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Innovative Archaisms in the Poetry of 
Endre Ady* 
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Literary archaization is always innovative, primarily because it 
is a conscious effort on the part of the artist to lend by it a new 
markedness to his text. Markedness is achieved by replacing the 
expected with the unexpected. The aesthetic effect of archaisms 
in a literary text depends on how clearly the action of choice is 
felt, namely how obvious it is for the reader that the lexical item 
or structure the author uses was selected instead of one that 
would have readily come to mind. Thus the effectiveness of 
archaisms is enhanced if the absence of the replaced item is 
clearly felt in the presence of the one replacing it. This in turn 
means that only recognized, (perceived) archaisms may function 
as a literary device. 1 In their alien-ness, archaisms interrupt 
contiguity between sequential items in the text, and the greater 
the gulf between the expected and the archaic usage of language, 
the stronger the disruptive effect of archaisms. Consequently, in 
its intratextual position a lexical archaism may be conceived of as 
a metaphor rather than a synonym, its effect sharpened by the 
reader's awareness of the lack of spatio-temporal proximity. 
While this holds true for lexical items only, both the insertion of 
archaic vocabulary and grammar create a radiation in the text, 
comprehensively rearranging and redirecting the links in the 
chain of objects and actions, in form and meaning as well. Yet, 
there is one essential difference: archaisms, their temporal 
alien-ness notwithstanding, are chosen from a pool of known 
items, since their desired effect is based on reader recognition, 

*Note: A shorter version of this paper, read in Oxford, July 
1981, was dedicated to the memory of Professor Robert Auty, 
an expert in the Central European literary languages and a 
devoted reader and translator of the poetry of Ady. 



i.e., on tradition. It is the "presencing" of tradition which 
operates in a successfully applied archaism. 3 

As in most European cultures, in Hungary too, early 
translations of the Bible, as well as the stock of proverbs and 
proverbial sayings are the most readily available fountainhead of 
archaisms. These properties also carry particular socio-cultural 
functions in our civilisation, and represent a special body of 
meaning. They are normally found in groups of texts marked by 
sets of distinctive features. Thus their transposition into a 
different type of text becomes, if momentarily, the most essential 
part of their new semantic content. 4 

In addition to quotations from the Bible and f rom the stock of 
proverbs, any recognizably archaic vocabulary creates an 
elevated atmosphere. Since the Neologist movement of the 
eighteenth and nineteenth centuries brought about a qualitative 
change in the Hungarian language, vocabulary and grammatical 
structures drawing upon earlier sources are immediately felt as 
festive or at least quaint when found in a modern text. Almost 
always they contribute to an increased "lyrical state." 

In Hungary too, the Romantic Revival with its passion for 
medieval words was the chief exploiter of archaisms. It is 
therefore no accident that Endre Ady (1877-1919), whose poetry 
abounds with post-Romantic features, had a genuine penchant 
for archaization. Of course, in addition to drawing on a 
well-defined body of earlier literature, Ady also broached what 
was by then a well-established literary tradition. The appreciative 
audience of his work had been created by the Romantic poets of 
the mid-nineteenth century. Furthermore, his archaic vocabulary 
merely underscored his poetic self-image, that of the messianic 
poet, a function equally rooted in the ideology of Romanticism, 

As in the case of most post-Romantics, Ady's use of archaisms 
was more than just a renewed emotionalized stir of aesthetic 
imagination. Archaisms became an important poetic device by 
which he accentuated his modern ideas, expressing them in an 
older mode of consciousness. From the broadest, thematic, to the 
micropoetic and phonological level, Ady's archaizations 
permeate his entire poetry. In the following I shall attempt to 
demonstrate the various means by which he moulded his 
language to make it fit his artistic needs, and present a selection 
of examples in order to illustrate his approach and 'working 
process'. 



His poem A nagy Kez torvenye (The Law of the Great Hand) 
begins with the phrase, " . . .Latjatok feleim..." (Do you behold 
it, my brethren.. .) . It is from the opening line of the Halotti 
Beszed (Funeral Oration), the first continuous literary text in the 
Hungarian language, dating back to c. 1200. Being the earliest 
Hungarian linguistic monument, the Funeral Oration is taught 
in high school, and at least its first line is known to every 
Hungarian reader. Its evocative power sets the stage for the rest 
of the message in the poem, and enhances the role of the poet. As 
in ancient times it was the priest, performing the oration, 'now it 
is the poet who mediates between humanity and the inexplicable 
power above. The piece contains additional lexical archaisms, 
but the initial quote alone conditions the reader who will know 
that the most significant, existential issues will be treated in what 
follows. 

