univ-pariséiost/pdfviewer/pdfviewer?sid=3cd2f883-8a8a-
4ff0-91ac-47c7763be539%40sessionmgrll12&vid=2&hi®=126 Mar. 2013.

% Alan Gould, “Family Ties: Australian Poems of feamily,” Quadrant43.4 (Apr. 1999): 83.
Literature Resource Center
<http://go.galegroup.com/ps/i.do?id=GALE%7CA5452Z823=2.1&u=unipari&it=r&p=LitRC&sw
=w> 26 Mar. 2013.

26 David Biespiel and Rose Solari, “Stanley Pluminferview, American Poetry Revie@4.3
(May/June 1995): 43STOR<http://www.jstor.org/stable/27781783> 26 Mar. 201

27 “Poetry is energy, it is an energy-storing anaaergy releasing device.” Miroslav Holub. In
Janette Hughes and Sue Dymoke, “Wiki-Ed Poetryansforming Preservice Teachers’
Preconceptions about Poetry and Poetry Teachilogifnal of Adolescent & Adult Litera&pb.1
(2011): 47.

28 Stefan Helgesson, “Sing for Our Metropolis: SBlace and Media in the Poetry of Rui Knopfii
and Wopko JensmaEnglish in Africa33. 1 (May 2006): 86.

2 Roger J. Kurtz, “South African Poets on Poetryeimiews from New Coin, 1992-2001\World
Literature Today79.1 (Jan./Apr. 2005): 85.

30 Quinn 180.
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In the bookWhat is World Literature®avid Damrosch looks at how works change as
they move from national to global contexts. He dexd, “[a]s it moves into the sphere of
world literature, far from inevitably suffering ads of authenticity or essence, a work can gain
in many ways,?* and claims “a literary worknanifestsdifferently abroad than it does at
home.”®? The way Damrosch looks at the transformations dfoak in circulation and
translation is significant for an interpretation lgblub. Transnationalism, as proposed by
Jahan Ramazani, Peggy Levitt and Sanjeev Khagranimportant for this text as it
concentrates on common poetic features and fornisegstransgress borders. The emphasis
on the extra-national influences, on movementssingsthe boundaries, and on literary

conversations between cultures are symptomatichaet Wappens when dealing with Holub.

These theories aspire to cover a vast range obtitee, which encounter obstacles in
particular applications. For example, literatunesss boundaries mainly in translation, but the
capacity of people to speak different languagédisnised. Also, the institutional possibilities
are restricted and, therefore, the separation nfewsity departments according to national
canons is preferable. Despite the obstacles mesttjadeas that these theories propose are a
useful tool for the aim of this thesis as they atgate aspects (even see them as central core
principles) of literature that very well suited ldbls poetic creation. In the light of this general
theoretical framework, | will now concentrate sgieaily on the concrete relation between

Holub and Anglophone countries.

Holub’s encounter with the English speaking wosldéscribed in detail, notably, in lan
Milner’s paper “Microscope and Magic: Miroslav Hbland his Poetry®® Some important
dates and events will be outlined here. lan Miltiez,New-Zealand born Prague resident, was
Holub’s first translato?? In the winter of 1962, the British poet, essagistl critic Al Alvarez

visited Prague, and Milner showed him some of Hslulecent poems that Milner had

31 David Damroschyhat Is World LiteraturePPrinceton: Princeton University Press, 2003) 6.

32 Damrosch 6.

33 lan Milner, “Microscope and Magic. Miroslav Holamd his Poetry,l.ondon MagazinéMar.

1988): 78-82.

34 Holub and Milner met in person. However, they giféering accounts of when they first met.
Milner says it was ,soon after soon after the pedilon of his first volume [1958]” in “Microscope
and Magic. Miroslav Holub and his Poetr{zdndon MagazinéMar. 1988): 78-79. Holub’s account
is in James McNeisiDance of the Peacocks: New Zealanders in ExilaénTime of Hitler and Mao
(Auckland: Vintage, 2003), 308, 316. Their meetma the first case dated in the mid-1950s, and in
“1963 or 1964" in the second case.
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translated with his wife. Holub made his debut loe English literary scene with two poems
published by Alvarez in the issue of 16 June 1968heObserver under the headline “The
Poet and the Knife.” A volume of selected poemisanslation by Milner and George Theiner
was published in the Penguin’s Modern Europearesani 1967 with Alvarez’s introduction.
Later, his work was brought out by Faber and Blaed#&lolub read at major poetry festivals
like Rotterdam, Toronto, Cambridge, and on many Acae campuses. Milner remembers a
reading from London, 1969, which was describedThe Times*“[Holub’s] delivery was
granular, close to the bone. The translations gpetnuunexpected duet with the originals, and
the audience rose to a brilliant readifigHolub’s poems were printed in tAf&.S London
Magazine New StatesmaistandandEncountey and in American, Canadian, Australian and
New Zealand journals. Holub himself was a frequemntributor to British journals like
Encounterand theTimes Literary Supplemenin the spring of 1979, he was invited to be a
writer-in-residence at Oberlin College, Ohio. Whitolub could not publish books in
Czechoslovakia until 1982, volumes of his poetryesgyed in EnglishAlthoughpublished by
Jonathan Cape in 197lIptes of a Clay Pigeoby Secker and Warburg in 1977, a selection
of the early poemSagittal Sectiorin 1980 andnterferon, or On the Theatéwo years later

in Oberlin’s Field Translation series). BloodaxeoRs published®n the Contrary1984),The

Fly (1988),Poems Before & Aftef1990),Intensive Care: Selected and New Po€irg96),
andThe Rampagél997). Besides lan and Jarmila Milner, transkatidfrHolub’s poetry have
been Ewald Osers, George Theiner, David Young, Didd@laova, Rebekah Bloyd, Stuart

Friebert and James Naughton.

