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UvVOD

Expresionistické drama Machinal (1928) americké autorky Sophie Treawell je feministickou
kritikou patriarchatu, kde jsou na ptikladu individualniho piibéhu s univerzalni platnosti
zobrazeny spole¢enské normy z néj odvozené a negativni vliv, které mély tyto normy na zivoty
zen Zzijicich v tehdejsi (ale svym zpisobem i v dne$ni) spole¢nosti. Tato diplomova prace je
komentovanym piekladem této divadelni hry, ktera zatim nebyla do ¢eského jazyka prelozena,
pfestoze se jedna o vyjimecné dilo z hlediska feministickych témat, jez jsou nadéasova a lze je
tedy v mnoha ohledech vztdhnout i na dne$ni dobu. Cilem této diplomové prace bylo
zanalyzovat jazykovou i vyznamovou rovinu divadelni hry Machinal spole¢né s potencialnimi
prekladatelsky obtiznymi pasaZzemi a vyuZit tato zjiiténi k vytvofeni jejiho prekladu®.

Kromé samotného piekladu zahrnuje prace i uvedeni do obecné problematiky teorie
prekladu, ve které bylo Cerpano primarné z piekladatelské teorie Jitiho Levého (Umeéni
prekladu)®. Z diivodt odlisnosti mezi literarnim a divadelnim prekladem obsahuje vedle
obecnych tezi, jez je mozné aplikovat na oba tyto textové-ontologické mody, také rozbor
specifik prekladu dramatického textu, opirajici se pfevazné o Pavla Drabka a jeho publikaci
Ceské pokusy o Shakespeara: déjiny ceskych prekladii Shakespeara doplnéné antologit
neznamych a vzacnych textii z let 1782—19223. Drabkova monografie nastitiuje preklad dramatu
Z historického, kulturniho 1 praktického kontextu, pfi€emz v ramci této prace bylo Cerpano
vyhradné zprvni teoreticko-metodologické kapitoly této publikace, ktera je vénovana
specifické terminologii a pozadavkim na pteklad dramatu na piikladu Shakespearovych
ptekladi do Cestiny.

Samostatny oddil je vénovan i autorce hry Sophie Treadwell. O této americké autorce
se Vv Cesky psanych publikacich doposud nepiSe, av§ak zahrani¢nim autorem, ktery se hojné
zabyva jejim zivotem a dilem, je americky divadelni teoretik Jerry Dickey, a to napiiklad
v monografii Susan Glaspell and Sophie Treadwell,* na které se spolupodilel s Barbarou
Ozieblo a ze které je v této praci primarné Cerpano, ve vyboru z dila Broadway’s Bravest
Woman: Selected Writings of Sophie Treadwell® & v monografii Sophie Treadwell: A Research
and Production Sourcebook®. Prestoze je Machinal ziejmé& nejznaméjsich dilem Sophie
Treadwell, tato autorka ma na svém kont€ i mnoho novinovych ¢lankti, romant a skoro Ctyficet
divadelnich her, pii¢emz n€kolik z nich bylo uvadéno na i Broadway. Treadwell 1ze oznacit za
jednu z prvnich autori amerického expresionistického dramatu, v jejichz dilech jsou

! Preklad byl rovné&Zz zaslan do anonymniho recenzniho Fizeni k publikaci v ¢asopise Divadelni revue, doprovazi
jej i studie zabyvajici se koncepty téla a télesnosti a jejich analyzou v divadelni hie Machinal.

2 LEVY, Jifi. Uméni piekladu. Praha: Panorama, 1983.

3 DRABEK, Pavel. Ceské pokusy o Shakespeara: déjiny ceskych prekladii Shakespeara doplnéné antologii
neznamych a vzacnych textii z let 1782-1922. Brno: Vétrmé mlyny, 2012.

4 OZIEBLO, Barbara, DICKEY, Jerry. Susan Glaspell and Sophie Treadwell. London: Routledge, 2008.

5 DICKEY, Jerry, LOPEZ-RODRIGUEZ, Miriam (eds.). Broadway 's Bravest Woman: Selected Writings of
Sophie Treadwell. Carbondale, IL: Southern Illinois University Press, 2006.

® DICKEY, Jerry. Sophie Treadwell: A Research and Production Sourcebook. Westport, Conn.: Greenwood
Press, 1997.
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Casto akcentovana zenska témata, ktera se ziejmé odvijela mimo jiné i od autoréina osobniho
zajmu a angazovanosti v hnuti za prava Zen.

Soucasti prace je také dramaturgicka analyza divadelni hry Machinal zabyvajici se
historii a charakteristickymi prvky expresionistického dramatu, tématy, postavami a
Casoprostorovou analyzou dila. Rizné aspekty této divadelni hry byly jiz zanalyzovany
naptiklad v monografii Expressionism and Modernism in the American Theatre: Bodies,
Voices, Words’ od Judith A. Walker, ktera byla primarnim zdrojem pro vyklad o podatcich a
formalnim stylu amerického expresionistického dramatu. To je jednou z odnozi expresionismu,
uméleckého sméru z pocatku dvacétého stoleti, jehoz vznik byl podminén strachem z néstupu
novych technologii, ktery se v dramatech promitl napiiklad po tematické strance ¢i ptitomnosti
postav, které prochazi vnitini krizi. Mezi dalsi studie soustiedici se na analyzu hry z riznych
konkrétngjsich hledisek 1ze zatadit naptiklad ,,Treadwell’s Neologism: ,Machinal*® od Ginger
Strand, ,,Sophie Treadwell's ,Machinal‘: Electrifying the Female Body*® od Katherine Weiss
nebo ,,In Defense of Woman: Sophie Treadwell's ,Machinal*1° od Jennifer Jones. Tato prace
pfinasi zatim nejuplnéj$i analyzu hry Machinal nejen z hlediska jejich expresionistickych
aspektii, ale v komplexnosti v§ech jejich témat a pouzitych postupti; analyza predevsim odkryva
dulezitost télesnych metafor pro zobrazeni nerovného postaveni zeny v dobovém patriarchatu.

Posledni oddil prace se zabyva komentaiem K piekladu, ktery vychazi predevsim
z prekladatelskych teorii Jifiho Levého a Dagmar Knittlové (K teorii a praxi piekladu)'*
pojednavajicich o moznych ptekladatelskych feSenich napiiklad k piekladu nazvu dila,
systémovym rozdilim mezi vychozim a cilovych jazykem ¢i strategiim tykajicich se ptfevodu
kulturnich vyznami, ptfi¢emz aplikace téchto funkénich feSeni byla podrobné zanalyzovéna a
odivodnéna na piikladech piekladatelsky obtiznych pasazi, které vyvstaly pii samotném
prekladatelském procesu.

TWALKER, Julia A. Expressionism and Modernism in the American Theatre: Bodies, Voices, Words.
Cambridge: Cambridge University Press, 2005.

8 STRAND, Ginger. ,,Treadwell’s Neologism: ,Machinal‘“. Theatre Journal 44, 1992, ¢&. 2, s. 163-175.

® WEISS, Katherine. ,,Sophie Treadwell’s ,Machinal*: Electrifying the Female Body*. South Atlantic Review 71,
2006, ¢&. 3, s. 4-14.

10 JONES, Jennifer. ,,In Defense of Woman: Sophie Treadwell’s ,Machinal*““. Modern Drama 37, 1994, ¢&. 3, s.
485-96.

W KNITTLOVA, Dagmar. K teorii i praxi piekladu. Olomouc: Univerzita Palackého, 2000.
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1 PREKLAD DRAMATICKEHO TEXTU
1.1 Teorie piekladu

Z nejobecnéjsiho hlediska lze mezijazykovy pieklad povazovat za proces, pii kterém dochazi
k pievodu textu z vychoziho jazyka do jazyka cilového, avSak teorie piekladu a jeji
problematika je ve skutecnosti mnohem komplexnéjsi. O teorii piekladu pojednéva naptiklad
Jifi Levy ve své pielomové studii Umeéni prekladu (1963), kde se vyjadiuje nejen k pfistuptim
ruznych jinych teoretikii, ale spomoci kritiky pfekladu i1 ke konkrétnim praktickym
piekladatelskym postupim. Levy a dalsi teoretikové se piitom shoduji, Ze mezi nutné
predpoklady zdarného ptekladu patii nejen znalost vychoziho a cilového jazyka, ale také
znalost textu, ktery je prekladan, coz zahrnuje i povédomi o historickém a kulturnim pozadi
dila ¢i autorském stylu.*?

Na samotny piekladatelsky proces 1ze nahlizet v mnoha dil¢ich schématech. Pokud se
rozhodneme soustiedit se v rdmci piekladatelského procesu vyhradné na praci prekladatele,
Levy rozdéluje tuto ¢ast procesu na tii konkrétni fize — jmenovit€¢ pochopeni ptedlohy,
interpretaci predlohy a piestylizovani predlohy.!® Ve své podstaté viak prekladatelsky proces
nekonci vytvofenim finalniho ptekladu, jelikoz o dalsi subjektivni pochopeni a interpretaci
textu — tzv. ctenafskou konkretizaci — se postara recipient, tedy Ctenar cilového textu.
Piekladatel je samoziejmé také Ctendf, nicméné s tim rozdilem, Ze svou ¢tenaiskou konkretizaci
vyjadiuje prestylizovanim textu do cilového jazyka.'*

V ramci samotného procesu prestylizovani si piekladatel snazi ke své praci zvolit
nejvhodnéjsi z riznych pirekladatelskych strategii, které 1ze kategorizovat dle n€kolika hledisek.
Napftiklad z lingvistického hlediska se pfi svém rozhodovani pohybuje na stupnici mezi dvéma
poly — konkrétné mezi piekladem vérnym a volnym.»® Sirkuu Aaltonen se ve své knize Time-
sharing on stage: drama translation in theatre and society vyjadiuje nejen k piekladu
dramatickych textl, ale také k této problematice, pficemz dodava, Ze urcit, kde piesné¢ se
nachazi konkrétni hranice mezi témito dvéma metodami piekladu, je obtizné, protoze uz
samotnym piekladatelskym procesem je ve své podstaté generovan ,,novy* text, ¢imz padem
nemiize byt nikdy povazovan za absolutné vérny.'® Timto ,,novym* textem vsak neni mysleno
vytvoreni textu, ktery by nemél svého predchidce. Kvili rozdilim mezi jazyky ¢i kulturami
sice nemtize byt preklad uplné stejny jako origindl, avSak hlavnim cilem piekladatele by méla
byt predevsim vyznamova a esteticka reprodukce piivodniho dila.t’

Kromé lingvistického hlediska lze na piekladatelské strategie nahliZet naptiklad 1
Z hlediska estetického. V tomto ptipade se prekladatel opét pohybuje ve vybéru mezi dvéma
protichiidnymi pfistupy — ,,normou reprodukcni (tj. pozadavkem vérnosti, vystiznosti) a

2 EVY, Jiti. Uméni prekladu, s. 17.

18 Tamtéz, s. 53.

14 Tamtéz, s. 49.

5 Tamté, s. 33.

16 AALTONEN, Sirkku. Time-sharing on stage: drama translation in theatre and society. Clevedon:
Multilingual Matters, 2000, s. 41.

7 LEVY, Jiti. Uméni piekladu, s. 85-90.



normou uméleckosti (pozadavkem krasy),“!® které jsou kladeny do protikladu stejné jako
vérnost a volnost v ramci hlediska lingvistického, avSak jak sam Levy namita, tyto dvé normy
nelze skloubit pouze tehdy, je-li rozuména ,,krasou libivost a pravdivosti doslovnost.“!® At uz
ptekladatel pfistupuje k dilu z kteréhokoliv z vySe zminénych hledisek, obecné by se dalo
koncepci, tj. jednotny pohled na dané dilo a na pfistup k jeho piekladu.?°

1.2 Specifika prekladu dramatickych texti

Na teorii ptekladu 1ze nahlizet i z hlediska rtiznych typua textl, které jsou prekladany. Levy ve
své knize rozdé¢luje pteklad literarnich druhti na tfi hlavni typy, kterym se déale podrobnéji
vénuje — konkrétné na uméleckou prozu, drama a poezii.?* O piekladu dramatickych texti
kromé Levého a Aaltonen pojednava i teatrolog a piekladatel Pavel Drabek v publikaci Ceské
pokusy o Shakespeara: déjiny ceskych prekladit Shakespeara doplnéné antologii neznamych a
vzdcnych textu z let 1782-1922, kde na konkrétnich ptekladech Shakespearovych dél od
¢eskych prekladatell poukazuje na specifika tohoto typu piekladu.

Ziejmé nejzasadnéj$im rozdilem mezi prekladem literarnim a prekladem dramatickym
je fakt, ze u dramatického prekladu pozdéji dochazi , ke zméné média,“?? ¢imz u n&j tedy neni
kladen dtiraz pouze na text, ale i na divadelni akci a herce coby zobrazovatele déni.?® Ctenim i
hranim nabyva tento typ textu dvou dilezitych kvalit — , kvality literarni a kvality divadelni“?*
— pfi¢emz ve vztahu mezi vychozim a cilovym jazykem dochazi diky diirazu na divadelni akci
také k emerzi ,,tietiho jazyka, jevistniho a hereckého.“? Drabek ale uvadi, ze nazor na to, co je
povazovano za divadelni a co za literarni, je zna¢n¢ proménlivy a nelze tedy tyto kvality brat
jako ustalené normy.? Z toho vyplyva, ze kromé znalosti kulturniho pozadi dila, jak je tomu u
ptekladu jinych typi textd, je u pfekladu dramatu nutno byt obeznamen i s kulturou divadelni
a to jak z dobového prostiedi originalu, tak i ze soucasného prostredi jazyka, do kterého je text
prekladan.?’

Dréabek v ramci dramatického prekladu vyzdvihuje také skutecnost, Ze kazdy preklad je
vlastng piekladatelovou ,,dramaturgii“?® s uzitim jeho vlastniho ,piekladatelského stylu,?®
ktery je podminén naptiklad jeho chdpanim danych dobovych, jazykovych ¢i divadelnich realii,
pfiéemz uméleckou formu, do které je preklad stylizovan nazyva ,,maskou.“** Subjektivni
vyznamova interpretace je v ptipadé tohoto typu piekladu mnohdy rozhodujicim faktorem pfi

18 EVY, Jiti. Uméni prekladu, s. 88.

19 Tamtéz, s. 93.

20 Tamtéz, s. 97.

2L Tamtéz, s. 25.

22 AALTONEN, Sirkku. Time-sharing on stage, s. 41.
2 DRABEK, Pavel. Ceské pokusy o Shakespeara, s. 23.
24 Tamtéz, s. 14.

%5 Tamtéz s. 45.

% Tamtéz, s. 46-47.

2" Tamtéz, s. 14.

28 Tamtéz, s. 27.

2 Tamtéz, s. 27.

30 Tamtéz, s. 27.



volbé prekladatelskych strategii, jelikoz kromé doslovnych vyznamu se v divadelnich hrach
objevuji v hojné mife i vyznamy nedoslovené a mnohozna¢né.® Levy vztahuje tuto
mnohoznacénost také na vyznamové kontexty replik, kdy se promluva nemusi vztahovat pouze
k explicitn¢ vyslovenému, ale také naptiklad k rekvizitam na scéné, k oslovenym osobam ¢i
dramatické akci.® Také fakt, Ze replika origindlu byla piekladatelem koncipovéna s piedem
zamyslenym typem piednesu, se mize jevit jako problematicky, jelikoz pismo ,,neni schopno
zachytit tzv. suprasegmentalni prozodické kvality, k nimzZ patii tempo, intonace, pokud neni
déana syntaxi, atd.«33

V devatenactém stoleti byly v Evropé dominantni dva piekladatelské pfistupy

k dramatickému piekladu — ,,pieklad komeréni,3*

u kterého byl pieklad textu vyhotoven za
Gicelem a s vidinou provedené inscenace, a ,preklad esteticky, *® kdy byl prekladany text
vyhotoven primarné pro ¢tenafte, z ¢ehoz si Ize odvodit, ze tyto dva typy prekladl generovaly
cilové texty s odlisSnymi formalnimi i estetickymi vlastnostmi. U nékterych typi dramatickych
textl je také nutné brat v potaz informaci, kdy byl text vyhotoven, konkrétné zda byl (jako
napiiklad v ptipad¢ Shakespearovych her) sepsan az pfi ¢i po genezi predstaveni, nebo naopak
zda byl nejdfive sepsan a az pozdé&ji inscenovan. Je predvidatelné, ze i tyto dva typy textu se
budou mezi sebou ligit a tedy i naroky na jejich preklad.®

Stejné jako u piekladu literarniho i nad kvalitou dramatického ptekladu lze uvazovat
hned z nékolika hledisek — Drabek navrhuje rozdéleni kritérii na dvé hlavni kategorie —
,kategorii vné&j§i a kategorii vnitini,“®" do kterych zahrnuje napiiklad posouzeni souvislosti
ptekladu z d¢jinného, socidlniho ¢i divadelniho hlediska, zkoumani kvantitativnich vlastnosti
prekladu v poméru k originalu nebo vyhodnoceni ptekladu coby samostatné stojiciho dila.
Drabek se ve své monografii zabyva také stéZejni oblasti pro pteklad dramatu, konkrétné
dynamikou dramatického textu, pro kterou sam definoval celou Skalou kritérii, na jejimz
zaklade je mozné o této kvalité uvazovat. Jeho Skéla obsahuje celkem pét kategorii, které se
mohou i ¢aste¢né piekryvat, pticemz prvni dvé z nich lze zatadit jak do sféry literarni, tak té
vyhradné k dramatu — jmenovité se jedna o Kkritéria akusticka, ktera se soustfedi na zvukové
kvality, jako je akusticky temporytmus ¢i barva hlasu, kritéria herecka vztahujici se k herci a
tudiz naptiklad k mluvnosti, dechovosti ¢i gesti¢nosti a v neposledni fadé kritéria jeviStni, ktera
souvisi napiiklad s dynamikou promluv, dialogi¢nosti a monologi¢nosti ¢i v€lenénim textu do
herecké akce. Do posledni kategorie jeviStni se dle Drabka také projektuji vSechny ostatni
kategorie, které ale nabyvaji na vlastnim vyznamu, pfi¢emz uZziti a vyraznost jednotlivych
kategorii se bude odvijet od stylu a funké&nich feSeni kazdého prekladatele.®

31 DRABEK, Pavel. Ceské pokusy o Shakespeara, s. 12.

2 LEVY, Jiti. Uméni prekladu, s. 173-174.

33 Tamtéz, s. 180.

% Orig.: ,,commercial translation®. AALTONEN, Sirkku. Time-sharing on stage, s. 38. Neni-li uvedeno jinak,
vSechny citace cizojazy¢nych zdroju byly pteloZeny autorkou této prace.

% Orig.: ,,aesthetic translation®. Tamtéz, s. 38.

36 Tamté, s. 34.

3" DRABEK, Pavel. Ceské pokusy o Shakespeara, . 46.

38 Tamtéz, s. 54-69.



2 SOPHIE TREADWELL

Sophie Treadwell, celym jménem Sophie Anita Treadwell, byla americka novinaika a
dramaticka, ktera se narodila v roce 1885 ve mésté Stockton v americkém staté¢ Kalifornie.
Kromé novinovych ¢lanka a celkem tiiceti deviti divadelnich her, z nichz sedm bylo mezi lety
1922-1941 uvadéno na Broadway, je autorkou i nékolika romanti, pficemz né€které z nich byly
publikovany na pokra¢ovani v periodickém tisku. Jerry Dickey ve své knize Susan Glaspell
and Sophie Treadwell, na které se spolupodilel s Barbarou Ozieblo, poutavym zptisobem
zanalyzoval mnoho dél a zmapoval osobni i profesni Zivot této americké autorky.

Sophiin zajem o uméni a divadlo tdajné odstartoval jeji otec Alfred, kdyz ji jako malou
vzal do divadla na piedstaveni Kupce benatského, ve kterém ucinkovala i1 polskd herecka
Helena Modjeska, kterd o nékolik let pozdé€ji dokonce pozadala Sophie Treadwell o sepsani
svych paméti a byla povaZovana za jeji mentorku. Pfestoze Sophie nikdy oficialné
nevystudovala obor psani divadelnich her, znalost a praxi v dramatickém uméni ziskala jiz na
Kalifornské univerzit¢ v Berkeley, kde v roce 1906 nakonec ziskala svlij bakalafsky titul
Zoboru francouzského jazyka. Béhem studia na univerzité také napsala svou prvni
jednoaktovku s nazvem 4 Man’s Own (1905) a dozvédé€la se o rostoucim hnuti za prava Zen,
coz zna¢né ovlivnilo jeji rany profesni Zivot i jeji osobni zajem o boj za Zenska volebni prava.*°
Autofi vySe uvedené knihy k tomu pisi: ,,Hry Treadwellové z tohoto raného obdobi, 1905—
1921, se vyznacuji Sirokou Skalou naméti a styld, vcetné kratkych komedialnich skect,
psychologickych a historickych studii postav, nerealistickych jednoaktovek a celovecernich
komedii a dramat.*4!

V roce 1909 ziskala Sophie Treadwell pracovni pozici v novinach San Francisco
Bulletin — nejprve jako sekretaika, pozd&ji se ji vSak podafilo zacCit pracovat i na pozici
reportérky. Béhem prvni svétoveé valky se stejné jako ostatni Zeny i Sophie snazila aktivné
zapojit do déni a jakoZto novinarka informovat spole¢nost o probihajicim valecném konfliktu.
Odcestovala tedy do Evropy, avSak nakonec ji byl kvili jejimu pohlavi odepien pfistup na
frontu. I pfesto se rozhodla v Evropé zlstat a zacala zpovidat zranéné vojaky a civilni
obyvatelstvo, jejichZ vypovédi odrazely nasledky této valeéné krize.*?

JiZz v roce 1910 uzaviela Sophie Treadwell siiatek se zndmym sportovnim publicistou
Williamem O. McGeehanem — vefejné i profesné nicméné i nadale pouzivala pouze své rodné
piijmeni, a to i pfed rokem 1926, respektive 1927, kdy se Lucy Stone League — organizace za
prava zen, jejiz ¢lenkou se stala i Sophie Treadwell — uspé$né zaslouzila o to, aby zeny mohly
mit autorska prava na sva dila vedena pod rodnym piijmenim, a nikoliv pod ptijmenim svych
manzell. Obecné se Treadwell hojn€ vénovala Zenskym tématiim i ve svych divadelnich hrach
— napiiklad v dilech jako Constance Darrow (asi 1908-09), O Nightingale (1925) ¢i Machinal

39 OZIEBLO, Barbara, DICKEY, Jerry. Susan Glaspell and Sophie Treadwell, s. 93 a 188.

40 Tamtéz, s. 98-112 a 188.

4 Orig.: ,,Treadwell’s plays from this early period, 1905-21, display a wide range of subjects and styles,
including short comedic sketches, psychological and historical character studies, nonrealistic one-acts, and full-
length comedies and dramas*. Tamtéz, s. 111.

42 Tamtéz, s. 103 a 188.
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se v pripad¢ vSech hlavnich postav jedna o ponckud naivni pracujici zeny, které se na svém
pracovisti snazi néjak vyporadat s dominantnim zastoupenim muzii a maji prakticky totozné
nazory (naptiklad na kontrolu porodnosti), ptestoze jejich zivotni rozhodnuti byvaji rozdilna.
Nejznaméjsim ze spisovatelskych pocini Treadwell je pravé vySe zminénd divadelni hra
Machinal zroku 1928 — expresionistické drama o mladé Zené¢ utlacované patriarchalni
spole¢nosti, jez nakonec vyusti ve spachani vrazdy. Toto drama je volné inspirovano soudnim
procesem Snyder—Gray z roku 1927, kterého se jako reportérka tehdy zGc¢astnila praveé i Sophie
Treadwell.*®

Za svuj zivot prodélala Sophie Treadwell n¢kolik nervovych kolapsii a vyCerpani, kviili
kterym musela byt dokonce hospitalizovana v sanatoriu. Zemfiela v roce 1970 — tfi roky po
vydani své posledni divadelni hry s ndzvem Now He Doesn’t Want to Play — po prodélani
mrtvice ve véku 70 let ve mésté Tucson v Arizoné. Pfestoze je v soucasné dobé¢ stale nejvice
diskutovana a inscena¢n¢ oblibena jeji divadelni hra Machinal, ktera je i hlavnim tématem této
diplomové prace, se zacCatkem dvacatého prvniho stoleti zacala ve Spojenych statech
americkych znovu pfitahovat pozornost a byt inscenovana i dalsi dila z pera této autorky.**

4 OZIEBLO, Barbara, DICKEY, Jerry. Susan Glaspell and Sophie Treadwell, s. 100-102 a 136-146.
4 Tamtéz, s. 95-99 a 188—191.
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3 DRAMATURGICKA ANALYZA
3.1 D& hry

Divadelni hra Machinal za¢ina ptichodem uzkostlivé MLADE ZENY do kancelafe, v niZ
pracuje jako stenografka, kde je pozadana o ruku svym nadfizenym JONESEM, kterého vSak
ona sama nemiluje. Po pfemlouvani ze strany své MATKY, se kterou je do t¢ doby nucena
bydlet, nakonec JONESOVU nabidku k snatku pfijme a odjede s nim po svatb¢ na libanky, kde
je nucena mit s JONESEM pohlavni styk. Z téchto manzelskych povinnosti se MLADE ZENE
po néjakém case narodi dité, které vSak citove nepiijme, jelikoZz citi odpor ke své nove nabyté
roli matky, do které ji jeji okoli nuti. Jednou se MLADA ZENA se svou byvalou kolegyni ocitne
v baru, kde narazi na MUZE, ktery ji ptitahuje, a navaze s nim milenecky vztah. Ve vztahu
s timto MUZEM se citi osvobozen4 od povinnosti a narokil spole¢nosti, které ji jindy dusi,
aviak kdyz sni MUZ po n&jaké dobé vztah ukonéi, MLADA ZENA se opét ocitne
v kazdodenni rutiné manzelstvi bez lasky. Uzkost, kterou zaziva jiz od po¢atku hry, se v tomto
okamziku vystupiiuje natolik, Ze¢ je MLADA ZENA pod vidinou svobody dohnéna k vrazdé
vlastniho manzela. MLADA ZENA je nasledné zatéena a podrobena vyslechu u soudu, kde se
pod tihou okolnosti, nakonec piizna, je odsouzena k smrti a nasledné popravena.

3.2 Zanr

Divadelni hra Machinal jiz byla zanalyzovana napiiklad Julii A. Walker, ktera ji ve své knize
Expressionism and Modernism in the American Theatre: Bodies, Voices, Words Zanrové
kategorizuje jako expresionistické drama, pfi¢emz autorku hry, Sophie Treadwell, povazuje za
jednu z prvnich autorti expresionistické dramatu ve Spojenych statech americkych.*®
Expresionistické drama, jak uz mize napovidat samotny nazev, je projevem expresionismu —
uméleckého sméru, ktery se objevil v evropském malifstvi na pocatku dvacatého stoleti
predev§im jako odmitnuti a estetickd reakce na impresionismus. Expresionistickd dila jiz
neméla kopirovat a imitovat okolni svét a realitu jako ta impresionistickd, ale méla se sousttedit
predev§im na umélce samotného, jeho vlastni ji, a tedy i jeho vlastni realitu.*®
V expresionistické literatufe se tato autorskd introspekce odrazi naptiklad v pfitomnosti obecné
pojmenovanych postav prochazejicich krizi a rozvratem osobnosti ¢i uzitim abstraktnosti a
metafori¢nosti k popisu snovych obrazil a halucina¢nich stavii téchto postav.*’

Americké expresionistické drama Ize z historického hlediska zafadit do rané faze
modernismu, pii¢emz pocatky tohoto typu dramatu jsou neodvratné spojeny s pielomem
devatenactého a dvacatého stoleti a ,,revoluci v komunikaéni technologii s objevenim psaciho
stroje, bezdratového telegrafu, telefonu, fonografu, kinematografu a radia.“*® Tyto objevy méli

4 WALKER, Julia A. Expressionism and Modernism in the American Theatre, s. 2.

4 RICHARD, Lionel. The Concise Enyclopedia of Expressionism. Secaucus: Chartwell Books, 1978, s. 7-10.

4T LEHAR, Jan, STICH, Alexandr, JANACKOVA, Jaroslava, HOLY, Jiti. Ceskd literatura od pocatkii k dnesku.
Praha: Nakladatelstvi Lidové noviny, 2006, s. 528-532.

8 Orig.: ,,a revolution in communications technology, with the typewriter, wireless telegraph, telephone,
phonograph, cinematographe, and radio appearing”. WALKER, Julia A. Expressionism and Modernism in the
American Theatre, s. 1.
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totiz zna¢ny vliv nejen na lidské vnimani vzdalenosti a Casu, ale i na nové se objevivsi strach
Z toho, ze zminéné technologie nebudou kompatibilni s uménim — naptiklad tim divadelnim, u
kterého je podstatou Zivé pfedstaveni s herci, a tudiZ i jejich ,,t&la, hlasy a slova. *® Neni tedy
pfekvapenim, ze strach ze zmény medidlniho pole vyustil v tomto uméleckém odvétvi ve
velmi silnou reakci, a to nejen tematicky, ale i formalné — konkrétné expresivni vystavbou
samotného dramatického textu, kdy jsou témata hry ¢i rozpolcenost hlavnich postav a jejich
konflikt s fikénim svétem, ve kterém ziji, zobrazovana zejména prostfednictvim jazyka,
napiiklad stylistickymi (ale i jinymi) prostiedky.® Americké expresionistické drama bylo do

jisté miry ovlivnéno také ,teorii ,exprese‘ !

amerického profesora prednesu a vokalniho
projevu S. S. Curryho, kterd je zalozena na tezi, ze komunikace je procesem celého téla (nikoliv
jen hlasu) a je proto zavisld na koordinaci ,tii ,jazyki® téla — verbalniho, hlasového a
pantomimického.“*? Tato teorie byla inspiraci ke vzniku amerického ,,expresivniho kulturniho

hnuti, >

jehoz clenové se za pomoci harmonického uziti Curryho tii jazykl ve scénickém
uméni snazili ptekonat odcizujici aspekty modernity. Naproti tomu pro dramatiky poslouzili
tyto jazyky coby podklad k vytvoteni nového a odlisného formalniho stylu — amerického
expresionistického dramatu — kde ,,spiSe kontrastn¢, nez koordinované piedstavuji dusevni
nevyrovnanost, kterou proziva ustiedni postava kazdé hry, kdyz se vyrovnava s primyslovymi
rytmy, které se vnucuji do jeho nebo jejiho zivota.“>

Pokud pomineme kontrastni uziti Curryho tii jazyki, za charakteristické prvky tohoto
zanru lze povazovat napiiklad stylizovanost vnitiniho svéta, redukci vétné skladby,
karikaturnost ¢i epizodicky dgj,> pii¢emz vsechny z nich lze najit pravé i v divadelni hie
Machinal. Konkrétné¢ je d& této hry rozdélen do deviti epizodickych jednani, jejichz
epizodi¢nost je podminéna také del$imi ¢asovymi skoky mezi jednotlivymi jednanimi, mnoho
vedlejSich postav ma az karikaturni povahové rysy — naptiklad postava TELEFONISTKY,
ktera je vykreslena jako ,,mlada, povrchni koketa® (S. 23) nebo postava JONESE (pozdégji jako
postava jménem MANZEL), neskryvaného materialisty a misogyna — piiemz tato
karikaturnost je v neustalém kontrastu s postavou MLADE ZENY, jiz ,,lze vnimat jako
kteroukoliv jinou Zenu, kterd chodi denné do zaméstnani* (s. 23). Vétna skladba v replikach
postav i ve scénickych poznamkach je ve vétsing ptipadi redukovana tak, aby pusobila dojmem
az telegrafické strohosti a strojovosti. To se odrazi napiiklad v dlouhych fragmentarizovanych
monolozich, které ma jako jedina ve hie postava MLADE ZENY a které ztélesiiuji jeji konflikt
S ostatnimi postavami, ale i jeji vnitini konflikt se sebou samou, ¢imz dochazi k akcentaci jejiho

vnitiniho svéta a predevsim tedy jeji dusevni nevyrovnanosti. Kromé promluv se tato

4 Orig.: ,,bodies, voices, and words*. WALKER, Julia A. Expressionism and Modernism in the American
Theatre, s. 1.

%0 Tamtéz, s. 1-6.

51 Orig.: ,,theory of ,expression‘“. Tamtéz, s. 5.

52 Orig.: ,.three ,languages* of the body — verbal, vocal, and pantomimic*. Tamtéz, s. 5.

%3 Orig.: ,,expressive culture movement*“. Tamtéz, s. 5.

% QOrig.: ,,counterpointed, rather than coordinated, they represent the spiritual malaise experienced by each play’s
central character as he or she comes to terms with the imposition of industrial rhythms on his or her life*.
Tamtéz, s. 5-6.

5% Tamtéz, s. 4.
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nevyrovnanost projevuje také v neurotickych pohybech této postavy, jako je naptiklad jeji zvyk
Hheustdle si upravovat vlasy pres usi* (s. 23), kterymi v nekomfortnich a napjatych situacich
télesné vyjadiuje své emocni rozpolozeni.

Expresionisticky diraz na nové technologie je v dile dale reflektovan jiz v samotné
tematizaci mechanizace v nazvu hry a v dramatickém prostoru, kdy je d&j hry zasazen vyluéné
do clovékem vytvofenych, Casto vyrazné mechanizovanych prostiedi — konkrétné do
uzavienych prostorti mistnosti, ve kterych je vyraznym vizualnim i akustickym prvkem pravé
ptitomnost industrialnich kulis v podobé riiznych stroju a jejich zvuk, jako jsou ,psact stroje,
kalkulator, kopirovaci stroj, zvoneéni telefonu, bzuceni* (S. 22) v prvnim jednani, zvuk sbijeni
kovu provézejici poporodni pobyt MLADE ZENY v nemocnici ve &tvrtém jednani & popravéi
stroj z posledniho jednani, ktery neni blize specifikovan, avSak z kontextu hry Ize vycist, Ze se
ziejmé jedna o elektrické kieslo. Zaroven je téma mechanizace mozné vnimat i skrze uziti
telegrafického stylu (jak bylo feceno vyse) v ramci replik vedlejsich postav, ktery je patrny jiz
od prvniho jednani hry odehravajiciho se v kancelafi, kde zenini spolupracovnici a
spolupracovnice pomérné vécné a tsporné opakuji a reaguji na promluvy ostatnich postav
uritymi ustalenymi frazemi, ¢imz jsou vyobrazeni spiSe jako mechanické stroje, namisto
zivych bytosti.

3.3 Témata a motivy

Machinal vypravi (jak uz bylo popsano vyse) piibéh pracujici MLADE ZENY, ktera se pod
natlakem spoleCnosti rozhodne vdat za svého nadiizeného, pficemz jeji nespokojenost
v manzelstvi a touha po lasce a svobod¢ nakonec vyusti v nevéru, zabiti vlastniho manzela a
jeji nasledné odsouzeni a popravu. Na Zenin ptibéh lze v ramci hry nahlizet nejen jako na pouhy
ptibéh individua, ale jako na obecné platnou feministickou kritiku patriarchatu a jeho
spolecenskych norem, jejichz cilem bylo Zeny v tehdejsi spolecnosti pfedevSim svazovat a
usmérnovat k obrazu muzského pohlavi. Osobni konflikty hlavni postavy, které prameni ze
vztahu mezi ni a ostatnimi dramatickymi postavami, lze tedy chapat i jako problémy nadosobni,
jelikoz ptesahuji do spoledenské roviny.>® Je to pravé zenina touha po svobodé a kontrole nad
vlastnim té€lem a vlastnim zivotem pramenici z konfliktu s patriarchalni spole¢nosti a jejimi
spolecenskymi normami, kterou Ize povaZovat za hlavni téma hry, jeZ je ale Gizce provazano i s
dal§imi tématy — napiiklad matefstvim ¢i mechanizaci, které toto hlavni téma pomahaji jesté
vice akcentovat a konkretizovat. MLADA ZENA se v priibéhu d&je snazi osvobodit réiznymi
zpusoby, coz lze vidét jiz v prvnich dvou jednanich hry, kdyz se s vidinou finan¢niho zajisténi
a osvobozeni se od rutinni prace stenografky (tedy odosobnéného a mechanizovaného
pracovniho prostiedi) i od souziti s vlastni MATKOU, kter¢ ji ,,dusi®, rozhodne vdat za svého
nadfizeného JONESE:

MLADA ZENA (premysli nahlas — za doprovodu tlumenych kanceldiskych zvukii a
hlasi). (...) pozdé — prace — zadna prace — vyhazov — pozd¢ — budik — budik — budik —
rychle — prace — matka — rype — rype — rype — matka — rychle — prace — zadna prace —

% HORINEK, Zdengk. Divadlo, drama, divik. Brno: JAMU, 2008, s. 92-93.
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bez penéz — splatky — bez penéz — penize — George H. Jones — penize — pani Jonesova —
penize — zadna prace — zadné obavy — volna! — klid — v posteli do deviti — v posteli do
desiti — v posteli do obéda — dnes si muzes prispat — spat, dokud budes chtit — (...)
(s. 33)

Jiz toto rozhodnuti je pro MLADOU ZENU velmi t&7ké a generuje u postavy vyrazny
vnitini konflikt, jelikoz vzdy doufala pfedevsim v nalezeni pravé lasky, ktera by byla zakladem
jejiho manzelstvi i potencialniho matefstvi. Konkrétné JONESE Zena zjevné nemiluje a ani jej
neshledava piitazlivym, ba naopak ji pfipada az fyzicky odpudivy (,MLADA ZENA. [...]
George H. Jones — Tlusté ruce — ochablé ruce — nedotykejte se m¢ — prosim — tlusté ruce,
neunavné — prosim ne — [...] [S. 33]), av§ak k rozhodnuti vdat se je nakonec natlakem ze strany
MATKY a ptitomnosti spole¢enskych konvenci, kdy se od Zzen o¢ekava, aby nabyly socialnich
rolich manZelek a matek, jistym zptisobem donucena. Shatkem se MLADA ZENA sice
osvobodi od svych pracovnich povinnosti i od neustalych slovnich urazek neurotické MATKY,
avSak nyni musi zit pod natlakem misogynniho JONESE, ktery ji sexualn¢ objektivizuje a
prehlizi jeji potfeby. Po narozeni ditéte, které symbolizuje vynucené matetstvi a tedy
neschopnost zen mit v patriarchalni mocenské struktute slovo nad vlastnim télem, se Zena ve
¢tvrtém jednani pii svém pobytu v nemocnici snazi utvrdit ve své télesné integrité, kdyz se
odmita se svym nové narozenym ditétem fyzicky setkat. Jeji pozadavky a potieby jsou vSak
opét postavou JONESE a tentokrat i postavou DOKTORA neustale znevazovany, coz vede
k amplifikaci zenina zoufalstvi a jeji touze po utéku od manzelskych i matefskych povinnosti
(_,MLADA ZENA [o samoté]. Nechte mé& byt — nechte mé byt — nechte mé byt — podiidila jsem
se uz dost — uz se nepodiidim — odplazit se — odplazit se do tmy —[...]“ [S. 49]).