On a more pedestrian plane, archaisms were used by Ady 
exclusively in order to state his own role in society, to identify his 
values and credo. For this purpose he drew on the vocabulary of 
some of the —historically incorrect —Hungarian origin myths. 
Most of those originated in the atmosphere of nineteenth-century 
feudal Romanticism, in the quest for finding the origins of the 
Hungarians, who were "orphans and without relatives in the 
center of Europe." Therefore, Hun, Avar, Scythian ancestors, as 
well as Protestant-influenced Hebrew-Hungarian linguistic 
parallels, found their way into the mainstream of Hungarian 
poetry, all in a pathetic search for a powerful national past. Ady 
exploited this tradition, but filled it with his own aggressive 
message, and frequently defended his own "Hungarianness" 
against the attacks of his conservative critics. A case in point is his 
Az Avar-Domb kincse (The Treasures of the Avar-Mound).5 

Zengett az Avar-Domb 
Oszi csendes ejeken 
Apam kis foldjen. 
Zengett az Avar-Domb, 
Nekem zengett, csak nekem. 

Vad nepe Bajannak, 
Veres feju avarok 
Nekem iizentek: 
"Vad nepe Bajannak 
Neked kincseket hagyo t t—" 

The Avar-Mound was singing 
On quiet autumn nights 
On the small estate of my father. 
The Avar-Mound was singing, 
To me alone, alone to me. 

The fierce clan of Bajan, 
Avars with bleeding scalps 
Sent word to me: 
"The fierce clan of Bajan 
Left its treasure to you alone...". 6 



His Góg és Magóg fia vagyok én (/ am the Son of Gog and 
Magog), with which he stormed the palisades of tepid academism 
in Hungarian lyrical poetry, is one of the most consistent 
examples of Ady's use of the national past (as well as biblical and 
pagan material ) as tropes in his poetry: 

Góg és Magóg fia vagyok én, 
Hiába döngetek kaput, falat 
S mégis megkérdtem tőletek: 
Szabad-e sírni a Kárpátok alatt? 

Verecke híres út ján jöttem én. 
Fülembe még ősmagyar dal rivall, 
Szabad-e Dévénynél betörnöm 
Új időknek új dalaival? 

Fülembe forró ólmot öntsetek, 
Legyek az új, az énekes Vazul, 
Ne halljam az élet ú j dalait, 
Tiporjatok reám durván, gazul. 

De addig sírva, kínban, mit se várva 
Mégis csak száll ú j szárnyakon a dal 
S ha elátkozza százszor Pusztaszer, 
Mégis győztes, mégis ú j és magyar. 

I am Gog and Magog's son, 
Banging on your gates and walls in vain: 
Yet I'm asking here everyone: may one weep 
On the Great Hungarian Plain? 

I entered Verecke's famous path, 
Old Ugric songs still roaring in my ears, 
May I now storm in from the South 
With newer songs of later years? 

Pour boiling lead into my ears! 
The new bard, a new Vazul I'll be! 
I am willing not to hear the song, 
You may all beat and torture me. 

Yet in pain and tears and without a hope 



My song will soar on newer wings, 
Though cursed and damned by Pusztaszer 
A new Magyar glory it will sing. 

The poem displays the fusion of Old Testament imagery with 
elements from early Hungarian history. The pounding last 
stanza, however, refers to the immediate political target of the 
poet: Prime Minister Count Istvan Tisza, who is represented in 
the metonymic context of Pusztaszer, where he had his family 
estates. Ady's fury against that conservative politician was 
expressed in scores of poems, many of them overtly directed 
against him, while in some he appears, as above, couched in a 
transparent poetic device. Ady's 'pagan' source is the body of 
early chronicle literature, primarily Anonymus' Gesta 
Hungarorum, which is revealed by his symbolic use of names 
referring to pre-Christian origin tales of the Hungarians, 
recorded in that medieval historical work. 

As opposed to those Romantics and post-Romantics who, on 
the basis of the revived origin tales, added further concoctions to 
a sentimental 'Magyar mythology,' Ady revolutionized the 
function of such archaisms by attacking with them the remnants 
of the very feudal system they were to mythologize.7 His 
idiosyncratic symbolic use of archaic names and placenames 
stripped the words of their earlier semantic content and filled 
them with a new, poised political message. This function of 
Ady's archaizations is clearly detectable in Paris az en Bakonyom 
(Paris is my Bakony Mountain, 1907). 

Nagy az en bunom: a lelkem. 
Bunom, hogy messze latok es merek, 
Hitszego vagyok Almos fajabol, 
S maglyara vinne 
Egy Iran-szagu, szittya sereg. 

Great is my sin: my soul. 
My sin is that I can see far, and dare, 
I am a traitor in Almos's clan, 
And they want me on the stakes 
This musk-reeking, Scythian lot. 