Also, Holub’s medical and scientific work enablachtio communicate with the world.
“Science kept me connected to a larger world wHoselers have few confines,” quotes
Wilde-Menozzi*® Alexandra Biichler, in her introduction 8x Czech Poet®xplains why
Holub appealed to an English speaking audienceatMiroslav Holub is by far the most
widely-known Czech poet is symptomatic of the readgeptance of cerebral poetry of linear
thought, ‘universal’ ideas and easy-to-deciphexgaties on the one hand, and of a reluctance
to engage with poetry referring to an unfamilialtual and literary context on the othér.”

Holub was also a part of a larger influence of BmamstEuropean writers on British and

35 Qtd in Milner 79.
%6 Qtd in Wilde-Menozzi 522.
87 Buchler.
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American poetry in the period from 1960 to 1$8@ was a time, Quinn remarks, when
English poets, including Seamus Heaney, searchietticcal and aesthetic models in Eastern
Europe, because they were not to be found in tveir tradition3® Along with other Eastern
European poets Czestaw Mitosz, Vasko Popa, JoseplsBy, and Zbigniew Herbert,
“[Holub] was to become one of the most influentets on Anglophone poetry in the
following two decades? Quinn writes. lan Milner rephrases Ted Hughes, &hsociates
Holub with the Yugoslav Popa and the Polish Herleestall “working from deeper wells of
experience than most western writétsind further mentions in an editorial for a 1968

of Modern Poetry in Translatiodevoted to Czech poetry, “[tlhe Western poet pestenvies
his brother in the East...the reality of the thread the danger is not his. There is a tendency
for the Western poet to become isolated and tuwaids, whereas the poet of the East is in
tune with the rhythms of his people in a much mdimect and dynamic way* This
recognition of the disparity between how the Westnd Eastern literary worlds worked—
as they were also politically separated into twapay the Cold War—is not unique for
Hughes. Seamus Heaney also “acknowledges the -ketrary’ attraction of an audience to

whom poetry really mattered®And then there is Philip Roth’s well-known statere

When | was first in Czechoslovakia, it occurredre that | work in a
society where as a writer everything goes and ngtmatters, while for the
Czech writers | met in Prague, nothing goes andy#ivieg matters. This isn't
to say | wished to change places. | didn't envy thersecution and the way in
which it heightens their social importance. | dideven envy them their
seemingly more valuable and serious themes. TWializiation, in the West, of
much that's deadly serious in the East is itseBulject, one requiring
considerable imaginative ingenuity to transfornoiaompelling fictiorft*

This search for deeper values justified by politioppression in Eastern European
poetry, which was one of the reasons why Holubiw@sduced by Alvarez to English, needs

further exploration. It was suggested that Holut dot satisfy the demand for a strong

%8 Quinn 179.

39 Quinn 180.

40 Quinn 183.

41 Milner 80.

42 Qtd in Murphy 143.

43 Murphy 143.

4 Hermione Lee, “Interviews: Philip Roth, The Artittion No. 84,"The Paris Revie\{Fall 1984)
<http://www.theparisreview.org/interviews/2957 /th-of-fiction-no-84-philip-roth> 2 Feb. 2014.
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political anti-communist statement from the Czecldiance. Yet the English-speaking
audience, looking from the other side of the Iramt&in, was able to find political comments
filling the gap of values missing in their capisalsociety. This only proves the impact of the

phenomenon of the Cold War on art.

Before Holub was brought to English by Milner anlg@akez, he had been influenced by
several English poets. This part of the chaptelrfatius on the sources of inspiration Holub
found in the English world. The poet that seembdamost influential for him is William
Carlos Williams. David Graham notes “Holub bringge tdistinctly rational intellect of an
experimental scientist. Like William Carlos Willimaywhom he admires, Holub maintains two
full-time careers [...].*° Kathryn Murphy points out that with Williams, “Hdab shared an
insistence on ‘No ideas/but in thing$%Holub himself mentions Williams as an inspiration,
but also admits that he “doesn’t get some of hap®*’ Another influence Holub mentions,
along that of Williams, which moved his poetry imtwre relaxed, free verse line, were the
movements in 1960s England and America. Holub rafars to the influence of Ted Hughes,
Seamus Heaney and Craig Raine. Justin Quinn spabtifimentions the influence of
Ferlinghetti, Corso and Ginsberg on &stengroup as a whole, and further compares Holub
with Ferlinghetti and Heaney in det&flHoly andCulik mention the influence of T. S. Elitt.
Holub himself acknowledges other poets he admmespong whom are Galway Kinnell,
Russell Edson, C. K. Williams, John Ashbery, Rol@reeley, David Young and Stuart
Friebert. Reviewers, remarks Quinn, tend to plac&ubl whose literary culture is mostly
unknown, into a larger context including Primo Leand Ezra Pouné and the
Confessionals! Holub is also associated with Samuel Beckett énvilay his poems express
the ambience of the absuidFinally, affinities with Holub’s poetry and moremerally with
European poetry (Zbignew Herbert and Vasko Popag lagso been made with the poetry of

5 David Graham,“The Frightened Fawn of Sense: Mindl ldature in the Poetry of Miroslav
Holub.” The American Poetry Revied@.4 (July/Aug. 1987): 3.