Jeji utek (alespon od reality) se nakonec dostavi v podobé setkani s MUZEM v patém
jednani, ktery se vzapéti stane jejim milencem. V tomto piipad¢ Zena opét dosahne svych tuzeb
po svobod¢, pfestoze jen castecné, a to alespon formou nové nabité sexualni svobody a
vytvofenim laskyplného vztahu, ktery ona sama povaZuje za opravdovy, nicméné jeji tsudek
se zda byt touto laskou zaslepeny, protoZe neni schopna vidét, Ze muZ Zeniny city plné
neopétuje a z jeho strany se jedna spise o kratkodobé povyrazeni (,,ZENA. Ano. [pauza] Uz
nas nikdy nic nerozdéli — nikdy — vid’, Ze ne? MUZ [up#imné]. Budu se muset pohnout zase o
kus dal, zlato — ¢asem, vis.“ [S. 66]). Muz ji béhem tohoto vztahu Casto vypravi o svych
dobrodruzstvich v Mexiku, pficemz za ptibéh, ktery nejvice resonuje S Zeninym zivotem, lze
povazovat ten, jak se ndsilnym zpiisobem osvobodil ze svého zajeti. KdyZ se po ukoncenti jejich
vztahu ze strany muZe Zena opét ocitne pouze v kazdodenni rutiné napjatého manzelstvi, ve
kterém neni $tastnd, pod tlakem narustajiciho zoufalstvi je nakonec dohnéana k drastickému a
(sebe)destruktivnimu ¢inu — vrazd¢ vlastniho manzela:

HLAS JEJTHO MILENCE. Byla tam tlupa bandidos — banditi, chape$ — drzeli mé tam
— co jsem mél délat — musel jsem se osvobodit, chapes? Musel jsem se osvobodit —
HLASY. Osvobodit — osvobodit — osvobodit —

MILENEC. Naplnil jsem prazdnou lahev kameny —
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HLASY. Kameny — kameny — drahé kameny — mlynské kameny — kameny — kameny
— mlynské kameny — (s. 76)

Symbolické vézeni MLADE ZENY v podobé Zivota V patriarchalni spoleénosti, ze
kterého se cely zivot snazila dostat, Se Vv tuto chvili az tragicky ironickym zpisobem proméni
ve vézeni opravdové, kdyz je zatCena, drzena ve vazbé, odsouzena k smrti a nasledné
popravena. V poslednim jednani je tésné pied zeninou smrti opét nastoleno téma patriarchatu,
a to skrze postavu KNEZE zastupujiciho patriarchalni instituci cirkve, ktery i v tomto kritickém
okamziku prehlizi Zeniny potieby a nastoluje svou autoritu skrze mechanické opakovani
ustalenych pastoracnich frazi, pti¢emz se ji snazi vstipit, ze nebyla dostatecné dobra kiestanka
(,KNEZ. Tvijj Zivot byl peklem, dcero, protoze jsi nikdy nepoznala Boha. Gloria in excelsis
Deo* [s. 95]). Tato postava je jistym zpusobem v kontrastu S Zeninou ptedstavou Boha, na
kterého ona sama do té doby nazirala jako nékoho, kdo je laskavy (,MLADA ZENA. [...] Biih
ma hodné ruce — vklada je — hodné — a nézné — [...]“ [s. 50]), avsak z interpretace dialogu mezi
KNEZEM a MLADOU ZENOU by se dalo argumentovat, Ze i tato Zenina predstava byla
nakonec &iny patriarchalni spoleénosti v zastoupeni KNEZE zpochybnéna, jelikoZ se ji kromé
»{razi“ nedostalo zaddného upfimného rozhfeSeni. Absurdnim vysvobozenim je pro Zenu
nakonec smrt, a prestoze se muze zdat, ze MLADA ZENA méla od samého zacatku alesponl
svobodu volby nad svymi ¢iny, opak je pravdou, jelikoz vSechna jeji rozhodnuti byla pfimo
nebo nepfimo ovlivnéna natlakem patriarchalni spolecnosti, ve které musela zit, a nasledné i
zemfit.

3.4  Casaprostor

D¢ hry je strukturovany do deviti epizodickych jednani s pfitomnych Casem vypravéni, a
pfestoze je syzet chronologicky, mezi jednotlivymi jednanimi dochazi ke skokiim v Case
Vv fadech dnt, tydnt, ale 1 mésicii. Misty Ize syZet povaZovat i za ¢astecné achronologicky, kdy
nékteré repliky mohou pro v§imavého recipienta slouzit jako predzvésti udalosti, které se teprve
odehraji:

MANZEL. Mné se nikdy nic nezda. (MLADA ZENA ddl zird do novin) O Gem &te§?
MLADA ZENA. O ni¢em.

MANZEL. O n&em &ist musis.

MLADA ZENA. Zena nasla svého manzela mrtvého. (S. 74)

Diky nékolika monologiim MLADE ZENY, v nichz reflektuje své vzpominky, obavy a
emoc¢ni rozpolozeni, dochazi dokonce ke zpomaleni syzetového Casu, jelikoz tyto monology
odrazi jeji myslenkové pochody, které by v redlném Case ziejmée zabraly podstatné kratsi dobu,
diky ¢emuz nabyva na dilezitosti také rovina introspekce, tedy expresionisticky diiraz kladeny
na duSevni stavy této postavy.

V ramci chronotopu je dramaticky prostor v jednotlivych jedndnich bez vyjimky
staticky a vzdy se jedna o uzavieny prostor mistnosti, na které lze nazirat nejen jako na prostory
akcentujici t¢éma mechanizace (jak bylo popsano vyse), ale také jako na pfevazné symbolické
ztvarnéni spole¢enského uvéznéni MLADE ZENY (s vyjimkou toho realného v poslednim
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jednani), prestoze se v jednotlivych jednanich méni — konkrétné€ se jedna o prostory kancelare,
kuchynég, hotelového a nemocniéniho pokoje, baru, jednopokojového bytu, obyvaciho pokoje,
soudni siné¢ a vézenské cely. Z nékterych replik si Ize odvodit, Ze se ptibeéh odehrava ve
Spojenych statech americkych, avsak napiiklad konkrétni misto pobytu MLADE ZENY, a tedy
i pravdépodobné misto konani déje se recipient dozvida az v jednani osmém, a to v ramci jediné
repliky:

STATNI ZASTUPCE (cte). Ve véci Stat —— — vs. Helen Jonesova, j4, Richard Roe, pii
plném védomi timto prohlasuji, Ze obvinénou Helen Jonesovou znam, a to po dobu vice
nez jednoho roku ptedchézejici datu podpisu tohoto piisezného prohlaseni. Dale
prohlasuji, ze jsem se s uvedenou Helen Jonesovou poprvé setkal v ilegalnim baru na
Ctyficaté zapadni avenue v New Yorku a Ze v den, kdy jsem se s ni setkal, se mnou
nasledné sla do mého bytu, rovnéz na Ctyficaté zapadni avenue v New Yorku, kde jsme
m¢éli intimni vztah — (s. 91)

Zaroven jedinou dal$i postavou, v jejiz replikdch je néjaky odkaz na specifickou
geografickou lokaci, pfestoZe se nejednd o misto konani dgje, je postava PRVNIHO MUZE,
milence MLADE ZENY, kdy? ji vypravi o svém rodném mésté ,,Friscu (San Francisco), fece
Rio Grandu ¢i zazitcich z Mexika. Tato skoro az Gplna absence geografické konkretizace, stejné

jako je tomu v ptipadg ,,pomysIného jeviste,*’

které je utvareno nejen iluzi okna a dvefi do
jinych prostor, ale i promluvami postav, které jsou pouze slyset, ale nejsou vidét, nebo naopak,
ptispiva k zobecnéni piibéhu, ktery ma spiSe nez jako individualni pfibéh fungovat jako

politickd a spolecensko-kriticka vypoveéd o tehdejsi patriarchalni spolecnosti.
3.5 Postavy

Jména postav jsou obecnd, ale v mnoha ptipadech z nich vyplyva alespon pohlavi ¢i profese
postavy, coz konkretizuje jejich socioekonomicky status. Jména nékterych postav se na zakladé
vztahtl s postavou MLADE ZENY dokonce v priibéhu hry proméiuji — naptiklad postava
JONESE, ktera je od tietiho jednani oznadena uz pouze jako MANZEL — &imz dochazi
k akcentaci socidlnich rolich, které stejné jako pohlavi a profese odkazuji na spolecenskou
hierarchii a subordinaci mezi jednotlivymi postavami. Toto neuzivani vlastnich jmen v ramci
prefixti i neoslovovani vlastnimi jmény v ramci replik (aZ na par vyjimek) 1ze vnimat jako dalsi
z expresionistickych prvki — absenci vlastnich jmen je potlacena individualita jednotlivych
postav a do jisté miry opét dochdzi i ke generalizaci prostredi, ve kterém ziji.

Jedinou hlavni postavou hry je postava MLADE ZENY, ktera byla volné inspirovana
vrazedkyni Ruth Snyder, jeZ byla spolecné se svym milencem Juddem Grayem odsouzena
K trestu smrti za vrazdu svého manzela. Pfestoze Treadwell nikdy inspiraci touho vrazedkyni
piimo nepfiznala, kromé t&chto hlavnich podobnosti mezi postavou MLADE ZENY a Ruth
Snyder jsou tu dle Walker i dal$i —napfiklad fakt, ze Ruth Snyder méla stejné€ jako Treadwellina
hlavni postava zvyk uhlazovat si vlasy, ¢asto ji bylo na omdleni nebo se vdala za svého

57 BUNDALEK, Karel. ,K otizce dramatického prostoru a jeho jevistni konkretizace“. In Na kiizovatce uméni:
sbornik k pocté Sedesdtin prof. dr. Artura Zavodského. Brno: Universita J. E. Purkynég, 1973, s. 57.
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nadfizeného. Walker zaroven uvazuje, ze ty d¢jové linie, které se s zivotnim piibéhem
Snyderové neshoduji, mohly byt inspirovany Zivotem samotné autorky dila Sophie Treadwell.>®

Zatimco pocity MLADE ZENY jsou reflektovany v jejich fragmentarizovanych
monolozich (které byly jiz popsany vyse), pocity ostatnich postav si recipient mize pouze
domyslet (pokud nejsou explicitné vyiceny v replikach, coz se dé&e spiSe ziidka). Tato
skuteCnost vytvari mezi postavami urcité napéti a komunikacni blok — motiv, ktery se ve hie
Casto opakuje — jelikoz postavy nejsou ochotny jedna druhé naslouchat a jako stroje opakuji
primarné své vlastni, naucené ¢i védomé nereflektované fraze. Tato neochota naslouchat je
patrna také v promluvach vedlejsich postav, které maji ¢asto apelativni ¢i fatickou funkci feci,
kdyz se MLADE ZENE snazi néco ptikazovat, o né¢em ji presvédgit &i ji ukotvit v realité.
V porovnani s postavou MLADE ZENY, ktera vyuziva primarné spisovny jazyk, jsou vedlejsi
postavy také mnohem expresivnéjs$i — napiiklad postava JONESE, ktery mluvi spiSe hovorové
az nespisovné a rad vypravi vtipy, piestoze se jednd o vysoce postaveného zastupce feditele,
coz muze odkazovat na jeho bezstarostnost pramenici z pocitu (muzské) nadfazenosti a z toho,
ze si takové jednani mize dovolit:

MANZEL (sedne si). Tak pojd’ sem a dej mi pusu. (posadi si ji na koleno) Hodna holka.
(sehne ji hlavu a zacne ji libat zezadu na krk) Libi se ti to? (ona se snazi postavit) Hele
— nechod’ nikam! Pro¢ sebou tak $ijes? Koukej — méla by ses naucit trochu se uvolnit,
hol¢i¢ko — (tanecnici odejdou; nastane pritmi; Stipne ji nad kolenem) Hele, co pod tim
mas?

MLADA ZENA. Nic.

MANZEL. Nic. (sméje se) To se ti povedlo! Tak nic, jo? Hm? To mi pfipomina ten
piibch o stevardovi ve vlaku a — co se déje — uzZ jsem ti ho vypravél? (hudba slabne do
uplného ticha)

MLADA ZENA. J4 nevim.

MANZEL. O stevardovi ve vlaku a dévce?

MLADA ZENA. Ne. (s. 43)

Mezi nejdiileitéjsi vedlejsi postavy ve hie lze zatadit JONESE, MATKU a PRVNIHO
MUZE, jelikoZ tyto postavy piimo ovliviiuji Zivotni rozhodnuti MLADE ZENY a jsou tedy
hlavnimi striijci konfliktnich dramatickych situaci coby nositeli motivli k dramatickému
jednani.®® Postava JONESE zt&lesiiuje manzelstvi bez lisky a zarovei je jako zastupce
muzského pohlavi také zastupcem patriarchalni spolecnosti, jehoZ socialni role nadfizeného a
pozdéji manzela reflektuji ve hie muzskou spolecenskou nadfazenost nad zenami obecné. Tato
postava je dulezita nejen z hlediska své pozice ve spolecnosti, ale také proto, ze se jakoZzto jeji
zastupce snazi MLADOU ZENU neustale usmériiovat a vyvijet na ni natlak, ze kterého pramenti
jeji vnitini konflikt a touha po osvobozeni provazejici cely dé€j této hry. Postava MATKY je
ztélesnénim vynuceného matefstvi, coz se také odrazi ve vztahu, ktery mé se svou vlastni
dcerou. Tento vztah neni nijak viely a je jakymsi odrazovym miistkem pro rozhodnuti MLADE

58 WALKER, Julia A. Expressionism and Modernism in the American Theatre, s. 222-223.
59 HORINEK, Zdengk. Divadlo, drama, divdk, s. 78.
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ZENY vzit si JONESE, jeliko jiz nechce dél Zit v domécnosti se svou MATKOU, ktera ji jen
slovné urazi a relativizuje t€lesné projevy jejiho neklidu namisto toho, aby ji uklidnila a snazila
se ji pomoct. Postava PRVNIHO MUZE, ktera je v mnoha ohledech pravym opakem postavy
JONESE, ztélesiiuje zeninu touhu po opravdové lasce a svobodé. I tato postava vSak nakonec
zradi davéru MLADE ZENY, kdyZ u soudu zprostiedkované svéd¢i proti ni, coz vede ke
zniceni jejich idedlt a kapitulaci v podob€ doznani se k vrazdé, kterou spachala.

Kromé¢ téchto postav se hie objevuji i dalsi vedlejsi postavy — napiiklad DOKTOR,
SOUDCE ¢&i KNEZ — které vyznamnym zptisobem ovliviiuji d&j hry, protoze coby piedstavitelé
patriarchatu také omezuji zivot hlavni postavy a jsou nositeli nastavenych spole¢enskych
norem, ze kterych se nemuize vymanit. Zaroven se ve hie objevuje i mnoho epizodnich postav
jako jsou POSLICCI, NOVINARI, postavy z patého jednani — MUZ a ZENA, MUZ a
CHLAPEC - ¢i postavy, které jsou pouze slySet, ale nejsou vidét, nebo naopak. Piestoze tyto
postavy piimo neinteraguji S postavou MLADE ZENY, maji v piibéhu dileZitou funkci
spoCivajici v dokresleni dramatického svéta a predevsim v zexplicitnéni nastolenych témat a
problému s nimi spojenych, jako je naptiklad matetstvi a otazka kontroly porodnosti ¢i touha
po lasce a jeji idedlni predstava na jedné strané a realistickd podoba Vv Zivoté a daném
spoleCenském kontextu na strané druhé.

Téma mateistvi a otazka kontroly porodnosti se odrazi naptiklad v dialogu MUZE a
ZENY v patém jednani, kdy se MUZ snazi ZENU piesvéd¢it, aby §la na potrat, konkrétng
taktikou znevazovani dilezitosti takového zivotniho rozhodnuti, ¢imz je opét zduraznén natlak
na zenské télo ze strany patriarchatu (,MUZ. No, jak bys mohla? [ticho] Nic to neni — vétsina
Zen nad tim ani nepfemysli — prosté to — Bert mi doporucil jednoho doktora — dal mi jeho adresu
— [s. 52]). Realita lasky je pak v kontrastu s idealni pfedstavou MLADE ZENY zpodobnéna
napiiklad dialogem mezi postavami MUZE a CHLAPCE (také v patém jednani), ve kterém je
ze strany MUZE patrna pfedeviim sexualni touha po mladém CHLAPCI a jeho sexualni
objektivizace, piestoze MUZ v daném momentu mluvi o ,,lasce* coby vzne$eném romantickém
citu. MUZ si timto zptisobem a neustalym nabadanim objektu svého zajmu k pozieni alkoholu,
podobné jako je tomu v ptipadé situace, kdy PRVNI MUZ hovoii o lasce Kk MLADE ZENE,
pouze snazi ziskat naklonost adresované osoby, aby vyhovéla jeho natlaku a ode$la s nim
nékam do soukromi (,MUZ. On nepije. Tohle ani neni piti! Pravé amontillado chutna jako
slunce a pomerancovy sad — je jako sttedomoiska krajina a modry mésicni svit a — laska? Uz
jsi n€kdy nékoho miloval?* [s. 51]).

Prestoze by bylo mozné se v ramci dramaturgické analyzy zabyvat rozborem této
divadelni hry z mnoha dalsich hledisek, tato analyza je pro ucely prace dostacujici, jelikoz
obsdhla zdkladni vyznamové (napiiklad témata a jejich nositele) a formalni (naptiklad
expresionisticky jazyk hry) stranky dila, které jsou pro jeho pochopeni a tedy i pro nasledny
prekladatelsky proces nezbytné. Podrobna analyza ptekladatelskych feSeni vyplyvajicich z této
dramaturgické analyzy a specifik pfekladu dramatickych textt z pododdilu 1.2 bude podrobné&ji
popséna v oddilu 5 ,,Komentaf k ptekladu®.

19



4 PREKLAD HRY

Viastnikem autorskych prav K prekladu hry je Terezie Sipovd a Univerzita Palackého
V Olomouci. Text ani jeho casti neni mozné zadnym zpusobem ddle sirit.

SOPHIE TREADWELL

MASINERIE

Postavy

MLADA ZENA
TELEFONISTKA
STENOGRAFKA
UREDNIK

UCETNI

MATKA

MANZEL
POSLICEK

SESTRA

DOKTOR

MLADY MUZ
DIVKA

MUZ

CHLAPEC

MUZ

JINY MUZ

CISNIK

SOUDCE
OBHAJCE

STATNI ZASTUPCE
SOUDNI{ ZAPISOVATEL
SOUDNI ZRIZENEC
NOVINAR

DRUHY NOVINAR
TRETI NOVINAR
VEZENSKA STRAZ
DOZORKYNE
KNEZ

I. JEDNANI Do prace

II. JENANI Doma

II1. JENANI Libanky

IV. JEDNANI Mateistvi

V. JEDNANI Zakazané ovoce
VI. JEDNANT Intimita

VIIL. JEDNANI Domov
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VIIIL. JEDNANI Zakon
IX. JEDNANI Stroj

Déj vypravi piib¢h zeny — obycejné mladé zeny, jakékoliv zeny —
ktera zavrazdi svého manzela.

Plianem je vypravét tento piibéh za pomoci ukézek riznych
zivotnich fazi, jimiz Zena prochdazi, ale v nichZ nenachazi své misto
ani klid. Zatimco Zena je v podstaté jemnd a nézna, zivot kolem ni
je v zasad¢ tvrdy a zmechanizovany. Prace, domov, manzelstvi,
dité, hledani potéSeni — to vSe je pro ni obtizné, mechanické, nervy
drasajici. Jedinou zivotni radost nakonec nachazi v zakazané lasce,
a kdyz ji ztrati, zoufald snaha osvobodit se, aby ji znovu nasla, se
stane jeji zkazou.

Ptibéh je vypravén v deviti scénach. V dialozich téchto scén je
snaha zachytit rytmus nasi bézné méstské teci, jeji kovovy zvuk,
repetitivnost, atd.

Dale je ve hte také uzito mnoha riznych zvuk, které byly
vybrany predevsim kviili jejich plisobeni na emoce (sbijeni kovu,
liturgicky zpév knéze, CernosSsky spiritudl, jazzova kapela atd.), ale
zaroven se podili na dotvareni atmosféry, pozadi déje.

Nadéji je vytvortit hru, ktera bude mit ,,styl” a zaroven diky
dramaticnosti ptib&hu, pfimocarosti vypravéni, rozmanitosti a
rychlym zméndm scén a vzrusujicim zvukiim vytvofi zajimavé
predstaveni.

Scénograficky se mé hra odehravat ve dvou zakladnich scenériich
(nebo v jedné scenérii se dvéma rozdilnymi pozadimi)

V prvni scenérii — pro prvni Ctyii jednani — je zapotiebi jeden
bocni vchod a v zadni sténé jedny dvete a velké okno. Dvefe vedou

V prvnim jednéani — do kancelafe zastupce feditele.

V druhém jednani — do vstupni haly.

Ve tfetim jednéani — do koupelny.

Ve ¢tvrtém jednani — na chodbu.

Oknem je vidét na
V prvnim jednéni — kancelaf naproti.
V druhém jednani — dvir bytového domu.
Ve tretim jednani — okno salu naproti, kde se tanci.
Ve ¢tvrtém jednani — ocelové nosniky. (Z vySe zminénych je
dulezity pouze vyhled na tane¢ni sal. V ostatnich ptipadech
muze byt vyhled na oblohu.)

Ve druhé scenérii — pro poslednich pét jednadni — je stejny bocni
vchod, ale v zadni stén€ je jen jeden otvor — pro malé okno (s
miizi).

V patém jednani je okno zastinéné elektrickym pianem.

Jednéni 6, okno je vidét (venku chodnik).

Jednani 7, na okné jsou zatazené zavésy.

Jednéni 8, okno je zastinéné lavici soudce.

Jednani 9, okno je vidét (venku obloha).
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V kazdé¢ epizodé se meéni nabytek a rekvizity — jedna se pouze

0 nezbytnosti, jez maji za ukol charakterizovat. Na devaté jednani
je jevisteé z obou bocnich stran uzavieno a je do n¢j v predni Casti
po celé délce umisténa mensi mistnost s miizemi a dvefmi
umisténa ve stfedu predniho planu jevisté (natolik daleko od
rampy, aby byl pied ni umoznén volny priichod).

Osvétleni je koncentrované a intenzivni. — Svétlo a stin — jasné
svétlo a tma. — Tato tma, pfitomna v kazdé scéné, pfi piestavbach
roste a zcela nahrazuje svétlo.

Hlasy zvenku: postavy jsou slySet, ale nejsou vidét:
Domovnik
Dite
Chlapec a Divka
Manzel a Manzelka
Manzel a Manzelka
Hlasatel
Cernossky zpévak

Mechanické zvuky mimo jevisté
Mala jazzova kapela
Harmonika
Sbijeni kovu
Telegraf
Motor letadla

Mechanické zvuky na jevisti
Kancelaftské stroje (psaci stroje, telefony atd.)
Elektrické piano.

Postavy: postavy jsou vidét, ale nejsou slySet
(Jsou videt z jeviste, tj. skrz okno nebo dvere)

Muzi a Zeny tancici v parech

Zena v Zupanu

Zena v koleckovém kfesle

Sestra s umyvadlem

Sestra s tacem

Nohy muzli a Zen chodicich po ulici.

JEDNANI PRVNI

Do prace

Scéna: kancelar: telefonni ustredna, kartotéka, kalkulator, psaci
stroj a stiil, kopirovaci stroj.

Zvuky: kancelarské stoje: psaci stroje, kalkulator, kopirovaci stroj,
zvoneni telefonu, bzuceni.

Postavy a jejich stroje
MLADA ZENA (psaci stroj)
STENOGRAFKA (psaci stroj)
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UREDNIK (kartotéka a kopirovaci stroj)
UCETNI (kalkuldtor)

TELEFONISTKA (telefonni ustredna)
JONES

Pri otevireni opony
VSechny stroje i postavy jsou na jevisti s vyjimkou MLADE
ZENY.

K postavam: MLADOU ZENU [ze vnimat jako kteroukoliv
Jinou Zenu, ktera chodi denné do zaméstnani. Vsedni. Vnitini
zmatek jejich myslenek, emoci, tuzeb a snii ji zabranuje jakkoliv
se skutecné prizpusobit pracovni rutiné. Tato rutina zaméstnava
Jjen velmi malou cast jejiho védomi. Neni domdcka a neni hezka.
Je zaneprazdnéna sama sebou — svoji osobou. Ma dobre
udrzované ruce a potiebu neustdle si upravovat vlasy pres usi.

STENOGRAFKA je nevyraznd, schopna kancelarska
pracovnice. Sucha, usychajici.

UCETNI je jeji muzsky protéjsek.

UREDNIK je chlapec, jesté nedospély, nezraly mladicek.
TELEFONISTKA je mlada, povrchni koketa.

Prostor kancelare se rozsviti. Dva stoly napravo a nalevo.

Telefonni ustredna je vzadu napravo. Kartotéka vzadu
uprostied. Kalkuldtor vzadu nalevo.

UCETNI (monoténnim hlasem, ktery odpovidd jeho monoténnim
myslenkam, od kalkulatoru). 2490, 28, 76, 123, 36842, 1, 1/4,
37, 804,23 1/2, 982.

UREDNIK (stejné — od svého pracovniho stolu). Akcie — A.
Bilance — B. Clo — C. Dluhopisy — D. Export — E.

STENOGRAFKA (stejné — vievo). Vazeny pane — v reakci — vas
dopis — datum — bude uvedeno —

TELEFONISTKA. Hal6 — Hal6 — Spole¢nost George H. Jonese,
dobry den — hal6 halé — Spolecnost George H. Jonese, dobry den
— halé.

UREDNIK. Mzdy — M. Néklady — N. Obrat — O. Penéle — P —!
(nahle) Co je s Q?

TELEFONISTKA. Co je s — Pane J. — chce s vdmi mluvit pan K. —
Jak to mysli§? Co je s ¢im?

UREDNIK. Co je s Q.
TELEFONISTKA. No — coze? Klapka 17267
UREDNIK. Ptim se —
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TELEFONISTKA. NO?

UREDNIK. Nic u néj neni —

TELEFONISTKA. No a?

UREDNIK. U A néco je. U B taky. Ale co je s Q?

TELEFONISTKA. Neni v kurzu. Hal6 — Hal6 — Spolecnost George
H. Jonese.

UREDNIK. Bozi¢ku. Pro¢ ne?
UCETNI. Nema osobnost?
STENOGRAFKA. M4 zkazené zuby?
TELEFONISTKA. M4 je viibec?
UREDNIK. Bozi¢ku!

TELEFONISTKA. Kam véas mohu piepojit? (pozna volajiciho,
bez nadseni) Ach —hal6 — jisté, Zze vim, kdo vola — dnes vecer?
Aha, aha — (neprijemné, pokazdé trochu jinak) UZ jsem tekla —
Ne!

UREDNIK. Nelibi se ti?
STENOGRAFKA. T¢ se libi vSichni.
TELEFONISTKA. Nelibi!
STENOGRAFKA. No — tak skoro vSichni.

TELEFONISTKA. Kam Vas mohu ptepojit? To mate Spatné Cislo.
Hal6 — hal6 — Spole¢nost George H. Jonese. Halo, halo —

STENOGRAFKA. Memorandum — pro pana Smitha —
na jednani —

UCETNI. 125 — 83 3/4 —22 — 908 — 34 — 1/4 — 28593,
UREDNIK. Rozvoj — R, Smlouvy — S, Trh — T.

TELEFONISTKA. Pst —! Ano, pane J. —? Ne — slecna A. tu jesté
neni — feknu ji to, pane J. — hned jak dorazi.

STENOGRAFKA. Zase ma zpozdéni, co?
TELEFONISTKA. Asi méla v¢era rande, co?
UREDNIK. Bozi¢ku.

UCETNI. Ta nikoho nema.
STENOGRAFKA. Jak to vis?

UCETNI. Vim to.

UREDNIK. Bozi¢ku.
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UCETNI. Zije sama s matkou.

TELEFONISTKA. Klapka 1876? Hal6 — klapka 1876. Klapka!
Halo, klapka 1876? 1876! Spatné ¢islo! Hal6?! Halo?!

STENOGRAFKA. Pololetni zprava ze zasedani feditele.
UREDNIK. Sankce — Slevy — Smlouvy — S.

UCETNI. Ona do kancelafe nepatii.

TELEFONISTKA. A kdo ano?

STENOGRAFKA. Ja!

UCETNI. Kdy? to fikés.

UREDNIK. Bozi¢ku.

TELEFONISTKA. Hal6 — hal6 — Spole¢nost George H. Jonese —
hal6 — hal6 —

STENOGRAFKA. Jsem schopna. Ona je neschopna.
UREDNIK. Ona je neschopna.
TELEFONISTKA. J. je zni hotove;j.
STENOGRAFKA. Hotove;j?
TELEFONISTKA. Hotovej, a iplné cele;.
UREDNIK. Bozi¢ku.

Prichazi JONES.
JONES. Dobré rano vsem.
TELEFONISTKA. Dobré¢ rano.
UREDNIK. Dobré rano.
UCETNI. Dobré rano.
STENOGRAFKA. Dobré¢ rano, pane J.
JONES. Sle¢na A. tu jesté neni?
TELEFONISTKA. Jesté ne, pane J.
UREDNIK. Jesté ne.
UCETNI. Jesté ne.
STENOGRAFKA. M4 zpozdéni.
JONES. Jen jsem cht¢l, aby ptepsala jeden dopis.
STENOGRAFKA. Ja ho prepiSu.
JONES. Jedno po druhém a hlavné peclive.
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UCETNI (pritakdava). Pelive.
STENOGRAFKA. Dokon¢im to pozdé;ji.
JONES. Drzte se planu.

UCETNI. Drte se planu.
STENOGRAFKA. Tak si pospiSim.
JONES. Prace kvapna malo platna.
UCETNI. Malo.

STENOGRAFKA. Ale kdyz mate naspéch.

JONES. Nikdy nemam na spéch — To je miyj postup. (zasméje se;
vSichni se zasméji) Nejdiiv se ujistit a pak teprve jit na to.

UCETNI. Na to.

JONES (k TELEFONISTCE). Az dorazi sle¢na A., feknéte ji.,
ze chci, aby prepsala jeden dopis (otoci se k odchodu — v tom
se otoci zpét) Je to dulezité.

TELEFONISTKA (pise si poznamku). Slecna A. — dulezité.
JONES (je na odchodu — v tom se otoci). A nechci byt ruSen.
TELEFONISTKA. Méte jednani?

JONES. Mam jednani. (ofoci se znovu k odchodu — ndhle) Pokud to
nebude A. B. — samoziejm¢.

TELEFONISTKA. Samoziejmé — A. B.

JONES (zacne odchdzet — znovu se otoci zpét, snazi se byt vtipny).
Vyftid'te slecné A., Ze ranni ptace dal doskace.

JONES odejde.
TELEFONISTKA. Ranni ptace si to odskace.
UCETNI. Uz doskékalo.
TELEFONISTKA. Lapené.
UCETNI. Na pekagi.
UREDNIK. Bozitku.
STENOGRAFKA. Dovolujeme si vdm oznamit, Ze —

Prichdzi MLADA ZENA. Projde za telefonni tistiednou
k pravému stolu.

STENOGRAFKA. Jdes pozdé!
UREDNIK. Jde§ pozdg!
UCETNI. Jdes pozds.
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STENOGRAFKA. Jako vcera!
UREDNIK. A ptedevéirem.
UCETNI. A ptedptedevéirem.
STENOGRAFKA. Piijdes o praci.
MLADA ZENA. Ne!
STENOGRAFKA. Ne?

Vsichni si vymeéni pohledy.
MLADA ZENA. To nejde!
STENOGRAFKA. Nejde?

Situace se opakuje.
UREDNIK. Najem — uéty — splatky — a tak dale.
UCETNI. Dolar deset — devadesat pet — 3,40 — 35 - 12,60.
STENOGRAFKA. Tak pro¢ jdes pozdé?
MLADA ZENA. Prog?
STENOGRAFKA. Omluvu!
UCETNI. Omluvu!
UREDNIK. Omluvu.
TELEFONISTKA. Prosim, omluvte mé.
STENOGRAFKA. Pro¢?
MLADA ZENA. Metro?
TELEFONISTKA. Dojizdéni?
UREDNIK. Pof4d to samé!
UCETNI. Zastavka.
STENOGRAFKA. Stavka?
MLADA ZENA. Ne —
STENOGRAFKA. Tak co?
MLADA ZENA. Musela jsem ven!
UCETNI. Ven.
UREDNIK. Ven?
STENOGRAFKA. Kam ven?
MLADA ZENA. Na vzduch.
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STENOGRAFKA. Vzduch?
MLADA ZENA. Ta namackana téla viude okolo.
UREDNIK. Bozi¢ku!

MLADA ZENA. Myslela jsem, Ze omdlim. Musela jsem
na vzduch!

UREDNIK. Dejte ji vzduch.

UCETNI. Vzduch zdarma —
STENOGRAFKA. Horky vzduch.

MLADA ZENA. Jako bych umirala.
STENOGRAFKA. Stejné jako véera. (zarazi se) A predevCirem.
MLADA ZENA. Ano — jenZe co miizu délat?
UCETNI. Jed taxikem. (vsichni se zasméji)
UREDNIK. Volej policii.

TELEFONISTKA. Chce té pan J.

MLADA ZENA. M&?

TELEFONISTKA. Tebe!

MLADA ZENA (vstane). Pan J.?!
STENOGRAFKA. Pan J.

TELEFONISTKA. Uz se po tob¢ ptal.

MLADA ZENA si naposledy upravi viasy a odchazi k zadnim
dverim.

STENOGRAFKA (za jejimi zdady). Hodna holka.
UREDNIK. To s témi vlasy dél4 porad.
TELEFONISTKA. Vlasy — to zname —
UREDNIK. Bozi¢ku.

UCETNI. Je to umélkyng.

STENOGRAFKA. Je neschopna.

UREDNIK. Je neschopna.

STENOGRAFKA. Pan J. vi, Ze je neschopna.
UCETNI. 46 - 23 —-84 -2 -2 -2 1,492 - 678.

TELEFONISTKA. Hal6 — hal6é — Spole¢nost George H. Jonese —
hal6é — pan J.? M4 jednani.

STENOGRAFKA (sarkasticky). Jednéni!
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UCETNI. Jednani.

UREDNIK. Bozi¢ku.

TELEFONISTKA. Myslite, ze si ji vezme?
UCETNI. KdyZ ho bude chtit.
STENOGRAFKA. Kdyz ho bude chtit.
UREDNIK. Myslite, Ze si ho vezme?
TELEFONISTKA. Kolik vydé&lava?

UCETNI. Hodné& — 5,000 — 10,000 — 15,000 — 20,000 —
25,000.

STENOGRAFKA. A hodné utraci.

UCETNI. Benzin — &tverky — ocel — pétky — nafta — Sestky.

UREDNIK. Bozitku.

STENOGRAFKA. Vezme si ho? Vezme si ho? Smlouva byla
zadana — poskytovatel — pfijemce — vezme si ji?

TELEFONISTKA. No, ja bych s nim spat nechtéla. (familidrne)
Hal6 — hmhm — hm — hm — vydrZ mi na lince — mtiZze§ — hm hm.
(profesiondlnim hlasem) Ha... halé — A. B., chvilku strpeni, pane
A. B. —Pane J.? Pan A. B. — hned Vs ptepojim, pane A. B.
(koketne) Kde jsme to ptestali — aha — aha — aha — ahahah — hm —
hm.

Prichdzi MLADA ZENA — jde ke své zidli, sedd si
se zalozenyma rukama.

UREDNIK. Ty #ik4s§ chlaptim jenom —
STENOGRAFKA. Hm — hm — nebo aha aha — (odmitave)

TELEFONISTKA. Nic jinyho taky neni potieba. (do telefonu)
Hm — hm — hm hm — hm hm —

STENOGRAFKA. Hlavné hm hm.
UCETNI. Pfesng!
UREDNIK. Bozi¢ku.

TELEFONISTKA. Hm hm aha hm hmhmhm — dnes vecer? Ma
rande — vcera to fikala — hmhm aha — hm — dobfte. (zaveési) To je
smula — muj pfitel m4 kamarada — ale moje kamaradka uz ma
rande.

MLADA ZENA. Ty se umis bavit.
TELEFONISTKA. Hodné.
STENOGRAFKA. Malo.
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UCETNI. Hodné i z mala.

TELEFONISTKA. Vzala bych t¢ s sebou, ale byla bys v tom
aZ po usi.

STENOGRAFKA. Oblizovaéi!
UCETNI. Ochmatavagi!

UREDNIK. Bohati paprdové.
TELEFONISTKA. Chces se ptidat?
MLADA ZENA. Nemiizu.
TELEFONISTKA. Rande?

MLADA ZENA. Matka.
STENOGRAFKA. Ma o tebe strach?

TELEFONISTKA. Rype — halo — Spole¢nost George H. Jonese —
A, dobry den —

MLADA ZENA si sedne ke svému stroji — ruce md v kliné, diva
se na ne.

STENOGRAFKA. Pro¢ nepracujes?

MLADA ZENA (zasnéné). Coze?

UCETNI. Prace!

MLADA ZENA. Nem{izu.

STENOGRAFKA. Nemuizes?

MLADA ZENA. Nefunguje mi stroj.
STENOGRAFKA. No, tak ho sprav.

MLADA ZENA. Nemiizu — musim nékoho zavolat.

STENOGRAFKA. Nékoho. Vzdycky né€koho. Na, tak roztfid’
postu!

MLADA ZENA (vstane). Dobfe.
STENOGRAFKA. A spéchej! Mas zpozdéni.

MLADA ZENA (t7idi postu). Spole¢nost George H. Jonese —
George H. Jones a spol. George H. Jones —

STENOGRAFKA. Vzdycky jsi pozadu.
UCETNI. Piijdes o praci.

MLADA ZENA (spésné). George H. Jones — George H. Jones,
osobni —

TELEFONISTKA. Nenech si to libit, holka — ukaz jim, kde je
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jejich misto.
MLADA ZENA. Coze?
TELEFONISTKA. Neni to hotova véc?
MLADA ZENA. Co?
TELEFONISTKA. Ty a pan J.
STENOGRAFKA. Ty a $éf.
UREDNIK. Ty a velkej kapo.
UCETNI. Ty a velky zvifte.
MLADA ZENA. On né&co fikal?
TELEFONISTKA. Rikala jsem to!
UCETNI. Rikal jsem to!
STENOGRAFKA. Tomu nevéfim.
UCETNI. 5,000 — 10,000 — 15,000.
UREDNIK. Bozi¢ku.
MLADA ZENA. Ne — tak to neni.
STENOGRAFKA. Neni?
MLADA ZENA. Ne.
TELEFONISTKA. Jesté ne.
UCETNI. Ale brzy.
UREDNIK. Bozi¢ku.

Prichazi JONES.

TELEFONISTKA (zaneprazdnéné). Spolecnost George H. Jonese
— Hal6 — Halo.

STENOGRAFKA. Ceké na odpovéd’ —
UCETNI. 5,000 — 10,000 — 15,000 —

JONES (dojde k MLADE ZENE — poloZi ji ruku na rameno, vsichni
se zastavi a ziraji). Uz je ten dopis prepsany?

MLADA ZENA. Ne. (odtdhne se)

JONES. D¢je se néco?

STENOGRAFKA. Jesté nezacala.

JONES. Dobie — chci provést nékolik zmén.
MLADA ZENA. Nefunguje mi stroj.
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JONES. Dobie — pouzijte ten v mé kancelafi.
MLADA ZENA. Tiidim postu.
STENOGRAFKA (sarkasticky). Jedno po druhém.

JONES (ustupuje zpét do stiedu mistnosti). Dobie. (k MLADE
ZENE) Tak az to dokoncis. (jde zpét ke dverim své kancelare)

STENOGRAFKA. Prace kvapna malo platna.

JONES (ve dverich). Dobte — nespéchejte.
Odejde.

STENOGRAFKA. Drzte se planu.

TELEFONISTKA. Ten se drzi.

UREDNIK. Bozi¢ku.

TELEFONISTKA. Pro¢ jsi ucukla?

MLADA ZENA. Ucukla?

TELEFONISTKA. Stipnul t&?

MLADA ZENA. Ne!

TELEFONISTKA. Tak co?

MLADA ZENA. Nic! — Jen jsem se lekla jeho ruky.

TELEFONISTKA. Aha — jeho ruky — (zavrti zamyslené hlavou)
Hmm. (nesouhlasné) Aha. (rozhodné) Ne! Rekni mu ne.

