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Annotation

The thesis quantitatively focuses on the phenomenon of euphony in Czech translations of The
Raven by Edgar Allan Poe. A corpus of 42 translation versions is created and analysed using
the Euphonometer application. The principles of the application and the corresponding
algorithm are discussed with respect to the relative merits of using quantitative methodology.
Special attention is also paid to the complex nature of euphony in connection to Poe’s work.
Interpreting the obtained data is crucial, with a key component being the comparison of the
translations based on their level of euphony. The main aim is to obtain new potential findings
about Czech translations in general while primarily focusing on the aspect of sound.
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Anotace

Prace kvantitativné zkouma eufonii v ¢eskych piekladech basné The Raven od Edgara Allana
Poeca. Pro ucely prace je nashromazdéno 42 piekladovych verzi, pfedpokladana vétSina, které
jsou nasledné analyzovany v aplikaci Eufonometr. Je ptedstaveno fungovani aplikace a princip
ptislusného algoritmu a nastinény jsou téz relativni piinosy kvantitativniho piistupu.
V navaznosti na dilo Poea se prace také zabyva komplexni povahou eufonie jako takové.
StéZejni je poté interpretace vyslednych dat, pficemz klicovou sloZkou je pfedev§im porovnani
preklada na zaklad€ miry eufonie. Hlavnim cilem je ziskani novych potencialnich poznatkd o
¢eskych piekladech, pozornost je vénovana predevsim zvukové strance.

Kli¢ova slova: eufonie, preklad, poezie, Havran, Edgar Allan Poe, kvantitativni méfent,
Eufonometr
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Introduction

The Raven by Edgar Allan Poe is generally regarded as one of the most prominent pieces of
American poetry, popular both among the public and scholars of various fields, with its
indisputable sound qualities possibly being one of the reasons (Silverman 1991, 237-239).
Despite not being comparative in nature, the thesis was prompted by a pilot analysis of the
sound devices used in the original. Since its euphonic complexity is likely also reflected in the
translations, introducing the author and the original, especially in connection to the level of
sound, seems appropriate. Not only does it establish an important link between them, but it also
alludes to the intricate nature of euphony, discussed in more detail below.

Importantly, it is crucial for this work to appropriately grasp the concept of euphony.
However, as Mistecky et al. (2019, 27) put it: “... as is common for the majority of ‘basic’
notions of this kind (e.g. word, sentence, text in linguistics), an all-encompassing definition of
the phenomenon has not been introduced yet ...” The pleasant aspect of euphony, as opposed
to cacophony, is discussed, and attention is paid to the relevance of meaning. Seeking to explore
the background of euphony, the thesis hints at its complex nature and the varying points of
view, which focus both on its form and the effect it produces in readers.

The thesis works with the principle proposed by Gabriel Altmann, who approaches
euphony quantitively as a non-random reoccurrence of speech sounds significantly differing
from an expected occurrence (Altmann 1966a). In line with Shklovsky’s (1991) psychological
principle of foregrounding, it is then likely to be perceived by the reader as unusual, deviating
from a standard. The expected standard is based on a reference corpus, therefore, the issue of
an adequate quasi-population is addressed as well. Altmann’s principle and the corresponding
algorithm are examined in detail, especially focusing on the relative merits of quantitative
methodology. While likely not covering euphony in its entirety, it nevertheless produces
relevant and novel data.

Regarding the translations, the presented corpus includes a total of 42 different translation
versions into Czech.! Since the thesis aims to analyse most of the available Czech translations,
collecting the texts in digital form and creating a revised bibliographical list is an integral part
of the work as well. The nature of the collected versions is diverse, including, for example,
several adaptations, modified versions by the same translator, and translations published online.
With the first translation being published about 155 years ago, time is also taken into
consideration. This variety allows one to explore different potentially influencing factors and
relations between the versions, as mentioned below.

Before the measurement itself, quantitative preprocessing was done to ensure smooth and
proper processing; the details are described. The measurement is then carried out in the
Euphonometer application (Plecha¢ 2017), which processes text on the basis of the
aforementioned Altmann’s principle, with slight modifications (Plechaé & Riha 2014). The
main result is a value indicating the level of euphony of the given text. Moreover, the output
includes a chart showing speech sounds contributing to the measured euphony together with

1 To the best of my knowledge, the corpus likely contains the vast majority of available published translations,
although not necessarily claiming to contain all of them.



their weight. Attention is also paid to a chart comparing the euphony level of the processed text
with the referential corpus.

The obtained results provide for a variety of possible interpretations, not only with respect
to euphony. Although the main component is a ranking of translations based on their level of
euphony, several other emerging patterns are discussed. Attention is paid to the modified
versions produced by the same translator to investigate any potential change to the euphonical
quality — whether it benefits from the author’s changes or not. The possibility of time-related
patterns in the usage of euphony is also observed, i.e. differences depending on time periods.
The behaviour of adaptations is observed as well. Lastly, the comparison of the analysed texts
with the texts in the referential corpus might offer an insight into how euphony in translations
behaves compared to original poetic texts in the target language. One of the main aims of this
work is to highlight the type of data which can be obtained through such methodology, seeking
to examine new potential findings about Czech translations



1 The Raven and Edgar Allan Poe

1.1 Edgar Allan Poe

Edgar Allan Poe was one of the most prominent figures in American literature of the 19th
century, and his influence is still felt today even across the borders of his country. He was an
editor, literary critic, and writer best known for his poems and short stories. His significance
lies particularly in connecting a short story's innovative form with the emerging fiction genre.
Mysticism, melancholy, insanity, hallucination, horror, or macabre are themes often associated
with Poe’s name and present in his poem The Raven as well. His other famous works include
titles such as The Fall of the House of Usher, The Pit and the Pendulum, The Talle-Tale Heart
or The Masque of Red Death.

Poe was a thorough literary critic, paying attention to the works of others and especially
to his own work as well, as seen in The Philosophy of Composition (1846). Regarding euphony,
it can, therefore, be assumed that he was aware of the importance of the level of sound. A sound
connection across his works is found, for example, in female names — not only Lenore, but
Annabel Lee, Helen, Ligeia, Eulalie, Morella, and Ulalume too- all include the letter “L”
(Kopley & Hayes 2002). An interesting remark is also made by Botting (2015, 74), who focuses
on Poe’s usage of sound in connection to his concepts mentioned above — “In Edgar Allan Poe’s
writings, sound is usually entwined with the decorative surfaces that set the stage for
imaginative disturbances, perturbations of reality and tremors of body and consciousness.”. As
we can see, sound was an essential aspect for Poe, found not just in The Raven but generally
throughout his repertoire.

1.1.1 The Philosophy of Composition

It is my design to render it manifest that no one point in its composition is referrible

either to accident or intuition — that the work proceeded, step by step, to its completion

with the precision and rigid consequence of a mathematical problem. (Poe 1846, 163)
Poe’s mathematical approach to The Raven was perhaps one of the stimuli which prompted the
quantitative approach of this thesis. The Philosophy of Composition is an essay published in
1846, a year after the poem itself, in which Poe describes how he composed the poem and
formulates his literary principles and theories.

Regarding his relationship to the aspect of sound, several inferences can be drawn from
the work. Firstly, his attention to the importance of sound-related structures is evident,
reflecting upon and describing the rhyme, meter, refrain, etc. Moreover, Poe was aware of these
components and ascribed great significance to them. His first allusion to repetition deals with
its “sense of identity”, having a pleasurable effect on the reader in connection to the refrain.
Notably, he ascribes this effect not only to the repetition of the depressive meaning but to the
sound as well. And not just to the word “Nevermore” as a whole but also to the “... long 0 as
the most sonorous vowel, in connection with r as the most producible consonant” (Poe 1846,
165), focusing on repetition of individual speech sounds; what is more, even determining the
character of the refrain based on it. This is clear evidence that at least some repetition of
phonemes in the poem is intentional, non-random, with an intended effect of accentuation.
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Proof that this repetition is not attached to refrain only is, in turn, found when he refers to
alliteration and to rhyme, as principles extensively applied along his original combination of
rhythm and meter — “The effect of this originality of combination is aided by other unusual, and
some altogether novel effects, arising from an extension of the application of the principles of
rhyme and alliteration” (Poe 1846, 166). Alliteration, indeed, is a consistently used figure in
The Raven — consider the examples (7a) and (7b) below. As can be seen from the examples (1)—
(6), overall repetition is present, not only alliteration. With the previous deductions in mind, it
can thus be stated that even these repetitions are likely not naturally occurring and, therefore,
intentionally used with some intended effect. As the core of the analysis in this thesis is formed
on the idea that significant reoccurrence of speech sounds, as dealt with in detail below, is
highly unlikely to be random, i.e. natural or by chance, it is convenient to hint at this link of
intentionality between the measured euphony of the translations and the original.

Lastly, however, it should be noted that although The Philosophy of Composition was
undoubtedly written by Poe himself, it is regarded as potentially parodic or untrue by some
(Silverman 1991, 296). The criticism revolves around the conflict between the usually
attributed chaotic, intuitive, and spontaneous creation of art in contrast to Poe’s claimed
organised, intentional, and logical methodology. The nature of the work perhaps remains a
matter of opinion. Nevertheless, the description of the poem’s form itself is accurate and
adequate.

1.2 The Raven

The Raven, one of Poe’s most notable poems, was first published with his name in January 1845
in the New York Evening Mirror. Appreciated by many readers, it quickly spread across the
country, implying its uniqueness and quality. The poem has a narrative character, telling the
story of a man contemplating his lost love. His company is a mystical bird, a raven, famously
croaking “Nevermore” in response to his philosophical questions. In line with Poe’s overall
atmosphere stylisation, the themes again include death, sorrow, fear, or mystery. The poem's
originality does not, however, lie only in its abstract side but on the surface of the poem, too.
The relatively rigid verse structure, the consistent meter and rhyme, the repetition of words and
phrases, and, importantly for our thesis, the usage of sound figures — are some of the frequently
discussed form aspects of the poem.