46 Murphy 145.

47 Roy Scheele, “An Interview with Miroslav HolubPoets and Writers Magazir#®:6 (Nov./Dec.
1992): 30.

48 Quinn 189-194.

49 Holy andCulik 144.

%0 Oliver Reynolds, “A Voice for the Mute,” review$ Boems Before and Aftévanishing Lung
SyndromeandThe Dimension of the Present MombwntMiroslav Holub,TLS(May 1990): 467.
5L Al Alvarez, IntroductionSelected Poemby Miroslav Holub, trans. lan Milner and George
Theiner (Harmondsworth: Penguin, 1967): 11.

52 Milner 81.
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Louis MacNeice? The example of the movement of inspirations arilliémces that come
from England to Czechoslovakia and then return imaasformed way is an index of the
transnational notion of routes instead of rootsouiced by James Clifford. Transnationalism

proves useful for describing Holub’s journeys bey@zrech borders.

53 Alan Gillis, “Any dark saying’: Louis MacNeice ithe nineteen fifties,Irish University Review:
a journal of Irish Studied2.1 (May 2012)Literature Resource Center
<http://go.galegroup.com.ezproxy.univ-
paris3.fr/ps/retrieve.do?sgHitCountType=None&soEtRVANCE&inPS=true&prodld=LitRC&u
serGroupName=unipari&tablD=T001&searchld=R3&resigtLype=RESULT_LIST&contentSeg
ment=&searchType=AdvancedSearchForm&currentPosifi&gontentSet=GALE|A293948865&&
docld=GALE|A293948865&docType=GALE&role=LitRC> 250M. 2012.

31



CHAPTER IV: CONFRONTATION

From the two previous chapters, the notion of Halyloetry is ambiguous. There seem
to be two major tendencies in describing his wadihke first one, which is mostly included in
sources written by Czech critics, almost alwaysgdaHolub only within the context of the
Poetry of the Everyday. He is mostly regarded aseanber of thekKvéten group. Features
common to all writers of this period are emphasiZdte changes that this group introduced
to the Czech literary scene after the schematiak@alism of the fifties are often highlighted,
but with no special focus on Holub (with the exeeptthat he is marked as the first poet to
introduce scientific language into the Czech potadition). There is no other prominent
discussion of political ideas in Holub’s poetry. hie other hand, his personal attitude towards
communism is debated quite widely and even intéaioms of his poetry are often loaded
with unfavorable political and biographical contexf he is criticized for not acting against
the regime openly, one can assume that the poetityilsutes to this picture. His work is then
interpreted within the limits of Czech historicaldapolitical context. In the largest online
dictionary of modern Czech authors, no foreign sdeoy sources are mentioned for

examplet

On the other hand, we have the second tendencyimeatrin sources written by non-
Czech authors, i.e., authors whose primary acaes®lub’s poetry is through translation.
These critics approach Holub without further ins¢éne theKvéten group. The majority of
essays on Holub mostly omit the personal with twaegtions. The first is how Holub himself
presented his political views and his life; themswtis the appreciation of Holub’s personality
as a witty, humorous and ironical man. These lé&stet features become defining
characteristics. Even short articles mention thpeeat, as it was, along with Holub’s ability to
connect science and poetry, characteristic fopbetry. The obituary in thdew York Times
for instance introduces him as a “[...] poet and imologist known for his ironic wit, his
impatience with irrationality and his knifelike gogfull of scientific imagery.? lan Milner
remarks that “[Holub] had a fund of social anecdooen which he drew with ironic wit>

The interpretation of his poetry is more independeincontextual analyses and is more

! Bohumil Svozil and Karel Piorecky, “Miroslav HolilSlovnikceské literatury po roce 1945

2 Sarah Boxer, “Miroslav Holub is Dead at 74; CzBdet and ImmunologistThe New York Times
The New York Times Company (22 July 1998): Al7.
<http://www.nytimes.com/1998/07/22/arts/miroslavtimis-dead-at-74-czech-poet-and-
immunologist.html> 14 Nov. 2013.

3 Milner 79.
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regarded as a self-sufficient unit. If he is assimad with other poets, those are the Eastern
Europeans, whose main characteristic is recogragedtie artistic creation under the pressure
of the Eastern Block during the Cold War. Thiseshaps because foreigners saw the former
Czechoslovakia as a part of the world on the ostide of the Iron Curtain, in which, as
described by Roth, artists had a cardinal role pressing the ideas of society under

communism. It is clear that two distinct culturaadings are undoubtedly at work.