Each line furthers the effects of archaization, but at the same 
time reveals the opposite of a romanticized view of political 



complacency. In the first, his sin is equated with his soul, a 
well-laid trap for the reader who thus expects a Christian 
confession, which is 'promised' to him by the contracted and 
inverted structure of the sentence. The second line's explanation, 
however, frustrates his expectation because in it the poet declares 
that his only sins are his 'vision' and courage and that he is more 
aware of reality surrounding him than his fellow-Hungarians. His 
admission, therefore, that he is a traitor among the 
self-aggrandizers who derive their raison d'etre from past glory 
(Almos, the father of Arpad, the 'Landtaker ' and founder of 
Hungary, is his metaphor for past greatness), stresses his virtue, 
and not his sin. 'Musk-reeking,' which is meant by his phrase 
"reeking of I ran , " refers to the old, fur-trimmed dolmans of the 
nobility who are stuck hopelessly in the past and are ready to 
destroy anyone representing a fresh idea. Thus the metonymic 
chain built in the last two lines, while lexically containing the 
properties of archaic Hungarian, succeeds in rendering their 
semantic opposite: it becomes the vehicle of the poet's radical 
message. The ambiguous title, introducing a mountain range in 
western Hungary, and equating it with Paris, can only be 
understood through Ady's biography, and the detailed 
knowledge of Hungarian history. Ady used his recurrent trips to 
Paris as escapes from the depressing and ominous realities of 
Hungary, as the Bakony Mountain was used as a hiding place by 
outlaws, runaway serfs, and after 1848, by Hungarian 
revolutionaries. The often romanticized stories of those are 
another aspect of a sentimental and conservative popular atti tude 
towards the past which Ady challenged by having incorporated 
the concept into a forceful, activist poem. 

This romanticized past, which only barely covered the nation's 
grief over yet another defeat, is recalled by a Hungarian 
mini-genre, the Kuruc folk song. The Kuruc songs, of the 
eighteenth-century are a readily identifiable sub-type of the 
Hungarian folk song. They were first sung by the Kuruc 
(insurgent) soldiers of Prince Rakoczi's national army, who were 
defeated in their effort to achieve independence from Austria in 
1711. They are laments, reminiscent of the jeremiads influenced 
by the Old Testament, and deal with the misery of the homeless 
refugee, the poor exile, or the defeated patriot. Since it is 
primarily of lower-class origin, the Kuruc song draws mainly on 
the imagery and vocabulary of the traditional folk song. 8 Ady 



also used the format and vocabulary of the Kuruc songs but filled 
them with an unmistakably contemporary message. By using this 
archaic frame, he forced the readers' attention to the fact that 
the social and political aspirations of the poor, expressed two 
hundred years earlier, had still not been satisfied in the first 
decade of the twentieth century. In this case, archaization 
enabled the poet to voice a continued chain of demands, and link 
together the struggles of the past and present.9 

These songs either follow the monologue format, or the 
message is presented in a dialogue, similar to the Ket 
szegenylegeny beszelgetese (The Conversation of Two Poor Lads), 
a Kuruc folk song from about 1706. Since some of these songs 
refer to historical figures (as Tamas Esze, Albert Kis, Andras 
Bone), Ady, too, chose his own 'historical' character Tyukodi, 
who appears in a number of his Kuruc songs, and is often the 
poet's mouthpiece. Ady probably 'borrowed' the name from 
Marton Tyukodi, a Protestant pastor and sermonizer, who was 
active in the seventeenth century, and who published his work in 
Nagyvarad (1641), in Ady's second hometown. Thus the 
appearance of the name Tyukodi in any Ady poem is a 'signal' 
alerting the reader to the Kuruc, but also to the anti-aristocratic 
content of the piece. 

Much has been written of Ady's role-playing, of his changing 
poetic self-image (Jesus, the prophets, pagan songsters and earlier 
Hungarian poets). Owing to such identification, the poet also 
dressed his poem in the language of the period, and he did the 
same when he picked historical figures with or about whom he 
conducted imaginary conversations. In Dozsa Gyorgy lakomajan 
(Feasting on Gyorgy Dozsa), the followers of the sixteenth-century 
populist rebel speak to one another in the language of a 
contemporary chronicler, Tinodi. In Ilosvai Selymes Peter, Ady, 
while musing about a chance to meet the author of the Tholdi 
epic (1574), uses the language and rhythm of that 
sixteenth-century narrative. Similarly, paying homage to Mihaly 
Tancsics, the nineteenth-century Hungarian patriot (1799-1884), 
Ady switches his language to fit the style of the times of Petofi and 
Tancsics. Yet, in none of these cases does he engage in a 
formalistic exercise only. The linguistic immersion enables him to 
"presence" his ideas, to close the gap between past and present, 
and to emphasize his point that times truly do not change when 
the plights and sufferings remain unchanged. 