1.2.1 The level of sound

Concerning The Raven, Creanga (2022, 164) says that “[it] is one of Poe’s most representative
poems in terms of sound symbolism, orchestration, and aesthetic discourse, so much so that it
has become a landmark of poetic discourse in world literature.” A few examples are presented
here to illustrate Poe’s usage of sound in the poem.? Since the focus is on the sound form,
working with phonetic transcription seems appropriate. Attention is paid especially to the
repetition of speech sounds as a tool to achieve euphony, as described below in detail. Consider,
for example, the following repetition of the phoneme /n/:

2 Unless stated otherwise, the source text used in this thesis is from Poe (1845).
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(1)  Ifor 0a rer eend reidiant merdon hum di eindsalz neim [anorl
For the rare and radiant maiden whom the angels name Lenore— (line 11)

Often, the repetition of one phoneme in a line is accompanied by a second one, as in the case
of the already mentioned /n/, now interwoven with the repetition of /r/:

(2)  Ifor 9a rer eend reidiant merdon hum di eindsalz neim lanor/
For the rare and radiant maiden whom the angels name Lenore—

Even vowels are repeated:

(3) Ifor da rer eend rerdiont merdan hum di erndsalz nerm lanor/
For the rare and radiant maiden whom the angels name Lenore—

Importantly, aside from equality, the similarity of sound, or what Bishop (1975, 17) calls “the
principle of proximity”, could be taken into account (see also 4.3.1). Phonemes sharing similar
features can be in an interplay, such as in the case of the nasals /n/ and /m/ in our example:

(4)  Ifor da rer eend rerdiant merdon hum di emdsalz nerm lanor/
For the rare and radiant maiden whom the angels name Lenore—

This principle, again, is true for vowels as well — consider the back vowels together with schwa
in the following example:

(5)  lwnd i seprat dary embar rat 1ts goust apan da flar/
And each separate dying ember wrought its ghost upon the floor. (line 8)

Returning to the examples (1)—(4), it is apparent how dense the repetition of various sounds in
a line can be. With the repetitions combined and tentatively allowing for the one of /d/ and /o/
in addition, the density stands out:

(6) Ifor da rer eend rerdiant merdan hum di erndsalz nerm lanor/
For the rare and radiant maiden whom the angels name Lenore—

The tentative consideration, however, raises another point — the somewhat subjective question
of what is or is not regarded as a relevant euphonious repetition, who decides, and how. An
objection could be raised not only to including /d/ and /o/ but even to the claimed repetition of
the other mentioned phonemes. This disputation on the nature of euphony is dealt with in 2.
Meanwhile, another important aspect of sound repetition should be paid attention to — the
repetition of sounds in certain positions, such as alliteration. As was indicated, Poe himself
confirmed the application of alliteration in The Raven; providing a brief outline of this
phenomenon to illustrate the usage of sound in the poem, therefore, seems reasonable.

12



The definitions of alliteration may differ, especially with respect to stress and including non-
initial phonemes. Consider the following two examples:

(7) a Iwail ar Nadid nirli Neepry sadonli der kerm a teepinl
While | nodded, nearly napping, suddenly there came a tapping, (line 3)

b. leend 02 Silkon Sce, anSsrton rasly av iff psrpal ksrtonl
And the silken sad uncertain rustling of each purple curtain (line 13)

While in the first example, the alliteration is quite indisputable, in the latter, a question of
whether the /s/ in uncertain and rustling are still part of the figure could be raised. This is
reflected in its usually rather broad definitions. The Merriam-Webster Dictionary defines
alliteration as “the repetition of usually initial consonant sounds in two or more neighbouring
words or syllables ....”* Abrams & Harpham (2012, 10) also highlight the frequent inclusion
of consonants only and add that the term is used usually “only when the recurrent sound is made
emphatic because it begins a word or a stressed syllable within a word.” Such definitions would
be sufficient, encompassing even the case of (7b).

2 Euphony

2.1 Definitions

In the examples above, the euphonic effect was ascribed to the repetition of speech sounds in a
line. The real nature of the phenomenon, however, is not so straightforward. As Wimmer et al.
(2003, 55) put it: “The concept of euphony is — being also true for most classic textology
concepts — quite unclear.”* A similar view can also be seen in Popescu et al. (2015, 21): “In
literary studies, euphony is a fuzzy concept originating from an individual perception of a text
and the intuitive aesthetic evaluation of this perception.” Let’s compare several definitions to
see if any potential generalisations can be made.

A simple definition for English students by the Oxford Advanced Learner’s Dictionary is
“the quality in words or sounds of being pleasant to listen to.”®

Merriam-Webster provides two definitions: “pleasing or sweet sound” and “a harmonious
succession of words having a pleasing sound.”®

3 Merriam-Webster.com Dictionary, s.v. <“alliteration,” accessed April 1, 2024, https://www.merriam-
webster.com/dictionary/alliteration.

4 Translated from Slovak: “Pojem eufdnie je — a plati to o vicsine klasickych textologickych pojmov — dost
nejasny.” Unless stated otherwise, all cited translations in this thesis are my own.

5  Oxford Advanced Learner’s Dictionary, s.v. “euphony,” accessed April 1, 2024,

https://www.oxfordlearnersdictionaries.com/definition/english/euphony?q=euphony.

6 Merriam-Webster.com Dictionary, s.v. “euphony,” accessed April 1, 2024, https://www.merriam-
webster.com/dictionary/euphony.
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Abrams & Harpham (2012, 115) say that “[e]uphony is a term applied to language which
strikes the ear as smooth, pleasant, and musical, as in ...”, and provide an example from a poem.
Then, they address euphony in more detail, as discussed in 2.1.2.

Cuddon (1999, 292) states that it “denotes pleasing, mellifluous sounds, usually produced
by long vowels, rather than consonants; though liquid consonants can be euphonious.” Then,
he proceeds with an example, too.

A similar pattern of defining euphony can be generally seen elsewhere as well, quoting
Popescu et al. (2015, 21): “Definitions that can be found en masse in dictionaries or on the
Internet say that euphony is a pleasing or sweet sound or a harmonious succession of words
with a pleasing sound — which is simply a tautology, not an operational definition.” Despite
that, at least two conclusions can be drawn from these example definitions. Firstly, euphony is
undoubtedly connected to sound, and secondly, it is associated with certain pleasantness.
Regarding its status as a sound device, it is important to stress its separation from orthographic
form — from letters, which often do not in many languages correspond to the respective phonetic
form. Hence the phonetic transcription.

2.1.1 Aesthetic aspect of euphony

As for the pleasantness of sound, it touches upon a sensitive, rather broad, but important topic
of objective beauty. The term “euphony” itself is “formed by combining the prefix eu- (‘good’)
and phdné (“voice”),”” which somewhat presupposes its inherent quality of positive perception.
The same applies to its Czech equivalent, “libozvuk”, translated freely as “pleasing + sound.”
In The Philosophy of Composition, Poe (1846) assigns cardinal importance to beauty, even
capitalising its first letter. In connection to The Raven, he says: ... Beauty is the sole legitimate
province of the poem.” The question is whether this quality is truly inherent or whether it can
be inherent at all. This agelong question of the objective or subjective nature of beauty is found
to be controversial in many domains, with phonoaesthetics being our case (see for example
Crystal 1995), where it is connected to the arbitrariness of forms. As was shown, euphony is
undoubtedly connected to some perception of aesthetics; the relevance of this aspect thus cannot
be denied. Even Cech et al. (2011, 16) refer to the “melodious sounding” of certain languages.
Moreover, they provide an example of a Czech tongue-twister, “Str¢ prst skrz krk”®, where a
relevant repetition of the /r/ sound occurs but which would, according to them, be hardly
perceived as euphonious. Certain hesitation regarding the final effect on the reader can also be
seen in (Altmann & Kohler 2015). Despite using the wording “euphonic” consistently,
“(eu)phonic” is used twice, with reference to the effect. In connection to the meaning of the
prefix eu-, this could be perhaps interpreted as an awareness of this issue.

Nonetheless, as the thesis strives for an objectivised approach to the phenomenon, the
possibility of subjective evaluation of the effect is not taken into consideration here. Instead,
the work focuses on the underlying effect as such, stripped of its subsequent possibly subjective
reactions. A reaction, no matter if positive or negative, is still a reaction, heightening of senses

7 Merriam-Webster.com Dictionary, s.v. “euphony,” accessed April 3, 2024, https://www.merriam-
webster.com/dictionary/euphony.

8 Translated literally into English as “Stick a finger through a neck/throat.”
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caused by a stimulus — in our case, significantly improbable re-occurrences of phonemes, as
explained below. This understanding and delimitation stems from Mukaiovsky’s (1948) ideas,
as he also departs from the “libozvuk” etymology of the word. Euphony is not evaluated; it is
observed, or at least its structure. Nonetheless, he is aware of its varying potency, caused by the
probability of occurrence (Mukafovsky 1948, 248). This variable level of euphony does not
state “how” euphony is perceived, but rather “how much.”

At this point, it is then that the often-mentioned dichotomy of euphony, as opposed to
cacophony, should be addressed. Cacophony is often put in contrast to euphony, as its opposite,
defined, for instance, by Abrams & Harpham (2012, 115) as “language which is perceived as
harsh, rough, and unmusical.” For the reasons mentioned above, this distinction is not taken
into account in the approach of this thesis, which does not distinguish between pleasant and
unpleasant. The possibility of its potential incorporation is suggested in 3.1.

2.1.2 Euphony and meaning

Returning to the extended definition of euphony by Abrams & Harpham (ibid.), they point to
another relevant aspect of euphony to weigh — that of meaning. Compare the following
examples:

8) a The murmur of innumerable bees
b. The murder of innumerable beeves

According to Abrams & Harpham (ibid.), in the example (8b) by the American critic John
Crowe Ransom, the original euphony of Tennyson’s (8a) is destroyed, “not by changing one
speech sound and inserting others, but by the change in reference.” This is, however, rather a
strong claim; the murdering of beeves could still be euphonically relevant, at least for some
individuals. And similarly, for a person who is afraid of bees, (8a) would not bear pleasant
connotations either.