It is important to remind that despite looking framio opposites sides of the Iron
Curtain, defined by two different sets of cultuaald political circumstances, the readers still
share their focus: the poetry. The context intetodhe poems allows various interpretations
that are then shaped by the external factors. Becalithe poems’ universal aspect, political
as well as generally human meanings can be foutieem. Holub might have wanted to write
understandable poetry, but one can argue that fidyhaanted to write poetry with one
unequivocal meaning. A means to achieve that isthealled Aesopian language that allows
multiple interpretations. Holub reflects on thetfdrat poems should not, in fact, be interpreted
indisputably:

You know, | hate the explication which points tpa@em and asks, “What
does it mean here?” | don’t mean anything! You pesid it, and either you get
it or you don’t. There is no home truth or philobmal message in the poem;
it's just a feeling, a hint about something. San hinting at something in a
poem, and | would advise: Read my poems in this. vixag don’t try to treat a

poem like a crossword puzzl@.”

When he says that poems should not be solvedaswveord puzzles, one can imagine
that he means that a poem’s meanings and intetipretashould not be restricted to a
prescribed grid. It should not try to fit a rigiorfn prepared by someone else. | understand the
above quote as an appeal to the readers to a¢meptrits from the poems and interpret (or
maybe rather feel them) without restrictions. WAdrarez asked Holub if he had any poetic
theories, Holub wrote a paper named “Some verwiddal points/valid on June8 1965,
17.00 hrs,® which shows his awareness of the changeable nafutieeories. Ideas once

expressed may change, and one should not assuiestigrmal applicability. From these

4 Scheele, “An Interview with Miroslav Holub” 25.
5 Alvarez 10.
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points, we also learn that for Holub “art is onkperimental” as opposed to science, which is
experimental and theoreticaln his poems, experiments play an important rolpeople’s
lives. It is a necessary part of our nature whikbmes us to broaden horizons and discover
new worlds. The experiment itself is in some casege important than the results it brings,
as for example in the poem “Pes v lomu” (A Dogha Quarry) in which boys go through an
adventure to save a dog. The end of the poem ieréTare days when no answer is needed.”
His poetry often mocks teachers who think they haoreect answers to everything and try to
impose them on pupils. While Holub’s art is perhapsexperimental in form, it is so in its
juxtaposition of items that we rarely associateisTdssociation, however, brings us a new
understanding of reality, although it may be ingadble. This notion distinctly appears as a
theme in Holub’s poetry. For example, take the ptamocny slabik# (The Sick Primer).

In this poem, the idea of children making their gevimer from their own thoughts and ideas
is in opposition to the teacher’'s view, for whomclsuan unclassifiable activity is

unimaginable.

Then how does this background help us to underdtamdiifferences in the cultural
readings and identify their reasons? The aim af ¢hapter is to examine this on analyses of
selected poems in the original and translation tanelixplore the validity of the theoretical
background. In other words, what differences andlarities do readers see when they look
at the same poem in Czech and in its English nataeind how does it correspond with the
background presented above? The Czech poems wiitdgefrom Holub’s collected poems,

a critical edition with extensive notes that in@uwalso a list of variants that appeared in poems
published more than once. In our case, none okxaenples used have, according to this
edition, more variants. Therefore, unless Holubvigled the translators with unpublished
versions of these poems, we can claim that theréifices appear only in translation.

Firstly, | want to focus on Holub’s approach tonskation which established the final

form of poems that will be presented. It was alyea@ntioned that poetry as such is the most

6 Alvarez 10.
" Miroslav Holub,Poems Before & Aftetrans. lan and Jarmila Milner, Ewald Osers, Georg

Theiner, David Young, Dana Habov4, Rebekah Blodildiroslav Holub (Tarset: Bloodaxe, 2006)
76. Translated by George Theiner.
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difficult genre to translat&@ However, it seems that Holub turns this on itschead actually
uses translation as one of his poetic principlesan interview, Holub proposes that Czechs
should “preserve the language and go bilingualhdwe a sense of “inner translatiohHe
also reflects on it elsewhere, “I was told by samportant people at the American embassy:
You are only protected here by being published @dhioSo | learned in the 1970s to write
with the view of the English translation in my mihd nowadays | write almost immediately
both language version$®There seems to be a positive and productive oelstiip between
Holub’'s emphasis on capturing the essential inghiras something independent from
language, on the one hand, and easy and exadiatians on the other, and vice versa. From
Holub’s explanations, it is clear that the awarenefstranslation ultimately influenced his
poetic choices already in the creating process.v@wsely, these choices retrospectively
influenced the actual translation. With such aituaté, Holub has been an inspirational source
for other fellow poets and translators. For inseadan Owen wrote in an essay on translating
Baudelaire, “IS POETRY what is lost in translatidviitoslav Holub, for one, did not agree
with Robert Frost. His counter-definition of poetias ‘what is preserved in translation.’ |
hope so.** On a similar note, a poet and a translator Ke\ant reflects, “[tlhe very fact that
the language of the translations was often flateneeasier for me to grasp what was essential:
the ways in which new perspectives could be disaalienew parables could be told, and
ordinary things could be opened up to illuminate #trangeness of being aliv€. This
comment helps us understand the way Holub sawlateors Tomas Transtromer addresses a
similar issue and looks at the relation betweeaearpand its concrete realizations in different

languages,

8 One phrase illustrating this by Arne Novak, “Aviakia! Pra¥ lyrika to je, ktera nejtize a zarave
nejméré dokonale pronika z domova do ciziny, ztracefic@mto gechodu v rukach tluntmika
nejvice ze svého barevného pelu na motyliétiliéch a jsoucifpravena v reprodukci vzdy
nedokonalé o hlavni své kouzlo melodické.” In ANmvak, Déjiny ceského pisemnict@Prague:
Sfinx, 1946): 8.