Frequently Ady alerts the reader to his intentions by choosing a 
motto to his poem. Often, these are quotes f rom the Book of 
psalms, the Book of Prophets or the Books of Kings. A gyülekezet 
sátorában (In the Tent of the Congregation, or In the 
Tabernacle), bears the following motto: 

And Solomon went up tither to the brazen altar before the Lord, 
which was the tabernacle of the congregation, and offered a 
thousand burnt offerings upon it. II. Chronicles 1.6 

Ady indeed chose the reference as a kernel to his poem from 
which he braided his own ideas and to which he returned for a 
renewed contact in each stanza. 

A GYÜLEKEZET SÁTORÁBAN 

Áldozék pedig ott Salamon a rézoltáron az Úr előtt, mely a 
Gyülekezetnek sátorában vala; áldozék, mondom, azon tüzes, 
ezer áldozatokkal. Krónika második könyve 1.6 

A Gyülekezet sátorában 
Vagyok galambokkal, kosokkal, 
Csaknem tizenöt év óta már 
Tüzes, ezer áldozatokkal. 

Rézoltárod tüzét véremmel 
Hiába öntöztem, nagy Isten, 
Sem a te tüzed, sem az enyém 
Nem lohadtak vad ereinkben. 

És szerencséd elküldésére 
Kegyelmedet hiába várom: 
Aranykincset érő szép vérem 
Ott pusztul el a rézoltáron. 

A Gyülekezet sátorában 
Nem szabad gyávának sem lenni 
S tüzes, ezer áldozatokkal 
Nem vagyok mégis semmi, semmi. 

IN THE TABERNACLE 

"And Solomon went up thither to the brazen altar before the 
Lord, which was at the tabernacle of the congregation, and 
offered a thousand burnt offerings upon it." II Chronicles 1.6 



Inside the tabernacle of the Lord 
for almost fifteen years I stand 
with turtle doves, white horses, rams, 
and fiery offerings from the shining hoard. 

I shed my drops of blood like boiling rains 
upon your brazen altar, God, 
but neither your keen fire nor mine 
has waned the least within our pounding veins. 

Your holy grace in full of fortune sent 
I vainly wait these fifteen years, 
while on your brazen altar there 
the golden treasures of my blood are spent. 

The insecure of heart have never wrought 
a deed within this tented shrine, 
but with a thousand burnt offerings 
I still have come to nought, have come to nought. 

There is no archaic grammar in the original: lexical items, as 
tabernacle, offering and the like, create the atmosphere of old. It 
is actually noteworthy, how many more archaic features the 
translation contains.10 

Occasionally, merely one line would allude to a biblical 
connotation, as in A szememet csokold (My eyes you ought to 
kiss), where the initial words, "Insegembol hozzad/fohaszkodom 
sirassal..." calls to mind the psalm, Min hametzar karati ja... 
(Out of my straits, I called upon the Lord.. . .) .1 1 The poem is a 
love song in which search for happiness and gold are intertwined, 
and has altogether very little to do with faith. If anything, it has 
ties with witchcraft, since it features the motif of kissing the eyes 
of a person in order to make him see what he otherwise would 
not. 

Of those archaizations which, instead of forming a particular 
whole in terms of form or message, appear as independent 
stylistic devices, Ady's doubling of some prefixes and his using of 
anaphora should be mentioned here. The rephrasing and repeat 
of verbal prefixes, so popular in the sixteenth century but 
obsolete in Ady's time, is revived in a number of his poems in 
which it serves to emphasize his message. In Az ismeretlen Ada 
(The Unknown Ada), he writes to the woman, "...egyszerre 
el-tova-tiinsz" (...you suddenly disappear-away). Similarly in 
Kovetelo iras sorsunkert (Demanding lines about our fate); in 



addition to his archaic use of vagyon, instead of van (there is), 
Ady says about God: "Az isten a szivemben vagyon/Csak neha 
el-kisetal" (God is in my hear t /but occasionally he walks away 
and out ) . Repetition for the sake of emphasis, as elve elek (living 
I live) or varvdn varva a veget (waiting I wait for the end) evoke 
the mood of biblical language in the mind of the modern 
Hungarian reader. I 2 ' 

By the middle of the nineteenth century, replacing the Latin 
and German influenced usage, substantives modified by 
numerals or number-equivalents were used in the singular only. 
Thus, the following lines from Ady are striking for the modern 
reader, and he definitely conceives of the phrases as 
grammatically incorrect.13 

...Ket halottak lent fekiidtek Two dead bodies were lying below 
Ket hajdani szeretok... Two lovers of early days, 

For the same reason, "minden arulokkal.. ." (with all traitors...) 
in Sirva gondolok ra (I think of it weeping), the duplication of the 
plural sign is felt as an archaic remnant in the text. 