STENOGRAFKA. KdyZ to ud€la, ptijde o praci.
UCETNI. Vyhazov.

UREDNIK. Padék!

TELEFONISTKA (na jeji obranu). A kdyZ to neud¢la?
UCETNI. Bude jezdit do prace taxikem.
TELEFONISTKA. Do prace?

UREDNIK. Zadna prace.

STENOGRAFKA. Zadné obavy.

UCETNI. Snidané do postele.
STENOGRAFKA (sarkasticky). Madam volala?
UREDNIK. Obéd do postele.

TELEFONISTKA. Do manzelske postele! (do telefonu) Ano, pane
J. (k MLADE ZENE) Chce t¢ J.

MLADA ZENA (chystd se vstdt — ale nevstane). Nemtizu —
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Nejsem pripravena — Jesté minutku. (sedi a zird pred sebe)
UCETNI. 5,000 - 10,000 — 15,000 —
UREDNIK. Prodeje — plany — platby —
STENOGRAFKA. Upozoriiujeme, ze naSe ceny jsou fixni.

TELEFONISTKA. Hal6 — hal6 — Spole¢nost George H. Jonese —
hal6 — hal6 —

MLADA ZENA (piemysli nahlas — za doprovodu tlumenych
kancelarskych zvukii a hlasii). Vzit si m¢ — chce si m¢ vzit —
George H. Jones — George H. Jones a spol. — pani Jonesova —
pani Jonesova. Vazena pani — vzit — berete si tohoto muze
za svého manzela — ano — budete ctit a milovat — polibky — ne —
nemuzu — George H. Jones — Vezmes si mé — Co ty na to — Pro¢
j4, pane Jonesi — ukaz mi své ruce — mas tak hezké malé ruce —
nech mé vzit je do svych, ty hezké malé ruce — George H. Jones
— Tlusté ruce — ochablé ruce — nedotykejte se mé — prosim —
tlusté ruce, netinavné — prosim ne — vdana — vSechny zeny —
vétSina Zen — vdand — déti — dité — vlasky — lokynky po celé
hlavé — George H. Jones — pifimocary — hubeny — plesaty —
nedotykejte se mé — prosim — ne — nemtizu — musim — n€koho —
néco — zadny klid — chci klid — zadny klid — chci klid — zadny
klid — dnes pozd¢ — vCera — predtim — pozd¢ — metro — vzduch —
tlaCenice tél — t¢la — chvéni — vzduch — dost — vzduch — pozdé —
prace — zadna prace — vyhazov — pozdé€ — budik — budik — budik
—rychle — prace — matka — rype — rype — rype — matka — rychle —
prace — zadna prace — bez penéz — splatky — bez penéz — penize
— George H. Jones — penize — pani Jonesova — penize — zadna
prace — zadné obavy — volna! — klid — v posteli do deviti — v
posteli do desiti — v posteli do obéda — dnes si mlizes piispat —
spat, dokud budes chtit — dékuji — moc dékuji — to ne! — prosim
nedotykejte se mé — chci klid — Zadny klid — vydélavat — musim
vydélavat — vdana — vydélavat — ne — ano — vyd¢lavat — vSechny
divky — vétSina divek — matka — otec — matka — vSechny Zeny —
vétSina Zen — nemiZzu — musim — moZné — musim — nékoho —
néco — matka — otec — matka — mtizu, mami? — Rekni, mami —
feknéte néco — ne¢kdo.

Scéna potemni. Zvuky stroju pokracuji, dokud se scéna
nerozsviti na zacatek dalsiho jednani — zvuky stroju se zmeni
ve zvuk radia, které hraje mimo jeviste.

JEDNANI DRUHE
Doma
Scéna: kuchyné: stil, Zidle, talire s jidlem, odpadkovy kos, gumové

rukavice. Dvere vzadu nyni vedou do vstupni haly — okno do dvora
bytového domu.
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Zvuky: zvonek, radio (hlas hlasatele, hudba a hlas zpévika).

Postavy 5
MLADA ZENA
MATKA

Hlasy zvenku: postavy jsou slySet, ale nejsou videt
DOMOVNIK
DITE
MATKA ¢ MALY KLUK
CHLAPEC a DIVKA
MANZEL ¢ MANZELKA
JINY MANZEL ¢ MANZELKA

Zacatek jedndani: MLADA ZENA a MATKA jedi — zvuk rddia za
scénou — radio prestane hrat.

MLADA ZENA. Mami — chci s tebou o nééem mluvit.
MATKA. Nedas si bramboru?

MLADA ZENA. Ne.

MATKA. Proc¢ ne?

MLADA ZENA. Nechci bramboru.

MATKA. To neni zadny divod. Na! Vezmi si.
MLADA ZENA. Nechci ji.

MATKA. Brambory se k duSenému masu hodi — na!
MLADA ZENA. Mami, j4 nechci!

MATKA. Chces. Vezmi si!

MLADA ZENA. Ale ja — no dobie. (vezme si — pak) Mami, chci se
té na néco zeptat.

MATKA. Snéz tu bramboru.

MLADA ZENA (sni sousto — ndhle). Mami, chci se t& na néco
zeptat — na néco dulezitého.

MATKA. Je moucna?

MLADA ZENA. Je dobra. Mami — fekni mi.
MATKA. Kilo a pul za ¢tvrtak.

MLADA ZENA. Mami — fekni mi — (zvonek)

MATKA (jeji mdly hlas se rozjasni). To budou popelafi. (jde
ke dverim — nebo ke kuchynskému vytahu — a otevre je/ho, radio
prestane hrat)

HLAS DOMOVNIKA (mimo jevisté). Odpadky.
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MATKA (spokojené — zaneprazdnéné). Jisté. (vezme odpadkovy
kos — vynese ho; MLADA ZENA zacne prechdzet sem a tam)
Co je s tebou?

MLADA ZENA. Nic.

MATKA. Zmizi$ od stolu pokazdé, kdyz se vynasi odpadky!
Chovas se jako blazen.

MLADA ZENA. Mami, jsou viechny Zeny —

MATKA. Takova dama jako ty si asi mysli, Ze se ji néco tak
obycejného netyka! No dovol mi, milostiva sle¢no, abych ti
piipomnéla, Ze i1 tohle je diillezita soucast zivota.

MLADA ZENA. To ja vim, mami, ale ty —

MATKA. Kde bychom byli, kdyby nebylo odpadkovych kosa?
Kde bychom vsichni byli? Zili bychom ve §piné — presné tak.
Ve $piné! Myslela bych, Ze budes rada. Myslela bych, Ze budes
vdécna!

MLADA ZENA. Ale, mami!

MATKA. No, a jsi?

MLADA ZENA. Jsem co?

MATKA. Rada. Vdécna.

MLADA ZENA. Ano!

MATKA. Ale nechovas se tak!

MLADA ZENA. Ach, mami, uz nemluv!
MATKA. Vzdyt jsi tfikala, Ze chce$ mluvit.
MLADA ZENA. No ale ted’ — chci pfemyslet. Musim piemyslet.
MATKA. Ty tu bramboru nedojis?

MLADA ZENA. Mami!

MATKA. Je s ni néco v nepotradku?

MLADA ZENA. Ne —

MATKA. Tak pro¢€ ji nedojis?

MLADA ZENA. ProtozZe ji nechci.

MATKA. A pro¢ ji nechces?

MLADA ZENA. Mami! Dej mi uZ pokoj!
MATKA. No, ale jist se musi. Kdyz nebudes jist —
MLADA ZENA. Mami! Nerype;j!
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MATKA. Nerypej?! Jen proto, Ze mam o tebe starost — tak hned
rypu?! Jen proto, Ze mi na tob¢ zalezi — rypu?! Vzdyt ty se sama
ani nenajis! Zajimalo by m¢, jak bys dopadla — bez mého rypani.

Mimo jeviste — je slySet otevirani okna — vSechny zvuky zvnéjsku
prichdzeji z okna do dvora v zadni casti jeviste.

HLAS ZENY. Johnny — Johnny — pojd’ uz dovnit!

HLAS MALEHO KLUKA. Ale, mami.

HLAS ZENY. Ochlazuje se.

HLAS MALEHO KLUKA. Ale, mami!

HLAS ZENY. Né&co jsem fekla! (ozve se zabouchnuti okna)
MLADA ZENA. Jsem uZ dospéla, mami.

MATKA. Dospéla. A co tim myslis?!

MLADA ZENA. Nic moc — asi. (mimo jevi§té se ozve détsky plac;
MATKA vstane, zacne rachotit s nadobim) Pockej s tim
nadobim, mami. Promluvime si — potiebuju to.

MATKA. No, ja opravdu nedokazu mluvit, kdyz je kolem tolik
Spinavého nadobi — ty mozna ano, ale ja — (rachoti — porad)

MLADA ZENA. Mami! Poslouchej. Poslouchej mé&! — Jeden muz
si mé chce vzit.

MATKA (prestane rachotit — seda si). Jaky muZz?
MLADA ZENA. Rika, Ze se zamiloval do mych rukou.

MATKA. Zamiloval. Zase s tim za¢ina$§?! Myslela jsem, ze s tim je
uz konec!

Mimo jevisté CHLAPCUV hlas — zapiskd — DIVCIN hlas mu
odpovi.

HLAS CHLAPCE. Pojd’ ven.

HLAS DIVKY. Nemizu.

HLAS CHLAPCE. Nikdo té neuvidi.
HLAS DIVKY. Nemizu.

HLAS CHLAPCE. Uz je tma — no tak pojd’.
HLAS DIVKY. Dobie — ale jen na chvili.
HLAS CHLAPCE. Pockam t€ za rohem.
MLADA ZENA. Musim se vdat, mami.
MATKA. Jak to myslis?

MLADA ZENA. J4 musim.
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MATKA. Nezapletla ses s nékym, nebo snad ano?
MLADA ZENA. Jak to mfizes fict?
MATKA. No, ty tikas, ze se musi$ vdat — jak to myslis?
MLADA ZENA. Nijak.
MATKA. Odpovéz mi!
MLADA ZENA. Kazda Zena se musi vdat, nebo snad ne?
MATKA. Nesmysl!
MLADA ZENA. Ty ses taky vdala, nebo ne?
MATKA. Ano, vdala.

Hlasy mimo jeviste.
HLAS ZENY. Kam jdes?
HLAS MUZE. Ven.
HLAS ZENY. Venku jsi byl v&era veler.
HLAS MUZE. Vézng?
HLAS ZENY. Ty poiad jenom chodis ven.
HLAS MUZE. Vézng?
HLAS ZENY. Kam jdes?
HLAS MUZE. Ven.

Konec rozhovoru mimo jeviste.
MATKA. Kdo je to? Odkud ho znas?
MLADA ZENA. Z kancelafe.
MATKA. Z kancelare?!
MLADA ZENA. Je to pan J.
MATKA. Pan J.?
MLADA ZENA. Zastupce feditele.

MATKA. Zéstupce teditele?! Ten musi mit ptijem — Vi, Ze mas
matku, kterou musis zivit?

MLADA ZENA. Ano.
MATKA. A co na to iika?
MLADA ZENA. Nevadi mu to.
MATKA. Kdy si ho vezmes?
MLADA ZENA. Nevezmu.
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MATKA. Nevezmes?!

MLADA ZENA. Ne! Nevezmu.

MATKA. Ale vzdyt jsi fikala —

MLADA ZENA. Nevezmu si ho.

MATKA. Zesilela jsi?

MLADA ZENA. Nemtizu, mami. Ja nemdzu!
MATKA. Jaktoze nemuzeS?

MLADA ZENA. Nemiluju ho.

MATKA. Laska — k ¢emu je?! Oblece t&€ snad? Nakrmi? Nebo ti
zaplati Gcty?

MLADA ZENA. Ne! Ale taky je dilezita!
MATKA. Dilezita?!

MLADA ZENA. Pokud neni — tak na co se miize &lovék jests
v zivoté spolehnout?

MATKA. Reknu ti, na co se miize§ spolehnout. Mizes se
spolehnout na to, Ze musis jist a spat a vstat a néco si obléct
a zase se vysvléct — Ze musis zestarnout — a ze musis zemfit. Na
to se muzes spolehnout! VSechno ostatni je jen ve tvé hlavé!

MLADA ZENA. Ale mami — copak jsi titu nemilovala?

MATKA. Asi ano — ja nevim — uz jsem to zapomnéla — neni to uz
jedno — ted?

MLADA ZENA. Ale tenkrat — fekni, mami!
MATKA. Co ti mam fict?
MLADA ZENA. O té — lasce!
Hlasy mimo jeviste.
HLAS MANZELKY. Piestat.
HLAS MANZELA. Copak — ty nechces, abych ti dal pusu?
HLAS MANZELKY. Takovou nechci.
HLAS MANZELA. Jakou?
HLAS MANZELKY. Takovou hloupou pusu!
HLAS MANZELA. Hloupou pusu?

HLAS MANZELKY. Vypadas tak hloupé — ach, vzdycky vim,
co prijde, kdyz se takhle divas — a kdyz m¢ takhle 1ibas — prestan
—Jdipry¢ —
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Konec hlasii mimo jeviste.
MATKA. Je to slusny chlap, ne?
MLADA ZENA. J4 nevim. Jak bych to mohla v&dat.
MATKA. Je to zastupce feditele — ten bude urcité slusny.

MLADA ZENA. Je mi jedno, jestli je nebo neni slusny. Ja si ho
nevezmu.

MATKA. Ale tikala jsi, ze se chces vdat —

MLADA ZENA. Za ngj ne.

MATKA. A za koho?

MLADA ZENA. Ja nevim — nevim — jesté jsem ho nenasla!
MATKA. Mluvis jako blazen!

MLADA ZENA. Ach, mami — fekni mi!

MATKA. Co ti mam fict?

MLADA ZENA. Rekni mi — (ndhle ze sebe zacne chrlit) Pfece neni
normalni — nebo je — mit husi kuzi, kdyz se k tob¢ jen pfiblizi —
nebo je? To neni normalni, vid’? Na to si nikdy nezvyknu, nebo
ano — jednou, jednou ano? Jak je to, mami — jednou ano?

MATKA. Jednou co?

MLADA ZENA. Zvyknu si na to — ¢asem se pies to prenesu? Nebo
ne? Neptenesu? Méla bych byt zamilovana, nebo ne, mami?
Musim byt zamilovana, mami, nebo nemusim? Pak je v§echno
jiné, vid’ — nebo neni? Nebo mozna staci, aby se ti ten nékdo
libil, vid’? Kdyz se mé& dotkne, zamrzne mi krev v Zilach. Ale to
by tak nemélo byt, ne? Jeho ruce jsou — tlusté, mami — copak to
nechdpes — ma tlusté ruce — sahé jimi na mé — jsou tlusté —
copak to nechapes? — Copak to nechapes?

MATKA (zmatené na ni hledi). Nechapu co?

MLADA ZENA (spéiné pokracuje). Vzdycky jsem myslela,
ze si n€koho najdu — nékoho mladého — a — a pfitazlivého
s vlnitymi vlasy — vinité vlasy — pofad myslim na déti s vInitymi
vlasky — lokynkami po celé hlavé — nékoho mladého —
a pfitazlivého — kdo by se mi libil — koho bych milovala —
Ale jesté jsem nikoho takového nenasla — nenasla jsem nikoho —
skoro nikoho nezndm — nikdy mé s nikym nepustis a —

MATKA. Zase mi tu chces predhazovat, ze —

MLADA ZENA. Ne — nech mé& domluvit, mami Nech mé
domluvit! Jen chei fict, Ze jsem jesté nikdy nenasla nikoho —
nikoho — nikdo mé¢ jesté nepozadal — az ted’ — on jediny m¢e
pozadal — Asi bych se méla vdat — jako vSechny ostatni divky —
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MATKA. Nesmysl.

MLADA ZENA. Ale ja uz takhle dal nemtu, mami — nevim pro¢
— ale nemtzu — citim uvniti takovy tlak — jako bych se n¢kdy
dusila! — Ty ten pocit neznas — jako bych se dusila. (prechazi
sem a tam) Uz to moc dlouho nevydrzim — chodit do prace —
chodit zpatky domti — chodit do prace — chodit zpatky domu —
uz nemizu — Nékdy si v metru pfipadam, ze umiu — nékdy si tak
pfipadam 1 v kancelafi, jestli se néco nestane — musim néco
udélat — ja nevim — citim uvniti takovy tlak.

MATKA. Jsi Silena.
MLADA ZENA. Mami!
MATKA. Jsi $ilena!

MLADA ZENA. Mami — jestli mi to feknes jesté jednou, tak t&
zabiju. Zabiju t&!

MATKA. Jestli tohle neni $ilené!

MLADA ZENA. Zabiju t& — Mozn4 jsem bldzen — Ja nevim.
Neékdy mi prijde, Ze jsem — ty mySlenky, co se mi honi hlavou —
n¢kdy mi ptijde, ze jsem — jestli ano, tak si nemdzu pomoct —
délam, co muzu — délam, co mizu a skoro z toho Silim!
(MATKA vstane a opét si seda) Jdi pry¢! Jdi pry¢! Ty vibec
nicemu nerozumis! Nemas viibec soucit — zadny soucit — beres
jako samoziejmost, Ze chodim kazdy den do prace — a vecer
zpatky domt a kazdy tyden nosim vyplatu — beres to jako
samoziejmost — naveky bys mé v tom nechala — a nikdy neméla
zadny soucit —

Zvuk radia mimo jevisté — hlas zpiva sentimentalni pisen
o materstvi nebo populdrni pisen o stastnem domove. MATKA
zacne plakat — prejde k Zidli nalevo — seda si.

Ach, mami — odpust’. Odpust’ mi to!

MATKA. Moje vlastni dité. Aby se mnou takhle mluvilo moje
vlastni dité!

MLADA ZENA. J4 to tak nemyslela, mami — nemyslela jsem to
tak! (jde k matce — vlevo)

MATKA (chyti ji za ruku). Jsi vS§echno, co na svét¢ mam — ale ty
mé nechces — chce§ mé zabit.

MLADA ZENA. Ne — ne, to nechci, mami. Jen jsem to fekla!
MATKA. Ja pro tebe taky chodila do prace a dfela!

MLADA ZENA. J4 vim, mami.

MATKA. Ptivedla jsem t& na svét.
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MLADA ZENA. J4 vim, mami.

MATKA. Jsi krev mé krve a —

MLADA ZENA. J4 vim, mami. J4 vim.

MATKA. A -

MLADA ZENA. Ted’ si odpogifi, mami — odpoditi si —
MATKA (s obtizemi vstava). Musim umyt nadobi.

MLADA ZENA. J4 to umyju —Ty poslouchej hudbu, mami — J4 to
umyju.

MATKA si sedd. MLADA ZENA zajde za zdsténu. Vezme si pdr
gumovych rukavic a zacne si je nasazovat. MATKA to uvidi —
rukavice ji irituji — vraci se jeji charakteristické chovani.

MATKA. Tyhle rukavice. J& umyvam nadobi uz ¢tyfticet let
a nikdy jsem nenosila rukavice. Ale ruce milostivé sle¢ny!
Sle¢niny rucicky!

MLADA ZENA. Nékdy se mi zd4, jako bys zarlila, mami.
MATKA. Zérlila?

MLADA ZENA. Tyhle ruce mi zajistily manzela.
MATKA. Manzela? Takze si ho pfece jen vezmes?!
MLADA ZENA. Asi ano.

MATKA. Jestli ty nejsi ta nejSilenéjsi —

Scéna potemni. Ve tmé prechdzi pisen o materstvi ve slabé
znéjici jazz — nez se scéna rozsviti na

JEDNANI TRETI
Libanky
Scéna: hotelovy pokoj: postel, Zidle, zrcadlo. Zadni dvere nyni

vedou do koupelny; okno, vyhled na sal naproti, kde se tanci.

Zvuky: mala jazzova kapela (housle, klavir, saxofon — zpocatku
velmi slabé, poté hlasitéji)

Postavy
MLADA ZENA
MANZEL
POSLICEK

Za scénou: MUZI a ZENY tancict v parech, jsou vidét, ale nejsou
slyset
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Zacatek jedndni: ve tmé. Vstoupi POSLICEK, MANZEL,
a MLADA ZENA. POSLICEK nese zavazadla. Rozsviti svetlo
u dveri. Hudba ustane.

MANZEL: Tak jsme tady. (odhodi klobouk na postel; POSLICEK
odlozi zavazadla na zem a prejde k oknu, povytahne roletu;
trochu pootevie okno, jazzova hudba zesili; za scénou)

POSLICEK (jde k muzi pro spropitné). Jesté néco, pane? (dostane
spropitné; odejde)

MANZEL. No, tak jsme tady.
MLADA ZENA. Ano, jsme tady.

MANZEL. Nechces si sundat klobouk — udélat si pohodli?
(MLADA ZENA se rozhlizi kolem sebe, jako by hledala cestu
ven, pak si sunda klobouk, automaticky si prihladi viasy za usi)
Ujde to, nemysli§? Hm? Hm?

MLADA ZENA. Je to moc p&kné.

MANZEL. Dvanéct babek za noc! V téchhle rekrea¢nich
stiediscich vi, jak z hostl vyttiskat penize. Dvanact babek!
(hudba) Ale — urcité to bude stat za to. (jde smerem
ke koupelné) Pajdu se oplachnout. (zastavi se u dveri) Ty
neptjdes?

MLADA ZENA zavrti hlavou.
J& ano. Po takové cesté. Musim se trochu oplachnout.

Odejde — zavie dvere; zpiva si ve sprie. MLADA ZENA jde
k oknu — vytahne roletu — uvidi tanecniky, jak tanci
v parech. Hudba zesili. Opét vstoupi MANZEL.

Hele, zatahni tu roletu! Jde vidét dovniti!

MLADA ZENA. Myslela jsem, Ze jsi fikal, ze budeme mit vyhled
na ocean.

MANZEL. V3ak tam je.

MLADA ZENA. Vidim jen lidi — jak tangi.

MANZEL. Oceén je nékde za nimi.

MLADA ZENA (zoufale). Doufala jsem, Ze ho uvidim!

MANZEL. Uvidi§ ho zitra — co t& Zere? Piijdeme se projit
po promenad¢ — Nechces se oplachnout?

MLADA ZENA. Ne.

MANZEL. Byla to dlouh4 cesta. Vazné nechces? (MLADA ZENA
zavrti hlavou; MANZEL si sundd kabat — da ho
pres zidli) M¢la by sis tu udélat pohodli. J4 to mam v planu.
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(diva se na néj — odstoupi od okna) Hele, zatdhni tu roletu!
(prejde k zidli nalevo — posadi se)

MLADA ZENA. Je zataZena — nepfipada ti zatazena?

MANZEL. No — nechce§ prece, aby na nas bylo vidét, nebo ano?
(zasmeéje se) Co — co?

MLADA ZENA. Ne.

MANZEL (sméje se). Co jsem fikal. No tak? (sunda si boty;
MLADA ZENA odejde od okna a prejde k posteli) Hele — jsi
bila jako sténa. Co je s tebou?

MLADA ZENA. Nic.
MANZEL. Vypadas vystraseng.
MLADA ZENA. Ne.

MANZEL. Nemés se ¢eho bat. Jsi tu s manzelem, vi§. (odvadi ji
k zidli nalevo)

MLADA ZENA. J4 vim.
MANZEL. Jsi §tastna?
MLADA ZENA. Ano.

MANZEL (sedne si). Tak pojd’ sem a dej mi pusu. (posadi si
Jji na koleno) Hodna holka. (sehne ji hlavu a zacne ji libat zezadu
na krk) Libi se ti to? (ona se snazi postavit) Hele — nechod’
nikam! Proc¢ sebou tak §ijes? Koukej — méla by ses naucit trochu
se uvolnit, hol¢icko — (tanecnici odejdou; nastane pritmi; Stipne
Jji nad kolenem) Hele, co pod tim mas?

MLADA ZENA. Nic.

MANZEL. Nic. (sméje se) To se ti povedlo! Tak nic, jo? Hm? To
mi pfipomind ten piibéh o stevardovi ve vlaku a — co se déje —
uz jsem ti ho vypravél? (hudba slabne do uiplného ticha)

MLADA ZENA. J4 nevim.
MANZEL. O stevardovi ve vlaku a dévce?
MLADA ZENA. Ne.

MANZEL. Ten je ale dobry — no — vlak se zrovna rozjizdi a ta
dévka —

MLADA ZENA. Ten uZ jsi mi vypravél!
MANZEL. O tom —

MLADA ZENA. Ano. Ano. Uz si vzpominam!
MANZEL. O tom —
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MLADA ZENA. Ano!

MANZEL. Tak dobie — asi jsem ti ho uZ vypravél. Jsi si jista, Ze to
byl ten o —

MLADA ZENA. Jsem si jista.

MANZEL. Jak se ji zepta, co to méa pod sedadlem, a ona mu
povida —

MLADA ZENA. Ano. Ano. Ten to byl!

MANZEL. Tak dobie — Ale to se mi nechce vé&fit (snazi se znovu
vstat, ale on ji pevné drzi) Hele, a co ty to pod tim mas — co to
je?

MLADA ZENA. Nic — jen — jen podvazek.

MANZEL. Podvazek. Pry podvazek! Hele — uZ jsem ti vypravél
o tom —

MLADA ZENA. Ano! Ano!
MANZEL (vdzné). Jak vis, ktery jsem myslel?
MLADA ZENA. Vypravél jsi mi je viechny!

MANZEL (posadi si ji zpét na koleno). Ne, nevypravél. Tak to ani
zdaleka. Mam jich v zéloze jesté spoustu — jeden z mych klica
k tspéchu — jsem dobry vypravé€ — Vis — méla by ses naucit
trochu se uvolnit, hol¢icko — nemam pravdu?

MLADA ZENA. Ano.

MANZEL. To by mél umét kazdy. Tomu ja vdéeim za sviij Gspéch.
Ted’ si bé€z odlozit ty nepohodlné véci — a uvolni se.

MLADA ZENA. Nejsou nepohodIné.

MANZEL. Beztak toho na sob& moc nemés — vid? Ale budes se
bez toho citit lip. (vstane) Méam ti s tim pomoct?

MLADA ZENA. Ne.

MANZEL. J4 jsem tviij manzel, Vvis.

MLADA ZENA. J& vim.

MANZEL. Nemas snad strach z vlastniho manzela, nebo ano?

MLADA ZENA. Ne — samoziejmé, Ze ne — ale myslela jsem, jestli
se na chvili neptijdeme projit ven?

MANZEL. Ven? A co tam?

MLADA ZENA. Na &erstvy vzduch — trochu se projit — popovidat
si.
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MANZEL. Mluvit méiZzeme i tady — feknu ti o sobé& viechno. Tak
uz béz. (MLADA ZENA jde ke dverim do koupelny; vezme si
tasku) Kam jdes?

MLADA ZENA. Do koupelny.

MANZEL. Rikal jsem, Ze se bude§ chtit oplachnout.

MLADA ZENA. Jen se chci trochu — pfipravit.

MANZEL. Nemusi§ chodit do koupelny, aby sis sundala oblegeni.
MLADA ZENA. Ale ja chci.

MANZEL. Pro¢?

MLADA ZENA. Vzdycky to tak délam.

MANZEL. A co?

MLADA ZENA. Svlékam se o samotg.

MANZEL. Ty jsi jesté nikdy nebyla vdand — vid'? (zasméje se)
Nebo to na mé jen zkous$is?

MLADA ZENA. Ne.
MANZEL. Chapu — trochu stydliva — co? Nemam pravdu?
MLADA ZENA. Ano.
MANZEL. J4 se v Zenskych vyznam — (shovivavé) No tak b&z.
MLADA ZENA odejde a zavie za sebou dvere.
Nezavirej ty dvefe — myslel jsem, Ze si chces povidat.

Rozhlizi se spokojené po pokoji — po chvili vstane a rozepne si
limecek.

Jsi n&jak potichu — co tam délas?
MLADA ZENA. Jen — se pfipravuju.

MANZEL (porad spokojené). Odted’ uz si budu Zivot jen uzivat —
nemél jsem to vzdycky snadné. Vypracoval jsem se diky tvrdé
préci a sebezapieni — a ted’ si budu uzivat — vynahradim si
vSechno, co jsem proSvihl — ty jesté nejsi hotova?

MLADA ZENA. Jesté ne.

MANZEL. Piisti rok bychom mohli jet do Paiize. Mtizes si koupit
spoustu toho jejich francouzského pradla — a do Svycarska —
vzdycky jsem chtél mit Svycarské hodinky — koupené piimo tam
—mohl bych si je koupit 1 tady, ale chci jsem je mit pfimo
odtamtud — Neni to smeéSné — co? No tekni? Neni?

MLADA ZENA. Je.
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MANZEL. Cely Zivot si chci koupit §vycarské hodinky ptimo
ze Svycarska. Cely zivot si piedstavuju, Ze je jednou budu mit,
vic nez cokoliv jiného — vlastné az na jednu véc — vi§ kterou?

MLADA ZENA. Ne.

MANZEL. Tak hade;.

MLADA ZENA. Nemiizu.

MANZEL. V tom piipadé jdu k tobé& a povim ti to.
MLADA ZENA. Ne! Prosim ne! To nedélej!

MANZEL. No tak si uZ pospé&s! Myslel jsem, Ze Zenské toho
dneska na sobé& zas tak moc nemivaji — co? Nemam pravdu? Jdu
za tebou!

MLADA ZENA. Ne — prosim! Dej mi minutku!

MANZEL. Dobte. Tak jesté minutu. (MLADA ZENA je potichu;
MANZEL se zasméje a vezme si hodinky) 13 — 14 —uZ i to
pocitdm — sama jsi to fekla, nebo snad ne — minutu! — 49 — 50 —
51-52-53-

Vstoupi MLADA ZENA.

MLADA ZENA (ode dveri). Uz jsem tu. (je oblecena v bilé
kosilce, ktera na ni visi; je ztuhla, ale o¢i ma dosiroka oteviené,
zraci se v nich prekvapena, bezbranna, zvireci hriiza)

MANZEL (rozejde se k ni — zastavi se. Mistnost je potemnéld
az na jednu slabé svitici lampu u postele. Ozve se divci plac). Ty
brec¢is? (Zena place) Pro€ brecis? (jde k ni)

MLADA ZENA (plice). Mami! Mami! Chci svou matku!
MANZEL. Myslel bych, Ze budes rada, e mas od ni pokoj.
MLADA ZENA. Ted ji chci — potiebuji tu nékoho.
MANZEL. Ma§ snad mé&, nebo ne?

MLADA ZENA. Nékoho — nékoho —

MANZEL. Ty nemas$ diivod bre¢et. Nemas zadny divod
brecet.

Scéna potemni. Hudba pokracuje, dokud se nerozsviti svétla na
JEDNANI CTVRTE. Zvuk hudby je postupné nahrazen rytmem
oceloveho nytovani z dalsiho jednani.

JEDNANI CTVRTE

Materstvi

Scéna: nemocnicni pokoj: lizko, Zidle. Zadni dvere nyni vedou
do chodby, za oknem je vidét rozestavena vyskova budova.
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Zvuky: za oknem — sbijeni kovu.

Postavy ve scéné
MLADA ZENA
DOKTORI
SESTRY
MANZEL

Postavy, které jsou videt, ale nejsou slyset
ZENA V KOLECKOVEM KRESLE
ZENA V ZUPANU
ZRIZENEC S LUZKEM
SESTRA S TACEM
SESTRA S UMYVADLEM

Na zacatku jednani lezi MLADA ZENA v posteli. Dvere jsou
oteviené. Chodbou projede pojizdné lizko. Vstoupi SESTRA.

SESTRA. Jak se dnes citite? (MLADA ZENA neodpovidd) Uz lip?
(neodpovida) Nic neboli? (neodpovida; SESTRA vezme do ruky
hodinky a sevie zapésti MLADE ZENY — stoji na misté, pak
prejde k tabulce v nohdch postele — pise) Zotavujete se.
(neodpovida) A mate tak rozko$né miminko. (neodpovida) Jste
rada, Ze je to dévée? (MLADA ZENA zavrti hlavou) Nejste?!
Bozicku! Ale to byste méla byt! Muzi chtéji chlapce — zeny by
mély chtit holCicky. (neodpovida) Chtéla jste viibec mit
miminko? (MLADA ZENA zavrti hlavou; zvuk sbijeni kovu)
Pockejte, az zaénete kojit. To se vam bude libit, uvidite. Mate uz
mléko? (zavrti hlavou) To ptijde. (zavrti hlavou) To neznate
naSeho pana doktora. (jde ke dverim — otoci se) Pottebujete jesté
néco? (MLADA ZENA ukdze na okno) Zaviit okno? (zavrti
hlavou) Ten hluk? (MLADA ZENA pfikyvne) S tim ja nic
neudélam. Nemocnice stavi nové kiidlo. Jsme nejveétsi
porodnice na svété. Alespoii zaviu to okno. (MLADA ZENA
zavrti hlavou) Ne?

MLADA ZENA (Septem). Viechno je tu citit.
SESTRA (vychazi ze dveri — zvuk sbijeni kovu.) Je tu va§ manzel.
Vstoupi MANZEL s velkou kytici. Piejde k posteli.

MANZEL. Jak se dneska mame? (MLADA ZENA
mu neodpovi)

SESTRA. UzZ je na tom lip.
MANZEL. Samoziejmé, Ze je na tom lip!
SESTRA (vezme kytici). Podivejte, co vim manzel ptinesl.

MANZEL. Radsi je hned dejte do vody. (SESTRA odejde)
Vsechno dobry? (MLADA ZENA zavrti hlavou) Podivej, moje
drahd, musis se vzchopit! A — a zacit vécem celit. To musi
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v zivoté kazdy. Tak uz to na svété chodi. Ja vim, ¢im v§im sis
musela projit, ale — (MLADA ZENA zavrti hlavou) Ale ano,
vim to! Vim to moc dobie. Cekal jsem celou tu dobu za dveimi.
(MLADA ZENA zavrti divoce hlavou; manzel to ignoruje)

Ale ano! Ted’ se musis vzchopit. Trochu se snazit. Dat se
dohromady. Vyrovnat se s tim. Taky jsem byl v zivoté na dn¢ —
ale nezistal jsem tam. Zivot mi dal nakladacku, ale nezlomil mé.
Vyskrabal jsem se zpatky na nohy a ty musis udélat piesné to
samé. Chce to potadnou vili. Jen tak to dokdzes. Podivej se na
mé. Ted” se musi$ vzchopit. A hrdé tomu celit. Postavit se na
nohy. Chytit byka za rohy. Hrdé tomu celit! — Mit dit¢ je
normalni! Naprosto normalni — pro¢ bys —

MLADA ZENA se zacne dusit — divoce ukazuje na okno.
Vstoupi SESTRA s kytici ve vaze.

SESTRA. Co se déje?

MANZEL. Zase se zacala davit —jako kdyZ jsem tu
byl posledné.

MLADA ZENA ukazuje, at odejde.
SESTRA. Asi byste mél uz jit.
MANZEL (ze dveri). Jesté se vratim.

MLADA ZENA lapd po dechu a odhdni ho.
SESTRA. Pottebuje odpocivat.

MANZEL. Tak zitra. P¥ijdu zase zitra — zitra a kazdy dal$i den —
neshledanou. (odejde)

SESTRA. Mate moc hodného muze, ale to vy ur€ité vite, ze?
(zapisuje do tabulky) Déaveni.

Na chodbé — ZENA V ZUPANU projde kolem dveri. Vstoupi
DOKTOR, MLADY DOKTOR a SESTRA, ktera tlaci
chirurgicky vozik s lahvickami, nastroji, atd.

DOKTOR. Tak jak se dnes ma nase hol¢i¢ka? (prejde k posteli)
SESTRA. Uz je ji 1épe, pane doktore.

DOKTOR. Samoziejmg, ze je ji lepe! Je v pofadku, nemam
pravdu? (MLADA ZENA nereaguje) Co je s Vami?! Neumite
snad mluvit?! (pusti jeji ruku; podiva se do tabulky)

SESTRA. Je jesté trochu slaba, pane doktore.
DOKTOR (diva se do tabulky). Zacala uz laktace?
SESTRA. Ne, pane doktore.

DOKTOR. Ptilozte dit& k prsu. (MLADA ZENA divoce vrti hlavou
— zvuk sbijeni kovu) Ne? Vy snad nechcete nakrmit své dite?
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(MLADA ZENA zavrti hlavou) A proé ne? (neodpovidd) Ach,
tyhle moderni neuroticky, vid'te, doktore? Co s nimi udélame?
(MLADY DOKTOR se rozesméje; SESTRA se usmivd)
Ptineste dité!

MLADA ZENA. Ne!

DOKTOR. No — to mi pfislo docela silné. Myslel jsem,
ze na mluveni jste moc slaba — tohle uz je lepsi. Vy nechcete
vidét své dité?

MLADA ZENA. Ne.

DOKTOR. Tak co chcete?

MLADA ZENA. Nechte m& byt — nechte mé byt.
DOKTOR. Pfineste dit¢.

SESTRA. Ano, pane doktore — ale pokazdé na né reagovala dost
Spatné&, pane doktore — podrazdéné — mozna to neni dobry
napad.

DOKTOR. J4 tady rozhoduju, co je nebo neni dobry népad, sestro!
SESTRA. Ano, pane doktore.

DOKTOR. Pfineste to dité.

SESTRA. Ano, pane doktore.

DOKTOR (diva se do tabulky). Daveni — asi tim myslite nevolnost.
SESTRA. Ano, pane doktore, ale —

DOKTOR. Zadné ale, sestro.

SESTRA. Ano, pane doktore.

DOKTOR. Nevolnost — Tak zménime stravu — Jakou ted’ dostava?
SESTRA. Tekutou.

DOKTOR. Tak ji dejte pevnou.

SESTRA. Ano, pane doktore. Ale pevnou pry nemtize polknout.
DOKTOR. Dejte ji pevnou.

SESTRA. Ano, pane doktore. (md se k odchodu — zvuk sbijeni
kovu)

DOKTOR. Jesté¢ moment — zmeénim ji medikaci. (vezme blok
a napise predpis v latiné; poda ho SESTRE) Po jidle. (jde
ke dverim) Ptineste ji dit¢.

Odejde DOKTOR, hned za nim MLADY DOKTOR a SESTRA
s chirurgickym vozikem.
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SESTRA. Ano, pane doktore.
Odejde.