Nevertheless, Abrams & Harpham (ibid.) raise a valid point, which, again, touches upon
the arbitrariness of form, and sound symbolism. Meaning undeniable plays a role, yet again, its
objective encoding in the form is still in discussion. In conclusion, it is not regarded as relevant
for the purposes of this work. Quoting Altmann (1966b, 64): “... we cancel the functional
relations in all levels of the language; and finally, we do not take the meaning into account.”
As discussed earlier, the term euphony is associated with the pleasantness of “sound”, not
meaning. Concerning the comment of Abrams & Harpham (ibid.), it could, therefore, be
questioned if euphony is really embedded only on the level of phonetics, and if not, what its
connection to semantics is.

In the example (8b), the meaning is linked to entire words. When it comes to the phonetic
level, many claim that there are some associative connections even with individual phonemes
or phonetic features. With regard to the uneasy task of translation of euphony, Levy (2011, 267)
illustrates this by mentioning a few theoretical literary works in which the authors are
connecting, for example, the nasal feature with sounds produced during erotic activities. Levy,
however, points out that these connections vary a lot based on context and states that
“[i]ndividual sounds express nothing in themselves, of course” (2011, 267).
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Rather undoubted is the concept of onomatopoeia, “the naming of something with a word
whose sound suggests the thing itself ... “® Levy (2011, 269) gives an example of the 13" line
of The Raven (see (7b)). In this line, it is not a single word that carries the “suggesting sound.”
Instead, it continues throughout the whole line. Yet still, the connection is a secondary reaction
to the underlying repetition of the phoneme /s/. Besides, onomatopoeia does entail euphony and
vice versa. For this reason, onomatopoeia is not being analysed here either.

To conclude, this thesis restricts itself to the understanding of euphony as it is implied
by Mukarovsky (1948; 1977) and mathematised by Altmann (1966a), among others. An
abnormal repetition of the same or similar speech sounds is the key element. It cannot be
stressed enough that this point of view does not claim to be the self-righteous; the ones aware
of the complexity of such a phenomenon are always tentative and considering other
possibilities. Eventually, “... euphony is just a concept having many possible definitions and
ways of computation” (Cech et al. 2011, 16).

2.2 Psychological basis

Altmann (1966a) ascribes the origins of euphony to the repetition of speech sounds. The
important part is that this repetition must be significant enough for the readers to be aware of
it. Or in other words, significantly deviating from what the readers subconsciously expect it to
be, from the level they are used to. In fact, repetition is present all the time, not only in poetry;
however, it is only when it is unusually prominent that we notice the change. Altmann (1966b)
begins his second article of that year with: “The poetic text does not contain any such entities
or combinations of entities which would not occur in the ‘nonpoetic’ text. Its specific character
results from the fact that particular entities or combinations of entities occur therein either more
frequently or more rarely than could be expected by chance.” The question of what is rarer, i.e.
more significant, can be easily responded to by introducing the conventional levels of
significance and incorporating one into the calculations. E.g., with the significance level of
0,05, a given detected repetition would be highly unlikely to happen, less than 5 %, thus being
rare and significant enough to be considered euphonic. As Mukatovsky (1977, 22) puts it:
“Even in texts lacking a euphonic, indeed an aesthetic, intentionality, an accidental
configuration of the same speech sounds ... occurs because of a limitation of the speech sound
repertoire ... [b]ut such configuration generally escapes the reader’s attention.” Although some
deviation happens in everyday speech, it is usually not significant enough.

It is important to highlight that such a quantitative approach is not merely a computation
of numbers but that its origin is reflecting psychological theories about human behaviour.
According to Mistecky et al. (2019, 30), this principle is likely based on Shklovsky’s (1991)
idea of foregrounding, which connects this with the field of literary stylistics. This concept was
particularly discussed within the Prague Linguistic Circle, especially the term aktualisace
(literally translating as “actualisation”). It designates ... usage of language devices in such
manner, which itself attracts attention, and is accepted as unusual, stripped of automatization,

® Cambridge Academic Content Dictionary, s.v. “onomatopoeia,” accessed April 13, 2024,
https://dictionary.cambridge.org/dictionary/english/onomatopoeia.
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deautomatized” (Havranek 1932, 53).2° Regarding euphony, it can be seen as particular
highlighted deviation of language, so that it can be detected and processed by the reader. The
particular language stimulus is made engaging to the reader. Then, it can be subjected to some
evaluation, as discussed 2.1.1. But the prior heightened awareness is present, nevertheless.

Even foregrounding has its possible flaws. Despite believing it to be “a useful, even
crucial, concept in stylistics, providing a bridge between the relative objectivity of linguistic
description and the relative subjectivity of literary judgement,” Childs & Fowler (2006, 91) also
mention some potential issues, even with connection to euphony: “Deviations and parallelisms
often seem to have a background rather than a foreground function, and resist critical
justification except in terms of vague principles, such as euphony and variation.” Nevertheless,
it remains an established concept in literary stylistics and is deemed adequate for the purposes
of this thesis.

3 Altmann’s approach

So far, the focus has been primarily on the effect that euphony produces in readers. In text,
euphony originates from the unusual patterning of speech sounds. Mukatovsky (1977, 21)
claims that euphony is caused by the arrangement of what he calls the speech sound sequence,
which he distinguishes from the speech sound organisation. The sequence is realised through
the repetition of individual or more speech sounds or their clusters, which may also display
tendencies to form various patterns. The organisation is more about the representation of speech
sounds in the given text — whether there is, for instance, a prevalence of certain phonemes.
Quite a similar description of different euphony manifestations is offered by Altmann (1966a).

The repetition of clusters was connected to the algorithm by Mistecky et al. (2019), it is
not part of the functionality of the Euphonometer application (Plecha¢ 2017), and so it is not
measured in here either.

Focusing on this repetition, Altmann (1966a) proposes a method of its measurement. Its
functioning is described in detail in 3.3. Here, the term euphony and the concept it refers to
should be clarified again, as outlined in 2Euphony. Altmann (1966a) points out the fact that
euphony may appear in various forms. It is not euphony itself that is being measured, but rather
its manifestation in text. The issue seems to arise with terminology. Since “euphony”
traditionally designates the pleasant effect, the manifestation itself should not be referenced to
in the same way. As Altmann says, the effect can be achieved through other manifestations, not
only the one measured here. Yet perhaps even the effect itself should not be called euphony,
for the underlying deviation in form can give rise to both the pleasant and the unpleasant.

In conclusion, it is the change to the phonetic form that is being measured. Through
Shklovsky’s (1991) foregrounding principle, this change then results in an effect on the reader.
This effect is then subconsciously evaluated by the reader and ascribed to certain aesthetics. If
positive, these aesthetics are labelled as “euphony” in the traditional sense. In Altmann’s sense,
it appears to denominate the effect on the reader before evaluation. The effect is simply special,

10 Translated from Czech: ... uziti jazykovych prostiedkd takovym zplisobem, Ze samo budi pozornost a je

e
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not in a good or a bad way — an umbrella concept for the traditional “cuphony” and
“cacophony”.

3.1 On quantitative approach

The core of quantitative analysis should be its objectivity. Following Wimmer et al. (2003, 56),
analysing euphony this way has several merits. Firstly, it is intersubjective — if conducted
properly, every research will achieve similar results. Secondly, an error rate assessment is
included in the measurement, minimalizing the possibility of inclusion of non-euphonious units.
Thirdly, it states not merely whether euphony is or is not present, but if so, what its origin is —
what causes it. Popescu et al. (2015, 22) also add that “it involves quantification of a very fuzzy
concept and can be used for comparisons, classifications, studying the evolution of a writer ....”

Clearly, no approach is ideal and without drawbacks. Cech et al. (2014, 97) say that “to
some, statistical approaches might appear too reductionist — disregarding the complex nature of
the investigated phenomena.”'! As was shown in 2, this complexity is undeniable. Altmann’s
principle does not, for example, take into account the perceived aesthetic aspect of pleasantness.
However, even the mentioned distinction between euphony and cacophony could be potentially
incorporated, as the results from the Euphonometer application (Plechac 2017) include an index
of which phonemes contribute to the euphony and how much. An assertion about the euphonic
or cacophonic qualities of a text could be possibly made by analysing the prevalence of
phonemes associated with each.

Apart from Altmann’s method, two other possibilities of analysis are suggested by
Wimmer et al. (2003, 56). Either addressing the author themselves or the readers. Both methods
are relevant, yet both, again, generally have certain disadvantages. These become even more
apparent with respect to this work; asking all the authors about their translations is impossible,
as many of them are not alive, and asking the readers would be hardly feasible, especially in
terms of the size and representativeness of the sample. Hence the statistical approach. Its
suitability was already indicated by both Levy (2011, 271-272) and Mukafovsky (1977, 20—
21), among others.

3.2 Reference corpus and population

In 2.2, it was stated that the reader is expecting some standard level of speech sound
distribution, and that euphony is basically a significant deviation from this level. Thus, euphony
is a relative concept, and it is reflected in its measurement too. It depends on the frequency of
occurrence of speech sounds in a language. This frequency, as shown below, is part of the
calculation. Therefore, one needs to obtain these expected values first from the population. Cech
et al. (2014, 98), however, claim that in language, it is not possible to delimit a population, so
it is practically impossible to obtain some standard and general reference values. Consequently,
one has to strive to get as close as possible to an objective quasi-population suitable for the

1 Translated from Czech: “statistické postupy se mnohym mohou jevit jako pfili§ redukcionistické, nedbajici na
komplexni povahu zkoumanych jevii.”

18



given analysis. Wimmer et al. (2003, 57-58)? mention the following possibilities: 1) the entire
poem, 2) all the poems of the author, 3) the entire poetry of the given language, and 4) all the
texts of the given language. In our case, it could possibly be calculated from all the translations.
However, the Euphonometer application (Plecha¢ 2017) has an incorporated number of corpora
from which the population can be computed.

For the computation of the expected reference phoneme frequency, the default Corpus of
Czech Verse is selected here. It contains a total of 76 699 poems (=14 592 037 words) published
between the years 1780 to 1989, with the majority around the turn of the 19" and 20" centuries.
Despite being adequate for this work, it is not entirely ideal, especially for two reasons. Firstly,
it is not a corpus consisting of translations but original poetry in the Czech language, and
secondly, the period does not fit the span of the translations; many transfers were published
even after 1989, while there are no transfers before 1869. The difference in time would be
especially notable if we were to compare, for instance, contemporary work with poetry from
the 17" century. Some literary periods were also more inclined toward euphony than others.
However, as there is still an overlap of one hundred years, this variable is not expected to affect
the final data significantly. An issue might arise concerning the translations vs. Czech poetry.
Translations might behave differently when juxtaposed with these comparable texts (Williams
& Chesterman 2002, 7). This issue, however, might be used to our advantage since one of the
outputs of Euphonometer is a comparison with the corpus. This offers a possibility of exploring
whether the level of euphony in translations generally differs from the original Czech work, as
seen in Discussion.