9 Suzanne O’Shea, “Interview with Miroslav HolulFie Poetry Ireland Revie80 (Autumn/Winter
1990): 69,JSTOR<http://www.jstor.org/stable/25577035> 11 Mar. 301

10“A conversation with Arnost Lustig and Miroslav ldb,” Trafikal (1993): 157. Qtd in Armand 4.
11 Jan Owen, “A parallel music: Translating BaudeldiSoutherly63.1 (2003)Literature Resource
Center
<http://go.galegroup.com/ps/i.do?id=GALE%7CA126482&v=2.1&u=unipari&it=r&p=LitRC&s
w=w> 25 Nov. 2012.

12 Kevin Hart, “Tracking the trace: Why are poetsasivacted to translating other poets? Kevin Hart
reflects,”Meanjin64.4 (Dec. 2005),iterature Resource Center
<http://go.galegroup.com/ps/i.do?id=GALE%7CA140656G&v=2.1&u=unipari&it=r&p=LitRC&s
w=w> 1 Dec. 2012.
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Let me sketch two ways of looking at a poem. Yo parceive a poem
as an expression of the life of the language itselinething organically grown
out of the very language in which it is written—Ary case, Swedish. A poem
written by the Swedish language through me. Impdsgio carry over into
another language. Another, and contrary, view is: tthe poem as it is
presented is a manifestation of another, invisgdem, written in a language
behind the common languages. Thus, even the ofigémsion is a translation.
A transfer into English or Malayalam is merely timisible poem's new
attempt to come into being. The important thingvieat happens between the
text and the reader. Does a really committed reasleif the written version
he reads is the original or a translation? Probally is the answer to that
question. The reader consumes the text and deesmit about its origins. But
the consumption will be greatly aided by the quyatit the text—that is, the

quality of the translatiots’

According to this idea, Holub’s poetry is more eg@ntative of the second view, and
that his work can be considered a manifestatiorthese “invisible poems, written in a

language behind the common languages.”

One sees an example of such a language in the ‘pdeacha’* (The Fly)!® The poem,
both in Czech and in English, accurately exemgifidolub’s use of language. The
presumptions regarding language proposed in chapterprove to be valid with little
exception. The description is matter-of-fact andrds are reported in short, telegraphic lines;
poetic ornaments, on the other hand, are givda Bftace. The repetition and gradation are
present in variations of wordse{ / sugni / sténani) and phrasesi€la si nozky / Na
rozparaném koni; S ulébnim usedla / Na modry jazyk; &da klast vejce / Na jediné oko

Johanna Uhra). Figurative speech is suppressedhddra is an easily translatable narrative.

Certainly, there are dissimilarities between the@&@zand English versions that arise
from the different natures of the two languageshsas the impossibility to express “musak”
in English by one word (although it is a neologisnCzech, it has a clearly understandable

13"Splendid Sights: Four European Poets,” revievBidodaxe Poetry Introductionsetlited by Neil
Astley, The Poetry Ireland Revie®7 (Aug. 2006): 31JSTOR.
<http://www.jstor.org/stable/25625469> 25 Nov. 2012

14 Miroslav Holub,Spisy: Basa, vol. 1(Brumovice: Carpe Diem, 2003) 136-137.

15 Holub,Poems Before & Aftes2. Translated by George Theiner.
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meaning derived from its root). Such differing muofogical and syntactical structures are,
however, insignificant for the transfer of meaniktplub’s deliberate choice of vocabulary

and grammatical structures allow the translatioodiovey virtually the same meaning as the
original. Although written in two different langues, the two versions of the same poem
express the same message. As it is the case wghdge, rhyme and meter in Holub’s poems
are hardly problematic for translators. Genergblgaking, Holub’s readers do not lose or gain
anything from the poetry in translation as Holuteha uses traditional poetic forms. Neither

metre nor rhyme is a fundamental principle of lostpy.

There are, however, a few distinctions that mdsiyi resulted not from the linguistic
and poetic possibilities of the translation frome€z to English, but from the translators’
choices. These choices—notably the recurring ghifierspective caused by the change of
verbal voice—need further exploration as they niégcathe reading of a translated text. For
instance, in the original of the poem “O Popelc€inderella), Cinderella is evidently
presented as the person to sort out the peasi¢depen hrachipbere;1® she is the agent of
the action. In English, the same line is expregséue passive voice and the agent disappears,
“And yet the peas, theyill be sorted out®’ Similarly, in poem “Hodina &episu” (A History
Lesson) there is a distinguishable second persoreasied in the Czech lines, “Kraloveé / jako
kdyz poustis / zlata prasatka nenst, ™8 but it disappears in the English translation, ‘@&
like golden gleams / made with a mirror on the W&IOn the contrary, the pronoun “you”
appears in the translation of the poem “Polonid&signius). In English we read “You buy
him,”?° whereas, in the Czech original, there is “Prodses&* This reflexive form of the verb
“to sell” can have two meanings—it is either a gahstatement or it implies that Polonius is
selling himself. This ambiguity is important becauke use of “prodavat se” as in the later
context would have negative connotations; it igifse example with prostitutes. Most Czech
readers are likely to notice this connotation, #redfact that Polonius has an active role in his
own corruption is therefore highlighted. The traestl line shifts this emphasis slightly. Such

shifts in perspective may emphasize or diminishegain aspect of a particular poem.