MLADA ZENA (o samoté). Nechte mé byt — nechte mé byt —
nechte mé byt — podridila jsem se uz dost — uz se nepodiidim —
odplazit se — odplazit se do tmy — Tapka zalezla pod posteli —

v jejim nejtemnéjSim kouté — vSechny utopili — Stéiatka nejdou
do nebe — nebe — zlaté schody — dlouhé schody — dlouhé — piilis
dlouhé¢ — dlouhé zlaté schody — stoupat po téch zlatych schodech
— schody — schody — stoupat — unavena — pfili§ unavena — mrtva
— jedno — je to jedno — mrtva — schody — vSichni mrtvi jdou

po téch dlouhym schodech — nahoru — do nebe — zlaté schody

do nebe — vSechny déti jdou dolii — jdou dolti, aby se narodily —
mrtvi nahoru — déti doli — nahoru — dolii — nahoru — dolii —
nahoru — dolti — nahoru — zastavte to — zastavte to — nikdo —
zadny policista — zddny — Zadny policista v nebi — policista —
policista — proc¢ se trochu neusméjes — unavena — moc unavena —
jedno — je to jedno — svaty Petfe — svaty Petfe u brany — nemtzu
dovnitt — jedno — je to jedno — odpocivat — na chvili si lehnout —
lehnout — vSechno je tam napsané — v t¢ velké knize — jedno — je
to jedno — na chvili si lehnout — tizi mé to — lezi to na mé — je to
tézkeé — tézké — tézké — zavazi — té€zka kniha — jedno — lez klidné
— nehybej se — nemtzu se hybat — odpocivej — zapomen — pry
zapomenes$ — dévce — jste rada, ze je to dévce? — holcicka —

bez vlaskl — lokynky po celé hlavé — plesata hol¢icka — lokynky
— lokynky po celé hlavé — jaké vlasy mél Bih? to je jedno —
jedno — Boha vSichni miluji — musi — oni musi — musi milovat
Boha — Biih je laska — 1 kdyZ je zly, musi ho milovat — i kdyZ ma
tlusté ruce — tlusté ruce — ne ne — nemél by byt Bih — Bith ma
hodné ruce — vklada je — hodné — a nézné — jedno — je to jedno —
daleko — hodné daleko — unavena — piili§ unavena Tapka zalezl4
pod posteli — osm — bylo jich osm — Zena zalezl4 pod posteli —
Zena ma jedno — dva tfi Ctyfi — jedna dva tfi Ctyfi — jedna dva tfi
Ctyfi — dva krat dva jsou Ctyfi — dva krat dva jsou Ctyfi — dva krat
Styti osm Tapka méla osm — jedna dva tii Styfi pst Sest sedm
osm — osm — Kulicka méla osm — v§echny utopili — utopili —
utopili v krvi — krev — ach, Boze! Blih — Btth nemél ani jedno —
Marie mé¢la jedno — v jeslich — ve Spinavych jeslich — Bih sedi
na trinu — daleko — moc daleko — je to jedno — nema to cenu —
Bih Marie Marie Bith Marie — Panenka Marie — Marie m¢la
jedno — Duch Svaty — Duch Svaty — George H. Jones — ach ne —
prosim ne! Nech mé& odpocivat — ted’ miizu odpocivat — zavazi je
pry¢ — vnitini tiha je pry¢ — je jen venku — venku — vSude kolem
— tiha — lezim pod ni — Tapka zalezla pod posteli — bylo jich osm
— uz se nepodiidim — nepodiidim — nepodiidim —

Scéna potemni. Zvuk sbijeni kovu pokracuje, az prejde ve zvuk
klaves a scéna se rozsviti na JEDNANI PATE.

JEDNANI PATE
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Z.akazané ovoce

Scéna: bar: lahve, stoly, zZidle, elektricke piano.
Zvuky: elektrické piano.

Postavy
MUZ za barem
POLICISTA na baru
CISNIK
U prvniho stolu: MUZ a ZENA
U druhého stolu: MUZ a CHLAPEC
U tiretiho stolu: DVA MUZI ¢ekajici na DVE DIVKY — jednd
se o TELEFONISTKU z Prvniho jedndni a MLADOU ZENU.

Zacatek jedndni: na jevisti jsou vSechny postavy kromé DIVEK. Od
pohledu vypadaji MUZ a ZENA u prvniho stolu zcela obycejné,
MUZ u druhého stolu je gay ve stiednich letech; CHLAPEC je
mlady, nezkuseny. PRVNI MUZ u tretiho stolu je sympaticky,
obycejny, statny. Md nepoddajné vinité viasy. DRUHY MUZ je
klasicky obchodnicky typ.

U tretiho stolu.
PRVNI MUZ. Asi uz vypadnu.
DRUHY MUZ. Ale, prokristapana.
PRVNI MUZ. Stejné se neukézou.
DRUHY MUZ. Jasné, 7e se ukézou.
PRVNI MUZ. A jak ty to mtizes védét?

DRUHY MUZ. Rikam ti, Ze ta mala beze mé& nemtize byt — staci,
abych — (luskne prsty) — A uz ke mné& bézi.

PRVNI MUZ. To vidim.

DRUHY MUZ (ukdze dva prsty na CISNIKA). To samy. (CISNIK
odejde k baru)

U druhého stolu.
MUZ. Ach, mrzi mé, Ze jsem t& sem vzal.
CHLAPEC. Pro¢?

MUZ. Je tu takovy hluk! A ja t& chtél pot&sit — dat ti ochutnat
potéseni. To sherry, co tu maji, chutnd jako nebe — v lahvi. Jen
pockej, az si das.

CHLAPEC. Ale ja nepiju.
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MUZ. On nepije. Tohle ani neni piti! Pravé amontillado chutna
jako slunce a pomerancovy sad — je jako stfedomotska krajina a
modry mésicni svit a — laska? Uz jsi nékdy nékoho miloval?

CHLAPEC. Ne.

MUZ. Nikdy jsi nemiloval — n&jakou Zenu?
CHLAPEC. Ne — ne tak docela.

MUZ. Jak to mysli§, ne tak docela?
CHLAPEC. Prosté — tak.

MUZ. Aha! (ukdze na CISNIKA) Dvakrit — vite, co
myslim — Dvakrat. (CISNIK odejde k baru)

U prvniho stolu.
MUZ. No tak, ud&las to, nebo ne?
ZENA. J4 to chci — chci to udélat.
MUZ. Ale nedokazes to.
ZENA. Pro¢ by ne?

MUZ. No, jak bys mohla? (ticho) Nic to neni — vétsina Zen nad tim
ani nepfemysli — prosté to — Bert mi doporucil jednoho doktora
— dal mi jeho adresu —

ZENA. UZ o tom nemluv!

MUZ. Musime o tom mluvit — musis to n&jak vytesit. (ticho —
MUZ gestikuluje na CISNIKA) Co si das?

ZENA. Nic — ja nic nechci. UZ jsem méla dost.

MUZ. To ti pomize. To samy?

ZENA. Asi jo.

MUZ (ukdze dva prsty na CISNIKA). To samy. (CISNIK odejde
k baru)
U tretiho stolu.

PRVNI MUZ. Ja padam.

DRUHY MUZ. Ale nekecej, poslys! Spoléham na tebe, Ze
zaméstnas tu druhou.

PRVNI MUZ. Ja uz padam.

DRUHY MUZ. Prokristapana, mé&j trochu srdce! Posly§ — udélej to
pro mé — do Sesti musim byt doma — slibil jsem to Zené — fakt.
To mi sotva zbyde néjaky Cas, kdyZ tu budeme muset tvrdnout
a — bavit néjakou damicku. Musis ji n¢jak zaméstnat, kvili mné.
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PRVNI MUZ. Tteba se ji ani nebudu libit.

DRUHY MUZ. Jasng, Ze se ji bude libit! Ty se 1ibi§ kazdy —
dokonce i moji zen€ — namlouva si, Ze je to tim, jakej jsi
dobrodruh, ale ja vim, ¢im to je — jasné, ze se ji budes libit.

Vstoupi dvé divky — TELEFONISTKA ¢ MLADA ZENA.
TELEFONISTKA (prichazi ke stolu). Ahoj —
DRUHY MUZ (nabrucené). Dobrou noc.
TELEFONISTKA. Dobrou noc? Co t¢ zere?

DRUHY MUZ (pordd stejné). M& nic nezere — zato tebe muselo
néco sezrat.

TELEFONISTKA. Pro&?
DRUHY MUZ. Jde§ pozdg!

TELEFONISTKA (nezaujaté). Aha — (prejde to) Pani Jonesova —
pan Smith.

DREJ’}VIY’MUZ. Tohle je muj pritel, Dick. (vSichni si sednou, na
CISNIKA) To samy a jesté dva navic. (CISNIK odejde)

TELEFONISTKA. TakZe jste na nas museli ¢ekat?
DRUHY MUZ. Asi jenom hodinu.

MLADA ZENA. Opravdu tak dlouho?

DRUHY MUZ. Uz jsme tu hodinu — vid’, Dicku?
PRVNI MUZ. Je to tak, Harry.

DRUHY MUZ. Pro lasku boZi, co vam to tak trvalo?
TELEFONISTKA. Rekni ho Helen.

DRUHY MUZ (k MLADE ZENE). To se jde takhle jednou star4
Irka poprvé podivat na zavod a vsadi si na bruslare, ale on
dojede posledni — tak za nim pak jde a pta se ho, ,,Pro lasku
bozi, co vam to tak trvalo®.

VSichni se rozesméji.
MLADA ZENA. Pani, to bylo docela vtipné!
DRUHY MUZ. Docela?! — Jak to mysli§ docela?
MLADA ZENA. Jen Ze je spousta vtip{l, co vtipné nejsou.
DRUHY MUZ. To jsi asi neslysela ty vtipny.
MLADA ZENA. Slysela jsem uz viechny.
PRVNI MUZ. Nejsi moc vesela kopa, co?
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TELEFONISTKA. Nemas cigaretu?

DRUHY MUZ (ukazuje krabicku). Mtze byt?

TELEFONISTKA (jednu si vezme). Mhm.
Nabidne i MLADE ZENE.

MLADA ZENA (jednu si vezme). Mhm.

DRUHY MUZ (k PRVNIMU MUZI). Mize byt?

PRVNI MUZ (ukdze viastni krabicku). Diky — mam radsi tyhle.
Zapali MLADE ZENE cigaretu.

DRUHY MUZ (pripali TELEFONISTCE). Tak co, jakpak se ma
moje kocicka?

TELEFONISTKA. UZasné.

DRUHY MUZ. Viechno v poiadku?

TELEFONISTKA. Uplné viecicko.

DRUHY MUZ. Styskalo se ti?

TELEFONISTKA. To bych tekla — kdy jsi sem pftisel?

DRUHY MUZ. Pied par hodinama.

TELEFONISTKA. Styskalo se ti?

DRUHY MUZ. Jestli se mi styskalo? Necht&j védét, jak.
MLADA ZENA (netrpélivé je prerusi). Da se tu tangit?
DRUHY MUZ. Tady se netan&i.

MLADA ZENA. Tak kam ptijdeme?

DRUHY MUZ. Kam pijdeme?! Vzdyt jste sotva piisly!
PRVNI MUZ. Kam ten spéch?

DRUHY MUZ. Jo, kam ten spéch?

MLADA ZENA. J4 nevim.

TELEFONISTKA. Helen chce jit tancit.

MLADA ZENA. Chci se prost& hybat.

PRVNI MUZ (usmivd se). Chces se hybat, jo?

DRUHY MUZ. Ty jsi teda neposedna holka. Pry, kam ptijdeme!
MLADA ZENA. Ob&as mam takové dny — kdy chci byt v pohybu.
PRVNI MUZ. Chces byt v pohybu, jo? (pozoruje ji s tismévem na

tvari)
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MLADA ZENA (prikyvne). Mhm.

PRVNI MUZ (tise). Zistaii na chvili.

DRUHY MUZ. Kam ptijdeme. Rekni, s kym se to vlastng stykas?
TELEFONISTKA. Helen se s nikym nestyka — vid’, Helen?
MLADA ZENA (rozpacité). Ne.

PRVNI MUZ. No, ja jsem nikdo — tak se stykej se mnou.

DRUHY MUZ (spokojené). Hotové véc, co? — A Dick se uz
chystal vypadnout.

PRVNI MUZ. To bylo piedtim, neZ jsem potkal tuhle malou damu.
CISNIK prindsi piti.
PRVNI MUZ. Na zdravi.
DRUHY MUZ. Na tebe.
TELEFONISTKA. Na tvoje.
MLADA ZENA. Na — §tastné dny.
Vsichni se napiji.
PRVNI MUZ. To je fakt dobry!
DRUHY MUZ. To je exkluzivni zboZi.
PRVNI MUZ. Exkluzivni?
DRUHY MUZ. Viechno tady je exkluzivni.
TELEFONISTKA. To tvrdi oni.
DRUHY MUZ. Ne. Fakt. Fakt exkluzivni. Fakt!
TELEFONISTKA. Vsak jo, jasné.
DRUHY MUZ. Ale fakt je to exkluzivni. Fakt!
TELEFONISTKA. Ja ti véfim, zlato!
DRUHY MUZ. Styskalo se ti po mn&?
TELEFONISTKA. Mhm. (pFitakava)
DRUHY MUZ. A po néjaky jinym tatkovi?
TELEFONISTKA. Mm. (nesouhlasné)
DRUHY MUZ. Ma3 rada i jiny tatky kromé tatky?
TELEFONISTKA. Mm. (nesouhlasne)
DRUHY MUZ. Tak vypadnem!
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TELEFONISTKA (trochu stydlivé pred MLADOU ZENOU).
Sotva jsme piisly.

DRUHY MUZ. Myslis, Ze to nevim — Tak pojd’!
TELEFONISTKA. Ale — (ukdze na MLADOU ZENU)
DRUHY MUZ (nechdpaveé). Oni jsou v pohodé — Ze jo?
PRVNI MUZ (k MLADE ZENE). Jsme? (neodpovidd)

DRUHY MUZ. Musim byt do $esti doma — tak pojd’ — (vstdvd —
k TELEFONISTCE) Tak pojd’, holka — vypadnem!
(TELEFONISTKA znovu ukaze na MLADOU ZENU; muz
konecné pochopi — velmi ostentativne) Préce je prace, vSak to
znate! Jesté toho dneska musim hodné stihnout — myslel jsem,
ze bys mohla jit se mnou — pomoct mi s tim — co ty na to?

TELEFONISTKA (vstava, jeji diistojnost je zachovana). Jasné —
pUjdu s tebou — abych ti pomohla. (oba se postavi)

DRUHY MUZ. Jste s tim v pohod&?

PRVNI MUZ. J4 jo.

DRUHY MUZ. Ty jsi s tim taky v pohod&? (k MLADE ZENE)
MLADA ZENA. V pohods.

DRUHY MUZ. Tak pojd, holka. (oba vstanou) Kde mame tidet?
PRVNI MUZ. Jen bé.

DRUHY MUZ. To ne!

PRVNI MUZ. Rikam, b&!

DRUHY MUZ. Hodime si minci.

MLADA ZENA. Komu padne panna, vyhraje.
TELEFONISTKA. Panna a platis ty — orel a platim ja.
DRUHY MUZ (netrpélivé). On soutézi se mnou.

PRVNI MUZ. Ja s tebou nebo ty se mnou?

DRUHY MUZ. Ja s tebou. (hodi si minci) A dostal jsem t&!

PRVNI MUZ (spokojené). Ale nikdo to nevidél. (usméje se na
MLADOU ZENU)

TELEFONISTKA. To mysli tebe, Helen.
DRUHY MUZ. Neni ptece blba! Tak pojd’.

TELEFONISTKA (k PRVNIMU MUZI). Bud’ na ni hodny. Je
hodné¢ kiehka. — M¢éjte se.

DRUHY MUZ a TELEFONISTKA odejdou.
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MLADA ZENA. J4 vim, jak to myslel s tou praci.
PRVNI MUZ. Vi§ to — jo?

MLADA ZENA. Taky jsem pracovala v kancelafi nez —
PRVNI MUZ. Nez co?

MLADA ZENA. Nez jsem skon¢ila.

PRVNI MUZ. Pro¢ jsi skongila?

MLADA ZENA. Prost& jsem skongila.

PRVNI MUZ. Jsi vdana, co?

MLADA ZENA. Ano — jsem.

PRVNI MUZ. To mi nevadi.

MLADA ZENA. Nékteid muzi uz nemaji o zenu zajem, kdy?z se
vda —

CISNIK prijde ke stolu.
PRVNI MUZ. Jaky je v tom rozdil?
MLADA ZENA. N&ktefi ho v tom asi vidi, hadam.

PRVNI MUZ. U nékterych Zen v tom asi neni rozdil, hadam.
(na CISNIKA, ukdze dva prsty) To samy. (CISNIK odejde
k baru)

U prvniho stolu.
MUZ. Pane Boze, vzdyt’ na tom nic neni! Vétsina Zen prosté —
ZENA. J4 vim — ja vim — ja vim.
MUZ. Ani nad tim nepifemysli. Prosté to —
ZENA. J4 vim — ja vim — ja vim.
Znovu vstoupi DRUHY MUZ a TELEFONISTKA. Prejdou
ke tretimu stolu.

DRUHY MUZ. Hele, malem bych zapomnél — chci t& pozadat
o malou laskavost, mizu?

PRVNI MUZ. Jasn& — o co jde?

DRUHY MUZ. Chci, abys zitra zavolal k nAm domii —
a pozval mé¢ do mésta — ud¢€las to pro me?

PRVNI MUZ. Jasné — pro¢ by ne?
DRUHY MUZ. To vi§ — prace — chapes, ne?
PRVNI MUZ. Chéapu.
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DRUHY MUZ. Ta historka s telegrafem uZ je otfepana a navic —
moje Zena t¢ ma rada.

PRVNI MUZ. Jaky mate &islo?

DRUHY MUZ. Napisu ti ho. (pise)

PRVNI MUZ. Jak se vlastné mé tvoje Zena?
DRUHY MUZ. Ale jo, fajn.

PRVNI MUZ. A dcera?

DRUHY MUZ. Skvéle. (podd mu vizitku; k TELEFONISTCE) Tak
pojd’, holka. (obrati se k MLADE ZENE) Piiméj toho ptacka
zpévacka, at’ ti taky zazpiva néco o sobé.

TELEFONISTKA. To bych nedélala.

DRUHY MUZ. At ti fekne, jak zabil v Mexiku téch par fazolat.
TELEFONISTKA. Tys byl v Mexiku?

DRUHY MUZ. Zrovna se odtamtud vratil.

TELEFONISTKA. NauciS$ nas tango?

MLADA ZENA. Ty jsi nékoho zabil?

DRUHY MUZ. Dokonce dva! A lahvi! Jen at’ ti to fekne — o ty
lahvi. Tak pojd’, holka. Méjte se.

DRUHY MUZ a TELEFONISTKA odejdou.
MLADA ZENA. Pro¢ jsi to udélal?
PRVNI MUZ. Co?
MLADA ZENA. Prog jsi je zabil?
PRVNI MUZ. Abych se osvobodil.
MLADA ZENA. Aha.

U druhého stolu.

MUZ. Tohle musi3 vaZzné ochutnat — jen to ochutnej. Je to pravé
amontillado, vis.

CHLAPEC. Jaktoze ho tu maji?

MUZ. V postrannich uli¢kach se vzdycky najde to nejvétsi
potéseni, nemyslis?

CHLAPEC. To ja nevim.

MUZ. Tak se ug. No, ochutnej to! Amontillado! Nebo ty nemas rad
amontillado?

CHLAPEC. Ja nevim. Nikdy jsem ho nem¢l.
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MUZ. Takze to bude tvoje poprvé. Tak to ti zavidim No, ochutnej
to! Ochutnej! A umii blahem.

CHLAPEC ochutna vino — je zklamany.

MUZ (prikrasluje to). Poe miloval amontillado. Zmitiuje ho ve
svych knihéch, jak urcité vi§ — mas rad Poea?

CHLAPEC. Cetl jsem toho od n&j hodng.
MUZ. Ale mas ho rad?

U tretiho stolu.

PRVNI MUZ. Byla tam tlupa bandidos — banditt, chapes, odvedli
m¢ do kopct a drzeli mé tam — co jsem mél délat? Jednou v noci
jsem opil ty dva ptacky, co mé hlidali, a pak jsem tu prazdnou
lahev naplnil kameny — a spocital jsem jim to!

MLADA ZENA. Aha?!

PRVNI MUZ. Musel jsem se osvobodit, chapes? Pofadné jsem jim
to spocital —

MLADA ZENA. Aha — a co jsi udélal pak?
PRVNI MUZ. Vypadl jsem odtamtud.
MLADA ZENA. A kam —?

PRVNI MUZ. Piimo sem. (pauza) Jsi rada?
MLADA ZENA (pFikyvne). Ano.

PRVNI MUZ (ukdze dva prsty na CISNIKA). To samy. (CISNIK
odejde k baru)

U prvniho stolu.
MUZ. Ty se prosté jen bojis, protoZe je to poprvé a —
ZENA. J4 se nebojim.
MUZ. Pro Kristovy rany, tak o co jde?

ZENA. Ja se nebojim. J4 chci — chci si to nechat — to neni strach,
nebo je?

MUZ. To je blaznivy.
ZENA. To je mi jedno.
MUZ. A co vasi?
ZENA. To je mi jedno.

MUZ. A co tvoje prace? (ticho) Nemizes ted’ piece piijit o praci,
nebo jo? (ticho) Nebo jo?
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ZENA. Asi ne.

MUZ. No - tak vidig!

ZENA (ticho — néhle). Dobfe — tak piijdeme hned — M43 tu adresu?
MUZ. Koneéné jsi fekla néco rozumnyho.

MUZ a ZENA vstanou a odejdou.

U tretiho stolu.
MLADA ZENA. Takovou lahvi? (zvedne ji)
PRVNI MUZ. Jo — naplnénou oblazky.
MLADA ZENA. Jakymi oblazky?
PRVNI MUZ. No, oblazky. Ze zemgé.
MLADA ZENA. Aha.

PRVNI MUZ. V3ak to zns, nutnost je matka vynalézavosti.
(MLADA ZENA stdle drzi lahev) Neni to Spatna zbran —
nejdiiv funguje jako kladivo — a pak z toho mas i niiz.

MLADA ZENA. Aha. (odlozi lahev)

PRVNI MUZ. Zeny asi nemaji noze moc v lasce, co? (naleje piti)
MLADA ZENA. Ne.

PRVNI MUZ. Ale kladiva jim aZ tak moc nevadi, ne?

MLADA ZENA. Ne -

PRVNI MUZ. Samotnymu se mi to nelibilo — nic z toho — ale
musel jsem se osvobodit, chapes? Jasné, Ze jsem se musel
osvobodit, no ne? (napije se) Zrovna ted’ jsem fakt rad, Ze jsem
to udélal.

MLADA ZENA. Prog?
PRVNI MUZ. Ty vi§ prog. (polozi svoji ruku na jeji)
U druhého stolu.

MUZ. Tak pojd’'me ke mné& — a ja ti je ukdzu — mam prvni vydani
Verlaina, z toho budes slintat. (oba se postavi) Na — mam jeste
troSku na dné —

CHLAPEC 1o dopije.
Posledni dousek je nejsladsi, vid’?

CHLAPEC (smé¢je se). A ja si vzdycky myslel, Ze to jsou jen
splasky. (odejde MUZ, za nim CHLAPEC)

U tretiho stolu.
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MUZ drzi pres stiil jeji ruku.
MLADA ZENA. Kdyz mé drZi§ za ruku. Kdyz se mé dotykas!
PRVNI MUZ. Tak? (pauza) Tak jo, zlato, pijdeme.
MLADA ZENA. Kam?
PRVNI MUZ. Ty nechodi§ moc ven, vid’?
MLADA ZENA. Ne.
PRVNI MUZ. Kouk4 to z tebe na prvni pohled.
MLADA ZENA. Vazng?
PRVNI MUZ. Vazné. Pro¢ se vibec tahas s tou druhou?
MLADA ZENA. J4 nevim. Zd4 se, Ze ji to se mnou bavi.
PRVNI MUZ. Jen proto?
MLADA ZENA. Nebo nebavi?
PRVNI MUZ. A tebe to bavi?
MLADA ZENA. Ne.
PRVNI MUZ. Nikdy?
MLADA ZENA. Nikdy.
PRVNI MUZ. Cim to je?
MLADA ZENA. Ni¢im — asi je to mnou, hadam.
PRVNI MUZ. Tebou to neni.
MLADA ZENA. Ze ne?

PRVNI MUZ. Ne. Jen jsi jesté nepotkala toho pravyho — v tom to
je — holka jako ty — musi potkat toho pravyho.

MLADA ZENA. J4 vim.

PRVNI MUZ. Jsi jina neZ ty ostatni, neZ ta druha — do ty ptjde
kazdej chlap. Ty jsi jina.

MLADA ZENA. MoZn4.

PRVNI MUZ. Neskog¢ilas jim snad na tu historku o praci — jak se
vypatili, nebo jo?

MLADA ZENA. No, myslela jsem, Ze asi cht&li byt sami, ale —
PRVNI MUZ. A jak!

MLADA ZENA. Aha — tak proto.

PRVNI MUZ. Proto. No tak — jdeme —

MLADA ZENA. Ale, to nejde! Takhle?
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PRVNI MUZ. Libim se ti?

MLADA ZENA. Ano.

PRVNI MUZ. Tak v éem je problém?
MLADA ZENA. A — ja — se ti libim?

PRVNI MUZ. Jestli 1ibi§? Nemas ani tuseni — poslys, vis, jak mi
piipadas?

MLADA ZENA. Jak?

PRVNI MUZ. Jako andél. Uplné jako andél.
MLADA ZENA. Vazng&?

PRVNI MUZ. Vzdyt ti to fikdam. Tak pojd’!
MLADA ZENA. Kam?

PRVNI MUZ. Kde bydlis?

MLADA ZENA. To ne, ke mné dom jit nemtizeme.
PRVNI MUZ. Tak ptijdeme ke mng.

MLADA ZENA. Ale, to nejde — je to daleko?
PRVNI MUZ. Jen kousek — tak pojd’ —

MLADA ZENA. Ale, to nejde — kde bydli§ — mas sviij pokoj?
PRVNI MUZ. Ne — byt — jednopokojovy byt.
MLADA ZENA. Tak to by §lo.

PRVNI MUZ. Je to v piizemi — nikdo t& neuvidi — pfichazet ani
odchazet.

MLADA ZENA (pomalu vstavd). To nejde.

PRVNI MUZ (postavi se). Vydrz chvilku — zaplatim uéet —
a vezmu néjakou lahev s sebou.

MLADA ZENA. Ne — to nedgle;.

PRVNI MUZ. Pro¢ ne?

MLADA ZENA. No — tak s sebou aspoii neber oblazky.
PRVNI MUZ. Hele — prosté na to zapometi, ano?

MLADA ZENA. Chtéla jsem jen fict, Ze nechci nic k piti.
PRVNI MUZ (dychtivé se k ni nakloni). Libim se ti — co, zlato?
MLADA ZENA. A ja tob&?

PRVNI MUZ. Vydrz.
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Musz piejde k baru. Zena ziistane na misté, ruce md polozené
na stole a hledi pred sebe. Vstoupi MUZ a DIVKA. Posadi se u
Jjednoho z prazdnych stoli. Prijde k nim CISNIK.

MUZ (k DIVCE). Co si das?
DIVKA. To co vzdycky.
MUZ (na CISNIKA). Jako obvykle. (ukdze dva prsty)

PRVNI MUZ piejde k MLADE ZENE se zabalenou lahvi

v podpazi. Zena vstane a spolecné vykroci ke dverim. U klaviru
se muz zastavi a vhodi do néj niklak — jak odchazeji, zacne hrat
hudba. Scéna potemni.

Zvuk elektrického klaviru zni, dokud se nerozsviti svétla
na Jednani Sesté. Elektrické piano nahradi flasinet, velmi, velmi
slabe.

JEDNANI SESTE

Intimita

Scéna: temny pokoj.
Zvuky: harmonika; kroky kolemjdoucich.

Postavx
MUZ
MLADA ZENA

Zacatek jednani: tma. Vse je nezretelné. Zvenku je velmi slabé
slyset zvuk harmoniky a nepravidelny rytmus kolemjdoucich
krokii. Harmonika hraje Cielito Lindo, Spanélskou pisnicku,
kterou v posledni dobé vyhravaji vsichni poulicni harmonikari.

MUZ. Jsi stra$né potichu, zlato. Nad ¢im premyslis?
ZENA. Nad lasturami. (jeji hlas zni mékce)
MUZ. Lastulami? Boze! Ani to neumim vyslovit!

ZENA. Kdyz jsem byla mal4, moje babi¢ka méla velkou riizovou
lasturu na krbové fimse. Vzdycky, kdyZ jsme piijeli
na navstévu, mohla jsem si ji vzit a poslouchat ji. Na to jsem ted’
myslela.

MUZ. Jo?
ZENA. D4 se v nich sly$et mofe, vis.
MUZ. Jo, ja vim.
ZENA. Zajimalo by mé pro¢?
MUZ. Neméam tuseni. (pauza)
ZENA. Jdes pry&? (pohnul se)
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MUZ. Ne. Chci jenom cigaretu.

ZENA (potésené, ulevilo se ji). Aha.
MUZ. Chces taky?

ZENA. Ne. (bere si sirky) Ale piipalim ti.

MUZ. Mas moc hezky ruce, zlato. (zdpalka zhasne) Stejéek Donald
farmu m¢l. Hija hija hou. A na té farmé kravu mél —

ZENA (sméje se). Hija hija hou. (znovu se zasméje)
MUZ. M4 strasné pékny ruce.

ZENA. Mivala jsem. Ale posledni dobou jsem se 0 né moc
nestarala. Ale odted’ zase budu — (pauza, hudba zesili) Co to je?

MUZ. Co?
ZENA. Ta hudba?

MUZ. Ptivandrovalec s harmonikou. Dal jsem mu dva &tvrtaky
hned prvni den, co jsem piijel — a tak sem chodi kazdy den.

ZENA. Myslela jsem — co to hraje?

MUZ. Cielito Lindo.

ZENA. Co to znamena?

MUZ. Nebicko.

ZENA. Nebicko?

MUZ. Tak se ve Spanélsku oslovuji milenci.

ZENA. Ve Spanélsku — to je tam, jak jsou spousty hradi, ze?
MUZ. Jojo.

ZENA. Nebic¢ko — zazpivej to.

MUZ (zpivd do hudby harmoniky). Da la sierra morena viene,
bajando viene, bajando; un par de ojitos negros — cielito lindo —
da contrabando.

ZENA. Co to znamena?
MUZ. Z vysokych temnych hor.
ZENA. Z vysokych temnych hor —?

MUZ. Nic to neznamena. Nema to davat zadny smysl. Jako laska.
(zaposloucha se do pisne) Aj-aj-aj-aj.

ZENA. To vim, co to znamena.
MUZ. Co?
ZENA. Aj-aj-aj-aj. (sméji se)
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MUZ (znovu se zaposlouchd). Canta non Ilores — Zpivej
a neplakej —

ZENA (také se zaposlouchd). La-la-la-la-la-la-la-la-la-la —
Nebicko.

MUZ. M43 pékny hlas, zlato.

ZENA. Vazng? (sméje se — polechtd ho)
MUZ. To se vsad’ — hej!

ZENA (sméje se). Jsi lechtivy?

MUZ. Jasng, Ze jsem! Hej! (sméji se) No tak, zlato, zazpivej jesté
néco.

ZENA. To nejde.
MUZ. Zpivej — mas krasnej hlas.

ZENA (sméje se a zpivd). Bude zima, bude mréaz, kam se ptacku,
kam schova$? Schovam se do javora, tam bude ma komora.
Bude zima, bude mréaz, kam se ptacku, kam schovas? Schovam
se ja do lesa, tam je moja potécha —

Oba se sméji.

Nikdy pfedtim jsem v tom nehledala zadny vyznam — ale ted’ uz
to chapu.

MUZ. Tak tos mé dostala.

ZENA. Je to o nas — La-lalalalalala — lalalalalalala — Nebi¢ko. Ty
jsi ten ptacek a ja jsem ten les.

MUZ. Jsi lesik.

ZENA. A fekla bych, Ze jsem taky ten javor. (pauza) V&S na néco
jako strazné andély?

MUZ. Na co?
ZENA. Na strazné andély?
MUZ. J4 nevim. MoZna.

ZENA. Ja ano. (znovu se zaposlouchd) Lalalalala — lalalalala —
lalalala — Nebicko. (m/uvi) Musi ptece byt nékdo, kdo na tebe
dava pozor, a nakonec t& udéla stastnym — podivej se na nas
dva! Jak bychom se jinak dnes oba ocitli na stejném mistg,
kdyby nic takového neexistovalo?!

MUZ. Mozna mas pravdu.
ZENA. Podivej se na nas dva!

MUZ. Pro tebe je ted’ viechno jen my dva, vid’, zlato?
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ZENA. A neni?
MUZ. Mné to nevadi.

ZENA. My dva k sobé patiime. Patiime k sob&! A uZ nas nikdy nic
nerozdéli, vid’?

MUZ. Zazpivej jesté néco.
ZENA. Rikam, Ze neumim zpivat.
MUZ. Ale jasné Ze umis!

ZENA. Vi§, Ze mé ani nenapadlo zpivat od doby, co jsem byla
mala?

MUZ. Stejné néco zazpive;.

ZENA (zpiva). Kolo kolo mlynsky — za &ty¥i rynsky — kolo se nam
polamalo — mnoho $kody nadé€lalo — ud¢€lalo bac. (mluvi) Taky
jsi to zpival, kdyz jsi byl maly?

MUZ. Nene.

ZENA. Ne? My ano — v prvni tiidé — jako mali — togili jsme se
potad dokola v kruhu — a drzeli se za ruce — mavali s nimi
doptedu a dozadu. Vzpomindm si, jak mé to matlo — protoze
podobné jsme mavali rukama, 1 kdyZ jsme si hrali na andély.

MUZ. Jo?
ZENA. Vi§, pro¢ jsem sem s tebou §la?
MUZ. Mohl bych si tipnout.

ZENA. Protoze jsi fekl, Ze ti pfipadam jako andél. Proto jsem
s tebou $la.

MUZ. Jezis, zlato, mné piipada jako andél kazda Zenska — teda
kazda bila. Chépej, poslednich par let jsem vidé€l jen samy
indiany. Pane jo, kdyz jsem vcera vystoupil z lodi — a uvidél
vSechny ty Zensky — kristepane, malem jsem se zblaznil — jsou
pro mé jak and¢lé vSechny — vi§ —

ZENA. Mél jsi hodné zen, vid'?
MUZ. Zase tak moc ne — t&ch opravdovejch.
ZENA. A mél jsi — néjakou z nich rad — vic nez mg?

MUZ. Nene — z4dna z nich nebyla tak sladka jako ty, zlato — zadna
z nich — ne — 74dna z nich.

ZENA. Libi se mi, kdyZ to #ikas. Rekni to znovu —
MUZ (pobavené se brani). Ale —
ZENA. No tak — fekni to znovu!
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MUZ. Tak. (polibi ji) Sta&i ti to?

ZENA. Ano. (pauza) Uz nas nikdy nic nerozdéli — nikdy — vid’,
Ze ne?

MUZ (up#imné). Budu se muset pohnout zase o kus dal, zlato —
Casem, Vis.

ZENA. Kdy?
MUZ. Quien sabe?
ZENA. Co to znamena?

MUZ. Quien sabe? To se bude§ muset nauéit, zlato, jestli chces jit
se mnou. To je odpovéd’ na vSechno — tam u Rio Grande.

ZENA. A co to znamena?

MUZ. To znamena — kdo vi?
ZENA. Ken sabe?

MUZ. Jojo — tak to nezapome.
ZENA. Nikdy to nezapomenu.
MUZ. Quien sabe?

ZENA. 1 kdyZ to neumim vyslovit.
MUZ. Quien sabe.

ZENA. Nikdy se nepodivam k Rio Grande — nikdy se nedostanu —
odtud.

MUZ. Quien sabe.

ZENA (zména ndlady). Ma§ pravdu! Ken sabe? Kdo vi?
MUZ. Moje feé.

ZENA. Musi§ to tam na jihu mit opravdu rad.

MUZ. Nikde jinde nedokazu zit — moc dlouho.

ZENA. Pro¢ ne?

MUZ. No — tam na jihu je ¢lovék svobodny. Uplné svobodny!

Venku se rozsviti poulicni osvétleni. V jeho svétle jsou videt
obrysy okna. Jsou na ném mrize a zvenci ho témer uplne nahore
pretina chodnik. Je to sklepni pokoj. Neustalé mihani se
odchazejicich a prichazejicich nohou, vétsinou parii, je videt jen
matné. Uvnitr stoji na rimse okna v misce s kameny a vodou
rozkvetla lilie.

ZENA. Co je to?

MUZ. Jenom se zapnuly pouli¢ni lampy.
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ZENA. To uZ je tak pozd&?

MUZ. Jak pozd&?

ZENA. Tma.

MUZ. Tma uZ je nékolik hodin — to sis nevsimla?
ZENA. Ne! — Uz musim jit! (vstane)

MUZ. Pockej — za chvili vyjde mésic — uplngk.
ZENA. To je jedno. Zpozdila jsem se. Uz musim jit!

Prejde do svétla. Na sobé ma bilou kosilku, ktera by mohla byt
tunikou tanecnice, a jak vchazi do sveétla, zapina si v pase
spodnicku. Ma na sobé skoro presné takové saty, jaké dnes Zeny
obycejné nosi, ale jejich dokonaly stiih a ladnost a lehkost,

s jakou si je oblékd, délaji z onoho momentu metaforu,

symbol oblékajici se Zeny. VSechna jeji gesta musi byt
nevédomad, nevinnd, uvolnénad, jistd a plnd prirozeného piivabu.
Sedi celem k oknu a natahuje si puncochu.

Co to je?
MUZ. Co?
ZENA. Na parapetu.
MUZ. Kytka.
ZENA. Kdo ti ji dal?
MUZ. Nikdo mi ji nedal. Koupil jsem ji.
ZENA. Pro sebe?
MUZ. Jo — Pro¢ ne?
ZENA. Nevim.

MUZ. V &inské &tvrti — ptipomnéla mi Frisco, kde jsem
vyrustal — tak jsem si ji koupil.

ZENA. Tam ses narodil — ve Friscu?

MUZ. Jojo. Pod Twin Peaks.

ZENA. Co to je?

MUZ. Par kopcti — vedle sebe.

ZENA. Jeden pro tebe a jeden pro mé.
MUZ. Vsadim se, Ze by se ti ve Friscu libilo.
ZENA. Znam jednu Zena, ktera tam byla.

MUZ. Zaliv a kopce. Jezis, to byl Zivot! Kazdou nedéli jsme piejeli
pies zaliv — vzali si par koni a uhanéli — ptes kopce. Jeden mél
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pod sedlem deku — a druhej vezl kus Zvance. V noci jsme ud¢lali
malej ohenl a najedli se — a pak se jen zachumlali do ty stary
deky a —

ZENA. S kym? S kym jsi tam byl?

MUZ (Thostejné). S nékym. (nadsené) Jezis, jak ta uschla trava
v noci vonéla — plna arniky — vis§ —

ZENA. Voni hezky?

MUZ. Arnika? Nikdys k ni nevonéla? (zavrti hlavou) Jasné, Ze voni
hezky. Jako zéliv a kopce.

Jde k zrcadlu u pradelniku, aby se dostrojila. Zbyva ji uz jen
obléct si Saty, jednodilné — se zapinanim na strané. Nez si je
oblékne, postavi se pred zrcadlo a protahne se. Spokojené, ale
bez zajmu.

Jsi ve formé, zlato. Par mésict jezdéni po horach a byla bys
profik.

ZENA. Mizu?

MUZ. Co?

ZENA. Jezdit s tebou po horach — jednou?
MUZ. Jezdit po horach? Jezdit na oslech!

ZENA. To je jedno! — s tebou! — Mizu — jednou? Vysoké temné
hory?

MUZ. Kdo vi?
ZENA. Musi to byt nadherné.

MUZ. Uz jsi takhle nékde byla, zlato? — nékde vysoko?
Na vrcholku svéta?

ZENA. Ano.

MUZ. Kdy?

ZENA. Dnes.

MUZ. Ty jsi vazné sladka.

ZENA. Nikdy jsem nic takového nezazila. Ani mé nenapadlo,
ze bych se takhle mohla citit. Tak — tak ¢istd! Nesm¢j se mi!

MUZ. J4 se ti nesmé&ju, zlato.
ZENA. Cisté.

MUZ. To je silny slovo — ale vim, jak to mysli§. N&kdy se tak
¢lovek citi — obcas.
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ZENA (nasadi si na hlavu kloboucek a otoci se k nému). Tak tedy
— sbohem.

MUZ. Nezapomnéla sis néco? (vstane)

Podiva se na néj, pak pomalu zakloni hlavu a zvedne pravou
ruku v gestu soch, jez predstavuji Zenu jako Voluptas. On
vystoupi ze stinu, obejme ji a polibi. Ona jesté vic zakloni hlavu
a natahne paze dozadu — pak je Sirokym gestem pritihne zpét

a obejme jeho hlavu roztazenymi prsty. Ochranitelsky, zoufale.
Kdyz ji pusti, jeji oci se lesknou slzami. Odvrati se od néj. Znovu
se na nej ohlédne — ocima prejede pokoj — a jeji pohled se
zastavi na lilii.