3.3 Algorithm

For the explanation of the algorithm, Cech et al. (2014), Mistecky et al. (2019), and Wimmer
etal. (2003) will be followed as they explain Altmann’s principle in detail. The following stanza
from Macek’s transfer (2008)*® of The Raven will be taken as an illustration. For the sake of
brevity, this stanza is considered here as the whole poem.

9 a Jeho pfichod, smésné prudky, v usmév promeénil mé smutky,
ten jeho cit pro dekorum, ty zptisoby vybrané!
,Pelicha ti ovSem pefi, to ti nikdo neuveéri,
ze jsi kruty katan z pekla, kdyz mas pefi sedrané,
jakpak dole tikaji ti, kdyz mas pefti sedrané?"
Krkavec hned kraka: ,,Ne."

b. ljeho pri.xot smpefpe prutki: v u:smpef prompenil me: smutkr
ten jeho 61t pro dekorum tr spu:sobr vibrane:
pelixa: cr offem peri. to c1 pigdo neuvjeri:

12 In connection to Orlov, J. K., M. G. Boroda, and I. S. Nadarejsvili. 1982. “Sprache, Text, Kunst: Quantitative
Analysen”. Quantitative Linguistics 15. Bochum: Brockmeyer.

13 Unless stated otherwise, all the Czech translations of The Raven will be referenced by the name of the translator
in this thesis, for the reason of clarity.
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3¢ js1 kruti: katan s pekla gdif ma./ peri: sedrane:
Jjakpak dole ri:kaji: cr gdif ma.[ peri: sedrane:
krkavets hnet kra:ka: nel (stanza 8)

The main result of the Euphonometer application (Plecha¢ 2017), which is used to rank the
translations in this thesis, is an indicator of the euphony level of the poem (or, in our case, this
example stanza) = Epoem. Its value is computed from the euphonic values of each line = Ejine,
which are correspondingly computed from the euphonic phonemes that contribute to it =
Ephoneme. See Figure 1, the main output of the Euphonometer application. Epoem is the number at
the top with upper case E, Eiine is indicated under each line in bold with lower case e, with the
Ephoneme Values of individual phonemes in brackets to the right of it:

Figure 1: Example of the Euphonometer application output

E=1.77

Jeho prichod smé&3né prudky v ismév proménil mé smutky
jeho pri:xot smpefpe prutki: v u:smpef prompepil me: smutkz
e=5.45 | [m]=0.59 | [n]=4.86

ten jeho cit pro dekorum ty zplsoby vybrang

ten jeho ts1t pro dekorum tr spu:sobz vibrane
e=0

Pelicha ti ovdem pefi to ti nikdo neuveri

pelxa: a1 offem peri: to c1 prgdo neuvijeri
e=0.57 | [1]=0.57

7e jsi kruty katan z pekla kdyZz mas peri sedrané
3¢ jst kruti: katan s pekla gdif ma:[ peri: sedrane
e=0
jakpak dole Fikaji ti kdyZ mas pefi sedrané
jakpak dole ri:kaji: c1 gdif ma:[ peri: sedrane:
e=0
Krkavec hned kraka Ne
krkavets Anet kra:ka: ne
e=4.59 | [k]=4.59

As can be deduced, the final euphonic value — 1.77 — is the mean euphony per line. To calculate
it, we add up all the Eijines and divide the total by their number. Here is the corresponding
formula:

Formula 1: Euphonic coefficient of a poem
n
1
Epoem = ;Z Elinej
j=1

where n is the total number of lines; the fraction computes the mean; and the sum indicates that
the process of addition repeats for each value of Ejine up to n. In our example, we have the total
of 6 lines, three of which are euphonic and have the values 5.45, 0.57, and 4.59. Hence:

10.61

6
(10) Erunzas = %2 Eiine j =7 (545 + 0+ 0.57 + 0+ 0 + 4.59) = =2 = 1.77

j=1
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It is crucial to highlight that all the lines are calculated, even the non-euphonic ones with zero
value. The reason for this is easily explained in an example situation — a poem with a total of
10 lines, all euphonic, would have a comparable weight to a hundred-line poem with only 10
euphonic lines had the other 90 lines with zero value not been allowed for.

The Eiines Needs to be calculated first. Again, rather simple task — it is the sum of all the
Epnonemes Which contribute to the euphony of the line. The formula is:

Formula 2: Euphonic coefficient of a line

k
Ejine = Z Ephonemei

=1

where k is the number of the contributing phonemes. E.qg., in the first line, where /m/ and /p/ are
considered euphonic:

2

(11) Eyne1 = X.,_, Ephoneme: = 0.59 + 4.86 = 5.45

This time, no mean is applied. Also, a condition should be introduced — stating that Ejine Will be
given a zero value if it contains N0 Ephoneme:

Formula 3: Condition for the Formula 2

k
_Jifk=1 Ejjne = ZE i
Eline — f line - phoneme i
1=

otherwise 0

l.e., the algorithm proceeds to Formula 2 only if there is at least one euphonic repetition (k) in
the line. As for the calculation of the line, two things should be clarified. Firstly, not all the
phonemes, but only those considered euphonic, are now part of the calculation — unlike with
the lines. Secondly, the original Altmann’s approach uses the mean again (cf. Altmann 1966a;
Altmann 1966b; Wimmer et al. 2003; Cech et al. 2011). Using only the sum instead is based on
Plecha¢ & Riha (2014); Euphonometer uses this setting as well.

The key question is why some phonemes are seen as euphonic while others that also
repeat are not. Phonemes are deemed euphonic when their repetition is significant enough.
Here, a threshold must be set — in the form of the level of significance, conventionally 0.05.14
Only those phonemes for which it is improbable to occur so many times, with less than a 5 %
chance, will pass. Naturally, only those phonemes which occur at least twice will be allowed
for. In the first line, it is the following phonemes: /p, t, s, m, n, 1, K, €, o, i:, u, /. Not all of them,
however, contribute to the computed euphony in the line. The phoneme /¢/, for instance, occurs
five times, the same as /m/ and /n/.*® Unlike the latter ones, however, it is not assumed to be

14 Also 0.01 or 0.10.
15 Or perhaps even six times, if we consider the long /e:/ to be equal.
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euphonic. It is because /e/ is quite common, so it is not significantly unusual that it occurs so
many times in the line. It might be that it is still quite unlikely, perhaps it has only a very small
chance, but not less than 5 % — consequently, it does not pass the threshold and is automatically
given the value of 0. If the phonemes are deemed euphonic, their probability of occurrence in
given positions is subtracted from the level of significance. Hence, the smaller the probability,
the bigger the value of Epnoneme. This imaginary sieve can be formulated as:

Formula 4: Euphonic coefficient of a phoneme

if @ >P(X = x;) 100[a — P(X = x;)]

Ephoneme |
phoneme | o+ horwise 0

where a is the level of significance, and P(X > x;) is the phoneme’s probability of occurrence in
the given number of positions. Being the central element of the algorithm, this probability is
dealt with in more detail below (see Formula 5). For now — in the case of /m/ from our example,
the P(X >xi) is P(/m/ >5), because /m/ is in 5 positions in the line. The probability that /m/ will
occur 5 or more times in this line is approximately 0.0441 (computed below), so it passes the a
condition; it is less likely than 5 %. It is then multiplied by 100, simply for a better visualization.

(12) Epnoneme = if 0.05 > 0.0441 100(0.05 — 0.0441) = 100 x 0.0059 = 0.59

Owing to subtraction, the final Epnhoneme Value is presented in a more comprehensible way — the
bigger it is, the more euphonic it is. Moreover, all the values range from 0 to 5, corresponding
to the chosen level of significance.

In our case, four phonemes from the entire stanza pass the imaginary threshold, and are
therefore deemed euphonic enough: /m, n, 1, k, /. Their values are, respectively: 0.59, 4.86, 0.57,
4.59. Despite repeating the same number of times, /m/ and /p/ produce considerably different
results. This is a clear illustration of the role of probability. Being generally less frequent, the
phoneme /p/ is much less likely to occur six times in a row than /m/. Thus, its contribution to
the overall euphony is deemed more significant. Importantly, it is not calculated how unlikely
it is that the phoneme will repeat, but how unlikely it is that it will repeat that many times or
more.

Before computing P(X > xi), the probability of occurrence of a phoneme in given
positions, several variables need to be introduced. Firstly, the relative frequency, i.e. how often
the phoneme occurs normally. This number is obtained from the population, as was introduced
in 3.2. Secondly, the positions in which the phoneme can occur in the line. This equals the
number of phonemes of the same type (consonants vs. vowels) in the line. And lastly, how
many of these positions the given phoneme actually occupies — how many members of the
phoneme are there in the line. This entire process can be formulised as:

Formula 5: Probability of occurrence of a phoneme in given positions

n

P(X 2 x;) = Z (Z) p* gk

k=xi
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where P(X > xi) is the probability that a given phoneme X will occur in xi or more positions; n
is the number of other phonemes of the same type (consonants or vowels); p is the relative
frequency from a corpus; and q is other cases, i.e. the probability that there will be any other
different phoneme (q = 1 — p). Again, best illustrated in our example:

31
(13) P(/m/=5) = z (31)0.063516125%(1 — 0.063516125)31 7% =
k=5

In the first line of the stanza, there are 31 consonants, 5 of which are /m/. We expect /m/ to
occur with a frequency of approximately 0.063516125 normally.'® We are asking how likely it
is that /m/ will occur 5 or more times out of 31 possible, i.e. P (/m/ > 5). The algorithm will
compute the probability for every imaginary occurrence starting from 5 up to 31 and add them
up. Hence, the k variable will be raised by one with every round. A fundamental operator is the
binomial coefficient (7), which calculates all possible combinations of k occurring in n. Being
rather short, the last stanza would be best for further illustration of the coefficient: /krkavets finet
kra:ka: nel. There are 12 consonants, with /k/ occurring four times, contributing to euphony. It
can occur in the following twelve places, where X designates the places of consonants:

(14) /XXXaXeX XXeX XXa:Xa: Xel = XXXXXXXXXXXX
thus, for example, in the following combinations:

(15) KKKKXXXXXXXX
XXXXXXXXKKKK
XXXKXKXKXKXX
XXXXKXK KK XXX
KXKXXKXXXKXxX etc.