18 Holub, Spisy: Bas# 10.

1" Holub,Poems Before & Afte24. Translated by Ewald Osers. Osers’ italics.
18 Holub, Spisy: Bas#1115.

19 Holub,Poems Before & Aftet4. Translated by George Theiner.

20 Holub, Poems Before & Aftes6. Translated by lan Milner.

21 Holub, Spisy: Bas& 154.
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Nevertheless, they do not have a major impact etrémsference of the poem’s meaning. The

imageries, logical structures, and messages asenved.

A more radical impact, in my view, is caused byestbhanges made by the translators
for no obvious reason (e.g. for metric or rhymeursgments etc.). The omission or addition
of words and phrases in translated poems and eliffestanzaic structuring are among them.
Here are some examples of poems in which somettasgadded or omitted. To facilitate the
identification of these changes, the parts whiclewamitted in English translations were

italicized in the Czech original, and the partsetitb the English versions are also in italics.

Umiela veer?

Popel byl hruby / jaka obyejného
Hnedého/ uhli

Nemocny slabik&*

A déti si musi / samy
namalovat slabikg / nekteré maluji teku,

Poledné®
Nebe je sladké / jako tvgiz milujeme.

Vylov?8

A hraza skeli
a hiiza slizu,
ovalna heiza tlamy// spokojeg

Death in the evenify

The ashes were coarse
As coal

The sick primér

And children / themselves
will have to paint a dot,

Midday’

The sky is sweet /as a face welo
that day

Haul of Fisk’

And the terror of the gills
and the terror of slime
contentedly

These modifications change the poem in transldtatifferent extents. The title of the
poem “Doma” was in English changed to “Home I.'tide is a significant part of a poem, by
which the author usually indicates the subjecthefwhole poem. As a result, these changes
are in my opinion unwarranted and negative. Sucllse the case with the change in the

stanzaic structure through the translation. In sy@wems, such as “Nemocny slaliik@ he

22 Holub, Spisy: Bas#i 72.

2 Holub,Poems Before & Afte36. Translated by George Theiner.
24 Holub, Spisy: Bas#i118.

25 Holub, Poems Before & Aftet6. Translated by Ewald Osers.

26 Holub, Spisy: Bas& 123.

2" Holub,Poems Before & Afte47. Translated by Ewald Osers.

2 Holub, Spisy: Bas#i128.

22 Holub,Poems Before & AfteB0. Translated by Ewald Osers.
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Sick Primer) or “Noc v ulicich” (Night in the Strisg, the translators—in this case Osers and
Theiner respectively—regroup some of the stanzgsirh these changes cause interpretive
differences. This might change the flow of readiaggd one might personally disagree with
the translator’s decision, but to argue that thedlated poem differs dramatically from the

original would be an over-statement.

Furthermore, one might address the problem thaersavho access Holub’s poetry in
English are presented only with a selection of ppehat has been chosen for them by
someone else. They cannot thus have a pictureeqidbtry as complex as the readers of the
original versions. For example, poems such as “Dsiuzba” (Day Duty) or “Achilles a
zelva” (Achilles and the Tortoise) that gave nantesntire collections (which implies their
significance in the given collection) are not tdated. Also, many of Holub’s collections are
subdivided into smaller units. This subdivisionagipears in the translation. Moreover, these
units are often introduced by a citation completimgfinal impression of the units on readers.
The readers of the English version miss, for exaftpk information that the poem “Polonius”
(Polonius) is in the collectioBlabik& (Primer) in the part called “Naukactoveéku” (Study
of Man), which is introduced by a citation by SLéc, “I believe people evolved from apes.
But | do not believe they are of one kind.This citation underlines the malice between men
in the poem and the reader of the translated versioot aware of that. Of course, this problem
could be solved by translating all the collectiomsheir entirety, but, until then, one should
be aware of these facts and approach the poemshigtknowledge.

Although there are some other formal issues thaome interpretations may cause
different readings (e.g. the use of italics thatuss in the translation, but not in the original),
we may conclude that in spite of the limits thatrevdescribed, the English translations of
Holub’s poems correspond strongly with the Czeahirwals on the formal level. It is certainly
true that they cannot be completely identical duthé very nature of the two languages, but
the differences are negligible for the transferentemeanings. Thus, the readers of the
translations encounter virtually the same poentseseaders of the originals. The differences
are, therefore, caused not by form, but by context.