ZENA. Mizu si ji vzit?
MUZ. Jasné — pro¢ ne?

Vezme si ji — odchazi. Jak otevie dvere, hudba zesili. Na jevisti
se zhasne.

ZENA. Sbohem. A — (zavihd) A — dékuji.
Opona

Hudba pokracuje az do otevireni opony na Jedndni sedmé.
Nahradi ji ticho.

JEDNANI SEDME

Domov

Scéna: obyvaci pokoj: pohovka, telefon, okno.

Postavy 5
MANZEL
MLADA ZENA

Sedi na opacnych strandach pohovky a ctou noviny — pro sebe.
MANZEL. Rekordni produkce.
MLADA ZENA. Divka si pustila plyn.
MANZEL. Vynosy pfesahly milion dolart —
MLADA ZENA. Zena opustila vie pro lasku —
MANZEL. Trhy jsou stabilni —
MLADA ZENA. Zmizela mladd manZelka —
MANZEL. Dozivotni vynosy z akcii —
Zazvoni telefon. MLADA ZENA se na néj podiva.

To je pro mé. (do telefonu) Hald — 4, dobry den, pane A. B. Je
vSechno vytizené? — VSechno podepsané? Vyborng. Vyborng!
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Reknete R. A., at’ mi zavola. (zavési — k MLADE ZENE) No, a
je to vytizené. Podepsali! — tebe to nezajima? Nezeptas se me, o
co jde?

MLADA ZENA (rutinné). Zvladnul jsi to?
MANZEL. Jasng, Ze jsem to zvladnul.
MLADA ZENA. Dopadlo to dobie?
MANZEL. Jasng, Ze to dopadlo dobfe.
MLADA ZENA. Uz je ruka v rukavu?
MANZEL. Jasng, Ze je v rukavu.
MLADA ZENA. Podepsali?
MANZEL. To si pis, Ze podepsali.
MLADA ZENA. Cerné na bilém?
MANZEL. Cerné na bilém.

MLADA ZENA. Pozemek je tviij?

MANZEL. Pozemek je mtlj. Dostal jsem prvni hypotéku, dostal
jsem druhou hypotéku a pozemek je milj. Spokojend?

MLADA ZENA (mechanicky). Spokojena.

MANZEL (jde se k ni). Ten pozemek je mij. A to neni jedina véc,
co je moje! (Stipne ji do tvare — Stastné, spokojené) Dostal jsem
na ni jednu hypotéku — dostal jsem na ni druhou hypotéku —

a ted’ je moje!

MLADA ZENA rychle ucukne.

Co se d¢je?
MLADA ZENA. Nic — co by?
MANZEL. Ucukla jsi, kdyZ jsem se t& dotkl.
MLADA ZENA. Ne.
MANZEL. To jsi uz dlouho neudélala.
MLADA ZENA. Ne?
MANZEL. Diiv jsi to délavala vzdycky, kdyZ jsem se t& dotkl.
MLADA ZENA. Vazn&?
MANZEL. To jsi nevédéla, vid’?
MLADA ZENA (necekané). Ale ano. Védéla.
MANZEL. Stydlivost, ja vim.
MLADA ZENA. Ne.
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MANZEL. Mné se to libilo. Ta stydlivost.
MLADA ZENA. Ne.
MANZEL. Jsi jedna z nejcudnéjiich Zen na svété.

MLADA ZENA. Jsem Gplné stejna jako ostatni, jenom — (zarazi
se)

MANZEL. Jenom co?
MLADA ZENA (pauza). Nic.
MANZEL. Né&co jsi musela myslet.
Zazvoni telefon. Ona vstane a prejde k oknu.

MANZEL (do telefonu). Hal6 —hald, R. A. — ne, dopadlo to dobie
—jo, dopadlo to dobte — uz je ruka v rukdvu — jestli podepsali?
Cerné na bilém! Ten pozemek je muj. J4 piisel s nabidkou. A
prodal jim ten napad. Tohle se mi povedlo. Rekni M. D., at’ mi
zavola. (zavesi) To byl R. A. Na co se to divas?

MLADA ZENA. Na nic.

MANZEL. Na néco se divat musis.

MLADA ZENA. Na nic — na mésic.

MANZEL. Mésic néco je, nemam pravdu?

MLADA ZENA. Ano.

MANZEL. A co dgl4?

MLADA ZENA. Nic.

MANZEL. Néco piece délat musi.

MLADA ZENA. Hybe se — posouva — (piejde dopiedu, neklidné)

MANZEL. Zatéhni Zaluzie, draha.

MLADA ZENA. Pro¢?

MANZEL. Lidi vidi dovnitf.
Zazvoni telefon.
Hal6 — halé M. D. — Ano — zvladnul jsem to — uZ je ruka v
rukavu — povedlo se mi je pfesvédCit — jo — jo — jo — to si pi§ — jo
— ¢erné na bilém — Je to Gspéch — jo. Jojo. Rekni B. M., at’ se mi

ozve. (zavési) To byl M. D. (k MLADE ZENE, kterd mezitim
prejde ke gauci a vezme do ruky noviny) Poslouchds mé?

MLADA ZENA. Ctu si.
MANZEL. A o &em &tes?
MLADA ZENA. O ni¢em.
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MANZEL. Musi to byt o né¢em. (sedne si a vezme do ruky svoje
noviny)

MLADA ZENA (¢te). Utdk z vézeni — doZivotné odsouzeny uprchl
— prosttilel se na svobodu —

MANZEL. Neéti takové véci — poslouchej — tohle je prvotiidni
uvodnik. S tim Gplné souhlasim. Naprosto souhlasim.
Posloucha$ mé?

MLADA ZENA. Posloucham.

MANZEL (diilezité). Vsichni lidé se rodi jako sob& rovni a maji
stejné pravo usilovat o Stésti. (MLADA ZENA vstane) Panecku,
ty jsi mi dnes né&jaka nervozni.

MLADA ZENA. Snazim se nebyt.

MANZEL. To mé§ po své matce. Dnes byla u mé v kancelfi.
MLADA ZENA. Opravdu?

MANZEL. Piisla si pro piispévek.

MLADA ZENA. Aha —

MANZEL. Copak jsi zapomnéla, Ze je prvniho.

MLADA ZENA. Chuddk méma.

MANZEL. Co by si beze mé podala?

MLADA ZENA. Ja vim. Jsi dobrak.

MANZEL. Aspoti — je vd&&na.

MLADA ZENA. Chudinka — chudinka mama.

MANZEL. Potiebuje zaopatfeni.

MLADA ZENA. Ano. Potiebuje zaopatieni.

MANZEL. Matka je dilezitd — dobra matka.

MLADA ZENA (vzrusené). Ja se snazim byt dobra matka.
MANZEL. Ale jistg, Ze jsi dobra matka.

MLADA ZENA. J4 se snazim. Snazim se!

MANZEL. Matka je nedocenitelna — (pokracuje ve cteni) A déti
jsou nedocenitelné. Nedocenitelné jako Sperky.

MLADA ZENA (cte). Vyprodej $perkii a drahych kamend.
MLADA ZENA se chytne za hrdlo.

MANZEL. Co se dgje?

MLADA ZENA. Mam pocit, jako bych se topila.

73



MANZEL. Topila?

MLADA ZENA. Jako bych méla kamen kolem krku.
MANZEL. To se ti jen zd4.

MLADA ZENA. Dusim se.

MANZEL. Nedychas dost zhluboka — no tak, nadechni se — podivej
se na me. (ukazuje, jak se dycha) Dychani je zivot. A zZivot je
dychani.

MLADA ZENA (ndhle). A co je smrt?

MANZEL (diilezité). Prosté — nedostatek dechu.

MLADA ZENA (sama pro sebe). Prosté nedostatek dechu.
Vezme si noviny.

MANZEL. V potadku?

MLADA ZENA. V potadku.

MANZEL (¢te, zatimco ona jen zird do novin. Po chvili vzhlédne.)
Je tu n&jak zima, draha.

MLADA ZENA. Zima?

MANZEL. B& zavfit okno, ano?
MLADA ZENA. Neni oteviené.
MANZEL. Ty neciti§ tu zimu?
MLADA ZENA. Ne — to se ti jen zda.

MANZEL. Mné se nikdy nic nezda. (MLADA ZENA ddl zird do
novin) O ¢em Ctes?

MLADA ZENA. O niem.
MANZEL. O n&éem &ist musis.
MLADA ZENA. Zena nasla svého manzela mrtvého.

MANZEL (lhostejné). Aha. (se zaujetim) Tady jeden muz tvrdi,
»Za svij uspéch vdécim jednomu kynutému kolaci denné — mam
dobré zazivani — sluSn€ spim — a — (manzelka vstane, rozejde se
ke dverim) Kam jdes?

MLADA ZENA. Nikam.

MANZEL. Musi§ nékam jit.

MLADA ZENA. Jenom — do postele.
MANZEL. Jesté neni jedenact. Pocke;.
MLADA ZENA. Na co mam &ekat?
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MANZEL. Je teprve deset &tyficet Sest — pockej! (natdhne k ni
ruku) Pojd’ sem!

MLADA ZENA (popojde o krok k nému — couvne). Ne — chci jit
pryc!

MANZEL. Pry¢? Kam?

MLADA ZENA. Kamkoli — pryg.

MANZEL. Prog, co se d&je?

MLADA ZENA. Mam strach.

MANZEL. A z &eho?

MLADA ZENA. NemuiZu spat — nespim.

MANZEL. To nic neni.

MLADA ZENA. A ten mésic — v uplitku.

MANZEL. To nic neni.

MLADA ZENA. Nemiizu spat.

MANZEL. Jistéze nemitizes. Je svétlo.

MLADA ZENA. Nevidim svétlo. Citim to! A mam strach.

MANZEL (laskavé). Nesmysl — pojd’ sem.

MLADA ZENA. J4 chci jit pry¢.

MANZEL. Ale ja ted’ nemtizu jit pry¢.

MLADA ZENA. Sama!

MANZEL. Nikdy jsi nikde sama nebyla.

MLADA ZENA. Ja vim.

MANZEL. Co bys tam délala?

MLADA ZENA. Mozn4 bych spala.

MANZEL. Pocke;.

MLADA ZENA (zoufale). Nemizu &ekat!

MANZEL. Pojedeme na vylet — pojedem do Evropy — ja si koupim
hodinky — Svycarské — vzdycky jsem chtél mit Svycarské
hodinky — koupené ptimo tam — neni to smeésné? Pockej — jenom
pockej. (MLADA ZENA prejde k pohovce — sedne si; manzel
pokracuje ve cteni) Dalsi revoluce u Rio Grande.

MLADA ZENA. U Rio Grande?
MANZEL. Ano — dal§i —
MLADA ZENA. Né&jaci — zranéni?
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MANZEL. Ne.

MLADA ZENA. Né&jaci vézni?
MANZEL. Ne.

MLADA ZENA. Vsichni volni?
MANZEL. Vsichni volni.

Pokracuje ve ¢teni. MLADA ZENA sedi a zird se pied sebe.
Zdalky zni tlumené zvuk harmoniky, hraje Cielito Lindo. Pridaji
se hlasy, zpivaji — ,, Aj-aj-aj-aj “ — pak slova — hudba i hlasy
zesili.

HLAS JEJTHO MILENCE. Byla tam tlupa bandidos —
banditl, chapes — drzeli mé tam — co jsem mél délat — musel
jsem se osvobodit, chapes? Musel jsem se osvobodit —

HLASY. Osvobodit — osvobodit — osvobodit —
MILENEC. Naplnil jsem prazdnou lahev kameny —

HLASY. Kameny — kameny — drahé kameny — mlynské kameny —
kameny — kameny — mlynské kameny —

MILENEC. Lahev s kameny, nic vic.
HLASY. Kameny — kameny — kaminky —
MILENEC. Staci lahev s kaminky.
HLASY. Kameny — kameny — kaminky —

HLAS POULICNTHO PRODAVACE. Kameny na prodej —
kameny — kameny — kaminky — drahé kameny —

HLASY. Kameny — kaminky — drahé kameny —
MILENEC. Musel jsem se osvobodit, chapes? Osvobodit?
HLASY. Osvobodit? Osvobodit?

MILENEC. Quien sabe? Kdo vi? Kdo vi?

HLASY. Kdo by mohl? Kdo by mohl? Kdo by mohl?

POULICNI PRODAVAC. Kameny — kameny — kaminky — velké
kameny — mlynské kameny — studené kameny — nahrobni
kameny —

HLASY. Nahrobni kameny — ndhrobni kameny — nahrobni
kameny.

Hudba a hlasy — prolinaji se — zesili — MLADA ZENA vyskoci a
vykrikne hriizou.

MLADA ZENA. Ach! Ach!
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Scéna potemni — hudba a tlumené hlasy opakujici ,, Kameny —
kameny — kameny “ zni dal, az dokud se nerozsviti svétlo na
Jednani osmé.

JEDNANI OSME
Z.akon

Scéna: soudni sin.
Zvuky: cvakani telegrafnich pristrojit mimo scénu.

Postavy
SOUDCE
POROTA
OBHAIJCE A STATNI ZASTUPCE
DIVACI
NOVINARI
POSLICCI
SOUDNI UREDNICI
SOUDNI ZRiZENEC
SOUDNI ZAPISOVATEL
MLADA ZENA

Slova a pohyby viech postav kromé MLADE ZENY jsou rutinni —
mechanické. VSichni se ridi svym obvyklym scénarem.

Na zacatku jednani jsou pritomni vSichni kromé SOUDCE.
Vstoupi SOUDCE.

SOUDNI ZRIZENEC (mumld). Povstaiite, ptichazi soudce!
(vsichni povstanou; SOUDCE si sedne; vsichni se posadi;
OBHAIJCE vstane — je to typicky upovidany, ,, vymluvny
obhdjce v trestnich vécech; SOUDCE mu naznaci, aby pockal —
otoci se na SOUDNI UREDNIKY, kteii cekaji u jeho stolu.)

PRVNI UREDNIK (podd soudci papir — rutinnim hlasem). Stat
versus Kling — odloZeni popravy.

SOUDCE. Zamita se.

PRVNI{ UREDNIK odejde.

DRUHY UREDNIK. Bing vs. Ding — odvolani.
SOUDCE podepise. DRUHY UREDNIK odejde.

TRETI UREDNIK. Ptipad Johna Kinga — habeas corpus.

SOUDCE podepise. TRETI UREDNIK odejde. SOUDCE
pokyne SOUDNIMU ZRIZENCI.

SOUDNI ZRIZENEC (mumld). Lid statu — — — versus Helen
Jonesova.
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SOUDCE (k OBHAIJCI). Je obhajoba piipravena pokradovat v
preliceni?

OBHAIJCE. Jsme piipraveni, ctihodnosti.

SOUDCE. Tak pokracujte.

OBHAJCE. Helen Jonesova.

SOUDNI ZRIZENEC. HELEN JONESOVA!
MLADA ZENA vstane.

OBHAIJCE. Pani Jonesova, jste ochotna svédgit?
MLADA ZENA prejde k lavici svédkii.

PRVNI NOVINAR (rychle si pise). Obhajoba prekvapuje hned
v zacatku soudniho jednani pfedvoldnim obzalované na lavici
sveédka. Obzaloba se zda byt touto odvaznou strategii zna¢né
zaskoCena a — (zvuky pristroju zesili)

DRUHY NOVINAR. T#4sla se a skoro se nedokézala udrzet
na nohou, Helen Jonesova, obvinéna z vrazdy, musela byt
malem odnesena na lavici svédkll poté, co dnes rdno jeji
obhajce —

SOUDNI ZRIZENEC (mumld — s Bibli v ruce). P¥isahate, Ze
budete mluvit pravdu, celou pravdu a nic nez pravdu — k tomu
vam dopomahej Bih?

MLADA ZENA. Piisaham.
SOUDCE. MiiZete se posadit.
Seda si na lavici svédkui.
SOUDNI ZAPISOVATEL. Jak se jmenujete?
MLADA ZENA. Helen Jonesova.
SOUDNI ZAPISOVATEL. Kolik je vam let?
MLADA ZENA (zavihd — poté). Dvacet devét.
SOUDNI ZAPISOVATEL. Vase bydli§t&?
MLADA ZENA. Vézeni.
OBHAJCE. Zde je adresa bydlisté mé klientky.
Poda zapisovateli kus papiru.

STATNI ZASTUPCE (vyskoci na nohy). Namitka. Pravni zastupce
naznacuje protipravni jednani ve véci drZeni obzalované ve
vazbé, piestoze zdkon —

OBHAIJCE. Nic jsem nenaznacoval.
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STATNI ZASTUPCE. Naznagil jste to —
OBHAJCE. Nenaznadil!

STATNI ZASTUPCE. Jste —

SOUDCE. Klid!

SOUDNI ZRIZENEC. Klid!

OBHAIJCE. Ctihodnosti, namitka proti neustalé snaze statniho
zastupce —

STATNI ZASTUPCE. Protestuji — ja —
SOUDCE. Klid!

SOUDNI ZRIZENEC. Klid!
SOUDCE. Pokracujte ve vyslechu.

OBHAIJCE. Pani Jonesov, jste vdova po zesnulém panu Georgi H.
Jonesovi?

MLADA ZENA. Ano.

OBHAJCE. Jak dlouho jste byla za zesnulého pana George H.
Jonese pied jeho skonem vdana?

MLADA ZENA. Sest let.

OB}{AJCE. Sest let! A bylo to §tastné manzelstvi, ne? (MLADA
ZENA zavdha) Hadali jste se?

MLADA ZENA. Ne.
OBHAJCE. Pak to muselo byt §tastné manzelstvi, vid'te?
MLADA ZENA. Ano.

OBHAJCE. Za téch Sest let, co jste byla vdana za vaseho zesnulého
manzela, pana George H. Jonese, doSlo mezi vami viibec
NEKDY k n¢jaké hadce?

MLADA ZENA. Ne, nedoslo.
OBHAIJCE. Ani jednou?
STATNI ZASTUPCE. Svédkyné uz fekla —

OBHAJCE. Sest let bez jediné hadky. Sest let. Pani porotci, zadam
vas, abyste tuto skute¢nost zvazili! Sest let v manzelstvi bez
jediné hadky. (POROTA se sméje) Jen to racte uvazit.

Se v§i vaznosti. Kdo z nas — a nemyslim to jako tivahu
nad tézkostmi posvatného svazku manzelstvi — ne — ale!

SOUDCE. Pokracujte ve vyslechu.
OBHAIJCE. Mite jedno dité — vid'te, pani Jonesova?
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MLADA ZENA. Ano, mam.
OBHAJCE. Hol¢icku, ze?

MLADA ZENA. Ano.

OBHAIJCE. Jak je star4?

MLADA ZENA. Je ji pét let — pies pét.

OBHAIJCE. Pétileta holgi¢ka. A vy jste po skonu pana Jonese jeji
nejblizsi zijici ptibuzna, ze je to tak?

MLADA ZENA. Ano.

OBHAJCE. Pfed tim, neZ jste se vdala za zesnulého pana Jonese,
jste chodila do prace a zivila svou matku, Ze ano?

STATNI ZASTUPCE. Namitka, ctihodnosti! Irelevantni —
nepodstatné — a —

SOUDCE. Namitka se pfijima.

OBHAIJCE. Abyste mohla za svobodna uZivit sebe i svou matku,
chodila jste do prace, je to tak?

MLADA ZENA. Ano.
OBHAJCE. Co jste délala?
MLADA ZENA. Pracovala jsem jako stenografka.

OBHAICE. A poté, co jste se vdala, jste i nadale byla jedina, kdo ji
podporoval, ze?

MLADA ZENA. Ano.

OBHAIJCE. Oddana dcera, pani porotci. A stejné tak i oddana
manzelka a matka!

STATNI ZASTUPCE. Vase ctihodnosti!

OBHAICE (rychle). A nyni, se vas, pani Jonesova, ptam — zakon to
vyzaduje — musim se vas tedy zeptat, zda jste — v noci druhého
¢ervna — nebo rano tietiho ¢ervna — zabila svého manzela,
zesnulého pana George H. Jonese — zabila jste ho, nebo
nezabila?

MLADA ZENA. Nezabila.
OBHAJCE. Nezabila jste ho?
MLADA ZENA. Nezabila jsem ho.

OBHAJCE. Pani Jonesova, sly3ela jste vypovédi svédkt obzaloby
— Nebylo jich mnoho — a neméli moc co fict —

STATNI ZASTUPCE. Namitka.
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SOUDCE. Ptijima se.

OBHAIJCE. Slysela jste nékolik svédku z fad policie i z fad
doktortl. Zadny z nich ale nebyl pfimym svédkem zlo¢inu.
Obzaloba nedokazala najit zadného takového svédka — ani
jednoho!

STATNI ZASTUPCE. Ctihodnosti!

OBHAJCE. Ani zadny motiv.

STATNI ZASTUPCE. Ctihodnosti — protestuji! Ja —
SOUDCE. Piijima se.

OBHAIJCE. Pfesto jste slysela, jak se vas tito svédci snazili obvinit
z imyslné vrazdy vaseho manzela, manzela, se kterym jste se,
dle svych vlastnich slov, ani jednou nepohédali — ani jednou za
Sest let manzelstvi, oni ale tvrdi, Ze jste ho zavrazdila — nebo
tedy — Ze jste ho, zatimco spal, brutdln¢ udetila do hlavy lahvi —
lahvi naplnénou kaminky — Ud¢lala jste to, ptam se znovu, nebo
ne?

MLADA ZENA. Neudélala.

OBHAJCE. Neudélala. Samoziejmé, Ze jste to neudélala! (rychle)
A nyni, pani Jonesova, miiZete poroté vlastnimi slovy popsat,
co presné se odehralo v noci druhého nebo nad ranem tietiho
¢ervna v dobé, kdy byl va$ manzel zavrazdén.

MLADA ZENA. Probudil mé zvuk né&koho — n&eho — v pokoji, a
pak jsem uvidéla dva muze, jak stoji u manzelovy postele.

OBHAIJCE. U manzelovy postele — byla to ale i vase postel, nebo
ne, pani Jonesova?

MLADA ZENA. Ano.

OBHAICE. Vy jste neméli to moderni uspotadani v podobé
oddé€lenych postelich, Ze ne, pani Jonesova?

MLADA ZENA. Mij manzel byl proti.

OBHAJCE. Mam na mysli, Ze jste oba spali spolu ve stejné posteli,
ze je to tak?

MLADA ZENA. Ano.

OBHAJCE. Vysvétlete tedy, co jste myslela vyrokem
,»u manzelovy postele®.

MLADA ZENA. No — ja —
OBHAJCE. Méla jste na mysli jeho stranu postele, vid'te?
MLADA ZENA. Ano. Jeho stranu.
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OBHAJCE. Myslel jsem si to, ale chtél jsem, abyste to vysvétlila
i poroté. (k POROTE) Pan a pani Jonesovi spali ve stejné
posteli. (k ni) Pokracujte, pani Jonesova. (ona mici) Slysela jste
hluk a pak —

MLADA ZENA. Slysela jsem hluk a probudila jsem se a uvidéla
jsem dva muze stat u manzelovy strany postele.

OBHAJCE. Dva muze?

MLADA ZENA. Ano.

OBHAJCE. Mizete je popsat?

MLADA ZENA. Ne moc dobie — nebylo je moc dobie vidét.

OBHAJCE. Muzete fict, zda byli velci nebo mali — svétli nebo
tmavi, hubeni —

MLADA ZENA. Byli to velci tmavi muzi.
OBHAJCE. Velci tmavi muzi?
MLADA ZENA. Ano.

OBHAICE. A co jste udélala, pani Jonesova, kdyz jste se nahle
vzbudila a uvid¢la jste dva velké tmavé muze stat u vasi postele?

MLADA ZENA. Nic jsem neudélala!
OBHAICE. Ani jste neméla &as nic udélat — nebo ano?

MLADA ZENA. Ne. Nez jsem stihla néco udélat — jeden z nich
zvedl — néco v ruce a udefil s tim manzela do hlavy.

OBHAJCE. A co udglal pan Jones?
DIVACI se zasméji.
SOUDCE. Ticho.
SOUDNI ZR{ZENEC. Ticho.
OBHAIJCE. Co udélal pan Jones, pani Jonesova?
MLADA ZENA. On jakoby zasténal a snazil se vstat.
OBHAIJCE. Snazil se vstat.
MLADA ZENA. Ano!
OBHAJCE. A co se stalo pak?
MLADA ZENA. Ten muz ho znovu udefil a on upadl na zada.
OBHAJCE. Rozumim. Co pak udélali ti muzi? Ti velci tmavi muZi.
MLADA ZENA. Otoéili se a utekli z pokoje.
OBHAJCE. Rozumim. Co jste pak udélala vy, pani Jonesova?
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MLADA ZENA. Vidéla jsem, jak pan Jones krvaci ze spanku.
Vzala jsem ru¢niky a snazila se to zastavit, a pak jsem zjistila,
Ze — je mrtvy.

OBHAIJCE. Rozumim. Co jste délala potom?

MLADA ZENA. Nevédéla jsem, co mam délat. Ale ptipadalo mi,
ze nejlepsi bude, kdyz zavolam policii. Tak jsem §la k telefonu
a zavolala jsem policii.

OBHAIJCE. Co se d¢lo dal.
MLADA ZENA. Nic. Nic se nedélo.
OBHAJCE. Policie pfijela, nebo ne?
MLADA ZENA. Ano — piijela.

OBHAICE (rychle). A to je vie, co vite o smrti svého manzela
v pozdnich no¢nich hodindch druhého ¢ervna nebo brzkych
rannich hodinéch tfetiho Cervna, je to tak?

MLADA ZENA. Ano, je.

OBHAJCE. Vie?

MLADA ZENA. Ano.

OBHAJCE (k STATNIMU ZASTUPCI). Svédkyné je vase.
PRVNI NOVINAR (pise si). Obzalovana vérohodné popsala, co —

DRUHY NOVINAR. Obzalovana nesouvisle a rozporuplné
popsala, co —

STATNI ZASTUPCE. Vy jste se viibec nesnazila kiicet, pani
Jonesova, kdyz jste uvidéla ty dva tmavé muZze, jak stoji
nad vaSim bezbrannym manzelem, je to tak?

MLADA ZENA. Ne, nesnazila. J4 —

STATNI ZASTUPCE. A kdy?z se oto¢ili a utekli z pokoje,
nesnazila jste se je pronasledovat ani kii¢et o pomoc, ze?

MLADA ZENA. Ne.
STATNI ZASTUPCE. Pro¢ ne?
MLADA ZENA. Vidéla jsem, Ze je manzel zranény.

STATNI ZASTUPCE. Aha! Vidéla jste, Ze va§ manzel je zranény.
Vid¢la jste to — ale jak?

MLADA ZENA. Prost& jsem to vidéla.
STATNI ZASTUPCE. TakZe v tom pokoji bylo svétlo?
MLADA ZENA. Trochu ano.
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STATNI ZASTUPCE. Jak to myslite — trochu? Lampicka u
postele?

MLADA ZENA. Ne. Ne, zadné svétlo nesvitilo.

STATNI ZASTUPCE. Tak odkud se tam vzala — ta trocha svétla?
MLADA ZENA. To ja nevim.

STATNI ZASTUPCE. Mozn4 — skrz okno.

MLADA ZENA. Ano — skrz okno.

STATNI ZASTUPCE. Aha, takZe byly zvednuté Zaluzie?!
MLADA ZENA. Ne — ne, Zaluzie byly zatazené.

STATNI ZASTUPCE. Tim jste si jista?

MLADA ZENA. Ano. ManZel vzdycky chtél, aby byly zatazené.

STATNI ZASTUPCE. Zaluzie byly zataZzené — v pokoji nebylo
rozsvicené zadné svétlo — ale bylo v ném svétlo — jak si to
vysvétlujete?

MLADA ZENA. J4 nevim.
STATNI ZASTUPCE. Vy nevite?!

MLADA ZENA. Myslim, Ze bylo oteviené okno — za témi
zaluziemi — dovnitf $lo trochu svétla —

STATNI ZASTUPCE. Mate pfed domem pouli¢ni lampu?
MLADA ZENA. Ne — zadna lampa tam neni.

STATNI ZASTUPCE. Tak odkud se vzalo to svétlo — co §lo
dovnitt pod témi Zaluziemi?

MLADA ZENA (zoufale). Z mésice!

STATNI ZASTUPCE. Z mésice?!

MLADA ZENA. Ano! Byl uplngk!

STATNI ZASTUPCE. Byl tpln&k — tim jste si jista.
MLADA ZENA. Ano.

STATNI ZASTUPCE. Prog jste si tak jista?

MLADA ZENA. Nemohla jsem spat — nikdy nemiizu spat, kdyz
je uplnék. Nikdy.

STATNI ZASTUPCE. Byl tiplngk. Ale vy jste pofadné nevidéla ty
dva tmavé muze — zato jste vidéla, jak va§ manzel krvaci ze
spanku.

MLADA ZENA. Ano.
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STATNI ZASTUPCE. A zavolala jste doktora?

MLADA ZENA. Ne.

STATNI ZASTUPCE. Pro¢ jste ho nezavolala?

MLADA ZENA. Zavolala ho policie.

STATNI ZASTUPCE. Ale vy sama ne?

MLADA ZENA. Ne.

STATNI ZASTUPCE. Pro¢ ne? (Bez odpovédi.) Pro¢ ne?
MLADA ZENA (Septem). Vidéla jsem, Ze je to — zbyteéné.

STATNI ZASTUPCE. Aha! Takze to jste vidéla! Vidéla jste to —
jasné.

MLADA ZENA. Ano.

STATNI ZASTUPCE. A nezavolala jste doktora.
MLADA ZENA. Bylo to — zbyte¢né.

STATNI ZASTUPCE. Co jste délala?

MLADA ZENA. Bylo to zbyte&né — bylo by to k ni¢emu.
STATNI ZASTUPCE. Ptam se vas, co jste d&lala?
MLADA ZENA. Nic.

STATN{ ZASTUPCE. Nic?!

MLADA ZENA. Jen jsem tam sedéla.

STATNI ZASTUPCE. Sedéla jste tam. Celkem dlouho, ze?
MLADA ZENA. To ja nevim.

STATNI ZASTUPCE. Vy nevite? (ukdze ji urazené hrdlo lahve)
Pani Jonesova, vidéla jste uz né€kdy predtim tohle?

MLADA ZENA. Myslim, Ze ano.

STATNI ZASTUPCE. Myslite, Ze ano.
MLADA ZENA. Ano.

STATNI ZASTUPCE. Co si myslite, Ze to je?

MLADA ZENA. Myslim, Ze je to ta lahev, kterou byl zabit mij
manzel.

STATNI ZASTUPCE. Kterou byl zabit — ano — to je pravda.
Uhodla jste. Toto urazené hrdlo, stfepy a kaminky byly nalezeny
na podlaze a na posteli. Na té lahvi, pani Jonesova, nejsou zddné
otisky. Ani jeden. Nepfiijde vam to divné?

MLADA ZENA. Ne.
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STATNI ZASTUPCE. Nepfijde vam divné, Ze na této lahvi, kterou
drzel ve své velké tmavé ruce jeden z téch velkych tmavych
muzil nezlstaly zadné stopy?! Ani jediny otisk! To vam nepfijde
divné?

MLADA ZENA. Ne.

STATNI ZASTUPCE. Vy méte ve zvyku nosit na spani gumové
rukavice, pani Jonesova — ze? Jako ochranu — na zjemnéni
vasich rukou — je to tak?

MLADA ZENA. Nosivala jsem je.

STATNI ZASTUPCE. Nosivala jste je — a to bylo kdy?

MLADA ZENA. Nez jsem se vdala.

STATNI ZASTUPCE. A kdy? jste se vdala, tak uz jste je nenosila?
MLADA ZENA. Ne.

STATN{ ZASTUPCE. Pro¢?

MLADA ZENA. Mij manzel nemél rad, kdyz se jich dotknul.

STATNI ZASTUPCE. Vzdycky jste délala viechno, jak to chtél
vas manzel?

MLADA ZENA. Snazila jsem se — Navic uZ mi na nich tolik
nezalezelo — na mych rukou.

STATNI ZASTUPCE. Rozumim — takZe jste po siatku uz nikdy
rukavice na noc nenosila?

MLADA ZENA. Ne.

STATNI ZASTUPCE. Pani Jonesova, neni tedy pravda, Ze jste
znovu zacala na noc nosit gumove rukavice — prestoze se to
vasemu manzeli nelibilo — asi rok zpatky — zhruba loni na jate?

MLADA ZENA. Ne.

STATNI ZASTUPCE. Nezagala jste se znovu starat o své ruce —
zhruba loni na jafe?

MLADA ZENA. Ne.

STATNI ZASTUPCE. Jste si tim naprosto jista?
MLADA ZENA. Ano.

STATNI ZASTUPCE. Naprosto jista?

MLADA ZENA. Ano.

STATNI ZASTUPCE. Pak jste tedy v noci druhého &ervna neméla
u sebe par gumovych rukavic?

MLADA ZENA (zavrti hlavou). Ne.
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STATNI ZASTUPCE (k SOUDCI). Rad bych nyni predlozil tyto
rukavice jako dikazni material, ctihodnosti.

SOUDCE. Diikaz 24.

STATNI ZASTUPCE. Vrétim se k nim pozdg&ji — nyni, pani
Jonesova — tato nocni kosile — poznavate ji, Zze ano?

MLADA ZENA. Ano.
STATNI ZASTUPCE. Je vase, vid'te?
MLADA ZENA. Ano.

STATNI ZASTUPCE. Méla jste ji na sob& tu noc, kdy byl vas
manzel zavrazdén, je to tak?

MLADA ZENA. Tu noc, kdy zemiel — ano.

STATNI ZASTUPCE. Ale neni to ta, kterou jste méla na sob& pod
neglizé — fika se tomu tak, ze ano? Negliz¢? Kdyz k vam pfijela
policie — ale ta, kterou jste m¢la na sob¢ predtim, je to tak?

MLADA ZENA. Ano.

STATNI ZASTUPCE. Tato noéni kogile byla nalezena — ne tam,
kde rukavice — ne — ale pod hromadou Spinavého obleceni v kosi
na pradlo v koupelné — zmackand a mokra — pro¢ byla mokra,
pani Jonesova?

MLADA ZENA. Snazila jsem se ji vyprat.
STATNI ZASTUPCE. Vyprat? Myslel jsem, Ze jste jen sedéla?
MLADA ZENA. Nejdiiv — jsem se snaZila viechno vy¢istit.

STATNI ZASTUPCE. Pro¢ jste se snazila tu kosili — vygistit — jak
sama fikate?

MLADA ZENA. Byla na ni krev.

STATNI ZASTUPCE. Byla posttikana od krve?

MLADA ZENA. Ano.

STATNI ZASTUPCE. Jak se to stalo?

MLADA ZENA. Lahev byla rozbita — a okraj ostry.
STATNI ZASTUPCE. Aha, lahev byla rozbita a okraj ostry!
MLADA ZENA. Ano. Tak mi to pak fikali.

STATN{ ZASTUPCE. Kdo vém to fikal?

MLADA ZENA. Policie — fikali, Ze tak se to stalo.

STATNI ZASTUPCE. Pani Jonesova, pro¢ jste se tak zoufale
snazila vycistit tu krev — neZ jste zavolala policii?
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OBHAIJCE. Namitka!

SOUDCE. Namitka se zamita.

STATNI ZASTUPCE. Pro¢, pani Jonesova?

MLADA ZENA. J4 nevim. To by udélal kazdy, nebo ne?

STATNI ZASTUPCE. To zéleZi, nemyslite? (ndhle zvedne lahev)
Pani Jonesova — kdy jste poprvé vidé€la tohle?

MLADA ZENA. Tu noc, co milj manZel — skonal.

STATNI ZASTUPCE. Skonal?! Myslite, co byl zavrazdén?
MLADA ZENA. Ano.

STATNI ZASTUPCE. Pro¢ jste nefekla zavrazdén?
MLADA ZENA. Zni to tak brutalng.

STATNI ZASTUPCE. A pfedtim jste tohle nikdy nevidé&la?
MLADA ZENA. Ne, nevidé¢la.

STATNI ZASTUPCE. Jste si tim naprosto jista?

MLADA ZENA. Ano.

STATNI ZASTUPCE. A tyto kameny — ty jste vidéla poprvé kdy?
MLADA ZENA. Tu noc, co miij manzel skonal.

STATNI ZASTUPCE. Az do té noci, kdy byl va§ manzel
zavrazdén — jste je nikdy nevidéla? Nikdy predtim?

MLADA ZENA. Ne.
STATNI ZASTUPCE. Jste si tim naprosto jista?!
MLADA ZENA. Ano.

STATNI ZASTUPCE. Pani Jonesova, vzpominéte si, kdyZ jste si
zhruba pted rokem, vloni na jafe, pfinesla domt — leknin, ¢insky
leknin?

MLADA ZENA. Ne — na to si nevzpominam.

STATNI ZASTUPCE. Nevzpominéte si na to, jak jste si domt
pfinesla leknin v misce plné malych kamink?

MLADA ZENA. Ne — Ne, nevzpominam.

STATNI ZASTUPCE. Ukazu vam tuhle misku, pani Jonesova.
Osvézi to vasi pamét™?

MLADA ZENA. Na tu misku si vzpominim — ale nevzpominam si
na — ten leknin.

STATNI ZASTUPCE. Takze tu misku poznavate?
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MLADA ZENA. Ano.

STATNI ZASTUPCE. Patfi vam, nebo ne?
MLADA ZENA. Byla u nas doma — ano.
STATNI ZASTUPCE. A jak se tam dostala?
MLADA ZENA. Jak se tam dostala?
STATNI ZASTUPCE. Ano — odkud ji méte?
MLADA ZENA. To si nepamatuji.

STATNI ZASTUPCE. Nepamatujete?
MLADA ZENA. Ne.

STATNI ZASTUPCE. Nepamatujete si na to, Ze jste si zhruba pied
rokem piinesla domii do loznice tuhle misku plnou kaminka
a vody s lekninem? Nepamatujete si, jak jste se o n¢j velmi
peclive starala, dokud nezvadl? A kdyz zvadl, nevzpominate si,
ze jste tu misku plnou kaminki schovala v horni polici vasi
skiin¢ — a nechala jste ji tam, dokud — nevzpominate si na to?

MLADA ZENA. Ne, na to si nevzpominam.
STATNI ZASTUPCE. Je mozné, Ze jste to vie takto udélala?

MLADA ZENA. Ne — ne — neudélala jsem to! Neudélala! Viibec
nic o tom nevim.

STATNI ZASTUPCE. Ale na tu misku si vzpominate?

MLADA ZENA. Ano. Byla u nas doma — nasli jste ji v naSem
domé.

STATNI ZASTUPCE. Ale na ten leknin ani kameny si
nevzpominate?

MLADA ZENA. Ne — Ne, nevzpominam!

STATNI ZASTUPCE se otoci a hledd v papirech ve svém
kufriku.

PRVNI NOVINAR (pise). Pod palbou brilantniho kiizového
vyslechu statniho zéstupce se vypoveéd’ obzalované rozpadla na
kousky. Bleda a tfesouci se obZalovana —

DRUHY NOVINAR (pise). Kulometné palba statniho zastupce ji
nevykolejila, obZzalovana si obhdjila svou nevinnost 1 tvaii v tvar
ostrému vyslechu, ktery se bez ispéchu snazil zkompromitovat
jeji obhajobu. Uzardé€la, ale klidnd —

STATNI ZASTUPCE (vytdhne list papiru). Vase ctihodnosti, rad
bych ptedlozil tento dokument jako diikazni material.

SOUDCE. Co je to?
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STATNI ZASTUPCE. Jedna se o ptisezné prohlaseni uéinéné ve
stat¢ Guanajuato v Mexiku.