In fact, the total number of all possible combinations for 4 out of 12 is 495. But, again, the
principle works with k or more occurrences, so consequently, the algorithm would then continue
to calculate the combinations for 5 out 12, 6 out of 12, etc.

Formula 5 is then calculated for every type of phoneme which occurs at least twice. The
values are then filtered based on Formula 4, so only those which repeated significantly enough
are kept. Significantly contributing phonemes are considered euphonic. Together, they
comprise the euphony of a line. The average euphony per line is the overall euphony indicator
of the entire poem.

6 The referential frequencies are not available in Euphonometer; this is an approximation based on a reverse
calculation from the result.
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4  Analysis

4.1 Translations overview

The thesis aims to analyse most of the available Czech translations, thus, bibliographical research had to be carried out. Apart from own search,
the collection of translations was based on several works: Arbeit & Vacca (2000), Suchman (2019), Graz (2014), Pavlikova (2016), and namely
Poe (1985)Y. To the best of my knowledge, the list contains the vast majority of available published Czech translations, however, it does not claim
to contain all. All the texts are included in the Appendix 3. Table 1 includes a total of 42 collected translation versions, ordered by year.

Table 1: Overview of the 42 collected Czech translation versions of The Raven

Translator Year Attributes!® Publication Text accessed at:

Kvéty magazine 4 (46), p. 57, 18. 11., https://cs.wikisource.org/

1 SEMBERA Vratislav Kazimir 1869 Prague wiki/Havran_(p%C5%99e
g klad_%C5%A0embera)
https://cs.wikisource.org/
, Lumir magazine 9 (36), p. 566, 30. 12., wiki/Havran_(p%C5%99e
2 VRCHLICKY Jaroslav 1881  verl Prague Klad_Vrchlick%C3%BD_
1881)
https://cs.wikisource.org/
" . . iki/H %C5%
3 MUZIK Augustin Eugen 1885  adj Kvéty magazine 7 (7), p. 57, Prague wiki/Havran_(p%C5%99e

klad_Mu%C5%BE%C3%
ADK)

7 In accord with the official publication data, the publication Havran: Sestndct ceskych prekladii is being referred to in here as Poe (1985), . The main credit, however, goes to
the work of the editors — namely Havel, whose bibliographical section in the book was crucial for this thesis.

18 Adp. — adaptation, mod. — modified, adj. — adjusted, onl. — online, kr. — krkavec, ver1-3 — different versions. Explained below the table and in 4.2.2 in detail.
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Edgar Allan Poe, Havran a jiné bdsné,

Havran: Sestnact ceskych

Rise in 1946

VRCHLICKY Jaroslav 1891  ver2 adj Prague: Bursik & Kohout prekladii, Prague: Odeon,
1985
https://cs.wikisource.org/

. . wiki/Havran_(p%C5%99e

DOSTAL-LUTINOV Karel 1918  mod Archa magazine 6 (6), p. 168, Olomouc Klad_Dost%6C3%A1l-
Lutinov)
https://zsjesenice.cz/files/v

. e yukove-
“E. A. Poe,” in P . -
NEZVAL Vitézslav 1928 0e,” In Prokleti basmcf sevr,les, materialy/cj/literatura/8/de
volume no. 2, Prague: Rudolf Sketik L
jiny-literatury/poe-
havran.pdf
https://dk.upce.cz/handle/
_ . 10195/60403?show=full,
BABLER Otto Frantisek 1930  verl The’Raven/Havran, Olomou: Stanislav Havran: Sestnéct ¢eskych
Vrbik ) R
prekladi, Prague: Odeon,
1985
, . . Havran: Sestndct ceskych
VACHAL Josef 1937  adp mod VaChValu,v Havran, personal print, Prague piekladii, Prague: Odeon,
— VrSovice
1986
S . . https://dk.upce.cz/handle/
TAUFER lJifi 1938 bibliophile edition, Bratislava 10195/604032show=full
. https://dk.upce.cz/handle/
10 STOKLAS Eugen 1939 Archa magazine 27 (1), p. 40, Olomouc 10195/604032show="full
11 HAVEL Rudolf 1941 verl bibliophile edition, published in Stara https://dk.upce.cz/handle/

10195/60403?show=full,
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Havran: Sestnact ceskych
prekladi, Prague: Odeon,
1985

typewritten original for Rudolf Havel in

https://dk.upce.cz/handle/
10195/60403?show=full,

12 CAPEK Jan Blahoslav 1944 verl Havran: Sestndct ceskych prekladii, with  Havran: $estnact deskych
some handwritten edits prekladt, Prague: Odeon,
1986
. . : , , https://dk.upce.cz/handle/
13 WAGNEROVA Dagmar 1945  adj personal print by Drahomira Rotterova 10195/604032show=Ffull
y Literarni noviny periodical 40 (3-4), p. https://dk.upce.cz/handle/
14 CAPEK Jan Blahoslav 1947  ver2 42, Prague 10195/604032show=Ffull
i bibliophile edition, under pseudonym Jan  https://dk.upce.cz/handle/
15 RESLER Kamil 194 1
> S amt 948 ver Jordan, Prague: Jaroslav Picka 10195/60403?show=full
https://dk.upce.cz/handle/
10195/60403?show=full,
16 RESLER Kamil 1950  ver2 bibliophile edition, Prague: Jaroslav Picka Havran: Sestnact ¢eskych
prekladi, Prague: Odeon,
1986
https://web2.mlp.cz/kowe
17 BIEBL Konstantin 1950 adp mod Lidové noviny newspaper, 20. 8. b/00/04/68/70/58/bez_oba
v.pdf
18 “ERNY Rudolf 1952 manuscript, published in Havran: sestndct  https://dk.upce.cz/handle/

Ceskych prekladit, Prague: Odeon, 1985

10195/60403?show=full
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published in Havran: Sestndct ceskych

https://dk.upce.cz/handle/

19 SLAVIK Ivan 1953 prekladii, Prague: Odeon, 1985 10195/60403?show=full
. a single copy, Kladno: Josef Cipra & Julie https://dk.upce.cz/handle/
20 RESLER Kamil 1956 ver3 Fugikové 10195/604032show=full
“Moderni havran,” in Zeri casu, p. 293, https://cs.wikisource.org/
21 VRCHLICKY Jaroslav 1963  adp adj mod Prague: SNKLU, from a handwritten wiki/Modern%C3%AD _h
original avran
, . https://dk.upce.cz/handle/
22 KADLEC Svatopluk 1964 Kulturni tvorba magazine, 3. 12. 10195/604032show=full
, . published in Havran: Sestnact ceskych https://dk.upce.cz/handle/
23 BEJBLIK Alois 1984 prekladii, Prague: Odeon, 1985 10195/604032show="full
. Havran: Sestndct ceskych prekladii, https://dk.upce.cz/handle/
24 BABLER Otto FrantiSck 1985 ver2 Prague: Odeon 10195/60403?show=full
Havran: Sestndct ceskych prekladi, https://dk.upce.cz/handle/
25 HAVEL Rudolf 1 2
> udo 985 ver Prague: Odeon 10195/60403?show=full
« . . . “Krkavec,” Polyhymnia
26 MACEK Miroslav 1993  kr Plrfirkj;elil,a dzz:)ytyr:ng;egfjigm)’ series (74), Prague:
gue: yry rrag Nadace Lyry Pragensis
. . “Havran,” Polyhymnia
. “H ” Polyh 74 .
27 POSPISIL Jaroslav 1993 adp PraaVJ:-nNa dgci {mr”'if:rfrfsfs ) series (74), Prague:
gue. yryrrag Nadace Lyry Pragensis
_ https://eldar.cz/myf/txt/po
98 POKORNY Martin 1997 The Raven/Havran, Nehradov: Emmanuel e -

Ranny

_havran_the_raven.html
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https://theses.cz/id/x0vyhg
/K _vybranm_pekladm_bs

29 NAJSER Jan 1999 Prague: Tomas Novotny nick_skladby The Raven
_od E__A_ Poea .pdf
“Havran (sedmnacty? Sesky pieklad),” in ]
30 CERNA Natasa 2002  onl verl TOTalni E Magazin online magazine, Ttt;:].//’\)/:l\ivzv;.é%t(()em.cz/enda
username Naty, WEB2U Phpra=
published in The Raven / Havran, Brno: https://artbrutbrno.art/files
3L PETLAN lvan 2005 Kunstat PRO FUTURO, 2015 110.pdf
] ) “Havran,” Pismdk Server, username https://www.pismak.cz/dil
32 KOZAK Martin 2005 onl Marko, 3. 5., Oldfich Neuberger 0/159964/
y . “Havran,” in TOTalni E Magazin online http://www.totem.cz/enda
ERNA S 2 nl ver2 .
33 CERNA NataSa 006 onlve magazine, username Naty, WEB2U 1.php?a=139150
A “Krkavec,” Divoké vino online magazine  https://www.divokevino.c
4 KRAJNIK Fil 2 nl kr ..
3 INIK Filip 006 o 06 (25), 19. 1., Ludvik Hess 2/2006/krajnik.php
https://theses.cz/id/x0vyhg
. 5 /K_vybranm_pekladm_bs
35 JACKO Tomas 2008  kr Krkavec / The Raven, Prague: Ales Prstek .
nick_skladby The Raven
_od_E_ A Poea_.pdf
36 JICHA Jan 2008 adp onl kr Krkavec, Honza Jicha: Web Site Story www.honzajicha.cz/krkav

website

ec.html®®

19 Accessed through the Wayback Machine, as explained in 4.2.1.
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“Krkavec / The Raven,” in Vybrané

https://www.vzjp.cz/verse.