On the edge between formal and contextual liestrdmeslation of proper names. A

translation of a poem that keeps proper namesein dhiginal language will inarguably give

30“v&rim, Ze lidé pochazeji z opic. Ale rigim, Ze z jednoho druhu.” HoluBpisy: Bas&151. My
translation.
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the impression of something more exotic than astedion that changes them. In Holub’s case,
this varies. In the translation of the poem “Napale(Napoleon), the local boy remains
FrantiSek®! In the translation of the poem “Abeceda” (Alphdbtte Jéna Street remains in
Czech as welt?In “Pét minut po naletu” (Five Minutes After the Air Rajan the other hand,
Nadrazni tida becomes Station RoZdAlthough it can play an important role in indivialu
poems, this phenomenon does not occur steadilyggnoudraw a general conclusion from it.
On the other hand, what is relevant to the arguroktitis thesis is the fact that Holub hardly
limits the reality represented by proper nameszedd facts. He employs figures from various
geographical, historical and mythological conteatsj thus creates a wide range of references
with which readers can identify. Interestingly, tpeems dealing with English facts—
“Piccadilly Circus” (Piccadilly Circus) and “Greeinhskycas” (Greenwich Time)—have not
been translated, but there are many others ingudieign facts that were translated. Among
others, the figures in these poems include Napoléeanne d’Arc, Albert Einstein, Galileo
Galilei, Pablo Picasso, Immanuel Kant and otherd 942, Holub graduated from a grammar
school where he received an education with emplosisGreek and Latin literature, which is
often reflected in his poems. Holub certainly dalsé some of his poems on a specifically
Czech context, but by employing foreign facts, hiages his world outside the Czech lands
and history. The alien element of Czech partictyas then eliminated in translation. The
choice of historical figures is also an expressibasteem for a common shared world. Holub

thus becomes, as he wanted in language, more galver

This universality may at first appear in contraghviHolub’s emphasis on the concrete
and the everyday. However, in Holub’s case theseeaqats are not mutually exclusive. Rather,
the universality and the basic facts and objectsptement each other. The universality is a
consequence of reductions to concrete objectsewlngése objects, on the other hand, come to
represent universality. Bohumil Svozil similarlycognizes a concept afadindividuality
(something that is above the individu#iAccording to Svozil, Holub presents situationd tha
are only outlined in their contours and are represg by mere elements. Yet these contours
and elements have a fundamental validity for defifersituations. Svozil says that Holub

31 Holub, Poems Before & Afted4. Translated by lan and Jarmila Milner.

32 Holub, Poems Before & Afte43. Translated by Ewald Osers.

33 Holub, Poems Before & Afte37. Translated by George Theiner.

34 Bohumil Svozil,Viile k intelektualni poezii: o basnické tvéridiroslava Holuba(Prague:
Ceskoslovensky spisovatel, 1971) 56.
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reduces situations to their “skeletofi.ln a similar way, Seamus Heaney admired Holub’s
ability to lay things bare. But this bareness doetsstop at the surface, Heaney suggests. In
his words, Holub’s poetry explores “not so much s$kall beneath the skin, more the brain
beneath the skull® Complex situations are represented by these redelegnents. Svozil
further argues that such reduced situations arewveepof concrete and individual features,
and acquire characteristics that exceed the ingalié’ The elements, which may be
represented by an object or a figure, do not mamgtyesent themselves. They represent a

category; they become models and types, and thragrizeuniversal.

In addition, this idea of reduction to reach thedamental—and thus universal—is
supported by enumerations, which, as we mentiametapter two, are a common poetic tool
in Holub’s poetry. Holub often names items in & hghether they are objects, people, places
or anything else. The practice implies that they iaterchangeable. The series of objects
creates the impression that the list is not limigedl, therefore, opens possible spots to be
filled in by the readers. For example in “Patoldgifathology), Holub enumerates “the
tongues of beggars / the lungs of generals / the efjinformers / the skins of martyr$.The
variation has an accentuating impact in the poerputs together various concrete items
which, as a whole represent a paradigm to whicbemamay add their own terms. In this
poem, the relationship of body-parts and peoplengphasized through repetition and it
becomes more important than the individual itemmeth A structure in which a particular
body-part defines a man’s activity—the tongues repgesentative of beggars, the eyes of

informers, etcetera—is established.

The enumerations also carry a principle of equality democratization. Even though
the items are listed in order, the hierarchy isimportant. The message would not be changed
if they were switched. Listing them also meansipgtthem at an equal level. This may be
well proven by the poem “Ambulance” (Casualty)wihich it is supplemented with an ironic
twist. Holub writes, “they bring a hundred whitedoes / a hundred red bodies / a hundred

black bodies.?® The fact that bodies of different colours areelistseparately gives the

3 Svozil, 56.

3% Seamus Heaney, “The Fully Exposed Poe@gVernment of the Tongeondon: Faber and
Faber, 1988) 46.

37 Cf. Svozil 56

%8 Holub, Poems Before & Afte?9. Translated by George Theiner.

% Holub, Poems Before & Afte80. Translated by Ewald Osers.
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impression that they are differentiated. The whomem, nevertheless, results in the opposite
meaning. When a man is reduced to a corpse, tloeircof skin is of no difference. Another
example is a list from the poem “Vybuch” (Explosiptpeople with shovels / people with
hopes / people with ragé”Placing shovels and rags on the same list witretighow that
feelings, emotions and ideas are inseparable frbjacts, and they seem not to be two
different things, but rather two declarations o¢ ttame element. Holub easily lists such
various items in one poem and, therefore, imphesttansition that takes place from objects

to a larger, universal world.