OBHAIJCE. V Mexiku? Vase ctihodnosti, ja protestuji. Prohlaseni
z Mexika?! Jsme snad ve Spojenych statech americkych, nebo
ne?

STATNI ZASTUPCE. Je #4dn& vyhotovené — potvrzené notafem —
a oveéiené americkym konzulem.

OBHAIJCE. Ctihodnosti! J4 protestuji! Ve jménu Spojenych stati
americkych — protestuji — dovolime snad, aby naSe posvatné
instituce byly takto —

SOUDCE. Jaky je el toho dokumentu — kdo ho podepsal?

STATNI ZASTUPCE. Podepsal ho jisty Richard Roe a jeho
ucelem je osvézit pamét zde vyslychané svédkyné — a zaroven
poskytnout motiv pro tuto vrazdu — tuto brutalni
a chladnokrevnou vrazdu spachanou na spici obéti, kterou —

OBHAIJCE. Protestuji, ctihodnosti! Namitka!

SOUDCE. Namitka se pfijima. Ukazte mi ten dokument. (vezme si
papir, ktery mu statni zdstupce poda — prohlédne si ho) Zda se
byt v potadku. Navrhujete tedy nyni predlozit toto ptisezné
prohlaseni jako dikaz za i¢elem osvézeni paméti zde
vyslychané svédkyné?

STATNI ZASTUPCE. Ano, ctihodnosti.
SOUDCE. Muzete ptedlozit dikaz.

OBHAIJCE. Namitka! Protestuji proti predloZeni tohoto diikazu,
jedna se o irelevantni, nepodstatné, nezakonné, neobjektivni,
predpojaté a —

SOUDCE. Namitka se zamita.
OBHAJCE. Procesni namitka.
SOUDCE. Zaprotokolovano. Pokracujte.

STATNI ZASTUPCE. Rad bych tento ditkazni material nyni
ptecetl poroté.

SOUDCE. Pokracujte.
OBHAJCE. Némitka.
SOUDCE. Néamitka se zamita.
OBHAJCE. Procesni namitka.
SOUDCE. Zaprotokolovano.

OBHAJCE. Pro¢ nebyl tento svédek predvolan k soudu — aby mohl
byt podroben kiizovému vyslechu?
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STATNI ZASTUPCE. Svédek je residentem federativni republiky
Mexiko a jako takovy nepodléhé predvolani k soudu Spojenych
statd.

OBHAIJCE. Pokud svédek nepodléha jurisdikei tohoto soudu, jak
jste od n¢j ziskal piisezné prohlaseni?

STATNI ZASTUPCE. Toto ptisezné prohlageni bylo u¢inéno

dobrovolné¢, aby bylo usnadnéno dosazeni spravedInosti.

OBHAIJCE. Predpokladam, Ze jste mu nevyhroZzoval vydanim na
zaklad¢ néjakého jiného ucelove vykonstruovaného obvinéni,
abyste —

SOUDCE. Klid!
SOUDN{ ZRIZENEC. Klid!
SOUDCE. Pokracujte s predstavenim diikazniho materialu.

STATNI ZASTUPCE (¢te). Ve véci Stat —— — vs. Helen Jonesova,
ja, Richard Roe, pii plném védomi timto prohlasuji,
ze obvinénou Helen Jonesovou znam, a to po dobu vice
nez jednoho roku ptedchézejici datu podpisu tohoto ptisezného
prohlaseni. Dale prohlasuji, Ze jsem se s uvedenou Helen
Jonesovou poprvé setkal v ilegadlnim baru na Ctyticaté zapadni
avenue v New Yorku a Ze v den, kdy jsem se s ni setkal,
se mnou nasledné $la do mého bytu, rovnéz na Ctyticaté zapadni
avenue v New Yorku, kde jsme méli intimni vztah —

MLADA ZENA (zasténd). Ach!

STATNI ZASTUPCE (pokracuje ve éteni). — a kde jsem ji dal
modrou misku naplnénou oblazky s kvetoucim lekninem. Dale
prohlasuji, Ze od toho dne, kdy jsme se poprvé setkali,
az do mého odjezdu do Mexika na podzim mé zminéna Helen
Jonesova navstévovala témét kazdodenn€ v mém byté, kde jsme
1 nadéle —

MLADA ZENA. Ne! Ne! (sténd)

STATNI ZASTUPCE. Co se d&je, pani Jonesova — co se d&je?
MLADA ZENA. Uz to dal neététe! Uz ne!

STATNI ZASTUPCE. Pro¢ ne?!

MLADA ZENA. Udélala jsem to. Udélala! Udélala!

STATNI ZASTUPCE. Doznavéte se?

MLADA ZENA. Ano — udélala jsem to!

OBHAJCE. Namitka, ctihodnosti.

SOUDCE. Doznavate se, zZe jste zavrazdila svého manzela?
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MLADA ZENA. Odstranila jsem ho z cesty — ano.
SOUDCE. Proc¢?

MLADA ZENA. Abych byla volna.

SOUDCE. Abyste byla volna? To je jediny divod?
MLADA ZENA. Ano.

SOUDCE. Pokud jste chtéla byt volna — pro€ jste se s nim
nerozvedla?

MLADA ZENA. To bych nemohla udélat. Nemohla bych mu
takhle ublizit!

Vsichni v soudni sini se rozesméji. MLADA ZENA na né chvili
nechapavé zira a pak se jakoby stahne do sebe.

SOUDCE. Ticho!

SOUDN{ ZRIZENEC. Ticho!
Postupné nastane ticho.

SOUDCE. Pani Jonesova, pro¢ —

MLADA ZENA Ndhle zacne naiikat — jako by si uvédomila
obrovskou samotu, ktera na ni prave dolehla. Je to narek
opusténosti, agonie, velikého lidského utrpeni. Pokracuje az do
konce scény.

Pro¢ —?

MLADA ZENA neni schopnd odpovédét.
OBHAIJCE. Vase ctihodnosti, zadam o pfestavku na —
SOUDCE. Soudni jednani se odrocuje.

DIVACI zacinaji odchdzet. MLADA ZENA ddl narikd na lavici
svedku, nic nevidi, nic nevnima.

PRVNI NOVINAR. Vrazedkyné se doznala.
DRUHY NOVINAR. Milenec promluvil.
TRETI NOVINAR. Udélala jsem to — vykiikla Zena!

Cvakani telegrafnich pristrojii se zrychluje. Tvori pozadi
ZENINA neustdvajiciho narku. Soudni siri se vyprazdiiuje, dva
policisté se postavi k Zené a scéna potemni. Zvuk telegrafnich
pristroju se ozyva dal, dokud se svétla nerozsviti na Jednani
devaté — a modliciho se KNEZE.

JEDNANI DEVATE
Stroj
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Scéna: vezenska cela. V predni casti jevisté celem do publika mrize.
Jsou dostatecné vzadu, aby umoziovaly volny priichod pres jeviste.

Je slyset zpév CERNOSSKEHO ZPEVAKA, huceni prolétajiciho
letadla.

Postavy
MLADA ZENA
KNEZ
VEZENSKA STRAZ
DVA HOLICI
DOZORKYNE
MATKA
DVA STRAZNI

Zacatek jednani: pred miizemi sedi na jedné strané MUZ,
na druhé strane ZENA — VEZENSKA STRAZ a
DOZORKYNE.

Za mrizemi MUZ a ZENA — MLADA ZENA a KNEZ. MLADA
ZENA sedi nehybné s rukama slozenyma v kliné. KNEZ se
modli.

KNEZ. Hospodine, vysly$ mou modlitbu, kéZ k tob& pronikne moje
volani! Neukryvej pfede mnou tvai v den souzeni mého, naklon
ke mné své ucho. V den, kdy k tob€ volam, pospés a odpovez
mi. M¢ dny se rozplyvaji jako dym, mé kosti jsou rozpalené jak
ohnisté. Jak zlomena bylina schne moje srdce, 1 sviij chléb jist
zapomindm. Od samého natikani jsem vyzably na kost.
Podobam se pelikanu v pousti, jsem jak sova v rozvalinach.
Probdim celé noci, jsem jak ptace, jeZ na stfeSe osamélo. Celé
dny mé moji neptatelé tupi, klnou mi a za potfesténce meé maji.
M¢ dny jsou jak stin, ktery se prodluzuje, usycham jako bylina.
Ty vSak, Hospodine, ty zlstavas vé¢né. Ty povstanes a slitujes
se, je Cas smilovat se, nastala ta chvile!

Hias CERNOSSKEHO ZPEVAKA mimo jevisté — zacina zpivat
Cernossky spiritudl.

KNEZ. Hospodin pohlédl na zemi, aby vyslysel sténani téch, kdoz
jsou v okovech, aby propustil déti —

ZPEVAKUV hlias zesili.
VEZENSKA STRAZ. Piestai s tim negiim viiskanim.
MLADA ZENA. Ne, nechte ho zpivat. Poméha mi to.
DOZORKYNE. Neslysis pak otce.
MLADA ZENA. Pomahé mi to.
KNEZ. A ja ti nepoméham, dcero?

MLADA ZENA. Jemu rozumim. On je zatraceny, tomu rozumim.
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Hlas CERNOSSKEHO ZPEVAKA je stdle hlasitéjsi,
prehlusuje hlas kneze.

KNEZ (zpiva v latiné). Gratiam tuum, quaesumus, Domine,
metibus nostris infunde, ut qui, angelo nuntiante, Christifilii tui
incarnationem cognovimus, per passionem eius et crucem ad
ressurectionis gloriam perducamus. Per eudem Christum
Dominun nostrum.

Vstoupi DVA HOLICI. Ozve se chrasténi klicii.
PRVNI HOLIC. Jak je na tom?
DOZORKYNE. Je klidné.
VEZENSKA STRAZ. Je tiché.
MLADA ZENA (vstdvd). Jsem pfipravena.
PRVNI HOLIC. Tak si sednéte.

MLADA ZENA (vyrovnané). Vy nejste ti strazni, co mé
odvedou na popravu?

PRVNI HOLIC. Ne, my nejsme strazni. Jsme holiéi.
MLADA ZENA. Holi¢i.
DOZORKYNE. Musi vam ostithat vlasy.
VEZENSKA STRAZ. Oholit.
HOLIC. Jenom kousek.
HOLICI se pFiblizi k Zené.
MLADA ZENA. Ne!
KNEZ. Dcero, jsi piipravena. Vis, Ze jsi pfipravena.
MLADA ZENA (k#i¢i). Na tohle ne! Na tohle ne!
DOZORKYNE. Pravidla.
VEZENSKA STRAZ. Regule.
HOLIC. Rutina.
HOLICI chyti Zenu za paze.
MLADA ZENA. Ne! Ne! Nesahejte na mé — nesahejte!
Odvedou ji a posadi na zidli, zacnou ji holit viasy na temeni.

Odmitam se podiidit — takové poniZeni! Ne! Odmitam se
podiidit — Nechte m¢ na pokoji! Ach milj Boze, to mé nikdy
nenechate na pokoji?! Vzdycky se musim podiidit — podfidit se!
UZ ne — ted’ ne — brzy zemiu — nepodiidim se! Ted’ uz ne!
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HOLIC (dokoncuje holeni). Podtidite se, pani. Budete se
podiizovat az do konce. Hotovo — a vypada to dobfe.

VEZENSKA STRAZ. Moc dobfe.
DOZORKYNE. Moc dobfe.
HOLICI odejdou.

MLADA ZENA (vyvedend z miry). Otée, otée! Pro¢ jsem se
narodila?

KNEZ. Vysel jsem od Otce a pfisel jsem na svét — ted’ svét
opoustim a navracim se k Otci.

MLADA ZENA (plaice). Podiidit se! Podfidit se! Copak mi nic
nepatfi? Ani vlasy na hlavé?! Ani vlasy na mé vlastni hlavé —

KNEZ. Chvalme Boha.

MLADA ZENA. Copak mé& nikdy nenechaji na pokoji?! Nebudu
mit nikdy klid?! Nebudu mit klid ani, az budu mrtva?

KNEZ. Muj kalich budes pit.

MLADA ZENA. Budu mit uz zitra klid?
KNEZ. A ja ho vzkiisim v posledni den.
MLADA ZENA. Zitra! Otée! Kde budu zitra?

KNEZ. Hle, pfichazi hodina, a uz piisla, kdy se rozprchnete kazdy
svou cestou.

MLADA ZENA. V pekle! Otée! Budu snad v pekle?!
KNEZ. J4 jsem vzkiiSeni i Zivot.
MLADA ZENA. Mij zivot byl peklo, otce!

KNEZ. Tviij Zivot byl peklem, dcero, protozZe jsi nikdy nepoznala
Boha. Gloria in excelsis Deo.

MLADA ZENA. Jak jsem ho mohla poznat, otée. Nikdy se mnou
nebyl!

KNEZ. Nehledala jsi ho, dcero. Hledej a naleznes.
MLADA ZENA. Ale ja hledala — vzdycky jsem hledala.
KNEZ. Co? Co jsi hledala?
MLADA ZENA. Klid. Klid a mir. Najdu ho dnes, ot¢e? Najdu ho?
KNEZ. Duvéiuj Bohu.
Do prostoru pred mrizemi padne stin — a ozve se huceni.

MLADA ZENA. Co to je? Ot&e! Strazny! Co je to?
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VEZENSKA STRAZ. Letadlo.
DOZORKYNE. Letadlo.
KNEZ. Btih na nebesich.

MLADA ZENA. Podivejte, otée! Muz, co se vznasi a ma kiidla!
Ale neni to andél.

VEZENSKA STRAZ. Je sly$et motor.
DOZORKYNE. Je sly$et motor.

MLADA ZENA. M kiidla — ale neni volny. Ja volna byla, otée.
Alespon na okamzik — tady na zemi — byla jsem volna. Kdyz
jsem to udélala, byla jsem volna. Volna a neméla jsem strach!
Jak je to mozné, otce? Jak je to mozné? Tak velky hiich —
smrtelny hiich — kvili kterému ted’ zemfu a plijdu do pekla — ale
byla jsem volna! Na okamzik jsem byla volna! Jak je to mozné,
otée? Reknéte?

KNEZ. Tvé hiichy jsou ti odpustény.

MLADA ZENA. A ten druhy hiich — ten druhy htich — hiich lasky
— To bylo jediné nebe, které jsem poznala — nebe na zemi!
Jak je to mozné, otce? Jak mtize byt — hiich — smrtelny hiich —
to jediné nebe, které zndm?

KNEZ Vyzpovidej se Bohu viemohoucimu.

MLADA ZENA. Ach, ot&e, modlete se za m& — modlitbou — které
porozumim.

KNEZ. Budu se za tebe modlit, dcero, modlitbou touhy. Za Kralem
nebes uzii svého Vykupitele a Boha, ktery 1 nyni pfichazi.
Ptiprav se na to, abys Ho s laskou pfijala, pozvi jej k sobé
s vrouci touhou. Ptijd’, 6 mtj Jezisi, ptijd’ k dusi, ktera po Tobé
touzi. Dfive nez se mi das Ty sam, chci Ti dat své ubohé srdce.
Ptijmi ho a vezmi si je celé. Piijd’, miij Boze, pospés si! Jiz
neotalej! Mé jediné a Nekone¢né Dobro, mtj Poklade, mij
Zivote, milj R4ji, mé Lasko, jsi v§im, mym ptanim je pfijmout
T¢ s laskou, s jakou —

Vstoupi MATKA. Projde pres jevisté a zastavi se pred miiZemi.

MLADA ZENA (ucouvne). Kdo je ta zena?

VEZENSKA STRAZ. Vase matka.

DOZORKYNE. Vage matka.

MLADA ZENA. Neznam ji — odved'te ji pry¢ — neznam ji.

VEZENSKA STRAZ. Pfisla se s vami rozlougit —

DOZORKYNE. Rozlou¢it se.

96



MLADA ZENA. Nikdy mé opravdu neznala — neznala mé — nikdy
— (k MATCE) Jdi pry¢! Neznam té. Neznam! Neznam!
(MATKA se otoci a zacne odchazet, Zena k ni nahle naprdhne
ruce) Ach, mami! Mami! (obejmou se skrz mrize)

Vstoupi DVA STRAZNI.
KNEZ. Pojd’, dcero.
PRVNI STRAZNY. Uz je ¢as.
DRUHY STRAZNY. Je &as.
MLADA ZENA. Pockejte! Mami, moje dité, mé malé nepoznané

dité. Nikdy jsem ji opravdu nepoznala. A ona nikdy nepozna
m¢. Nech ji zit, mami. Nech ji zit! Zit! Rekni ji —

KNEZ. Pojd’, dcero.

MLADA ZENA. Pockejte! Pockejte! Rekni ji —

VEZENSKA STRAZ odvddi MATKU pry¢.

STRAZNY. UZ je &as.

MLADA ZENA. Pockejte! Pockejte! Rekni ji! Pogkejte! Jenom
chvilku! Chci ji toho tolik fict — Pockejte —

VEZENSKA STRAZ odvede MATKU pry¢. DVA STRAZNI
chyti MLADOU ZENU pod rameny a dvermi v mrizi s ni
vychazi ven a pres jeviste pryc.:

KNEZ jde za nimi, DOZORKYNE ndsleduje KNEZE, KNEZ se
modli. Scéna potemni. Hlas KNEZE je stdle slabsi a slabsi.

KNEZ. Pane, smiluj se — Kriste, smiluj se — Pane, smiluj se —
Kriste, vyslyS nas! Boze, nebesky Otce! Synu boZi, Spasiteli
sveta, Duchu svaty — Svaty BoZe trojjediny — Panno Maria —
Matko BoZzi — Panno vSech panen — Sv. Michaeli — Sv. Gabrieli
— Sv. Rafaeli —

Jeho hlas utichne. Z temnoty se ozvou hlasy NOVINARU.
PRVNI NOVINAR. Kolik je hodin?
DRUHY NOVINAR. U7 je as.
TRETI NOVINAR. Ticho.
PRVNI NOVINAR. Uz jdou.
TRETI NOVINAR. Ticho.

KNEZ (jeho hlas zni nejdiiv tlumené — poté zesiluje — tak az do
konce). Sv. Pette, oroduj za nas — Sv. Pavle, oroduj za nas — Sv.
Jakube Veliky, oroduj za nas — Sv. Jane Evangelisto, oroduj
za nds — vSichni svati andélé a archand¢€lé — vSechny pozehnané
zastupy — Sv. Josefe — Sv. Jane Kititeli — Sv. Tomasi —
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PRVNI NOVINAR. Uz jsou tady!
DRUHY NOVINAR. Je tak drobna. Vypada mensi neZ piedtim.
TRETI NOVINAR. Ticho.

KNEZ. Svaty Filipe, oroduj za nas. V§ichni svati patriarchové
a proroci — Sv. Filipe — Sv. Matousi — Sv. Simone — Sv. Tade4si
— VSichni svati apoStolové — vSichni svati uc¢ednici — vSechna
nevinatka — Orodujte za nds — Orodujte za nas — Orodujte
za nas —

PRVNI NOVINAR. Tieba ten stroj nebude fungovat.
DRUHY NOVINAR. Bude fungovat — Vzdycky funguje!
TRETI NOVINAR. Ticho!

KNEZ. Vsichni svati a svétice Bozi, pfimluvte se za nas — Bud’
milosrdny — USetfi nas, 6, Pane — bud’ milosrdny —

PRVNI NOVINAR. Ona pohybuje tsty — co to ika?
DRUHY NOVINAR. Nic.
TRETI NOVINAR. Ticho!

KNEZ. O, Pane, vysvobod’ nas od zlého — ode vSech hticht —
od svého hnévu — od nastrah d’abla — od hnévu a nenavisti a v§i
z1é vile — od —

PRVNI NOVINAR. Vidéli jste to? Upravila si vlasy pod helmou —
vytéahla si je ven.

TRETI NOVINAR. Ticho!

KNEZ. — Prosime t& — vyslys nas — abys nés usetiil — abys nam
odpustil — Panno Marie — modli se za nés —

DRUHY NOVINAR. Uz —
MLADA ZENA (vykiikne). Nékdo! N&k —
Jeji hlas umlkne.

KNEZ. Kriste, smiluj se — Pane, smiluj se — Kriste, smiluj se —

Opona
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5 KOMENTAR K PREKLADU
5.1 Uvod

Potencialni piekazky pro preklad vznikaji pfedevsim v disledku systémovych rozdili mezi
dvéma jazyky, se kterymi piekladatel pracuje.® , Anglidtina a ¢estina jsou jazyky typologicky,
ale i kulturné historicky, spole¢ensky a geograficky odlisné a vzdalené,“®! z &ehoz vyplyva, Ze
se tato rozdilnost mize odrazet hned v nékolika rovinach — at’ uz se jedné o rovinu formalni,
sémantickou ¢i pragmatickou. Pravé z formalniho hlediska Ize anglictinu oznacit za analyticky
jazyk, coz mluvcim umoznuje napiiklad uziti viceslovnych nominalnich fetézct. Naproti tomu
Zestina je jazyk synteticky, ktery pracuje s flexi,%? coz znamena, Ze je zaloZeny na ohebnosti
afixta (tj. na sklonovani jmen a Casovani sloves). Ze sémantického hlediska lze mezijazykové
problémy rozdélit na denotacni, které vyplyvaji z riiznych stupiiti abstrakce, znakovosti a thli
pohledu na danou vypovéd’, a na konotacni, které se tykaji miry expresivity a subjektivniho
hodnoceni ve vztahu k jmenované skuteénosti.®® Nakonec, i pragmaticka rovina je tizce spojena
s obsahovou strankou sdé€leni, pficemz muze byt ovlivnéna jak jazykovymi rozdily, tak i
rozdilnymi kulturnimi zkusenostmi mluvéich obou jazyk.%

Jelikoz se v pripadé piekladu divadelni hry Machinal jedna o pieklad dramatického
textu, nikoliv pouze textu literarniho, bylo mozné ptedpokladat, ze budou sémanticka i
pragmatickd rovina hrat v ptekladatelském procesu dilezitou roli. Divadelni text je totiz tvofen
dvéma pragmaticky odliSnymi rovinami, a sice scénickymi pozndmkami, které¢ piedstavuji
urcity typ komentate tykajici se herecké akce, scénografie ¢i interpretace, a hlavnim textem,
tedy replikami, které jsou kromé ¢teni ureny primarné k zivému piednesu a mohou obsahovat
mnoho implicitnich 1 explicitnich vyznam, tykajicich se sémantiky, stejné jako potencialni
jevistni realizace dila €1 jeho kulturné-historického kontextu, jejichz odhaleni a funk¢ni preklad
je pro pochopeni hry klicovy. Pii ptekladu jakéhokoliv textu je nutno brat v potaz také fakt, ze
jazyk originalu funguje jako systém, pficemz cilem piekladu neni doslovné kopirovat tento
vychozi systém, ale naopak jej substituovat systémem cilového jazyka (CJ) a pouZit ty prvky a
konstrukce, které jsou nejvice ekvivalentni a nejlépe vyjadfuji funkci systému vychoziho.®®
V nasledujicich pododdilech budou popsany obtizné pasaze, které vyvstaly napovrch v rdmci
piekladatelského procesu divadelni hry Machinal a primarné souvisi pravé s vyse zminénymi
rozdily mezi jazyky a specifiky prekladu dramatického textu, které byly jiz podrobnéji
rozebrany v pododdilu 1.2, a zptisob jejich feseni.

5.2 Pi‘eklad nazvu hry

Nazvy dél lze obecné rozdé€lit na dva typy — nazvy popisné, které pracuji s explicitnim
jmenovanim hlavni postavy ¢i literarniho druhu, a ndzvy symbolizujici, které naopak obrazné

80 LEVY, Jiti. Uméni prekladu, s. 23.

81 KNITTLOVA, Dagmar. K teorii i praxi piekladu, s. 35.
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odkazuji na vyrazna témata ¢i otazky vyplyvajici z dila.®® V rdmci tohoto rozdéleni lze ndzev
divadelni hry Machinal (v doslovném piekladu mechanicky) povazovat pravé za zastupce
symbolizujici kategorie, jelikoz s pouzitim pomérmné obecného vyrazu poukazuje na jedno
Z hlavnich témat hry, kterym je nejen mechanizace prosttedi v podobé nejriznéjsich stroja,
které cloveék pouziva k praci (psaci stroje, stroje na stavbé apod.), ale predevsim spolecnosti ve
smyslu odosobnéného, ,,mechanického* ptistupu k jedinci a jeho potfebam. Kvili obecnosti
vyrazu si vSak Ctenar tuto spojitost bez predeslé znalosti déje ziejme neuvédomi, samotny ndzev
dila jej tedy vybizi k subjektivnim asociacim a zapojeni jeho vlastni fantazie.

V piipadé slova machinal se jedna o kulturni vypijcku vyrazu z francouzského jazyka,
ktery kromé& vyznamu mechanicky, znamena i automaticky & fragmentarizovany.®” Ke zvoleni
funkéniho feseni prekladu nazvu dila vSak neni ani tak dualezitd jeho etymologie, jako prave
vyznamové a asociacni roviny, které v sobé samotny vyraz muize reflektovat.®® Nazvy dél
(stejné jako jiné parametry piekladu) jsou spojeny s uréitymi kulturnimi zvyklostmi, které se
v piekladu budou odrazet pfedeviim po jeho formalni strance.®® Nazev dila ve vychozim jazyce
(VJ) je uveden ve formé adjektiva, av§ak potencialni feSeni pieloZzit nazev dila doslovné a tedy
ponechat jej v cilovém textu (CT) pouze jako adjektivum bez konkretizujiciho substantiva by
bylo kvuli kulturnim zvyklostem povazovano za netradi¢ni a nepfirozeny zpusob feSeni.
Nejvhodngjsi strategii k vyfeSeni tohoto problému byla substituce, tedy odklonit se od
adjektivni formy vychoziho textu (VT) a nahradit nazev dila jinym slovnim druhem, v tomto
pripad€ pouze substantivem ¢i substantivem s piedlozkou, pfi¢emz v uvahu pripadala slova ¢i
slovni spojeni, kterd n¢jak souvisela s pivodnim nadzvem dila, tématem ¢i symbolikou ve hie
pouzitou — naptiklad stroj, v chodu, shijeni kovu, bez milosti ¢i masinérie. Jako nejlepsi funkéni
feSeni bylo nakonec zvoleno slovo masinérie, jelikoz, ptestoze ostatni vyrazy néjak asociacné
souvisely s pivodnim nazvem hry, v porovnani s masinérii by v kone¢ném disledku nebyly
dostatecné uderné a vyrazné a neodpovidaly by tak ani celkové atmosféfe a napéti, které
generuje nejen d¢j dila, ale i jeho samotny nazev.

Masinérie, stejné jako puvodni slovo machinal, odkazuje k mechanizaci, ktera
tematicky provazi cely d§j této divadelni hry a je patrna nejen z prostredi, ve kterém se pfibéh
odehrava, ale i1 ustrojenim a fungovanim samotné spolecnosti, v niZ hlavni postava hled4d — a
nenachazi — své sebeuréeni pravé kvuli jeji odlisténé, strojové povaze. Zaroven se v piipadé
tohoto funk¢éniho feSeni jednalo o nejmensi zdsah do nazvu z hlediska jeho formalni stranky,
kdy bylo adjektivum nahrazeno substantivem bez nutnosti jakékoliv ptedlozkové vazby. To
stejné by platilo i v pfipadé¢ funkéniho feSeni Stroj, avsak toto feSeni by jiz explicitné
poukazovalo na konkrétni prvek, ktery je ve hie pouzit k expresionistickému vyjadieni daného
tématu, zatimco masinérie odkazuje k rozméru ,,strojovosti“ ve hie spise asociatnim zpisobem
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(podobné jako je tomu Vv ptipad¢ nazvu origindlu), ktery je stejné jako zachovani vyznamové a
stylistické stranky u nazvu dél jednim z ddlezitych faktord.”

53 Jazyk hry

Jak jiz bylo popsano v oddilu 3, samotny jazyk hry je vysoce expresivni, ¢imz sam ztélesnuje i
zanr expresionistického dramatu. Promluvy jsou Casto psany az stroze telegrafickym stylem,
ktery je jesté zdaraziovan pritomnosti pomlcek, jez se nachazi nejen na konci vét k signalizaci
»skakani do feci* jinym mluv¢im, ale i mezi vétami ¢i slovy v rdmci jednotlivych replik.
Z tohoto divodu bylo dulezité vyvarovat se naduzivani upiesnujicich ,,deiktickych vyrazu (tedy
vyrazil, jimiz text odkazuje na konkrétni objekt v prostoru, naptiklad zde, tento, vy),*"*
takové vyrazy by narusily Gspornou strukturu dialogii, kterd v§ak v tomto dile vytvaii dynamiku

jelikoz

a napéti a je pro jazyk této hry zasadni, jako naptiklad v nésledujici replice:
MOTHER. Well, you say you got to get married — what do you mean?
MATKA. No, ty Fikas, Ze se musis vdat — jak to myslis?
(s moznymi deiktickymi vyrazy: No, ty mi tu {ikas, Ze se musis vdat — jak to myslis?)

Dulezitou oblasti piekladu dramatického textu, kterd také zprosttedkovava dynamiku
jevistniho déni, je preklad scénickych poznamek. Prestoze si divak v ramci predstaveni
pochopitelné nebude schopen tyto poznamky precist, pro inscenacni tym a herce jsou nejen
moznym zdrojem informaci o riznych aspektech postav, ale i zdrojem informaci o autorském
zaméru a zamysleném zplsobu inscenovani.’? Ve hie Machinal se scénické poznamky tykaji
predevsim pohybu a dalSich zpisobi existence herct hrajicich postavy na scéné€. Tento rozmér
divadelniho dila je dulezity pochopitelné zejména s ohledem na jeho recepci. Jak ftika
Auslander, ,,tim, Ze si je herec védom vlastniho téla mize manipulovat s afektivnim stavem
divéka.“’® Tato dynamika a t&lesnost byla z VT do CT pievedena dvéma hlavnimi zpiisoby —
bud’ pretvofenim nomindlni struktury do struktury verbalni, kterd je pro cilovy jazyk
pfirozenéjsi:

(pouZiti strategie v ramci scénickych poznamek)

NURSE: How are you feeling today? (No response from YOUNG WOMAN.) Better?

(No response.) No pain? (...)

SESTRA. Jak se dnes citite? (MLADA ZENA neodpovida) Uz lip? (neodpovidd) (...)

(pouZziti strategie v ramci replik)
YOUNG WOMAN. But she’s never known me — never known me — ever — (To the
MOTHER.) Go away! You’re a stranger! Stranger! Stranger! (...)

O LEVY, Jiti. Uméni prekladu, s. 158.
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MLADA ZENA. Nikdy mé opravdu neznala — neznala mé — nikdy — (k MATCE) Jdi
pryc! Neznam té. Neznam! Neznam! (...)

nebo naopak strategii specifikace, tj. substituce hyponymem, jelikoz CJ ma diky tendenci
k verbalnosti bohatsi zasobu sloves, na ¢emz se podili tieba i jejich vidova kategorie, kterou VI
viibec nema.” Napiiklad sloveso go se ve VT objevuje opravdu hojné, nicméné je mozné
(samoziejmé ve vztahu ke kontextu) jej prelozit hned né¢kolika ¢eskymi ekvivalenty jako jsou
Jjit, jet, dojit, odjet apod., pti¢emz pii vybéru funkéniho feseni piekladu slovesa go se nejednalo
ani tak o nutnost variovani pfi kazdé jeho zmince, jako spiSe o konkretizaci slozkou smérovou
S pouzitim pfedpony — nejéastéji prefixem pre- ve slovesu prejit — ¢imz dochazi jednak k
odkazu na vektorovy pohyb hercti ve sméru k uritému objektu ¢i mistu a zaroven i na
dynamictéjsi a rychlejsi pohyb po scéné: he goes to the bar — muz prejde k baru. Kromé aplikace
na slovesné tvary byla strategie specifikace pouzita také naptiklad na slovni druh podstatnych
jmen: and the kid — a dcera, pfi¢emz v tomto konkrétnim pfipad¢, prestoze se jedna o
konkretizaci, kterd z VT nijak nevyplyva a musela byt tedy isté subjektivnim rozhodnutim,
v piipadé zachovani slova v CT pouze jako dite, které je proneseno v ramci dialogu mezi dvéma
ptateli, by takové feseni piisobilo pfili§ odcizené a nepfirozen€.

Za stejnym ucelem co nejlepsiho vyjadreni slovesné dynamiky byla i vétSina sloves VT,
ktera se objevovala v ¢ase pritomném prubéhovém, prevedena v ramci CT do ¢asu pfitomného
prostého, piestoze téchto vyskyti piili§ nebylo: HUSBAND (sitting) — MANZEL (sedne si).
K amplifikaci dynamiky télesnosti a pohybu pak byl v nékterych ptipadech pouzit také
ptislovec¢ny slovni druh — naptiklad ndhle: reaching out her hands to her — Zena k ni nahle
naprahne ruce. Télesnost v prekladu se ale nemusela tykat pouze verbalnich konstrukci — i
konstrukce nomindlni, které odkazovaly na riizné ¢asti téla Ci ¢innost, byly pfevedeny ve snaze
je zachovat v co nejveétsi mite. Jako konkrétni ptiklad Ize uvést slovni spojeni passing feet, které
odkazuje nejen k zvukové sloZce inscenace, ale také k jiz zminéné télesnosti pohybu:

At rise: (...) From the outside comes the sound of a hand organ, very faint, and the
irregular rhythm of passing feet. (...)

Zacatek jednani: (...) Zvenku je velmi slabé slyset zvuk harmoniky a nepravidelny
rytmus kolemjdoucich kroki. (...)

V nékterych pasazich VT se objevuji také prvky aliterace na pocatku replik ¢i rymy na
jejich konci, jejichz piitomnost miize byt interpretovana jako ozvlastnéni VT. Tyto prvky
bohuzel nebylo v ramci ptekladatelského procesu mozné zachovat, v opacném ptipadé by doslo
k jejich zachovani na tkor vyznamové slozky a expresivity textu:

(ptiklad aliterace)

FILING CLERK. Hot dog! Why ain’t it?
ADDING CLERK. Has it personality?
STENOGRAPHER. Has it Halitosis?

" KNITTLOVA, Dagmar. K teorii i praxi prekladu, s. 41-42.
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TELEPHONE GIRL. Has it got it?
FILING CLERK. Hot dog!

UREDNIK. Bozicku. Proc ne?

UCETNI. Nemd osobnost?

STENOGRAFKA. Ma zkazené zuby?
TELEFONISTKA. Ma je viibec?

UREDNIK. Bozicku!

(ptiklad rymu)

TELEPHONE GIRL. Why did you flinch, kid?
YOUNG WOMAN. Flinch?

TELEPHONE GIRL. Did he pinch?

YOUNG WOMAN. No!

TELEFONISTKA. Proc jsi ucukla?
MLADA ZENA. Ucukla?
TELEFONISTKA. Stipnul té?
MLADA ZENA. Ne!

54 De-foreignizace originalu

Kulturni transpozice je proces, pii kterém dochazi k prevodu prvku z jedné kultury do kultury
jiné, pficemz mezi prekladatelské strategie, které si Ize pro pievod téchto prvki zvolit, patii
napiiklad exotismus, kalk, kulturni vyptjcka ¢i kulturni transplantace.”® Lze se domnivat, Ze
stejné jako dochazi k zprostfedkovani vyznamové stranky dila recipientovi CT, by mél
prekladatel usilovat 1 o zprostfedkovani stranky kulturni (alespoit do urcité miry), nicméné
pouze za ptedpokladu, Ze recipient bude t€émto kulturnim reédliim schopen porozumét a nebudou
v CT pusobit pfili§ rusivé. V divadelni hie Machinal se objevuje mnoho prvkt odkazujicich na
americkou kulturu, pfi¢emz ale velka €ast znich by bez rozhodnuti k de-foreignizovani
originalu recipientovi CT nemusela davat zadny smysl.

Jednim zmala kulturnich prvkd, ktery byl v ramci ptfekladu skoro bez vyjimky
zachovan v ptivodnim znéni s pouzitim strategie exotismu (tj. uplné doslovnym ¢i ¢éastecné
pozménénym pievzetim z VT) v kombinaci s pocesténim, byla kategorie vlastnich jmen osob
a mist: George H. Jones — George H. Jones, Richard Roe — Richard Roe, Helen Jones — Helen
Jonesova, Volupte — Voluptas, in Frisco — ve Friscu, below the Rio Grande — tam u Rio Grande,
in New York City — v New Yorku. V ramci jmen osob se zmény tykaly vyhradné Zzenského
ptijmeni Jones — Jonesova, které bylo v textu ptechyleno, jelikoz se jednd o typicky rys
slovotvorného systému CJ, pfi¢emz u piikladu Volupte — Voluptas byla pouzita kulturni
vypujcka z latinského jazyka, jelikoz v tomto tvaru je v CJ znaméjsi. V ramci jmen mist byly
zmény provedeny za uc¢elem piizplsobeni se sklonovani vétnych ¢lend. U nazvu New York City

.....
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pouze v podobé New York a jeho doslovny piepis z VT by nemusel ptisobit ptirozené. Prestoze
na jména postav ani geografickou specifikaci mista konani dé&je ¢i ptivodu postav neni ve hie
pfili§ upozoriiovano, jednd se o hru z amerického prostfedi a zménou téchto vlastnich jmen by
tato skutecnost nemusela byt uz vibec patrnd. Recipient naopak nemusi znat zadné z vyse
uvedenych konkrétnich mist, aby z kontextu replik pochopil, Ze se jednd o zemépisny nazev,
pfiCemz stejné tvrzeni je platné i pro jména postav.

Toto tvrzeni ani zvolend strategie naopak neplati pro problematiku piekladu vlastnich
jmen zvifat, prestoze se ve VT objevuji pouze dvé: Vixen — Tapka, Puffie — Kulicka. \V tomto
ptipad¢ byla uplatnéna strategie kulturni transplantace (tj. nahrazeni jménem z CJ s podobnou
kulturni konotaci), jelikoz u téchto jmen by z kontextu recipientovi nemuselo byt viibec patrné,
ze se jedna o zvifeci jména, kterd konkrétné odkazuji na psy. Strategie kulturni transplantace
byla obdobné¢ pouzita i u ptekladu détskych tikadel, které se ve VT objevuji:

WOMAN (laughs and sings). Hey, diddle, diddle, the cat and the fiddle, The cow
jumped over the moon, The little dog laughed to see the sport, And the dish ran away
with the spoon —

(...)

WOMAN. It’s you and me — La-lalalalalala — lalalalalalala — Little Heaven. You 're
the dish and I’'m the spoon.

MAN. You're a little spoon all right.

7ZENA (sméje se a zpiva). Bude zima, bude mrdz, kam se ptacku, kam schovas?
Schovam se do javora, tam bude ma komora. Bude zima, bude mraz, kam se ptacku,
kam schovas? Schovam se ja do lesa, tam je moja potécha —

(...)

ZENA. Je to o nas — La-lalalalalala — lalalalalalala — Nebicko. Ty jsi ten ptacek a ja
jsem ten les.

MUZ. Jsi lesik.

Tyto textové useky maji jakoZto détska fikadla intertextudlni odkaz a zaroven i
symbolicky vyznam — Uryvek uvedeny vyse lze napiiklad chapat jako symbolické vyznani
lasky. V ramci funkéniho piekladatelského feSeni musel byt tedy podobné jako ve VT zvolen
text, jehoz vznik nelze konkrétné datovat, ma urcité kotfeny v lidové slovesnosti a obsahuje
zminku nejlépe o neZivych pfedmétech ¢i zvifatech, které lze dosadit do vSech situacnich
kontextli z VT. Nakonec byl zvolen text lidové pisné Bude zima, bude mrdz, ktery vSechny vyse
zminéné pozadavky spliiuje, a prestoze se nejedna o fikadlo, je také soucasti lidové slovesnosti,
pfi¢emz s jeho pouzitim byl zachovan i rytmicky aspekt VT.