The above quotes are still readily understandable, but the 
obsolete participle Ady used in the following quote, nearly 
obfuscates the meaning of the entire stanza: 

Gyongiilnek agaim My branches are weakened 
Huzza a sok igen Pulled down by the yes-es. 
S a megcsufolt nemek And the ridiculed no-s 
Rozsdakkal megirvak Written in rust 
a leveleimen. on my leaves.14 

In Kronikds enek 1918-bol (A Sung-Chronicle f rom 1918), the 
archaic language of medieval chronicles is recreated by the 
repetitive use of the third person plural at the end of each line. 
Here Ady only chose such verbs which contained front vowels. 
Thus, according to the rules of vowel harmony, each final 
syllable became -nek. T o increase the effect of archaic repetition 
he used the verbs in the reflexive or with a reflexive meaning. 
Thus, each line ends in -ulnek. The first stanza reads as follows: 

Iszonyu dolgok mostan tortenulnek 
Nepek nepekkel egymas ellen gyulnek 
Bunosok es jok egykent keserulnek 
S ember hitei kivalt meggyongulnek. 



Terrible things are happening these days, 
Nations gather against one another, 
Guilty and good suffer equally 
Man's beliefs weaken especially. 

In the case of tortenni (to happen), since the verb has no 
reflexive form, Ady simply made up one, and used it instead of 
tortennek. In the sea of the following thirty-nine lines, his 
neologism impresses the reader as a genuine archaism. His 
"archaic" predication is entirely manufactured, it merely alludes 
to a kind of predication found in the sixteenth and seventeenth 
century chronicles, in which vala, the by then obsolete form of 
volt (there was), was customary. This was used by the most 
famous Hungarian chronicler, Sebestyen Tinodi, who in his 
Cronica (1554), describing Hungarian resistance against the 
Ottoman army, uses vala about a hundred and fifty times. It 
should be added however that his was already a conscious effort 
at archaization, since Hungarian poets have successfully 
employed rhyme and assonance since the mid-thirteenth century 
(cf. Omagyar Maria Siralom, Mary's Lament). 

One of the most frequent methods of archaization in 
Hungarian literary practice is the use of the obsolete conjugation 
to be. As shown above, this can be the repetition of vala in a 
poetic text, or the occasional injection of vagyon. Ady made 
ample use of these possibilities, mostly in order to create a special 
mood but at times also in order to design proper rhyme or 
rhythm. In Elbocsato szep uzenet (Letter of Dismissal), the 
rhythmic function of vala is entirely clear: 

...Ki elottem kis kerdojel vala 
Csak jottommel lett beteljesedve. 

. . . that you were nothing but a little question 
until with my arrival you became fulfilled.15 

(One of the most exhibitionistic pieces of the entire body of 
Hungarian verse, this poem was not meant to have any archaic 
features. On the contrary, by its shocking self-revelations it 
asserted that, when it came to poetry, in Ady 's mind there was no 
private subject or any need for privacy.) 

In another instance, instead of conveying a festive atmosphere, 
the archaic past tense creates a grotesque and comic rhyme. 



Szep ocsem - mi kevelyek valank 
S kar, ha a magyar falank. 

My dear brother - we have been haughty 
And it's a pity when a Hungar ian is greedy. 

Altogether, it seems that Ady chose obsolete predication as his 
most favourite vehicle of part ial ' archaization. His Szent Margit 
legenddja, (The Legend of St. Margaret) contains five stanzas, 
and in these are found fifteen different forms of predication. 
Only two, vete (instead of \etette/cast in past tense) and aldozak 
(instead of aldoztak/£/iey offered) are archaic endings. Similarly in 
the four stanzas of Rozsaliget a pusztan (Rosebushes on the 
fallow), of the thirteen predicates only one, megkisertetek 
(instead of megkisertettek engem I have been tempted), is 
archaic; yet it sets the tone for the entire poem. In several pieces, 
omission of the connecting vowels, which is mandatory in modern 
Hungarian, recalls the archaic forms in which consonant clusters 
were much more frequent. Such are intnek (instead of 
intenek-£/iey motion), megallitna (instead of megallitana-fteA/ie 
would stop it), and the l ike.1 6 Since in the history of the 
Hungar ian language —parallel to the introduction of connecting 
vowels —a process of contracting syllables can also be traced, 
Ady's using szdlott (instead of szolt he/she spoke), allanak (instead 
of k\\mk-they stand), etc., serves the same purpose.1 7 

Ady's choice of obsolete Hungar ian words make up another 
fascinating facet in his poetic diction. At first reading, they all 
seem to belong to the oldest lexical stock, yet one glance into the 
Hungar ian etymological dictionary will yield surprisingly 
variegated data regarding their history. For example, gyilok 
(instead of gyilkossag-murder), turns out to be a neologism of the 
late eighteenth century, but obsolete by Ady's time. In its 
contextual position in the grand , neo-Romantic poem A Hadak 
Utja, gyilok sounds truly archaic. 18 

Agyu, gyilok, uri bitangsag 
nem fog a mi dus ereinken.. . 