The specificity of this object-world relationship what critics often recognize in
Holub’s poetry world as microcosms and macrocosntstheir mutual relationship, along
with a focus on man'’s role in these relations. AsyALing also notice4! the best index of
this notion is the poem “Kdla” (Wings) introduced by a quote by Williams @arWilliams,
“We have a microscopic anatomy / of the whale ¢ this / reassuring*? In the poem, the
microcosm is represented by microbes, and the masno by the universe. Their relationship
is presented as a mutual one as the phrase “We/lzareap of the universe / for microbes,”
is immediately reversed to “We have / a map of arofie for the universe.” These two
opposite poles of one connected world are thensfoamed into a man’s life, whose
microcosm includes “the ability / to sort peas) tup water in our hands, / to seek / the right
screw / under the sofa / for hours.” This abilgyihat brings him to the macrocosmic universe,
because “This / gives us / wings.” Holub works wiifs theme as he works with language—
he minimizes the world into a fundamental reductnich has a universal validity. Similarly,
his language is simplified to become the index ddas, and as such can be understood

universally.

40 Holub,Poems Before & Afte38.

41 Amy Ling, “The Uni(que)verse of Miroslav HolubBooks Abroadt8.3 (Summer, 1974): 506-
511.

In this essay, the Wiliams quote is. “We have arasicopic anatomy / of the whale / this / gives /
Man / assurance.” It is then different from the anBoems Before & After

42 Holub, Poems Before & AfteB0. Translated by George Theiner.
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CHAPTER V: CONCLUSION

Just as the small activities of men in the poerridka” (Wings) reach to the outer world
into a general sense of humanity, so Holub’s poetosses borders into larger contexts.
Throughout the thesis, it has become clear thatlbi®lpresent day position on the literary
scene is a result of a set of variables, all ofchlgroved to have a significant relevance. From
the concrete to the abstract, they could be nathedianguage of the poetry and its formal
features, the contents of the poetry, author'sqrerkslife and its reflection in the poetry, the
literary scene, the cultural and political situatiand the global phenomenon of the Cold War.
Generally, the issue of transmission of poems’ nmgaim translation is closely connected to
the cultural and political situation. In Holub’ssera it is also affected by his personal
encounters with the English-speaking world, anceeisly with his translators. We should
not have to choose between historicizing readimgs @ose readings in Holub’s case. The
influence of such diverse aspects on the recemifddolub’s poetry support the idea that
literature is a vast and complex entity which canrfterpreted from different standpoints. The
most important conclusion this thesis has comesttherefore the fact that the picture of
Holub’s poetry cannot be reduced to a single aspiebas to be considered in light of the
larger framework up to the Cold War. To explorestigrander plan, one cannot limit
themselves to a narrow nationalistic reading. Tibeige of Holub’s poetry, which the theories
of World Literature and Transnationalism theoryphtel uncover, is much richer beyond the
national borders. Cases like Holub’s are indexethefneed for such theories. If Damrosch
establishes world literature as work that gaingramslation, Holub’s work certainly has its

place in it.

The focus on language as the medium that allowsr#msmission of Holub'’s poetry
from one world to another has led us to concludéeolub’s use of language is very specific.
Writing in a “universal” language, as Holub remariksa complicated issue when it comes to
comparison with other Czech authors. In his opinibwas not fair that his language made
him famous in the West while there were severatpoerich better than he writing in Czech.
Answering a question in an interview regarding wdther Czech poets deserved to be better

known in the USA, Holub said, “[w]ell, somebodyabkvays being ignored. Translation is a

1 Cf. Christopher Meredith, “The Tension in the Lin€heLiterary Review: an international journal
of contemporary writingt4:2 (Winter 2001): 210.
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kind of discrimination, so you never get a full ggective of a nation’s literature from the
mirror of translation. The trouble is that the masteresting Czech literature cannot be
properly translated?This proves the aim of this thesis to uncover garissues inherent to
the translation of poetry from Czech to Englislhhéatoo ambitious; nonetheless, the particular

case of Holub was explored.

Another limitation to the objectives established thee introduction that | have
encountered during the writing of this thesis ie #timount of Holub’s work. His poetry
stretches over almost forty years and certainlyitsaspecificities at different periods. It is
certain that to look at Holub’s poetry as a wholayrbe overly generalizing as each of the
time periods would deserve to be approached indalig. Also, after seeing the course of
Holub’s life, the question arises as to how Holupéetry changes through time under the
influence of English. For example whether it chahgéter he had travelled to the United
States or at times when he knew English was thg language in which his books could be
published. He declared that his awareness ofdlsisthade him to write with English versions
of his poems in his mind, and that in some casesjtentionally put this into praxis by writing
the two versions at the same time. Unfortunatalghsan issue requires space that is not
possible in the course of this thesis. Due to #eessity of choices, | have decided to include
Holub’s poems from his first four collections agyhrepresent what had riveted Alvarez’s
attention and as the poems from this period ifién@zech criticism discussed more than his

later work.

The close analyses of these poems have brougbttbe tore outcome of this thesis.
Holub’s deliberate reduction of objects and ideaghieir fundamental features, which is
formally expressed by simplified, reduced languageries an aspect of universality. The
language as well as the content of the poems igmzed to basic key ideas which have a
ubiquitous aspect, and as such are only a repedgandf a larger macrocosm. The concrete
and the abstract are interconnected; the concedted¢ments gain a general validity. Such a
condensed content is easily transferable to anddmguage, yet does not lose any of its
charged qualities.

2 Scheele, Roy, “Miroslav Holub,” Interviewhe Verse Book of Interviewexds. Brian Henry and
Andrew Zawacki (Seattle: Wave Books, 2005) 254.
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