37 PINKAVA Vaclav Zdeng¢k Jaroslav 2008  onl kr preklady basni z anglictiny, Vaclav ZJ
. , . htm#Poe
Pinkava's website
“The Raven (pteklad E, A, Poea, Marek ) . .
38 REZANKA Marek 2008  onl Rezanka),” Pismdk server, username Eﬁgp;séz;vg//vw.plsmak.cz/dll
Muamarek, 25. 2., Oldfich Neuberger
in Dobré vino nestdrne, Skopoezie — i
| . https://sk \wbs.
39 SKOPEC Lubog 2014 onl strnky piné versi website, published by PS-//Skopoezie.wbs.cz/b
asne/havran_cj.pdf
URSIS
https://books.google.cz/bo
@ . L , oks?id=wqucCgAAQBAJ
40 KOREIS Vojen 2015  adjkr E}kaﬁzzr(:ss tf,’;f;if;:eBpgzia(lizzour &Ipg=PP1&hl=cs&pg=P
] ’ ' P Ad#v=onepage&q&f=fals
e
41 KRUL Petr 2015 Havran / The Raven, Prague: Radix Havran/ Th.e Raven,
Prague: Radix
42 PASTYRIKOVA Barbora 2018 adj Havran / The Raven, published by H. R. Havran / The Raven,

G.

published by H. R. G.
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The first translation (Sembera 1869) was published 155 years ago, 24 years after the original.
The last one so far is by Pastyiikova (2018).2% In most translations, the year indicates the year
of publication. In some, it is the year of their presumed origin, confirmed for example by the
translator themselves in Poe (1985). Differing in various aspects, the translations are grouped
and labelled based on their several traits.

Out of the 42 versions, 5 are considered adaptations (adp) here. These versions do not
strive to represent the original faithfully. Some differ from the original in their very nature, like
Jicha’s (2008) parody, or structure, for example Biebl’s adp. mod. (1950) usage of free verse,
and are therefore expected to behave differently with respect to euphony.

With the arrival of a new millennium, a tendency to publish translations online (onl) can
be seen. Since 1992, the generally accepted year of the official public introduction of the
internet in the Czech Republic, almost a half (8 out of 17) of translations have been published
online. The attribute (onl) is included only as an additional information.

Several transfers use a different Czech equivalent for the word raven. The word havran
was traditionally used. Macek (1993) was likely the first one to officially introduce the name
krkavec. Since then, both approaches can be seen. Krkavec is often argued to be a more accurate
zoological equivalent, havran is said to denote not the raven, but the rook. This label (kr), again,
is purely for informational purposes.

In some translations, several versions (ver1-3) by the same translator are available. Resler
verl (1948) and Resler ver3 (1956), for instance, differ significantly and thus are expected to
differ in euphony as well. The comparison of non-identical translation versions by the same
translator enables one to explore whether euphony benefits from the changes or not. Versions
differing only in punctuation or fewer than a couple of lines were not included. While for some
translations, the other versions were available readily, some versions were manually rewritten
from Poe (1985).

The attributes (adj) and (mod) are discussed in the next chapter with respect to
quantitative preprocessing.

4.2 Quantitative preprocessing

For the measurement of euphony, the input data in the form of 42 different texts had to be
prepared in digital form. For some texts, it is available readily; some needed to be manually
rewritten or photocopied with text recognition. Subsequently, the texts are accordingly
modified in order to ensure accurate processing in the Euphonometer application (Plechac
2017). Some changes are made to all the texts. Firstly, punctuation is deleted in all texts, being
irrelevant to the analysis. Although it is not a prerequisite, it helps avoid potential unwanted
errors. Secondly, many texts contained flaws, such as typos or missing lines. The data are,
therefore, manually cleaned of such cases.

20 To the best of my knowledge. Considering the extent of internet, it is practically impossible to say with certainty
that there are no recent online translations.
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4.2.1 Digital form

Not only the bibliographic list but the actual texts in digital form had to be obtained for this
work. While some are readily available on the internet, many have to be searched for and
accessed in various ways.

For the translations accessible online, the link is provided in Table 1. Particularly helpful
turned out to be Slahora’s (2015) thesis appendix, where many of the older translations had
already been transcribed into digital form. Very useful were also the links provided in Griz
(2014). An issue arose with the translation by Jicha adp. onl. kr. (2008) since it cannot be found
on his website anymore. The issue was dealt with through the online tool Wayback Machine,
providing access to older archived versions of websites. Thus, the translation was retrieved
from the 2008 version.

Where needed, the print form of several translations was obtained through different
library services. Subsequently, they were photocopied, processed through text recognition
tools, and manually fine-tuned. The following translation versions were created based on the
other associated version, with the corresponding differences manually edited following Poe
(1985)?*: Babler verl (1930), Havel verl (1941), Capek verl (1944), and Resler ver2 (1950).

4.2.2 Modification and adjustment

Four texts, three of which are adaptations, contained word forms which were found
mistranscribed during pilot tests. These forms are usually of foreign origin. Working with the
Czech language only, the Euphonometer application is not able to transcribe them correctly.
Modification (mod) is needed to obtain the expected pronunciation of the words.

Dostal-Lutinov (1918) decided not to translate the refrain nevermore. Euphonometer
renders /nevermorel, not the expected /nevrmo:r/. The form is thus modified to nevrmor.

Vachal’s adp. (1937) translation contains a reference to the grimoiri magic books and
one to the Czech artist Teige. They are modified to grimodrii and Tejge, respectively.

In Biebl adp. (1984), only a single word needed to be changed. The possessive case of
Poe’s name, Poeiiv, was used. It is modified to Pouiiv.

Lastly, Vrchlicky’s adaptation (1963) abounds with names of foreign origin. These are
modified as follows: Moliére — Moliér, Heyduk — Hejduk, Schulz — Sulc, Winter — Vintr, Zeyer
— Zejer, Svoboda X — Svoboda IKS.

Adjustment (adj) was carried out on those texts whose verse structure differed from the
original. The Raven contains 108 lines, 6 per stanza, being almost equally long, except for the
refrain, which is half the length. Most translators follow this structure to a large extent; some,
however, use a different one. Six translations had all the lines, except for the refrain, halved,
producing twice the number of lines, 11 per stanza. Thus, their length changes as well. In pilot
tests, these translations generally had much smaller euphony values compared with the rest. In
order to obtain comparable results, these translations were adjusted to contain 18 six-line
stanzas, too. The original results with unadjusted line structure are shown in Table 3. It should
be noted that, according to Silverman (1991, 239), even Poe was aware of the possibility of this
split and contemplated it.

2L As mentioned before, referencing rather to the work of Havel.
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4.3 Euphonometer

Euphonometer (Plecha¢ 2017) is an online euphony measurement application. It is based on
Altmann’s principle with a minor modification (see 3.3). Importantly, automatic phonetic
transcription is included. Moreover, the application enables the user to adjust several processing
parameters.

4.3.1 Input

Despite being designed especially for poetry, the application can measure any Czech text in
digital form. Punctuation is automatically omitted. Euphonometer can also be used for phonetic
transcription only, allowing one to choose from four different systems — IPA, CPT (Czech
Phonetic Transcription), X-SAMPA, and PhoEBE. Five processing parameters can be adjusted
for the measurement of euphony, apart from the transcription system.

Firstly, an appropriate reference corpus can be selected from seven possibilities. Since
the calculation itself, and consequently, the results too, depend on it, it is a crucial variable to
consider (see 3.2).

Secondly, the level of significance can be adjusted, again being a key component to
consider (see 3.3). Three conventional levels of significance — 0.01, 0.05, and 0,10 — are
available.

The third important parameter is the minimal frequency, i.e. the least admissible number
of occurrences of a sound in order to be tested for euphony. As the entire principle is based on
repetition, the minimal possible number is two.

Sound equivalence allows one to set which phonemes will be considered identical by the
algorithm. By default, all syllabic and non-syllabic consonants, as well as all long and short
vowels, are set as equivalent.

Both the transcription system and the output format do not affect the results. The output
format parameter enables the user to choose the form in which they want the resulting data.

In this work, the parameters are set as follows: reference Corpus of Czech verse, 0,05
significance level, minimal frequency of two, default sound equivalence.

4.3.2 Output

As mentioned, the form of the output can be adjusted. The input text, together with its
transcription, is always included. Under each line, its euphonic coefficient and the contributing
phonemes are displayed. At the top, the euphonic coefficient of the entire poem is indicated.
See Figure 1.

In the application format, three charts provide additional information about the euphony
of the text. The first shows the sum of the euphonic coefficients of individual phonemes, i.e.
which phonemes contribute to the euphony of the poem and how much (Figure 5 & Figure 6).
In the second, the frequency of the phonemes is displayed, juxtaposed with their frequency in
the corpus. The third chart indicates how euphonic the input text is compared to the texts in the
reference corpus (Figure 7). See also the Appendices 1 and 2.
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5

Results

In Table 2, the translations are ranked based on their total euphony level. In Table 3, the
unadjusted versions are provided. The graphs showing the phonemes’ contribution and
comparison with the reference corpus are included in the Appendices 1 and 2; the frequency
chart is not analysed here.