Cannons, murder , gentry depravity 
will not conquer our opulent veins... 

Next to the word agyu, the reader expects another modern 
weapon or a more modern sounding word for murder . T h e 



markedly archaic effect is enhanced by the adjective dus in the 
next line. Dus, meaning rich or plentiful, also appears archaic in 
standard Hungarian. It is not a very old word in the language: it 
derives from Doge (the chief magistrate in Venice or Genoa), and 
entered Hungarian by Serbo-Croatian mediation (doze). In its 
unexpected synecdochic combination, the newly created phrase, 
and the form gyilok of the previous line, 'archaize' the entire 
couplet. 

Another group of lexical items which demonstrate Ady's 
deliberate choice of archaization are foreign words, many of 
which have long been replaced by Hungarian ones, and which 
therefore lend an aura of quaintness to the text. A number of 
those, such as Iszter, helota, fama, evoe, historia, patria, 
herosz, Januarius, pietas, Olimp—all used in Hungarian 
spelling—are of Graeco-Roman origin and were favoured by 
poets even into the nineteenth century who hoped to attest to 
their erudition by using them. In Ady's poetry, they have a 
decidedly archaic ring.1 9 On occasion, the insistence on a 
particular form of spelling is idiosyncratic to Ady. For example, 
grimasz, an international loan word which entered Hungarian 
about 1797, via the French form grimace, has never been spelled 
without a z in Hungarian. Thus the form grimas is Ady's own. 20 

A different purpose is served, however, by his use of such foreign 
words which have sunk from the literary language into the 
dialectal sphere and are conceived of as old-fashioned, persisting 
only among the semi-educated. Thus, items such as, ajer 
(levego-air), forverz (elore-ahead), taljan (olasz-Italian), nacio 
(nemzet-nation), or civis (polgar-burgher), are all mildly 
contemptuous and emphasize the poet's ironic stance. 21 

Regional and obsolete words appear in Ady's poetry in the 
most unexpected, and precisely therefore, accentuated positions. 
Enek a porban (Song in the dust) provides an amusing example of 
this method. In it, Ady pokes fun at his own 'prophetic,' 
'messianic' fate in Hungary. The next-to-last stanza reads as 
follows: 

Mocsaras ronan bercekre vagytam, 
Egy kis halomig hozott a labam. 
Forro, szuz lelkiink rakjuk a sutra, 
Lalla, lalla, 
Be megjartad itt, oh, 
Zaratusztra. 



On marshy meadows I was yearning for mountains. 
My feet brought me merely to a mound. 
We can ditch our flaming virgin souls, 
Lulla, lulla, 
You had poor luck here, 
Zarathustra. 

The members of the rhyming pair, rakjuk a sutra and Zaratusztra 
are taken from two entirely different areas of human experience. 
Sut, a sixteenth-century Hungarian word, originally meant the 
side-bench of a village fireplace (Ofenwinkel ) , where, according 
to folk tradition, old people, useless at work, would sit and keep 
warm. "Sutra dobni ," a proverbial phrase, developed from this 
notion, and means: to discard, to ditch. Its appearance in 
combination with Zoroaster, the ancient Persian religious 
thinker, is rather unforeseen, and, therefore, highly comical, for 
the educated reader. The initiated, who would also know that 
Ady's poetic self-image was not immune to the influence of 
Nietzscheanism, derives additional enjoyment from this 
unexpected assonance. 

Some regional words are totally unknown to the city person, 
who is the reader of Ady's poetry. Lack of familiarity operates in 
the case of dancs, in Egy parisi hajnalon (A Parisian morning). 
Danes is a regional word of Rumanian transmission (danci a 
gipsy boy, from the phrase den ci - give me something, in 
Rumania). The word means filthy, and is obviously a racial slur 
(in Ady's time a Transylvanian dialect word). Thus the line 
Gyulolom dancs, keletifajtam... (I hate my filthy, Oriental, race) 
was hardly understandable, and therefore conceived of as archaic 
by a reading public who was unfamiliar with the word.22 