Intertextudlni odkazy ¢i dokonce intertextudlni humor se objevoval na vice mistech
Vv textu, avSak ne vzdy jej bylo moZzné zachovat z diivodu neexistujictho vyznamového a
zaroven i formalniho ekvivalentu, naptiklad v pfipadé fraze not a laugh in a carload se ziejmé
jedna o intertextualni odkaz na slogan znacky cigaret Old Gold z roku 1926, ve kterém byla
tato fraze pouzita ve znéni not a cough in a carload. Jako funkéni feseni tohoto problému byla
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nakonec zvolena ustalend fraze nejsi moc vesela kopa, ktera je alesponn vyznamovée ekvivalentni,
avsak intertextudlni hodnota piivodni repliky musela byt na tkor vyznamu potlacena.

Kulturni transplantace byla nutna také naptiklad v ptfipadé odkazu na hru ,,matching
pennies,” ktera neni v prostfedi CJ vibec znama, jelikoz nema ani fadny Cesky ekvivalent.
Ptestoze principialné jsou pravidla hry podobna spiSe hie ,,kamen, nlizky, papir, toto feSeni by
v ramci replik, ve kterych se odkazuje na jednotlivé strany mince a sdzku, nefungovalo, a pokud
by bylo pouzito, musela by s tim byt spojend i vyrazna formalni a vyznamova transformace.
Proto bylo jako funk¢ni feseni nakonec vybrano nahrazeni ,,hodem minci, diky kterému mohly
byt alespon caste¢né zachovany jednotlivé vyznamy a odkazy z VT:

SECOND MAN. I'll match you.

YOUNG WOMAN. Heads win!

GIRL. Heads | win — tails you lose.

SECOND MAN (impatiently). He’s matching me.

FIRST MAN. Am | matching you or you matching me?
SECOND MAN. I'm matching you. (They match.) You 're stung!

DRUHY MUZ. Hodime si minci.

MLADA ZENA. Komu padne panna, vyhraje.
TELEFONISTKA. Panna a platis ty — orel a platim ja.
DRUHY MUZ (netrpélivé). On soutézi se mnou.

PRVNI MUZ. Ja s tebou nebo ty se mnou?

DRUHY MUZ. Ja s tebou. (hodi si minci) A dostal jsem té!

Ve VT se objevily 1 kulturni prvky, na které, prestoze mély v CJ funkéni ekvivalent,
byla nakonec také pouzita strategie kulturni transplantace, jelikoz jejich ekvivalenty nebyly
v prostiedi CJ piili§ znamé. To se tyka naptiklad ptekladu vyrazu: full of tar weed — pind arniky.
Cesky ekvivalent této rostliny nese nazev madie (latinsky madia), jelikoz vsak roste prevazné
ve Spojenych statech americkych, nemusel by ji recipient CT znat, a pfestoze by si vyznam
mohl z kontextu odvodit, v tomto pfipadé byl s cilem uleh¢it mu od ptipadné kontextualni
interpretace nakonec zvolen ndzev kvétiny ze stejné Celedi, kterd je vSak v CJ znamé;jsi —
konkrétné nazev arnika.

V piipad€ vyrazi, které nebylo mozné nahradit strategii kulturni transplantace, jelikoz
nemély v CJ zadny zauZivany vyraz se stejnym ¢i podobnym vyznamem, byl pouZit vysvétlujici
opis: in a so-called speak-easy — v ilegalnim baru, on a dancing casino opposite — vyhled na
sal naproti, kde se tanci. Vyraz speak-easy se ve VJ pouziva k oznaceni ,,tajnych* podniki, kde
se v dob¢ americké prohibice (tj. ve dvacatych a tficatych letech), prodaval alkohol — proto byl
pouzit vysvétlujici opis ilegdlni bar, ve kterém sice neni zminéna konkrétné prohibice, avSak
recipient, ktery je obeznamen s americkou historii, si tuto spojitost miize odvodit, ¢imZ mu
dojde i v jaké dobé¢ se hra odehrava. Jelikoz je vSak hra z tematického hlediska nadcasova,
nebylo ani tak diilezité zachovat tento implicitni odkaz na dobu konani dramatického déje, jako
spiSe fakt, ze se jednd o ilegalni bar, tedy néco, co je zakazané. V jednéni, na které tato replika
odkazuje, je recipientovi totiz poprvé predstavena hlavni postava v jiném prosttedi, nez v tom,
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které ji ,,svazuje, a pravé na tomto misté se zda byt opravdu uvolnéna a §t’astna, coz mize byt
zpisobeno i tim, Ze d€la néco, co je povazovano za ,,zakdzané* a mimo prijatelné spoleCenské
normy. U vyrazu dancing casino se jedna o zastaralé pojmenovani budovy/mistnosti, ktera
slouzila ke spolecenskych aktivitam, pfi¢emz dancing je uzito ke konkretizaci této aktivity.
Jako funkéni ekvivalent slova casino byl zvolen sdl coby prostorna mistnost, ve které lze tancit
a nabizi i dostatek prostoru k umisténi malé jazzové kapely, kterd je v textu zminéna jako
doprovodnd zvukové slozka tohoto obrazu. V ramci vysvétlujiciho opisu bylo feSenim namisto
ptrekladu ve stejném tvaru jako ve VT —tedy tanecni sal — pietvofit tento tvar na vazbu s vedlejsi
vétou, tj. sal, kde se tanci ktery explicitnéji vyjadiuje, ze se v daném prostoru v okamziku
zminky odehrava konkrétni aktivita, protoze toto slovni spojeni je ve VT pouzito v ramci
scénické poznamky ke konkretizaci prostiedi na zacatku jednoho z jednani.

Za vysvétlujici opis by se dalo povazovat i feSeni fraze Spring 1876 v podob¢ klapka
1876. Spring 1876 totiz stejné¢ jako v pfipad¢ speak-easy c¢i dancing casino odkazuje
k specifickym historickym realiim, zde konkrétn¢ k fungovani pevnych linek v ramci spojovani
pies telefonni ustiednu. Slovo Spring je vlastné ,Sifra* urcitého ¢iselného kodu dle pismen
uvadénych pod ¢isly na starych telefonnich piistrojich, ktery musel byt zadan, aby mohl byt
volajici prepojen. Reseni klapka je sice do jisté miry generaliza¢ni, aviak vyznamové odkazuje
také na nutnost néjakého kroku/ukonu, bez kterého nemohl byt volajici ptepojen:

TELEPHONE GIRL. Spring 18767 Hello — Spring 1876. Spring! Hello, Spring
18767 1876! Wrong number! Hello! Hello!

TELEFONISTKA. Klapka 18767 Halo — klapka 1876. Klapka! Halo — klapka 18767?
1876! Spatné cislo! Halo?! Halo?!

5.5 Expresivni konotace

Osloveni a citoslovece lze zatadit mezi expresivni konotace, tedy vyrazy, které maji n&jakeé
citové zabarveni, at’ uz se jedna o to pozitivni ¢i negativni. V rdmci osloveni je nutné hledat
prekladatelskd feSeni z funkéniho hlediska dle kontextu, jelikoz se vSak jednd o slova
s emocionalni konotaci, pfekladatelskd feSeni v této oblasti budou vzdy podminéna zna¢nou
mirou subjektivity. Citoslovce maji podobné jako osloveni vyrazné emociondlni konotace,
pfi¢emZ mnoho z nich nema v druhém jazyce sviij dany prot&jSek, lze je tedy prekladat 1
s pomoci modalnich &astic &i zvolani.”

Ve VT pouzivaji nékteré postavy Casto k osloveni zenskych postav familiarni vyraz kid,
ktery Ize s riznymi emocionalnimi konotacemi doslovné ptelozit jako détatko, dité nebo decko,
avsak ani jeden z téchto ptekladl nelze pouzit v CT. Z kontextu hry sice vyplyva, ze ve vSech
ptipadech je osloveni neutralné ¢i pozitivné citoveé zabarvené, avsak slovo détdtko ¢i dité by
mohlo navozovat dojem zna¢ného veékového rozdilu mezi postavami a v uréitém kontextu
pusobit dokonce posmésné. Jelikoz je timto vyrazem vzdy oslovovana néjakd Zena, jako
prekladové feseni bylo tedy zvoleno slovo holka, které v CT neni variovano, pokud hlavni

8 KNITTLOVA, Dagmar. K teorii i praxi piekladu, s. 58 a 62—63.
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postavu neoslovuje jeji milenec, v jehoz replikach byl pouzit mnohem duvérné;si vyraz zlato,
at’ uz v originalnim znéni odkazuje k zen¢ vyrazy kid ¢i honey:

TELEPHONE GIRL. Don'’t let "em get your goat, Kid — (...)
TELEFONISTKA. Nenech si to libit, holka—(...)

SECOND MAN. Come on, kid. (They rise.) (...)
DRUHY MUZ. Tak pojd, holka. (oba vstanou) (...)

SECOND MAN. Great. (Hands him the card. To girl.) Come on, kid. (...)
DRUHY MUZ. Skvéle. (podd mu vizitku; kK TELEFONISTCE) Tak pojd, holka. (...)

FIRST MAN (leaning to her eagerly). You like me — don 't you, kid?
PRVNI MUZ (dychtivé se k ni nakloni). Libim se ti — co, zlato?

MAN. You 're awful still, honey. (...)
MUZ. Jsi strasné potichu, 7lato. (...)

Pti ptekladu osloveni je také nutné zachovavat urcité spoleCenské konvence, které se
tykaji predevsim specifického uziti zdvotilostnich frazi, jako je v ptipadé VJ naptiklad Sir,”’
které se hojn¢ vyskytovalo ve VT v ramci osmého jednani, odehravajiciho se u soudu. Toto
osloveni bylo kvuli tizu CJ skoro ve vSech piipadech vypusténo: no, Sir — ne, yes, sir — ano.
Naopak v nékterych piipadech bylo osloveni pane zachovano, jednak protoze odkazovalo na
hierarchické postaveni (napf. v pracovnim prostiedi) a zaroven by jeho vypusténim doslo
k pfilisné redukci znakt v nékterych replikach a text by neznél dobie foneticky:

TELEPHONE GIRL. Mr. J. wants you.
YOUNG WOMAN. Me?

TELEPHONE GIRL. You!

YOUNG WOMAN (rises). Mr. J.!
STENOGRAPHER. Mr. J.

TELEFONISTKA. Chce té pan J.
MLADA ZENA. M¢é?
TELEFONISTKA. Tebe!

MLADA ZENA (vstane). Pan J.?!
STENOGRAFKA. Pan J.

V nékterych replikach bylo zaroven osloveni pane ptfidano, piestoze se ve VT
nevyskytovalo, tato strategie byla nutné pro vysvétleni jmen psanych pouze ve formée inicialy:
hello, A.B. — dobry den, pane A. B. Podobné tomu bylo i u odkazu na formu osloveni Doctor,
u kterého je uzem uzivat titul ve spojeni s vyrazy pani nebo pane: oh, you don’t know Doctor
—to neznate naseho pana doktora.

Na uziti citoslovci lze v ramci divadelni hry Machinal nazirat jako na dalsi dtlezitou
rytmickou a zvukovou slozku evokujici expresionistickou stranku dila, nebylo by tedy

T LEVY, Jifi. Uméni piekladu, s. 122.
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funkénim feSenim nahrazovat je modalnimi ¢asticemi ¢i zdménou za jiné slovni druhy. Misto
toho byly vybrany zauzivané citoslovce z prosttedi CJ, které budou v CT na recipienta ptsobit
s podobnou emociondlni konotaci, ¢imz zistane zachovana jak vyznamova, tak i formalni
stranka dila. Nutno ale zdiraznit, ze v tomto pfipad¢ nedoslo k nahrazeni v ekvivalentnim
pom¢éru, jelikoz vyznamy citoslovei jsou v obou jazycich rozdilné a nékteré mohou mit jak
negativni, tak i pozitivni konotace, ¢i se naopak nachazi pouze na jedné strané této skaly:

TELEPHONE GIRL. Oh — just his hand — (Shakes her head thoughtfully.) Uhhuh.
(Negative.) Uhhuh. (Decisively.) (...)

TELEFONISTKA. Aha — jeho ruky — (zavrti zamyslené hlavou) Hmm. (nesouhlasne)
Aha. (rozhodneé) (...)

TELEPHONE GIRL. Hum hum huh hum humhumhum — tonight? She’s got a date —
she told me last night — humhumhuh — hum — all right. (Disconnects.) (...)
TELEFONISTKA. Hm hm aha hm hmhmhm — dnes vecer? Ma rande — véera to rikala
—hmhm aha — hm — dobre. (zavési) (...)

Lze také rozliSovat sekundarni, odvozené citoslovce, které, jak napovida jejich nazev,
jsou po vyznamové strance ¢astecné odvozeny od slov ¢i slovnich spojeni, ze kterych vznikly.
Typickym ptikladem této podkategorie jsou citoslovce obsahujici jména cirkevnich postav,
nejéast&ji se jedna o vyrazy God &i Jesus Christ.”® Ve VT se tyto vyrazy objevily v riiznych
podobéach a bylo tedy pomérné pfirozenym feSenim je variovat i v CT, nicméné i pokud by
K jejich variaci ve VT nedochazelo, podobné jako tomu bylo naptiklad u osloveni kid, CJ nabizi
Vv piipadé téchto typt citoslovci mnoho podob, ze kterych si muze piekladatel vybirat a jejich
pfipadna neménnost by tedy mohla ptsobit pfili§ repetitivné a neptirozen¢:

MAN. Then what are you for Christ’s sake?
MUZ. Pro Kristovy rdny, tak o co jde?

MAN. It don’t amount to nothing. God! Most women just —
MUZ. Pane BoZe, vidyt na tom nic neni! Vétsina Zen prosté —

SECOND MAN. For the love of God what delayed yuh?
DRUHY MUZ. Pro ldsku bo%i, co vam to tak trvalo?

MAN. Jeez, honey, all women look like angels to me — all white women. (...) Gee, when
| got off the boat here the other day — and saw all the women — gee | pretty near went
crazy —(...)

MUZ. Jezis, zlato, mné pripadd jako andél kazda Zenskd —

teda kazda bila. (...) Pane jo, kdyz jsem véera vystoupil z

lodi — a uvidel vsechny ty zZensky — Kristepane, mdlem jsem

se zblaznil — (...)

8 KNITTLOVA, Dagmar. K teorii i praxi prekladu, s. 63-64.
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ZAVER

Cilem této diplomové prace bylo zanalyzovat jazykovou 1 vyznamovou rovinu
expresionistického dramatu Machinal (1928) americké autorky Sophie Treadwell spole¢né
s potencialnimi prekladatelsky obtiznymi pasazemi a vyuzit tato zjisténi k vytvoreni piekladu.
V dramaturgické analyze ptekladané divadelni hry, jejiz vyhotoveni bylo pro pochopeni
originalniho textu kli¢ové, byl zahrnut rozbor Zanru, t¢émat a motivu, postav a ¢asoprostorovych
udaju.

Za charakteristick¢é prvky zanru expresionistického dramatu, které je odnozi
uméleckého expresionismu, 1ze povazovat napiiklad ptitomnost obecné pojmenovanych postav
prochazejicich krizi a rozvratem osobnosti, uziti abstraktnosti a metafori¢nosti ke stylizaci
jejich vnitiniho svéta, epizodicky déj ¢i redukei vétné skladby, ptficemz ptitomnost vSech téchto
prvka az piedpisové spliiuje divadelni hra Machinal, jejiz expresionisticka forma se odrazi i
V tematizaci mechanizace, ktera byla spojena s tehdejSim strachem z nastupu novych
technologii na pocatku dvacatého stoleti. Toto téma je reflektovano jiz v samotném néazvu dila,
ktery odkazuje na strojovou stranku prostiedi d&je hry, ale i spole¢nosti, jez je pak v dile
akcentovano napiiklad pfitomnosti mnoha stroji a jejich zvukl Vv dramatickém prostoru
¢i telegrafickym stylem textu, ktery je pouzit jak v hlavnim, tak i vedlej$im textu hry, a jehoz
ptevod byl pro zachovani napéti a atmosféry dila klicovy.

Dal$im nosnym tématem ve hfe je téma matefstvi souvisejici naptiklad s otazkou
kontroly porodnosti, které je ztélesnéno vedlejsi postavou MATKY a dialogy mezi nékterymi
epizodnimi postavami, a spolec¢né s tématem mechanizace akcentuje hlavni téma hry, kterym
je touha po osvobozeni se od konvenci patriarchdlni spole¢nosti a jejich spole¢enskych norem.
Tato patriarchatem akceptovana muZzska nadfazenost nad Zenami se projevila naptiklad v uziti
expresivnich konotaci, konkrétné osloveni, a ve zpusobu, jak a komu jsou ve hie adresovana.

Machinal je feministicky orientovanou kritikou patriarchalniho mocenského uskupeni,
které¢ je reflektovano primarné konfliktem mezi vedlejSimi postavami s hlavni postavou
MLADE ZENY a zaroveti i jejim niternym konfliktem se sebou samou. Hra vypravi v deviti
epizodickych jednanich Zivotni pfibéh této anonymizované Zeny, kterd ma byt ztélesnénim zen
obecné a na jejimZz osudu jsou vyobrazeny mozné negativni nasledky z Zivota v takové
spolecnosti, pfiCemz tato generalizace prostiedi se odrazila i v prekladu kulturné specifickych
realii této hry do ¢estiny. Ve vychozim textu je pak zobecnéni prostiedi ztélesnéno napiiklad
obecnymi jmény samotnych postav, ze kterych je vSak stale mozné ziskat informace alespon o
jejich pohlavi, zaméstnani ¢i socialni roli, pfi€emZ vSechny tyto kategorie odkazuji na hierarchii
jednotlivych postav ve spolecnosti.

V souvislosti s analyzou vychoziho textu (jak bylo jiz zminéno vyse) a naslednym
prekladatelskym procesem byly za piekladatelsky obtizné pasaze v ramci komentaie k piekladu
urceny celkem Ctyfi oblasti, a to konkrétné pieklad ndzvu hry, jazyk hry tykajici se predevs§im
expresionistické vystavby textu souvisejici se Zanrem expresionistického dramatu, nutnost de-
foreignizace origindlu a pfevedeni expresivnich konotaci zahrnujici pfevazn€ osloveni a
citoslovce. Obecné bylo v ramci piekladu hry nutno brat v potaz zakladni systémové rozdily
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mezi jazyky, jako je napfiklad tendence k nominalnosti v anglickém a naopak tendence
k verbalnosti v ¢eském jazyce, ale také kulturnimi zkusenostmi jejich mluv¢ich.

V ramci ptekladu nazvu hry Slo pfedevSim o zachovani stylistické a zaroven i
vyznamove asociacni roviny, ktera je pro pieklad tohoto aspektu dila dulezita. U jazyka hry
byla funkéni feSeni volena predev§im s ohledem na zachovani dynamiky, kterd souvisi
s expresionistickou formou dila, a miru dulezitosti formalni versus vyznamové stranky textu,
kdy naptiklad v pfipad¢ aliterace ¢i rymovani, bylo upusténo od formélni strdnky vychoziho
textu ve prospéch té sémantické, ktera byla v ramci pievodu tohoto dramatu prednéjsi.
Z hlediska kulturni transpozice byl ¢asto volen pfistup smétujici k de-foreignizovani originalu,
kdy byly s pomoci ptekladatelskych strategii, jako jsou kulturni transplantace ¢i vysveétlujici
opis, kulturné specifické informace z vychoziho jazyka nahrazeny témi z jazyka cilového.
Ptesto se ve hie objevily 1 oblasti, u kterych bylo naopak zvoleno tiplné nebo ¢asteéné zachovani
vyrazll z vychoziho textu s pomoci strategie exotismu, jelikoz byly pro cilového recipienta
dostateén¢ znamé, takze jejich zachovani nebrani porozuméni cilového textu. U ptekladu
expresivnich konotaci byly brany v potaz predevsim dvé konkrétni kategorie — osloveni, ktera
Casto odkazovala na autoritu muzskych postav a naopak znevazovani zenskych postav
Vv prostiedi hry, a citoslovce, jejichz uziti se vaze na kulturni izus kazdého jazyka.

Pii ptrekladatelském procesu byl také kladen diraz na Drabkova kritéria souvisejici
s dynamikou dramatického textu, jako jsou naptiklad jeho zvukova kvalita, mluvnost ¢i
gesticnost, které jsou pro zachovani divadelniho aspektu a potencialni inscenovani dila zasadni.
Pro posouzeni uspésnosti pievedeni této kvality by byla optimalni konzultace ptekladu
s profesionalnimi herci, kterou vSak harmonogram tvorby této diplomové praci neumoznil.
Testovaci ¢teni je nicméné planovéano pied Casopiseckym vydanim prekladu v Divadelni revue,
kterou doprovazi také studie o téle a télesnosti zabyvajici Se analyzou téchto konceptl
v divadelni hie Machinal, jez se ukazaly byt jeji kliCovou soucasti coby konkrétni vyrazové
prostiedky reflektujici podfizené postaveni Zen v patriarchalni spolec¢nosti. Télo a télesnost
maji svlj vefejny a performativni rozmér (z kterého mohou vyplyvat i Gvahy o genderu a
pohlavi) a jejich uziti se tak po vyrazové strance zdad byt rovné€z nedilnou soucasti
expresionistického uméni.

Vétim, Ze prekladem této divadelni hry, je rejstiik divadelnich her v ¢eském jazyce
roz$iten o stézejni dilo epochy expresionistického dramatu, jez je hodnotné nejen po své
formalni strance, ale i z hlediska feministicky orientovanych témat, které mohou byt zajimavé
jak pro Ctenafe, tak i pro potencialni inscenatory tohoto dramatu.
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Priloha — Original prekladaného textu

Viastnikem autorskych prav ke hie Machinal Sophie Treadwell je Rimskokatolickd cirkev
diecéze Tucson. Je zakazano text nebo jeho casti bez souhlasu viastnika jakymkoli zpiisobem
Sirit.

SOPHIE TREADWELL

MACHINAL

Characters

YOUNG WOMAN
TELEPHONE GIRL
STENOGRAPHER
FILING CLERK
ADDING CLERK
MOTHER

HUSBAND
BELLBOY

NURSE

DOCTOR

YOUNG MAN

GIRL

MAN

BOY

MAN

ANOTHER MAN
WAITER

JUDGE

LAWYER FOR DEFENSE
LAWYER FOR PROSECUTION
COURT REPORTER
BAILIFF

REPORTER

SECOND REPORTER
THIRD REPORTER
JAILER

MATRON

PRIEST

EPISODE I To Business
EPISODE II At Home
EPISODE III Honeymoon
EPISODE 1V Maternal
EPISODE V Prohibited
EPISODE VI Intimate
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EPISODE VII Domestic
EPISODE VIII The Law
EPISODE IX A Machine

The Plot is the story of a woman who murders her husband — an
ordinary young woman, any woman.

The Plan is to tell this story by showing the different phases of life
that the woman comes in contact with, and in none of which she
finds any place, any peace. The woman is essentially soft, tender,
and the life around her is essentially hard, mechanized. Business,
home, marriage, having a child, seeking pleasure — all are difficult
for her — mechanical, nerve nagging. Only in an illicit love does she
find anything with life in it for her, and when she loses this, the
desperate effort to win free to it again is her undoing.

The story is told in nine scenes. In the dialogue of these scenes
there is the attempt to catch the rhythm of our common city speech,
its brassy sound, its trick of repetition, etc.

Then there is, also, the use of many different sounds chosen
primarily for their inherent emotional effect (steel riveting, a priest
chanting, a Negro singing, jazz band, etc.), but contributing also to
the creation of a background, an atmosphere.

The Hope is to create a stage production that will have 'style,' and
at the same time, by the story's own innate drama, by the direct-
ness of its telling, by the variety and quick changingness of its
scenes, and the excitement of its sounds, to create an interesting

play.

Scenically this play is planned to be handled in two basic sets (or
in one set with two backs)

The first division — the first Four Episodes — needs an entrance
at one side, and a back having a door and a large window. The door
gives, in

Episode 1 —to Vice President's office.

Episode 2 — to hall.

Episode 3 — to bathroom.

Episode 4 — to corridor.

And the window shows, in

Episode 1 — An opposite office.

Episode 2 — An inner apartment court.

Episode 3 — Window of a dance casino opposite.

Episode 4 — Steel girders. (Of these, only the casino window is
important. Sky could be used for the others.)

The second division — the last Five Episodes — has the same side
entrance, but the back has only one opening — for a small window
(barred).

Episode 5, window is masked by electric piano.

Episode 6, window is disclosed (sidewalk outside).

Episode 7, window is curtained.
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Episode 8, window is masked by Judge's bench.
Episode 9, window is disclosed (sky outside).

There is a change of furniture, and props for each episode — only
essential things, full of character. For Episode 9, the room is closed
in from the sides, and there is a place with bars and a door in it, put
straight across stage down front (back far enough to leave a clear
passageway in front of it).

Lighting concentrated and intense. — Light and shadow — bright
light and darkness. — This darkness, already in the scene, grows and
blacks out the light for dark stage when the scene changes are
made.

Offstage Voices: Characters in the Background Heard, but Unseen:
A Janitor
A Baby
A Boy and a Girl
A Husband and Wife
A Husband and Wife
A Radio Announcer
A Negro Singer

Mechanical Offstage Sounds
A small jazz band
A hand organ
Steel riveting
Telegraph instruments
Aeroplane engine

Mechanical Onstage Sounds
Office Machines (typewriters, telephones, etc.)
Electric piano.

Characters: in the Background Seen, Not Heard
(Seen, of the main set, i.e., through a window or door)

Couples of men and women dancing

A Woman in a bathrobe

A Woman in a wheel chair

A Nurse with a covered basin

A Nurse with a tray

The feet of men and women passing in the street.

EPISODE ONE
To Business

Scene: an office: a switchboard, filing cabinet, adding machine,
typewriter and table, manifold machine.

Sounds: office machines: typewriters, adding machine, manifold,
telephone bells, buzzers.
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Characters and their machines
A YOUNG WOMAN (typewriter)
A STENOGRAPHER (typewriter)
A FILING CLERK (filing cabinet and manifold)
AN ADDING CLERK (adding machine)
TELEPHONE OPERATOR (switchboard)
JONES

Before the curtain
Sounds of machines going. They continue throughout the scene,
and accompany the YOUNG WOMAN ’s thoughts after the
scene is blacked out.

At the rise of the curtain
All the machines are disclosed, and all the characters with the
exception of the YOUNG WOMAN.

Of these characters, the YOUNG WOMAN, going any day

to any business. Ordinary. The confusion of her own inner
thoughts, emotions, desires, dreams cuts her off from any actual
adjustment to the routine of work. She gets through this routine
with a very small surface of her consciousness. She is not
homely and she is not pretty. She is preoccupied with herself —
with her person. She has well kept hands, and a trick of
constantly arranging her hair over her ears.

The STENOGRAPHER is the faded, efficient woman office
worker. Drying, dried.

The ADDING CLERK is her male counterpart.

The FILING CLERK is a boy not grown, callow adolescence.
The TELEPHONE GIRL, young, cheap and amorous.

Lights come up on office scene. Two desks right and left.

Telephone booth back right center. Filing cabinet back of center.
Adding machine back left center.

ADDING CLERK (in the monotonous voice of his monotonous
thoughts; at his adding machine). 2490, 28, 76, 123, 36842, 1,
1/4, 37, 804, 23, 1/2, 982.

FILING CLERK (in the same way — at his filing desk). Accounts —
A. Bonds — B. Contracts — C. Data — D. Earnings — E.

STENOGRAPHER (in the same way — left). Dear Sir — in re — your
letter — recent date — will state —

TELEPHONE GIRL. Hello — Hello — George H. Jones Company
good morning — hello hello — George H. Jones Company good
morning — hello.
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FILING CLERK. Market — M. Notes — N. Output — O. Profits —
P. —! (Suddenly.) What’s the matter with Q?

TELEPHONE GIRL. Matter with it — Mr. J. — Mr. K. wants you —
What you mean matter? Matter with what?

FILING CLERK. Matter with Q.

TELEPHONE GIRL. Well — what is? Spring 1726?

FILING CLERK. I’m asking yuh —

TELEPHONE GIRL. WELL?

FILING CLERK. Nothing filed with it —

TELEPHONE GIRL. Well?

FILING CLERK. Look at A. Look at B. What’s the matter with Q?

TELEPHONE GIRL. Ain’t popular. Hello — Hello — George H.
Jones Company.

FILING CLERK. Hot dog! Why ain’t it?
ADDING CLERK. Has it personality?
STENOGRAPHER. Has it Halitosis?
TELEPHONE GIRL. Has it got it?
FILING CLERK. Hot dog!

TELEPHONE GIRL. What number do you want? (Recognizing but
not pleased.). Oh — hello — sure I know who it is — tonight? Uh,
uh — (Negative, but each with a different inflection.) Y ou heard
me — No!

FILING CLERK. Don’t you like him?
STENOGRAPHER. She likes ’em all.
TELEPHONE GIRL. I do not!
STENOGRAPHER. Well — pretty near all!

TELEPHONE GIRL. What number do you want? Wrong number.
Hello — hello — George H. Jones Company. Hello, hello —

STENOGRAPHER. Memorandum — attention Mr. Smith — at a
conference of —

ADDING CLERK. 125 —83 3/4 —22 — 908 — 34 — 1/4 — 28593.
FILING CLERK. Report — R, Sales — S, Trade — T.

TELEPHONE GIRL. Shh —! Yes, Mr. J. —? No — Miss A. ain’t in
yet — I’ll tell her, Mr. J. — just the minute she gets in.

STENOGRAPHER. She’s late again, huh?
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TELEPHONE GIRL. Out with her sweetie last night, huh?
FILING CLERK. Hot dog.

ADDING CLERK. She ain’t got a sweetie.
STENOGRAPHER. How do you know?

ADDING CLERK. I know.

FILING CLERK. Hot dog.

ADDING CLERK. She lives alone with her mother.

TELEPHONE GIRL. Spring 1876? Hello — Spring 1876. Spring!
Hello, Spring 1876? 1876! Wrong number! Hello! Hello!

STENOGRAPHER. Director’s meeting semi-annual report card.
FILING CLERK. Shipments — Sales — Schedules — S.

ADDING CLERK. She doesn’t belong in an office.
TELEPHONE GIRL. Who does?

STENOGRAPHER. I do!

ADDING CLERK. You said it!

FILING CLERK. Hot dog!

TELEPHONE GIRL. Hello — hello — George H. Jones Company —
hello — hello —

STENOGRAPHER. I'm efficient. She’s inefficient.
FILING CLERK. She’s inefficient.
TELEPHONE GIRL. She’s got J. going.
STENOGRAPHER. Going?
TELEPHONE GIRL. Going and coming.
FILING CLERK. Hot dog.

Enter JONES.
JONES. Good morning, everybody.
TELEPHONE GIRL. Good morning.
FILING CLERK. Good morning.
ADDING CLERK. Good morning.
STENOGRAPHER. Good morning, Mr. J.
JONES. Miss A. isn’t in yet?
TELEPHONE GIRL. Not yet, Mr. J.
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FILING CLERK. Not yet.

ADDING CLERK. Not yet.
STENOGRAPHER. She’s late.

JONES. I just wanted her to take a letter.
STENOGRAPHER. I'll take the letter.
JONES. One thing at a time and that done well.
ADDING CLERK (yessing). Done well.
STENOGRAPHER. I'll finish it later.
JONES. Hew to the line.

ADDING CLERK. Hew to the line.
STENOGRAPHER. Then I'll hurry.
JONES. Haste makes waste.

ADDING CLERK. Waste.
STENOGRAPHER. But if you’re in a hurry.

JONES. I’'m never in a hurry — That’s how I get ahead! (Laughs.
They all laugh.) First know you’re right — then go ahead.

ADDING CLERK. Ahead.

JONES (fo TELEPHONE GIRL). When Miss A. comes in tell her I
want her to take a letter. (Turns to go in — then.) It’s important.

TELEPHONE GIRL (making a note). Miss A. — important.
JONES (starts up — then). And I don’t want to be disturbed.
TELEPHONE GIRL. You’re in conference?

JONES. I’'m in conference. (Turns — then.) Unless its A.B. — of
course.

TELEPHONE GIRL. Of course — A.B.

JONES (starts — turns again; attempts to be facetious). Tell Miss
A. the early bird catches the worm.

Exit JONES.
TELEPHONE GIRL. The early worm gets caught.
ADDING CLERK. He’s caught.
TELEPHONE GIRL. Hooked.
ADDING CLERK. In the pan.
FILING CLERK. Hot dog.

119



STENOGRAPHER. We beg leave to announce —

Enter YOUNG WOMAN. Goes behind telephone booth to
desk right.

STENOGRAPHER. You’re late!
FILING CLERK. You’'re late.
ADDING CLERK. You’re late.
STENOGRAPHER. And yesterday!
FILING CLERK. The day before.
ADDING CLERK. And the day before.
STENOGRAPHER. You’ll lose your job.
YOUNG WOMAN. No!
STENOGRAPHER. No?

Workers exchange glances.
YOUNG WOMAN. I can’t!
STENOGRAPHER. Can’t?

Same business.
FILING CLERK. Rent — bills — installments — miscellaneous.
ADDING CLERK. A dollar ten — ninety-five —3.40 — 35 — 12.60.
STENOGRAPHER. Then why are you late?
YOUNG WOMAN. Why?
STENOGRAPHER. Excuse!
ADDING CLERK. Excuse!
FILING CLERK. Excuse.
TELEPHONE GIRL. Excuse it, please.
STENOGRAPHER. Why?
YOUNG WOMAN. The subway?
TELEPHONE GIRL. Long distance?
FILING CLERK. Old stuff!
ADDING CLERK. That stall!
STENOGRAPHER. Stalled?
YOUNG WOMAN. No —
STENOGRAPHER. What?
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YOUNG WOMAN. I had to get out!
ADDING CLERK. Out!

FILING CLERK. Out?

STENOGRAPHER. Out where?

YOUNG WOMAN. In the air!
STENOGRAPHER. Air?

YOUNG WOMAN. All those bodies pressing.
FILING CLERK. Hot dog!

YOUNG WOMAN. I thought I would faint! I had to get out in the
air!

FILING CLERK. Give her the air.
ADDING CLERK. Free air —
STENOGRAPHER. Hot air.
YOUNG WOMAN. Like I'm dying.

STENOGRAPHER. Same thing yesterday. (Pause.) And the day
before.

YOUNG WOMAN. Yes — what am I going to do?
ADDING CLERK. Take a taxi! (They laugh.)
FILING CLERK. Call a cop!

TELEPHONE GIRL. Mr. J. wants you.

YOUNG WOMAN. Me?

TELEPHONE GIRL. You!

YOUNG WOMAN (rises). Mr. J.!
STENOGRAPHER. Mr. J.

TELEPHONE GIRL. He’s bellowing for you!

YOUNG WOMAN gives last pat to her hair — goes off into
door — back.

STENOGRAPHER (after her). Get it just right.
FILING CLERK. She’s always doing that to her hair.
TELEPHONE GIRL. It gives a line — it gives a line —
FILING CLERK. Hot dog.

ADDING CLERK. She’s artistic.

STENOGRAPHER. She’s inefficient.
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FILING CLERK. She’s inefficient.
STENOGRAPHER. Mr. J. knows she’s inefficient.
ADDING CLERK. 46 -23 -84 -2—-2-2-1,492 - 678.

TELEPHONE GIRL. Hello — hello — George H. Jones Company —
Hello — Mr. Jones? He’s in conference.

STENOGRAPHER (sarcastic). Conference!
ADDING CLERK. Conference.

FILING CLERK. Hot dog!

TELEPHONE GIRL. Do you think he’ll marry her?
ADDING CLERK. If she’ll have him.
STENOGRAPHER. If she’ll have him!

FILING CLERK. Do you think she’ll have him?
TELEPHONE GIRL. How much does he get?

ADDING CLERK. Plenty — 5,000 — 10,000 — 15,000 — 20,000 —
25,000.

STENOGRAPHER. And plenty put away.
ADDING CLERK. Gas Preferred — 4’s — steel — 5’s — 01l — 6°s.
FILING CLERK. Hot dog.

STENOGRAPHER. Will she have him? Will she have him? This
agreement entered into — party of the first part — party of the
second part — will he have her?

TELEPHONE GIRL. Well, I’d hate to get into bed with him.
(Familiar melting voice.) Hello — humhum — hum — hum — hold
the line a minute — will you — hum hum. (Professional voice.)
Hell, hello — A.B., just a minute, Mr. A.B. — Mr. J.? Mr. A.B. —
go ahead, Mr. A.B. (Melting voice.) We were interrupted — huh —
huh — huh — huhuh — hum — hum.

Enter YOUNG WOMAN - she goes to her chair, sits with
folded hands.

FILING CLERK. That’s all you ever say to a guy —
STENOGRAPHER. Hum — hum — or uh huh — (Negative.)

TELEPHONE GIRL. That’s all you have to. (To phone.) Hum —
hum — hum hum — hum hum —

STENOGRAPHER. Mostly hum hum.
ADDING CLERK. You’ve said it!
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FILING CLERK. Hot dog.

TELEPHONE GIRL. Hum hum huh hum humhumhum — tonight?
She’s got a date — she told me last night — humhumhuh — hum —
all right. (Disconnects.) Too bad — my boy friend’s got a friend —
but my girl friend’s got a date.

YOUNG WOMAN. You have a good time.
TELEPHONE GIRL. Big time.
STENOGRAPHER. Small time.

ADDING CLERK. A big time on the small time.

TELEPHONE GIRL. I’d ask you, kid, but you’d be up to your
neck!

STENOGRAPHER. Neckers!
ADDING CLERK. Petters!

FILING CLERK. Sweet papas.
TELEPHONE GIRL. Want to come?
YOUNG WOMAN. Can’t.
TELEPHONE GIRL. Date?
YOUNG WOMAN. My mother.
STENOGRAPHER. Worries?

TELEPHONE GIRL. Nags — hello — George H. Jones Company —
Oh hello —

YOUNG WOMAN sits before her machine — hands in lap,
looking at them.

STENOGRAPHER. Why don’t you get to work?
YOUNG WOMAN (dreaming). What?

ADDING CLERK. Work!

YOUNG WOMAN. Can’t.

STENOGRAPHER. Can’t?

YOUNG WOMAN. My machine’s out of order.
STENOGRAPHER. Well, fix it!

YOUNG WOMAN. I can’t — got to get somebody.

STENOGRAPHER. Somebody! Somebody! Always somebody!
Here, sort the mail, then!

YOUNG WOMAN (rises). All right.
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STENOGRAPHER. And hurry! You’re late.

YOUNG WOMAN (sorting letters). George H. Jones and
Company — George H. Jones Inc. George H. Jones —

STENOGRAPHER. You’re always late.
ADDING CLERK. You’ll lose your job.

YOUNG WOMAN (hurrying). George H. Jones — George H. Jones
Personal —

TELEPHONE GIRL. Don’t let ’em get your goat, kid — tell ’em
where to get off.

YOUNG WOMAN. What?
TELEPHONE GIRL. Ain’t it all set?
YOUNG WOMAN. What?
TELEPHONE GIRL. You and Mr. J.
STENOGRAPHER. You and the boss.
FILING CLERK. You and the big chief.
ADDING CLERK. You and the big cheese.
YOUNG WOMAN. Did he tell you?
TELEPHONE GIRL. I told you!
ADDING CLERK. I told you!
STENOGRAPHER. I don’t believe it.
ADDING CLERK. 5,000 — 10,000 — 15,000.
FILING CLERK. Hot dog.
YOUNG WOMAN. No —itisn’t so.
STENOGRAPHER. Isn’t it?
YOUNG WOMAN. No.
TELEPHONE GIRL. Not yet.
ADDING CLERK. But soon.
FILING CLERK. Hot dog.