5.1

Total euphony

Table 2: Total euphonic value obtained from the measurement

Translator Year Attributes Total euphony
1 BIEBL Konstantin 1950 adp mod 0.76
2 VACHAL Josef 1937 adp mod 1.29
3 POSPISIL Jaroslav 1993 adp 1.39
4 NEZVAL Vitézslav 1928 1.50
5 CERNY Rudolf 1952 1.63
6 CAPEK Jan Blahoslav 1944 verl 1.68
7 REZANKA Marek 2008 onl 1.81
8 SKOPEC Lubo3 2014 onl 1.81
9 VRCHLICKY Jaroslav 1891 ver2 adj 1.85
10 TAUFER Jifi 1938 1.85
11 KOREIS Vojen 2015 adj kr 1.87
12 SEMBERA Vratislav Kazimir 1869 1.89
13 CERNA Nataga 2006 onl ver2 1.89
14 CAPEK Jan Blahoslav 1947 ver2 1.90
15 PINKAVA Vaclav Zden€k Jaroslav 2008 onl kr 1.92
16 NAJSER Jan 1999 1.96
17 DOSTAL-LUTINOV Karel 1918 mod 2.00
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18 JACKO Tomas 2008 kr 2.01
19 KRAJNIK Filip 2006 onl kr 2.02
20 POKORNY Martin 1997 2.06
21 VRCHLICKY Jaroslav 1881 verl 2.07
22 VRCHLICKY Jaroslav 1963 adp adj mod 2.09
23 MUZIK Augustin Eugen 1885 adj 2.10
24 BABLER Otto FrantiSek 1985 ver2 2.12
25 RESLER Kamil 1948 verl 2.14
26 BEJBLIK Alois 1984 ver2 2.14
27 KOZAK Martin 2005 2.14
28 CERNA Natasa 2002 onl verl 2.19
29 PASTYRIKOVA Barbora 2018 adj 2.20
30 PETLAN Ivan 2005 onl 2.21
31 HAVEL Rudolf 1985 2.22
32 SLAVIK Ivan 1953 2.28
33 KRUL Petr 2015 2.29
34 BABLER Otto Frantisek 1930 verl 2.32
35 KADLEC Svatopluk 1964 2.32
36 HAVEL Rudolf 1941 verl 2.37
37 RESLER Kamil 1956 ver3 2.41
38 WAGNEROVA Dagmar 1945 adj 2.52
39 STOKLAS Eugen 1939 2.54
40 JICHA Jan 2008 adp onl kr 2.57
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41 RESLER Kamil 1950 ver2 2.63

42 MACEK Miroslav 1993 kr 2.77

5.2 Total euphony in unadjusted versions

Table 3: Total euphonic value of the unadjusted versions

Translator Year Attributes Total euphony
1 KOREIS Vojen 2015 adj kr 1.09
2 PASTYRIKOVA Barbora 2018 adj 1.42
3 VRCHLICKY Jaroslav 1891 ver2 adj 1.45
4 MUZIK Augustin Eugen 1885 adj 1.46
5 VRCHLICKY Jaroslav 1963 adp adj mod 1.46
6 WAGNEROVA Dagmar 1945 adj 1.58

6 Discussion

While the main objective of the thesis is the measurement of euphony, the gathered data provide
a possibility to draw conclusions about the Czech translations of The Raven in general. It is
essential to highlight that although this thesis claims to contain most translations of The Raven,
those are only the ones that were officially or semi-officially published and are generally
available. Graz (2014) lists several translations which either remain unpublished or have not
been preserved. Moreover, there is likely a large number of translations that are for personal
use only, not available at all. To conclude, the present corpus is solely a representation of a
bigger population, from which more relevant conclusions could be drawn but which is
unfortunately unobtainable. Thus, all deductions are based mainly on this corpus. Nevertheless,
potentially relevant and novel findings can still be obtained, serving as fragments of a bigger
picture.

The translations were generally produced by men. Out of the 34 presented translators,
only three are women: Wagnerova (1945), Cerna (2002 & 2005), and Pastyiikova (2018). Since
the field of language services is generally thought to be either gender-balanced or female-
inclined (CSA Research, 2017), this is rather a surprising finding. Considering the time span
from the publication of the original, a potential reason for this asymmetry could be observed
from a diachronic point of view. In connection to the representation and role of women in
history generally, this equality of possibilities in the field of translation was not always a matter
of course. This could partially explain the male prevalence, especially in the older transfers.
Thus, this could be expected to be different for the contemporary transfers. However, these are
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also unequal. No general tendencies are inferred. Another possible explanation could be
relatively straightforward, connected to the nature of literary translations, in which a certain
degree of freedom of choice can be found. A literary translator very often chooses the work; it
is not selected for or required of them. Therefore, it is not unreasonable to assume that one of
the factors possibly affecting this imbalance could be simply the freedom of preference, with
men generally more interested in The Raven than women. Possibly due to the fact that the poem
itself is written by a male author.

As for the freedom of preference, it can be observed that the poem is still a popular choice;
in fact, its popularity seems to be even slightly increasing. Different translations are being
published more frequently. This is caused not only by an increase in publishing overall but also
likely by the introduction of internet, as can also be seen in the online translations in this work.
Sharing translations online is more easily accessible than in print, rendering the process more
approachable and strengthening the motivation of potential translators.

Regarding time, certain periods of both more and less publication clearly emerge (see
Figure 2). This thesis does not aim to examine the translations from a diachronic point of view
in depth; many factors are involved. Some of the possible causes of the emerging patterns are,
therefore, only implied. At first, translations were being published only sporadically. There is
a gap of almost thirty years between 1891 and 1918. This gap roughly corresponds to the First
World War and the pre-war period. From 1928, rather constant interest is clear, followed by a
second gap with no publications, 1964-1984, which could potentially be linked to the period of
“normalisation” in Czechoslovakia. The interest was perhaps stimulated again by the
publication of Havran: Sestndct ceskych prekladii (Poe 1985). As mentioned above, from the
beginning of the new millennium, we may observe a phenomenon that could be metaphorically
labelled as an “online unkindness of ravens,” a sudden surge in publishing connected to the
increasing internet usage. The last translation recorded here was published in print by
Pastytikova in 2018; therefore, it could be expected that a translation from a new translator or
a different version of an existing one is quite likely soon to be published.
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Figure 2: The timeline of publishing of Czech translations??
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In connecting the aspect of time to euphony, no clear patterns emerge. The evolution of euphony
is unstable, especially considering the first 18 translations. Perhaps if Jicha’s adaptation (2008)
was excluded, it could be suggested that since Pokorny (1997), the level of euphony has been
relatively stable, around 2.0. The overall average is 2.04. In the following graph, the translations
are represented by numbers from Table 1:

Figure 3: The evolution of euphony in time
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22 Including Slavik’s (1953) version, which was created in 1953, but first published in 1985, and Petlan (2005),
published in 2015.

37



Potentially excluding Jicha brings us to another relevant point to discuss — whether the
adaptations behave differently in any way. Clearly, they do. Out of five, three scored as the
least euphonic versions overall. The length and number of lines, as discussed below, could be
of potential relevance considering Biebl adp. mod. (1950) and Pospisil adp. (1993). Both
versions have irregular line structures, and Biebl’s transfer is even much shorter in nature. This
might indicate the relevance of the verse structure. Vachal’s adaptation (1937), however, has
quite a regular structure and an even bigger number of lines than the original. Its ranking, thus,
could be explained simply by the possibility that to achieve euphony was not one of Vachal’s
main aims. Ultimately, it is an adaptation, and as such, it does not have to seek to represent the
original faithfully or does not do so at all. Vrchlicky adp. adj. mod. (1963) is in the middle of
the ranking, perhaps quite surprisingly, right next to his first translation version (1881), with
almost no difference in the level of euphony between them. The other extreme is Jicha adp. onl.
kr. (2008), which is the third most euphonic version overall. Again, being an adaptation, this
version could be considered a counterexample to Vachal — instead of opting not to preserve one
feature of the original, it highlights it. Jicha’s attention to sound could also be explained by the
fact that he is a songwriter.

Returning to the relevance of the number of lines or their length, it is evident that it
influences the result. All unadjusted versions would be ranked below the average; in fact, they
would be the lowest-ranking versions, excluding the adaptations and Nezval (1928). Adjusted,
all the versions yield comparable results, and they rank variously. The importance of this aspect
was also noted in Cech et al. (2011, 12).

Concerning the different translation versions, 4 out of 6 translators made changes that did
not favour euphony. Apart from Resler, only Capek decided to add more euphony in his second
attempt. Particularly interesting are Resler’s transfers. He first made quite a significant jump
and produced, in fact, the second most euphonic version overall. He then proceeded to lower
this level in his last version. However, this could be viewed as a balanced approach; he could
have made way for other translation features that needed to be attained, but still retained some
of the euphony he had achieved in the previous version.
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Figure 4: Total euphony in different versions by the same translator
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Looking at the results in Appendix 1, a thorough statistical analysis would have to be carried
out with hard data to draw firm conclusions, but one pattern can still be inferred. Translators
use not only individual phonemes but also varying strategies to achieve euphony. Providing
Resler ver2 (1950) and Capek ver2 (1947) as an example (Figure 5 and Figure 6, respectively),
both the phonemes used and their distribution are not similar. While Resler’s ver2 (1950)
euphony resides in the usage of mainly two phonemes, /r/ and /a/, Capek ver2 (1947) alternates
the phonemes more, with the two most used ones being /o/ and /t/.

Figure 5: An overview of euphonic phonemes in Resler’s ver2 (1950)
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Figure 6: An overview of euphonic phonemes in Capek’s ver 2 (1947)
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A rather unexpected trend is found in the results concerning the comparison with the reference
corpus containing original Czech poetry (Appendix 2). The distribution of euphony in the
reference corpus is Gaussian; and quite unexpectedly, the vast majority of the translations took
a position in the second half of the curve, i.e. they are more euphonious than the majority of the
corpus. See, for instance, Macek kr. (1993) in Figure 7. Following Williams and Chesterman
(2002), this could be interpreted as a strange behaviour. In connection to the distinctive sound
qualities of The Raven discussed in 1, it might be questioned whether these qualities are
projected into the translations. Speaking metaphorically, if this is not merely a euphonious
shadow cast on the translations by the original.