A phonetic variant of a word may retain its status in the 
standard language, or it may fall into the realm of dialects. In 
standard Hungarian, the word for girl is leany. It is of 
Finno-Ugric stock and was first recorded in 1055 when it 
appeared in the Tihany Charter, a Latin document containing 
some place names and fifty-eight common names in 

no 

Hungarian. Its palatalized form, lyany, is found in the fokai 
Codex of 1448. During the ensuing centuries, the two variants 
appear side by side until, by the end of the nineteenth century, 
lyany was reduced to regional usage. Having become a dialect 
word, its presence adds a special connotation to any literary text. 
In Ady's poetry, there is a consistently maintained semantic split 



betwen leány and lyány. Leány or lány denote his objects of 
spiritual love, refer to young virgins and innocent emotions, while 
lyány alludes to an erotically charged feeling, a sexual 
infatuation. T h e following are but a few examples of this 
semantic bifurcation. In Kérdés kék szemekhöz (Question to blue 
eyes) the subject is a new pure love to whom he appeals:Edes 
kislányom, nyisd ki szemed... (My dear little girl, open your 
eyes...). In Túlsó part (The other shore) the young girls "waiting" 
on the opposite shore are contrasted with the "available" woman 
in his room. 2 4 The first love, Gizella kis zsidó leány volt (Gizella 
was a little Jewish girl...), whose virginal lips (leány-ajkad), 
forever haunt the poet.2 5 T h e first "kiss" is recalled, in Heléna, 
első csókom. T h e buxom Serbian girl ( N a g y t ő g y ű szerb leány...) 
is not innocent, only the young poet is. Thus his shy, first 
experience is captured in the word leány. In another poem, in 
which the aging Ady watches himself with a degree of self-irony, 
he writes, Vén úrfi, hajh, ki, ki a rétre, /ott szállnak a lepkék, s 
leányok (Old fellow, alas, get out, to the meadows /where the 
butterflies and young girls fly...). Youth and ethereal innocence 
are envied here, in stark contrast to the poems speaking of a 
sensual desire to relive the experiences of earlier years. T h e 
memory of A nyári délutánok (Summer afternoons) recalls an 
entirely different atmosphere. 

Mikor az Ég furcsa, lila-kék 
S találkára mennek a lyányok, 
Oh, be titkosak, különösek 
Ezek a nyári délutánok. 

The pointilism of purple sky 
and girls who steal to hideaways, 
upon these summer afternoons 
how clearly strange our spindrift daze. 26 

In Az úri szűz dicsérete (Praise of the genteel virgin), his violent 
attack on the girl's hypocritical behaviour is capsul ized in the 
phrase, vágyad több, mint az utcalyányé... (Your cravings are 
more than the prostitute's). Ady's use of the word utcalyány is 
particularly interesting, since the compound is a caique, a 
translation from German. Originally a different combinat ion 
was used in Hungar ian : örömleány (Freudenmadchen), and later 
when the German Strassenmadchen became increasingly frequent 
in literature, utcaleány was coined. In nei ther case was the 



second part of the compound used in a palatalized form, 
except in dialects. Thus Ady further 'eroticized' his message 
by opting for lyány, which for him carried a special meaning. 
In his highly archaized Dul-kisasszonyok násza (The mat ing of 
t he young Dul-women) the m a n sing a 'mat ing song' to call 
the girls {lyány-csaló nótát) . In the boldly erotic Megölelném a 
lyányod (I would embrace your daughter) , desire for the 
mother is mixed with an u rge to "have he r " in her daughte r . 
T h e daughter is perhaps still a child but since the poet's desire 
is anything but innocent, the daughter is referred to as lyány. 

De ha meghalnék bűnömért , 
Fölgyújtanám egy éjjel a világot. 
Húnyt szemmel gondolnék reád, 
Átfogná két veszett karom 
S megölelném a lyányod. 

Although death followed on my crime, 
tonight the world could not burn hotter. 
I think of you with eyes shut fast 
and reach out accursed arms, 
I would embrace your daughter . 2 7 ' 

T h e act of defloration in Fehér lyány virág kezei (Flower hands 
of a "whi te" girl) is al luded to in the phrase, omló szirmát egy 
fehér lyánynak (crumbling petals of a 'white girl').28 

The examples are too numerous to be even quoted by page 
number. Since Ady's poetry has a strong erotic charge, it 
contains, as expected, m a n y more instances of the by him 
sensualized form, lyány. 

The kudos in Ady's innovating archaization is his creating a 
new vocabulary in Hungar ian by way of coining 
archaic-sounding neologisms. This he achieved by adding 
endings which were obsolete, or not used in connection with that 
particular word class. T h e following examples illustrate this 
technique: in A nagy álom (The great dream), he coins the 
phrase, altatlan álom, mean ing sleepless dream, or dreamless 
sleep. 

In Hungar ian al- is the root to both sleep and dream. In 



addition, sleepless in standard Hungarian is expressed as 
almatlan, literally meaning dreamless. Owing to this ambiguity, 
the unusual ending, while strengthening the metaphor (death), 
also adds a quaint, archaic element to the meaning. According to 
the rales of Hungarian grammar, the superlative is marked by leg 
+ adjective + bb, the latter often preceded by a connecting 
vowel. Ady's adding this affixation to a noun in the sentence ...A 
tanito, a legrababb magyar... (the teacher is the slavest 
Hungarian) is a nineteenth-century-type neologism of the kind 
which given its atypical formation, would not have survived, and 
would therefore sound archaic in a modern text. Similarly, when 
unusual frequentative endings are attached to a verb, alldaltak 
(instead of alldogaltak they were standing around), or dofolt 
(instead of dofkodott he/she was butting repeatedly), even if they 
are modelled on existing endings, the reader used to the 
traditional forms, will find them, if not foreign, at least odd. 29 

Ady also created such constructs as majdanta (instead of 
majdan someday), ehedt (instead of ehes hungry), temeszt 
(instead of temet he/she buries), foldnte (instead of folotte 
above him/her/ i t ) , which were all new, yet appeared archaic, 
although vaguely familiar to the reader. 

Inversion is often used by poets for emphatic reasons, but also 
for creating end-rhymes. In most literary languages inversion has 
an archaic ring and makes for disruption in contiguity. In Ady's 
highly romantic Vizio a lapon (Vision over the marshland), the 
mythologized self-image of the poet is emphasized by inversion, 
and the messianic quality of the message is enhanced by the 
method: 

Vagyok feny-ember kodbe bujva, 
Vagyok veszteglo akarat, 
Vagyok laplakok csodaja, 
Ki fenyre termett, s itt marad. 

Feny-ember vagyok, kodbe bujva 
Veszteglo akarat vagyok, 
Laplakok csodaja vagyok, 
Aki fenyre termett, es aki itt 
marad. 

I am a man-of-light wrapped in fog, 
I am tarrying volition, 
I am a wonder among the people of the marshes 
who was born to light but remains here. 



It is obvious from the above stanza that had Ady only used 
inversion in order to create an assonance he would not have to 
change but the second line. The incantation-like repetition 
provided by the three consecutive inversions add to the 
atmosphere of the entire poem, and increases the desired notion 
of the supra-natural.31 

The Princeton Encyclopedia of Poetry and Poetics states that 
"Archaism as a feature of literary style is especially associated 
with poetry and it was originally connected with meter" (enl. ed., 
1965, 47). This is by the fact that archaization was most 
frequently manifested —at least in English poetry—by 
truncation, contraction or expansion of syllables in the metrical 
context. In Hungarian poetry, due to the agglutinating nature of 
the language, the possibilities for producing rhyme or assonance 
are much greater than in isolating languages, e.g., English. 
Nonetheless, in Ady's poetry a high frequency of such 
archaizations can be observed. Several examples can be traced 
directly to the Bible, and to one particular translation of it. This 
is the work of Gaspar Karolyi (c. 1529-91), whose translation of 
the Old and New Testament (1590) has remained to date the 
standard Protestant edition which was read also by Ady's family. 

This source is tapped when Ady chooses the role of prophet. 
Ellensegim, instead of ellensegeim (my enemies) lends the poem a 
festive, biblical ring. In other instances however, it is indeed 
rhyme and meter which determine his choice. Yet, Ady would 
never contract or drop syllables, where the text otherwise would 
not benefit from the device. 

The following three examples will illustrate his use of 
contraction as one of his methods of archaization, with the 
bracketed words showing standard modern Hungarian. 

Itt regik a bundk, itt regik az atkok (regiek are old) 
(old are the sins, here and old are the curses) in Ket 
kuruc beszelget (Two Kuruc soldiers talk), where 
contraction makes the syllabic parallelism stronger. 

Valakinek szeme ragyog... 'Halleluja, szep aranyok' 
(•valakinek a — somebody 's...aranyak — gold, pi.) 
(Somebody's eyes are sparkling...Hallelujah, pretty 
gold) in a Gazdagsag alma (The dream of richness). 
Both the omission of the definite article and the use of 
a mid-vowel instead of the modern, open vowel (the 
beginning of this shift goes back to the thirteenth 



century) conform to the metric needs of the stanza. 

En atyam, Mammon, szomoru szuzsegem (szuzessegem 
virginity) (My father, Mammon, my sad virginity...) 

in Psalm of the Monk of Mammon, the contraction 
provides the desired hendecasyllabic line, but also 
contributes to the "increased lyrical state" of the text.32 

Thus, as was stated earlier, innovative archaisms extend in 
Ady's poetry from the sound to the word, from the word to the 
phrase, and from there to the entire line. Intertwined they create 
that special inimitable texture of his poetry. Owing to his singular 
language Ady had no genuine following. He only had epigones 
whose weakness lay precisely in the fact that their studied 
combinations could never reproduce the same highly artistic and 
unique amalgam. 
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