Figure 7: Macek’s kr. (1993) total euphony compared to the referential corpus poems
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Lastly, the obtained ranking could be compared with some general expectations. Being
generally one of the most popular ones, Nezval’s (1928) transfer unexpectedly ranked as the
least euphonic serious transfer. On the other hand, many lesser-known versions are placed
among the most euphonic ones. Apparently, Nezval’s translation is sought after for reasons
other than euphony, or, more importantly, it might comprise a different manifestation of
euphony than the one measured in this work. In conclusion, this method of measurement is an
established one and has yielded positive results before (Mistecky et al. 2019), yet the complex
nature of euphony, and poetry itself, hinders the drawing of major conclusions and rules, valid
universally. Nonetheless, quantitative measurement might provide us with outlines and
indicators of the sound qualities of texts, enabling one to describe possible trends, assess
implications, and discuss ideas. The key to success, perhaps, lies in its balanced connection
with qualitative research.
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Conclusion

The main aim of the thesis was an attempt at a quantitative analysis of euphony in 42 different
translation versions of The Raven by Edgar Allan Poe into Czech. In order to do so, a solid
approach to euphony itself had to be introduced. As discussed, euphony is a complex
phenomenon with varying definitions used in various contexts. Opinions differ on what type of
phonemes and in what kind of combinations can and should be considered euphonious.
Moreover, the question of the inherence of the pleasant aspect in certain euphonic sounds and
patterns has been debated. Perhaps because of this complexity, it is often addressed
qualitatively. While the merits of a qualitative approach are not doubted, this thesis addresses
the issue quantitatively. No matter the intricate nature of euphony, the reoccurrence of identical
or similar speech sounds in a given text segment is its very core. As was shown, this repetition
suggests itself as a phenomenon suitable for a quantitative, statistical measurement. It allows
one not only to state whether euphony is present and to what extent but also to locate its source.
The potential drawbacks of this method are mentioned, nonetheless.

To introduce the analysis material and highlight its expected connection to euphony, the
original text and its author were briefly discussed. Edgar Allan Poe was likely aware of the
sound patterns he used in The Raven. Sound, and consequently euphony, were important factors
for him. This fact provides additional support to the notion of non-randomness of the phoneme
reoccurrence, upon which the crucial element of significance is built.

The method used in this thesis has been successfully applied in other works before. The
euphonic effect is claimed to consist in a significantly unexpected deviation of phoneme
distribution. This heightened repetition was found in the 42 translation versions measured in
this work as well. To process the texts, the Euphonometer application (Plecha¢ 2017) was used.
Its functioning was found suitable, and it yielded positive results. Apart from the analysis of
euphony, a major part of the work lay in collecting the translations themselves and creating an
up-to-date bibliographical list.

A ranking of translations based on their measured euphony level was made. The top three
ranks belong to Macek kr. (1993), Resler ver2 (1950), and Jicha’s adaptation (2008),
respectively. More unexpected and interesting, however, are the bottom ranks. The three least
euphonic versions were all adaptations, differing in several factors, structure and length among
others. Such results hint at the possible interference of these factors in the measurement process.
Moreover, the fourth lowest rank was taken by Nezval (1928), generally considered one of the
most popular Czech translations. A significant difference was also found in the gender of the
translators, with only 3 out of 34 translators being women. The evolution of publishing, together
with the evolution of euphony in time, was discussed as well. Changes to the level of euphony
in different versions from the same author were of particular interest. The analysis then
proceeded to evaluate the distribution and contribution of speech sounds in two selected
versions to compare different strategies used by the translators. The translators seem to vary in
both the range of phonemes used and their distribution — while some use only a few
combinations extensively, others tend to be more balanced. Perhaps one of the most surprising
findings revealed itself after a comparison with the reference corpus. The level of euphony in
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the translations appears to be generally higher in average compared to the original Czech texts
in the corpus, suggesting that translations behave differently.

To conclude, this bachelor’s attempted to fulfil several of its objectives. Firstly, it
explored the phenomenon of euphony and drew attention to its connection to E. A. Poe’s work.
Secondly, the majority of Czech translation versions of The Raven was gathered in digital form
and an up-to-date overview was created. Thirdly, and most importantly, an attempt was made
to analyse and compare the level of euphony in these translations. Bearing in mind both the
possibilities and limitations of quantitative methodology, it did not seek to claim that such an
approach is the ultimate one. The intent was rather to explore and highlight these possibilities,
focusing on the contribution of the data it yields. As mentioned above, it is suggested that
relevant findings and insight could be gathered by balancing the qualities of both the
quantitative and the qualitative approach.
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Resumé v ¢eském jazyce

Prace se kvantitativné zamé&fuje na prvek eufonie v ¢eskych prekladech basné The Raven
(Havran, ¢i Krkavec) od Edgara Allana Poea. Pro tcely prace bylo nashromazdéno 42
piekladovych verzi, predpokladana vétSina. Ty jsou nasledn€ zpracovany v nastroji Eufonometr
(Plecha¢ 2017), ktery meéfi jejich uroven eufonie. Vysledna data jsou interpretovana
z eufonickych i jinych relevantnich hledisek a na jejich zaklad¢ je sestaven zebiic¢ek dle miry
eufonie. Prace zkouma moznosti kvantitativniho pfistupu a zamétuje se na to, jaké poznatky
lze timto zpisobem ziskat. Jejim hlavnim cilem je analyza eufonie, v teoretické Casti je tak
nastinéna jeji komplexni povaha a zpiisoby, kterymi se mize projevovat. Predchazejici
bibliograficky prizkum a sestaveni revidovaného seznamu vétSiny dostupnych ceskych
ptekladii nicméné umoziiuje zkoumat i jiné aspekty, jako naptiklad vyvoj publikace &i
ptevazujici pohlavi ptekladateld / piekladatelek.

Prvni kapitola teoretické cCasti pfiblizuje autora a basen, zejména pak ve spojeni
s pouzitim zvukovych prvki. Vyhodou je moznost vyuziti poznatkt z eseje The Philosophy of
Composition (Filozofie basnické skladby), ve které sam E. A. Poe basen rozebira a predstavuje
Ctenafi zplsob, kterym ji tvofil. Je nastinén autortiv vztah ke zvukovym prostiedkiim, tedy i
k eufonii, a jejich pfitomnost v basni je demonstrovana na nékolika piikladech. Zamérem
kapitoly je predstavit zékladni informace a navazat diilezité propojeni s vychozim textem, byt
tato prace neni komparativniho charakteru.

Jednim z cili je i prozkoumat podstatu eufonie. Definice i ptistupy k ni se li$i. Rozmanita
muze byt zejména ve forme, ve které se v textu vyskytuje, jak je znazornéno i na piikladech
z originalu. Zkoumana je ale 1 sémanticka stranka — samotny pojem ,,eufonie®, v ¢estin¢€ ostatné
téz ,libozvuk®, je totiz vétSinou spojovan s jistym aspektem piijemnosti znéni hlasek, ¢i
prijemnosti spojené s vyznamem, které vSak V pfistupu zvoleném v této praci reflektovany
nejsou. Duraz je tedy kladen i na psychologické principy s eufonii spojené.

Prace vyuziva metody navrzené Gabrielem Altmanem (Altmann 1966a), ve které je
eufonie chapana jako signifikantné nadmérné nenahodné opakovani podobnych ¢i stejnych
hlasek. Toto opakovani, které se vyrazné odliSuje od b&zné ofekdvané normy, poutd svou
jinakosti ¢tenafovu pozornost. Je tedy vnimano jako zvlastni ¢i necekané, ne vzdy nutné libé.
Altmannuv princip véetné piislusného algoritmu pro méfeni eufonie je zde piedstaven a
rozebran. Pozornost je také vénovana dané ocekavané normé, kterd vychazi z pfislusné
populace. Z praktického hlediska je pak tato norma vypocitavana ze zvoleného referen¢niho
korpusu, ktery se snazi populaci reprezentovat. Tato kapitola tedy zkouma otazku kvantitativni
metodologie, konkrétné pak piedev§im zvoleného ptistupu. Zamérem prace neni prosazovat
spravnost kvantitativniho uchopeni, nybrz zjistit, jaké jsou jeho pfipadné moznosti a
nedostatky.

Prakticka cast je spojena s bibliografickym prizkumem a se samotnym méfenim
nashroméazdénych ptekladovych verzi. Prace si klade za cil analyzovat vétSinu dostupnych
Ceskych prekladi basné€, podstatnou soucasti je tedy i tvorba aktudlniho a pokud mozno
kompletniho ptehledu piekladovych verzi. Piehled, véetné zakladnich bibliografickych udaja,
je prezentovan v Tabulce 1 (Table 1). Celkem obsahuje 42 pickladovych verzi, coz je dle mého
nejlepSiho védomi predpokladand pfevazna dostupna vétSina. Verze jsou rozliéného charakteru,
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coz umoznuje dalsi zkoumani — napiiklad nékolik upravenych verzi od téhoz piekladatele nebo
verze liSici se v piekladu ustfedniho slova raven (,,havran/krkavec). Co se méfeni tyce, je
provedeno ve zminéné aplikaci Eufonometr pracujici na zaklad¢ Altmannovy metody. Je
popsano rozhrani aplikace a zminén je téz sbér text v elektronické podobé a jejich uprava pro
nasledné meéteni.

Hlavnim prvkem této prace je zejména sestaveni zebticku ptekladl na zakladé miry jejich
eufonie. V tomto ohledu je na prvni pozici pteklad Macka (1993), druha je Reslerova verze 2
(1950) a tieti Jichova adaptace (2008). Vysledky viz. Tabulka 2 (Table 2). Piekvapivé jsou
posledni pricky, které vSechny obsadily piekladové verze povazované za adaptace, z cehoz
vyplyva, Ze se adaptace chovaji z hlediska eufonie neobvykle. Zajimavé je také napiiklad
zjisténi, ze autory piekladl je 34 prekladatelll a pouze 3 piekladatelky, ¢ehoz mozné divody
jsou dale nastinény. Prace také sleduje ¢asovou osu publikaci a pozoruje mozné rozdily
Vv eufonii souvisejici s asem. Po eufonické strance jsou téz dilezité vysledky v piilohach 1 a 2
(Appendices 1 & 2), které zobrazuji rozlozeni a pomér eufonickych hlasek v jednotlivych
prekladech a porovnani miry eufonie piekladt s eufonii ptivodnich ¢eskych textii v referenénim
korpusu. Bylo zjisténo, ze autofi dosahuji eufonie za pouziti rozdilnych zptisobi, a piekvapivy
je pak predevsim fakt, ze prevazna vétSina prekladovych verzi je eufonictéjsi nez paralelni
Ceské poetické texty v korpusu. V neposledni fadé 1ze na vysledky pohlizet dle jistého $ir§iho
obecného ocekavani — v tomto ohledu pomérné vycniva Nezval (1928). Nezvaliv pieklad by
se dal povaZovat za jeden z nejétenéjsich, ptesto se vSak, co se eufonie tyce, umistil ihned po
trech nejméné eufonickych adaptacich, ze seridznich preklada tedy nejnize.
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