Enter JONES.

TELEPHONE GIRL (busy). George H. Jones Company — Hello —
Hello.

STENOGRAPHER. Awaiting your answer —
ADDING CLERK. 5,000 — 10,000 — 15,000 —
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JONES (crossing to YOUNG WOMAN - puts hand on her
shoulder, all stop and stare). That letter done?

YOUNG WOMAN. No. (She pulls away.)

JONES. What’s the matter?

STENOGRAPHER. She hasn’t started.

JONES. O.K. — want to make some changes.
YOUNG WOMAN. My machine’s out of order.
JONES. O.K. — use the one in my room.

YOUNG WOMAN. I’'m sorting the mail.
STENOGRAPHER (sarcastic). One thing at a time!

JONES (retreating — goes back center). O.K. (To YOUNG
WOMAN.) When you’re finished. (Starts back to his room.)

STENOGRAPHER. Haste makes waste.
JONES (at door). O.K. — don’t hurry.
Exits.
STENOGRAPHER. Hew to the line!
TELEPHONE GIRL. He’s hewing.
FILING CLERK. Hot dog.
TELEPHONE GIRL. Why did you flinch, kid?
YOUNG WOMAN. Flinch?
TELEPHONE GIRL. Did he pinch?
YOUNG WOMAN. No!
TELEPHONE GIRL. Then what?
YOUNG WOMAN. Nothing! — Just his hand.

TELEPHONE GIRL. Oh — just his hand — (Shakes her head
thoughtfully.) Uhhuh. (Negative.) Uhhuh. (Decisively.) No! Tell
him no.

STENOGRAPHER. If she does she’ll lose her job.
ADDING CLERK. Fired.

FILING CLERK. The sack!

TELEPHONE GIRL (on the defensive). And if she doesn’t?
ADDING CLERK. She’ll come to work in a taxi!
TELEPHONE GIRL. Work?

125



FILING CLERK. No work.

STENOGRAPHER. No worry.

ADDING CLERK. Breakfast in bed.
STENOGRAPHER (sarcastic). Did Madame ring?
FILING CLERK. Lunch in bed!

TELEPHONE GIRL. A double bed! (In phone.) Yes, Mr. J. (To
YOUNG WOMAN.) J. wants you.

YOUNG WOMAN (starts to get to her feet — but doesn’t). I can’t —
I’'m not ready — In a minute. (Sits staring ahead of her.)

ADDING CLERK. 5,000 — 10,000 — 15,000 —
FILING CLERK. Profits — plans — purchase —
STENOGRAPHER. Call your attention our prices are fixed.

TELEPHONE GIRL. Hello — hello — George H. Jones Company —
hello — hello —

YOUNG WOMAN (thinking her thoughts aloud — to the subdued
accompaniment of the office sounds and voices). Marry me —
wants to marry me — George H. Jones — George H. Jones and
Company — Mrs. George H. Jones — Mrs. George H. Jones. Dear
Madame — marry — do you take this man to be your wedded
husband — I do — to love honor and to love — kisses —no — 1
can’t — George H. Jones — How would you like to marry me —
What do you say — Why Mr. Jones I — let me look at your little
hands — you have such pretty little hands — let me hold your
pretty little hands — George H. Jones — Fat hands — flabby hands
— don’t touch me — please — fat hands are never weary — please
don’t — married — all girls — most girls — married — babies — a
baby — curls — little curls all over its head — George H. Jones —
straight — thin — bald — don’t touch me — please — no — can’t —
must — somebody — something — no rest — must rest — no rest —
must rest — no rest — late today — yesterday — before — late —
subway — air — pressing — bodies pressing — bodies — trembling —
air — stop — air — late — job — no job — fired — late — alarm clock —
alarm clock — alarm clock — hurry — job — ma — nag — nag — nag
—ma — hurry — job — no job — no money — installments due — no
money — money — George H. Jones — money — Mrs. George H.
Jones — money — no work — no worry — free! — rest — sleep till
nine — sleep till ten — sleep till noon — now you take a good rest
this morning — don’t get up till you want to — thank you — oh
thank you — oh don’t! — please don’t touch me — I want to rest —
no rest — earn — got to earn — married — earn — no — yes — earn —
all girls — most girls — ma — pa — ma — all women — most women
— I can’t — must — maybe — must — somebody — something — ma
—pa—ma — can [, ma? Tell me, ma — something — somebody.
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The scene blacks out. The sounds of the office machines
continue until the scene lights into Episode Two — and the office
sounds become the sound of a radio, offstage.

EPISODE TWO
At Home

Scene: a kitchen: table, chairs, plates and food, garbage can, a
pair of rubber gloves. The door at the back now opens on a hall —
the window, on an apartment house court.

Sounds: buzzer, radio (voice of announcer; music and singer).

Characters
YOUNG WOMAN
MOTHER

Outside voices: characters heard, but not seen
A JANITOR
A BABY
A MOTHER and a SMALL BOY
A YOUNG BOY and YOUNG GIRL
A HUSBAND and a WIFE
ANOTHER HUSBAND and a WIFE

At rise: YOUNG WOMAN and MOTHER eating — radio off-
stage — radio stops.

YOUNG WOMAN. Ma — I want to talk to you.
MOTHER. Aren’t you eating a potato?
YOUNG WOMAN. No.

MOTHER. Why not?

YOUNG WOMAN. I don’t want one.
MOTHER. That’s no reason. Here! Take one.
YOUNG WOMAN. I don’t want it.

MOTHER. Potatoes go with stew — here!
YOUNG WOMAN. Ma, I don’t want it!
MOTHER. Want it! Take it!

YOUNG WOMAN. But I — oh, all right. (Takes it — then.) Ma, 1
want to ask you something.

MOTHER. Eat your potato.

YOUNG WOMAN (takes a bite — then). Ma, there’s something I
want to ask you — something important.
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MOTHER. Is it mealy?

YOUNG WOMAN. S’all right. Ma — tell me.
MOTHER. Three pounds for a quarter.
YOUNG WOMAN. Ma — tell me — (Buzzer.)

MOTHER (her dull voice brightening). There’s the garbage. (Goes
to door — or dumbwaiter — opens it. Stop radio.)

JANITOR’S VOICE (offstage). Garbage.

MOTHER (pleased — busy). All right. (Gets garbage can — puts it
out. YOUNG WOMAN walks up and down.) What’s the matter
now?

YOUNG WOMAN. Nothing.

MOTHER. That jumping up from the table every night the garbage
is collected! You act like you’re crazy.

YOUNG WOMAN. Ma, do all women —

MOTHER. I suppose you think you’re too nice for anything so
common! Well, let me tell you, my lady, thar it’s a very
important part of life.

YOUNG WOMAN. I know, but, Ma, if you —

MOTHER. If it weren’t for garbage cans where would we be?
Where would we all be? Living in filth — that’s what! Filth!
I should think you’d be glad! I should think you’d be grateful!

YOUNG WOMAN. Oh, Ma!

MOTHER. Well, are you?

YOUNG WOMAN. Am I what?

MOTHER. Glad! Grateful.

YOUNG WOMAN. Yes!

MOTHER. You don’t act like it!

YOUNG WOMAN. Oh, Ma, don’t talk!
MOTHER. You just said you wanted to talk.
YOUNG WOMAN. Well now — I want to think. I got to think.
MOTHER. Aren’t you going to finish your potato?
YOUNG WOMAN. Oh, Ma!

MOTHER. Is there anything the matter with it?
YOUNG WOMAN. No —
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MOTHER. Then why don’t you finish it?

YOUNG WOMAN. Because I don’t want it.
MOTHER. Why don’t you?

YOUNG WOMAN. Oh, Ma! Let me alone!
MOTHER. Well, you’ve got to eat! If you don’t eat —
YOUNG WOMAN. Ma! Don’t nag!

MOTHER. Nag! Just because I try to look out for you — nag! Just
because I try to care for you — nag! Why, you haven’t sense
enough to eat! What would become of you I’d like to know — if
I didn’t nag!

Offstage — a sound of window opening — all these offstage
sounds come in through the court window at the back.

WOMAN’S VOICE. Johnny — Johnny — come in now!

A SMALL BOY’S VOICE. Oh, Mal!

WOMAN’S VOICE. It’s gelling cold.

A SMALL BOY’S VOICE. Oh, Ma!

WOMAN'’S VOICE. You heard me! (Sound of window slamming.)
YOUNG WOMAN. I’'m grown up, Ma.

MOTHER. Grown up! What do you mean by that?

YOUNG WOMAN. Nothing much — I guess. (Offstage sound of
baby crying. MOTHER rises. clatters dishes.) Let’s not do the
dishes right away, Ma. Let’s talk — I gotta.

MOTHER. Well, I can’t talk with dirty dishes around — you may be
able to but — (Clattering — clattering.)

YOUNG WOMAN. Ma! Listen! Listen! — There’s a man wants to
marry me.

MOTHER (stops clattering — sits). What man?
YOUNG WOMAN. He says he fell in love with my hands.

MOTHER. In love! Is that beginning again! I thought you were
over that!

Offstage BOY’s voice — whistles — GIRL’s voice answers.
BOY’S VOICE. Come on out.
GIRL’S VOICE. Can’t.
BOY’S VOICE. Nobody’ll see you.
GIRL’S VOICE. I can’t.
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BOY’S VOICE. It’s dark now — come on.
GIRL’S VOICE. Well — just for a minute.
BOY’S VOICE. Meet you round the corner.
YOUNG WOMAN. I got to get married, Ma.
MOTHER. What do you mean?

YOUNG WOMAN. I gotta.

MOTHER. You haven’t got in trouble, have you?
YOUNG WOMAN. Don’t talk like that!

MOTHER. Well, you say you got to get married — what do you
mean?

YOUNG WOMAN. Nothing.
MOTHER. Answer me!
YOUNG WOMAN. All women get married, don’t they?
MOTHER. Nonsense!
YOUNG WOMAN. You got married, didn’t you?
MOTHER. Yes, I did!
Offstage voices.
WOMAN’S VOICE. Where you going?
MAN’S VOICE. Out.
WOMAN’S VOICE. You were out last night.
MAN’S VOICE. Was I?
WOMAN’S VOICE. You’re always going out.
MAN’S VOICE. Am I?
WOMAN’S VOICE. Where you going?
MAN’S VOICE. Out.
End of offstage voices.
MOTHER. Who is he? Where did you come to know him?
YOUNG WOMAN. In the office.
MOTHER. In the office!
YOUNG WOMAN. It’s Mr. J.
MOTHER. Mr. J.?
YOUNG WOMAN. The Vice-President.
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MOTHER. Vice-President! His income must be — Does he know
you’ve got a mother to support?

YOUNG WOMAN. Yes.

MOTHER. What does he say?

YOUNG WOMAN. All right.

MOTHER. How soon you going to marry him?
YOUNG WOMAN. I’'m not going to.
MOTHER. Not going to!

YOUNG WOMAN. No! I’m not going to.
MOTHER. But you just said —

YOUNG WOMAN. I’'m not going to.
MOTHER. Are you crazy?

YOUNG WOMAN. I can’t, Ma! I can’t!
MOTHER. Why can’t you?

YOUNG WOMAN. I don’t love him.

MOTHER. Love! — what does that amount to! Will it clothe you?
Will it feed you? Will it pay the bills?

YOUNG WOMAN. No! But it’s real just the same!
MOTHER. Real!
YOUNG WOMAN. If it isn’t — what can you count on in life?

MOTHER. Il tell you what you can count on! You can count that
you’ve got to eat and sleep and get up and put clothes on your
back and take ’em off again — that you got to get old — and that
you got to die. That’s what you can count on! All the rest is in
your head!

YOUNG WOMAN. But Ma — didn’t you love Pa?

MOTHER. I suppose I did — I don’t know — I’ve forgotten — what
difference does it make — now?

YOUNG WOMAN. But then! — oh Ma, tell me!

MOTHER. Tell you what?

YOUNG WOMAN. About all that — love!
Offstage voices.

WIFE’S VOICE. Don’t.
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HUSBAND’S VOICE. What’s the matter — don’t you want me to
kiss you?

WIFE’S VOICE. Not like that.
HUSBAND’S VOICE. Like what?
WIFE’S VOICE. That silly kiss!
HUSBAND’S VOICE. Silly kiss?

WIFE’S VOICE. You look so silly — oh I know what’s coming
when you look like that — and kiss me like that — don’t — go
away —

End of offstage voices.
MOTHER. He’s a decent man, isn’t he?
YOUNG WOMAN. I don’t know. How should I know — yet.
MOTHER. He’s a Vice-President — of course he’s decent.

YOUNG WOMAN. I don’t care whether he’s decent or not. [ won’t
marry him.

MOTHER. But you just said you wanted to marry —
YOUNG WOMAN. Not him.
MOTHER. Who?

YOUNG WOMAN. I don’t know — I don’t know — I haven’t found
him yet!

MOTHER. You talk like you’re crazy!
YOUNG WOMAN. Oh, Ma — tell me!
MOTHER. Tell you what?

YOUNG WOMAN. Tell me — (Words suddenly pouring out.) Y our
skin oughtn’t to curl — ought it — when he just comes near you —
ought it? That’s wrong, ain’t it? You don’t get over that, do you
— ever, do you or do you? How is it, Ma — do you?

MOTHER. Do you what?

YOUNG WOMAN. Do you get used to, it — so after a while it
doesn’t matter? Or don’t you? Does it always matter? You ought
to be in love, oughtn’t you, Ma? You must be in love, mustn’t
you, Ma? That changes everything, doesn’t it — or does it?
Maybe if you just like a person it’s all right — is it? When he
puts a hand on me, my blood turns cold. But your blood
oughtn’t to turn cold, ought it? His hands are — his hands are fat,
Ma — don’t you see — his hands are fat — and they sort of press —
and they’re fat — don’t you see? — Don’t you see?
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MOTHER (stares at her bewildered). See what?

YOUNG WOMAN (rushing on). I’ve always thought I’d find
somebody — somebody young — and — and attractive — with
wavy hair — wavy hair — I always think of children with curls —
little curls all over their head — somebody young — and attractive
— that I’d like — that I’d love — But I haven’t found anybody like
that yet — I haven’t found anybody — I’ve hardly known
anybody — you’d never let me go with anybody and —

MOTHER. Are you throwing it up to me that —

YOUNG WOMAN. No — let me finish, Ma! No — let me finish! I
just mean I’ve never found anybody — anybody — nobody’s ever
asked me — till now — he’s the only man that’s ever asked me —
And I suppose I got to marry somebody — all girls do —

MOTHER. Nonsense.

YOUNG WOMAN. But, I can’t go on like this, Ma — I don’t know
why — but I can’t — it’s like I’'m all tight inside — sometimes |
feel like I’'m stifling! — You don’t know — stifling. (Walks up and
down.) I can’t go on like this much longer — going to work —
coming home — going to work — coming home — I can’t —
Sometimes in the subway I think I’'m going to die — sometimes
even in the office if something don’t happen — I got to do
something — I don’t know — it’s like I’'m all tight inside.

MOTHER. You’re crazy.
YOUNG WOMAN. Oh, Ma!
MOTHER. You’re crazy!

YOUNG WOMAN. Ma — if you tell me that again I’ll kill you! I’ll
kill you!

MOTHER. If that isn’t crazy!

YOUNG WOMAN. I'll kill you — Maybe I am crazy — I don’t
know. Sometimes I think I am — the thoughts that go on in my
mind — sometimes I think I am —I can’t help it if I am — I do the
best I can — I do the best I can and I’'m nearly crazy! (MOTHER
rises and sits.) Go away! Go away! You don’t know anything
about anything! And you haven’t got any pity — no pity — you
just take it for granted that I go to work every day — and come
home every night and bring my money every week — you just
take it for granted — you’d let me go on forever — and never feel

any pity —

Offstage radio — a voice singing a sentimental mother song or
popular home song. MOTHER begins to cry — crosses to chair
left — sits.

Oh Ma — forgive me! Forgive me!
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MOTHER. My own child! To be spoken to like that by my own
child!

YOUNG WOMAN. I didn’t mean it, Ma — [ didn’t mean it! (She
goes to her mother — crosses to left.)

MOTHER (clinging to her hand). You’re all I’ve got in the world —
and you don’t want me — you want to kill me.

YOUNG WOMAN. No —no, I don’t, Ma! I just said that!
MOTHER. I’ve worked for you and slaved for you!
YOUNG WOMAN. I know, Ma.

MOTHER. I brought you into the world.

YOUNG WOMAN. I know. Ma.

MOTHER. You’re flesh of my flesh and —

YOUNG WOMAN. I know, Ma, I know.

MOTHER. And -

YOUNG WOMAN. You rest, now, Ma — you rest —
MOTHER (struggling). 1 got to do the dishes.

YOUNG WOMAN. I’ll do the dishes — You listen to the music,
Ma — I’ll do the dishes.

MOTHER sits. YOUNG WOMAN crosses to behind screen.
Takes a pair of rubber gloves and begins to put them on. The
MOTHER sees them — they irritate her — there is a return of her
characteristic mood.

MOTHER. Those gloves! I’ve been washing dishes for forty years
and I never wore gloves! But my lady’s hands! My lady’s hands!

YOUNG WOMAN. Sometimes you talk to me like you’re jealous,
Ma.

MOTHER. Jealous?

YOUNG WOMAN. It’s my hands got me a husband.
MOTHER. A husband? So you’re going to many him now!
YOUNG WOMAN. I suppose so.

MOTHER. If you ain’t the craziest —

The scene blacks out. In the darkness, the mother song goes into
jazz — very faint — as the scene lights into

EPISODE THREE

Honeymoon
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Scene: hotel bedroom: bed, chair, mirror. The door at the back
now opens on a bathroom, the window, on a dancing casino
opposite.

Sounds: a small jazz band (violin, piano, saxophone — very dim, at
first, then louder).

Characters
YOUNG WOMAN
HUSBAND
BELLBOY

Offstage: seen but not heard, MEN and WOMEN dancing in couples

At rise: set dark. BELLBOY, HUSBAND, and YOUNG WOMAN
enter. BELLBOY carries luggage. He switches on light by door.
Stop music.

HUSBAND: Well, here we are. (Throws hat on bed; BELLBOY
puts luggage down, crosses to window;, raises shade three

inches. Opens window three inches. Sounds of jazz music
louder. Offstage.)

BELLBOY (comes to man for tip). Anything else, Sir? (Receives
tip. Exits.)

HUSBAND. Well, here we are.
YOUNG WOMAN. Yes, here we are.

HUSBAND. Aren’t you going to take your hat off — stay a
while? (YOUNG WOMAN looks around as though looking
for a way out, then takes off her hat, pulls the hair auto-
matically around her ears.) This is all right, isn’t it?

Huh? Huh?

YOUNG WOMAN. It’s very nice.

HUSBAND. Twelve bucks a day! They know how to soak you in
these pleasure resorts. Twelve bucks! (Music.) Well — we’ll get
our money’s worth out of it all right. (Goes toward bathroom.)
I’m going to wash up. (Stops at door.) Don’t you want to wash
up?

YOUNG WOMAN shakes head ‘No’.
I do! It was a long trip! I want to wash up!

Goes off — closes door, sings in bathroom. YOUNG WOMAN
goes to window — raises shade — sees the dancers going round
and round in couples. Music is louder. Re-enter HUSBAND.

Say, pull that blind down! They can see in!

YOUNG WOMAN. I thought you said there’d be a view of the
ocean!

135



HUSBAND. Sure there is.

YOUNG WOMAN. I just see people — dancing.

HUSBAND. The ocean’s beyond.

YOUNG WOMAN (desperately). 1 was counting on seeing it!

HUSBAND. You’ll see it tomorrow — what’s eating you? We’ll
take in the boardwalk — Don’t you want to wash up?

YOUNG WOMAN. No!

HUSBAND. It was a long trip. Sure you don’t? (YOUNG
WOMAN shakes her head ‘No’. HUSBAND takes off his
coat — puts it over chair.) Better make yourself at home.
I’'m going to. (She stares at him — moves away from the

window.) Say, pull down that blind! (Crosses to chair down
left — sits.)

YOUNG WOMAN. It’s close —don’t you think it’s close?

HUSBAND. Well — you don’t want people looking in, do you?
(Laughs.) Huh — huh?

YOUNG WOMAN. No.

HUSBAND (laughs). 1 guess not. Huh? (Takes off shoes. YOUNG
WOMAN leaves the window, and crosses down to the bed.)
Say — you look a little white around the gills! What’s the
matter?

YOUNG WOMAN. Nothing.
HUSBAND. You look like you’re scared.
YOUNG WOMAN. No.

HUSBAND. Nothing to be scared of. You’re with your husband,
you know. (Takes her to chair, left.)

YOUNG WOMAN. I know.
HUSBAND. Happy?
YOUNG WOMAN. Yes.

HUSBAND (sitting). Then come here and give us a kiss. (He puts
her on his knee.) That’s the girlie. (He bends her head down,
and kisses her along the back of her neck.) Like that? (She tries
to get to her feet.) Say — stay there! What you moving for? —
You know — you got to learn to relax, little girl — (Dancers go
off. Dim lights. Pinches her above knee.) Say, what you got
under there?

YOUNG WOMAN. Nothing.
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HUSBAND. Nothing! (Laughs.) That’s a good one! Nothing, huh?
Huh? That reminds me of the story of the pullman porter and the
— what’s the matter — did I tell you that one? (Music dims off and
out.)

YOUNG WOMAN. I don’t know.
HUSBAND. The pullman porter and the tart?
YOUNG WOMAN. No.

HUSBAND. It’s a good one — well — the train was just pulling out
and the tart —

YOUNG WOMAN. You did tell that one!
HUSBAND. About the —

YOUNG WOMAN. Yes! Yes! I remember now!
HUSBAND. About the —

YOUNG WOMAN. Yes!

HUSBAND. All right — if I did. You’re sure it was the one about
the —

YOUNG WOMAN. I’'m sure.

HUSBAND. When he asked her what she had underneath her seat
and she said —

YOUNG WOMAN. Yes! Yes! That one!

HUSBAND. All right — But I don’t believe I did. (She tries to get
up again, as he holds her.) You know you have got something
under there — what is it?

YOUNG WOMAN. Nothing — just — just my garter.

HUSBAND. Your garter! Your garter! Say did I tell you the one
about —

YOUNG WOMAN. Yes! Yes!
HUSBAND (with dignity). How do you know which one I meant?
YOUNG WOMAN. You told me them all!

HUSBAND (pulling her back to his knee). No, I didn’t! Not by a
jugful! I got a lot of ’em up my sleeve yet — that’s part of what I
owe my success to — my ability to spring a good story — You
know — you got to learn to relax, little girl — haven’t you?

YOUNG WOMAN. Yes.

HUSBAND. That’s one of the biggest things to learn in life. That’s
part of what I owe my success to. Now you go and get those
heavy things off — and relax.
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YOUNG WOMAN. They’re not heavy.

HUSBAND. You haven’t got much on — have you? But you’ll feel
better with ’em off. (Gets up.) Want me to help you?

YOUNG WOMAN. No.

HUSBAND. I’'m your husband, you know.

YOUNG WOMAN. I know.

HUSBAND. You aren’t afraid of your husband, are you?

YOUNG WOMAN. No — of course not — but I thought maybe —
can’t we go out for a little while?

HUSBAND. Out? What for?
YOUNG WOMAN. Fresh air — walk — talk.

HUSBAND. We can talk here — I'll tell you all about myself. Go
along now. (YOUNG WOMAN goes toward bathroom door.
Gets bag.) Where are you going?

YOUNG WOMAN. In here.

HUSBAND. I thought you’d want to wash up.

YOUNG WOMAN. I just want to — get ready.

HUSBAND. You don’t have to go in there to take your clothes off!
YOUNG WOMAN. I want to.

HUSBAND. What for?

YOUNG WOMAN. I always do.

HUSBAND. What?

YOUNG WOMAN. Undress by myself.

HUSBAND. You’ve never been married till now — have you?
(Laughs.) Or have you been putting something over on me?

YOUNG WOMAN. No.

HUSBAND. I understand — kind of modest — huh? Huh?

YOUNG WOMAN. Yes.

HUSBAND. I understand women — (Indulgently.) Go along.
She goes off — starts to close door. YOUNG WOMAN exits.
Don’t close the door — thought you wanted to talk.

He looks around the room with satisfaction — after a pause —
rises — takes off his collar.

You’re awful quiet — what are you doing in there?
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YOUNG WOMAN. Just — getting ready —

HUSBAND (still in his mood of satisfaction). I’'m going to enjoy
life from now on — I haven’t had such an easy time of it. I got
where I am by hard work and self denial — now I’m going to
enjoy life — I’m going to make up for all I missed — aren’t you
about ready?

YOUNG WOMAN. Not yet.

HUSBAND. Next year maybe we’ll go to Paris. You can buy a lot
of that French underwear — and Switzerland — all my life I've
wanted a Swiss watch — that I bought right there — I coulda’ got
a Swiss watch here, but I always wanted one that I bought right
there — Isn’t that funny — huh? Isn’t it? Huh? Huh?

YOUNG WOMAN. Yes.

HUSBAND. All my life I’'ve wanted a Swiss watch that I bought
right there. All my life I’ve counted on having that some day —
more than anything — except one thing — you know what?

YOUNG WOMAN. No.

HUSBAND. Guess.

YOUNG WOMAN. I can’t.

HUSBAND. Then I’m coming in and tell you.
YOUNG WOMAN. No! Please! Please don’t.

HUSBAND. Well hurry up then! I thought you women didn’t wear
much of anything these days — huh? Huh? I’m coming in!

YOUNG WOMAN. No —no! Just a minute!

HUSBAND. All right. Just a minute. (YOUNG WOMAN is silent.
HUSBAND laughs and takes out watch.) 13 — 14 —I’'m
counting the seconds on you — that’s what you said, didn’t you —
just a minute! — 49 — 50 - 51 — 52 - 53 —

Enter YOUNG WOMAN.

YOUNG WOMAN (at the door). Here 1 am. (She wears a little
white gown that hangs very straight. She is very still, but her
eyes are wide with a curious, helpless, animal terror.)

HUSBAND (starts toward her — stops. The room is in shadow
except for one dim light by the bed. Sound of girl weeping. You
crying? (Sound of weeping.) What you crying for? (Crosses to
her.)

YOUNG WOMAN (crying out). Ma! Ma! I want my mother!
HUSBAND. I thought you were glad to get away from her.
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YOUNG WOMAN. I want her now — I want somebody.
HUSBAND. You got me, haven’t you?
YOUNG WOMAN. Somebody — somebody —

HUSBAND. There’s nothing to cry about. There’s nothing to cry
about.

The scene blacks out. The music continues until the lights go up
for Episode Four. Rhythm of the music is gradually replaced by
the sound of steel riveting for Episode Four.

EPISODE FOUR

Maternal

Scene: a room in a hospital: bed, chair. The door in the back now
opens on a corridor; the window on a tall building going up.

Sounds: outside window — riveting.

Characters in the scene
YOUNG WOMAN
DOCTORS
NURSES
HUSBAND

Characters seen but not heard
WOMAN IN WHEEL CHAIR
WOMAN IN BATHROBE
STRETCHER WAGON
NURSE WITH TRAY
NURSE WITH COVERED BASIN

At rise YOUNG WOMAN lies still in bed. The door is open. In the
corridor, a stretcher wagon goes by. Enter NURSE.

NURSE: How are you feeling today? (No response from YOUNG
WOMAN.) Better? (No response.) No pain? (No response.
NURSE takes her watch in one hand, YOUNG WOMAN’s
wrist in the other — stands, then goes to chart at foot of bed —
writes.) You’re gelling along fine. (No response.) Such a sweet
baby you have, too. (No response.) Aren’t you glad it’s a girl?
(YOUNG WOMAN makes sign with her head ‘No’.) You’re
not! Oh, my! That’s no way to talk! Men want boys — women
ought to want girls. (No response.) Maybe you didn’t want
either, eh? (YOUNG WOMAN signs ‘No’. Riveting machine.)
You’ll feel different when it begins to nurse. You’ll just love it
then. Your milk hasn’t come yet — has it? (Sign — ‘No’.) It will!
(Sign — ‘No’.) Oh, you don’t know Doctor! (Goes to door —
turns.) Anything else you want? (YOUNG WOMAN points to
window.) Draft? (Sign — ‘No’.) The noise? (YOUNG WOMAN
signs ‘Yes’.) Oh, that can’t be helped. Hospital’s got to have a
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new wing. We’re the biggest Maternity Hospital in the world.
I’11 close the window, though. YOUNG WOMAN signs ‘No’.)
No?

YOUNG WOMAN (whispers). 1 smell everything then.

NURSE (starting out the door — riveting machine.) Here’s your
man!

Enter HUSBAND with large bouquet. Crosses to bed.

HUSBAND. Well, how are we today? (YOUNG WOMAN - no
response.)

NURSE. She’s getting stronger!
HUSBAND. Of course she is!
NURSE (taking flowers). See what your husband brought you.

HUSBAND. Better put ’em in water right away. (Exit NURSE.)
Everything O.K.? (YOUNG WOMAN signs ‘No’.) Now see
here, my dear, you’ve got to brace up, you know! And — and
face things! Everybody’s got to brace up and face things! That’s
what makes the world go round. I know all you’ve been through
but — (YOUNG WOMAN signs ‘No’.) Oh, yes I do! I know all
about it! I was right outside all the time! (YOUNG WOMAN
makes violent gestures of ‘No’. Ignoring.) Oh yes! But you’ve
got to brace up now! Make an effort! Pull yourself together!
Start the up-hill climb! Oh I’ve been down — but I haven’t
stayed down. I’ve been licked but I haven’t stayed licked! I've
pulled myself up by my own bootstraps, and that’s what you’ve
got to do! Will power! That’s what conquers! Look at me! Now
you’ve got to brace up! Face the music! Stand the gaff! Take life
by the horns! Look it in the face! Having a baby’s natural!
Perfectly natural thing — why should —

YOUNG WOMAN chokes — points wildly to door. Enter
NURSE with flowers in a vase.

NURSE. What’s the matter?

HUSBAND. She’s got that gagging again — like she had the last
time [ was here.

YOUNG WOMAN gestures him out.
NURSE. Better go, sir.
HUSBAND (at door). 1l be back.

YOUNG WOMAN gasping and gesturing.
NURSE. She needs rest.
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HUSBAND. Tomorrow then. I’ll be back tomorrow — tomorrow
and every day — goodbye. (Exits.)

NURSE. You got a mighty nice husband, I guess you know that?
(Writes on chart.) Gagging.

Corridor life — WOMAN IN BATHROBE passes door. Enter
DOCTOR, YOUNG DOCTOR, NURSE, wheeling surgeon’s
wagon with bottles, instruments, etc.

DOCTOR. How’s the little lady today? (Crosses to bed.)
NURSE. She’s better, Doctor.

DOCTOR. Of course she’s better! She’s all right — aren’t you?
(YOUNG WOMAN does not respond.) What’s the matter?
Can’t you talk? (Drops her hand. Takes chart.)

NURSE. She’s a little weak yet, Doctor.
DOCTOR (at chart). Milk hasn’t come yet?
NURSE. No, Doctor.

DOCTOR. Put the child to breast. (YOUNG WOMAN — ‘No —
no’! — Riveting machine.) No? Don’t you want to nurse your
baby? (YOUNG WOMAN signs ‘No’.) Why not? (No
response.) These modern neurotic women, eh, Doctor? What are
we going to do with ’em? (YOUNG DOCTOR laughs. NURSE
smiles.) Bring the baby!

YOUNG WOMAN. No!

DOCTOR. Well — that’s strong enough. I thought you were too
weak to talk — that’s better. You don’t want your baby?

YOUNG WOMAN. No.

DOCTOR. What do you want?

YOUNG WOMAN. Let alone — let alone.
DOCTOR. Bring the baby.

NURSE. Yes, Doctor — she’s behaved very badly every time,
Doctor — very upset — maybe we better not.

DOCTOR. I decide what we better and better not here, Nurse!
NURSE. Yes, Doctor.

DOCTOR. Bring the baby.

NURSE. Yes, Doctor.

DOCTOR (with chart). Gagging — you mean nausea.
NURSE. Yes, Doctor, but —
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DOCTOR. No buts, nurse.

NURSE. Yes, Doctor.

DOCTOR. Nausea! — Change the diet! — What is her diet?
NURSE. Liquids.

DOCTOR. Give her solids.

NURSE. Yes, Doctor. She says she can’t swallow solids.
DOCTOR. Give her solids.

NURSE. Yes, Doctor. (Starts to go — riveting machine.)

DOCTOR. Wail — I’ll change her medicine. (Takes pad and writes
prescription in Latin. Hands it to NURSE.) After meals. (To
door.) Bring her baby.

Exit DOCTOR, followed by YOUNG DOCTOR and NURSE
with surgeon’s wagon.

NURSE. Yes, Doctor.
Exits.

YOUNG WOMAN (alone). Let me alone — let me alone — let
me alone — I’ve submitted to enough — I won’t submit to any
more — crawl off — crawl off in the dark — Vixen crawled under
the bed — way back in the corner under the bed — they were all
drowned — puppies don’t go to heaven — heaven — golden stairs
— long stairs — long — too long — long golden stairs — climb
those golden stairs — stairs — stairs — climb — tired — too tired —
dead — no matter — nothing matters — dead — stairs — long stairs
— all the dead going up — going up — to be in heaven — heaven —
golden stairs — all the children coming down — coming down to
be born — dead going up — children coming down — going up —
coming down — going up — coming down — going up — coming
down — going up — stop — stop — no — no traffic cop —no — no
traffic cop in heaven — traffic cop — traffic cop — can’t you give
us a smile — tired — too tired — no matter — it doesn’t matter —
St. Peter — St. Peter at the gate — you can’t come in — no matter
— it doesn’t matter — I’ll rest — I’1l lie down — down — all written
down — down in a big book — no matter — it doesn’t matter — I'll
lie down — it weighs me — it’s over me — it weighs — weighs —
it’s heavy — it’s a heavy book — no matter — lie still — don’t
move — can’t move — rest — forget — they say you forget — a
girl — aren’t you glad it’s a girl — a little girl — with no hair —
none — little curls all over his head — a little bald girl — curls —
curls all over his head — what kind of hair had God? no matter —
it doesn’t matter — everybody loves God — they’ve got to — got
to — got to love God — God is love — even if he’s bad they got to
love him — even if he’s got fat hands — fat hands — no no — he
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wouldn’t be God — His hands make you well — He lays on his
hands — well — and happy — no matter — doesn’t matter — far —
too far — tired — too tired Vixen crawled off under bed — eight —
there were eight — a woman crawled off under the bed — a
woman has one — two three four — one two three four — one two
three four — two plus two is four — two limes two is four — two
times four is eight Vixen had eight — one two three four five six
seven eight — eight — Puffie had eight — all drowned — drowned
— drowned in blood — blood — oh God! God — God never had
one — Mary had one — in a manger — the lowly manger — God’s
on a high throne — far — too far — no matter — it doesn’t matter —
God Mary Mary God Mary — Virgin Mary — Mary had one —
the Holy Ghost — the Holy Ghost — George H. Jones — oh

don’t — please don’t! Let me rest — now I can rest — the weight
is gone — inside the weight is gone — it’s only outside — out-
side — all around — weight — I’m under it — Vixen crawled under
the bed — there were eight — I’ll not submit any more — I’ll not
submit — I’ll not submit —

The scene blacks out. The sound of riveting continues until it

goes into the sound of an electric piano and the scene lights up
for Episode Five.

EPISODE FIVE
Prohibited

Scene: bar: bottles, tables, chairs, electric piano.

Sound.: electric piano.

Characters

MAN behind the bar

POLICEMAN at bar

WAITER

At Table 1: a MAN and a WOMAN

At Table 2: a MAN and a BOY

At Table 3: TWO MEN waiting for TWO GIRLS, who are
TELEPHONE GIRL of Episode One and YOUNG WOMAN.

At rise: everyone except the GIRLS on. Of the characters, the

MAN and WOMAN at Table I are an ordinary man and
woman. THE MAN at Table 2 is a middle—aged fairy,; the BOY
is young, untouched. At Table 3, FIRST MAN is pleasing,
common, vigorous. He has coarse wavy hair. SECOND MAN is
an ordinary salesman type.

At Table 3.

FIRST MAN. I’'m going to beat it.
SECOND MAN. Oh, for the love of Mike.
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FIRST MAN. They ain’t going to show.
SECOND MAN. Sure they’ll show.
FIRST MAN. How do you know they’ll show?

SECOND MAN. I tell you you can’t keep that baby away from
me — just got to — (Snaps fingers.) — She comes running.

FIRST MAN. Looks like it.

SECOND MAN (to WAITER makes sign ‘2’ with his fingers). The
same. (WAITER goes to the bar.)

At Table 2.
MAN. Oh. I’'m sorry I brought you here.
BOY. Why?

MAN. This Purgatory of noise! I brought you here to give you
pleasure — let you taste pleasure. This sherry they have here is
bottled — heaven. Walil till you taste it.

BOY. But I don’t drink.

MAN. Drink! This isn’t drink! Real amontillado is sunshine and
orange groves — it’s the Mediterranean and blue moonlight and —
love? Have you ever been in love?

BOY. No.

MAN. Never in love with — a woman?
BOY. No — not really.

MAN. What do you mean really?
BOY. Just — that.

MAN. Ah! (Makes sign to WAITER.) Two — you know what I want
— Two. (WAITER goes to the bar.)

At Table 1.
MAN. Well, are you going through with it, or ain’t you?
WOMAN. Thai’s what I want to do — go through with it.
MAN. But you can’t.
WOMAN. Why can’t I?

MAN. How can yuh? (Silence.) It’s nothing — most women don’t
think anything about it — they just — Bert told me a doctor to go
to — gave me the address —

WOMAN. Don’t talk about it!
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MAN. Got to talk about it — you got to get out of this. (Silence —
MAN makes sign to WAITER.) What you having?

WOMAN. Nothing — I don’t want anything. I had enough.
MAN. Do you good. The same?
WOMAN. I suppose so.

MAN (makes sign ‘2’ to WAITER). The same. (WAITER goes to
the bar.)

At Table 3.
FIRST MAN. I'm going to beat it.

SECOND MAN. Oh say, listen! I'm counting on you to take the
other one off my hands.

FIRST MAN. I’'m going to beat it.

SECOND MAN. For the love of Mike have a heart! Listen — as a
favor to me — I got to be home by six — I promised my wife —
sure. That don’t leave me no time at all if we got to hang around
— entertain some dame. You got to take her off my hands.

FIRST MAN. Maybe she won’t fall for me.

SECOND MAN. Sure she’ll fall for you! They all fall for you —
even my wife likes you — tries to kid herself it’s your brave
exploits, but I know what it is — sure she’ll fall for you.

Enter two girls — TELEPHONE GIRL and YOUNG WOMAN.
GIRL (coming to table). Hello —
SECOND MAN (grouch). Good night.
GIRL. Good night? What’s eatin’ yuh?

SECOND MAN (same). Nothin’s eatin’ me — thought somethin’
musta swallowed you.

GIRL. Why?
SECOND MAN. You’re late!

GIRL (unimpressed). Oh — (Brushing it aside.) Mrs. Jones — Mr.
Smith.

SECOND MAN. Meet my friend, Mr. Roe. (They all sit. To the
WAITER.) The same and two more. (WAITER goes.)

GIRL. So we kept you waiting, did we?
SECOND MAN. Only about an hour.
YOUNG WOMAN. Was it that long?
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SECOND MAN. We been here that long — ain’t we Dick?
FIRST MAN. Just about, Harry.

SECOND MAN. For the love of God what delayed yuh?
GIRL. Tell Helen that one.

SECOND MAN (fo YOUNG WOMAN). The old Irish woman that
went to her first race? Bet on the skate that came in last — she
went up to the jockey and asked him, ‘For the love of God, what
delayed yuh’.

All laugh.
YOUNG WOMAN. Why, that’s kinda funny!
SECOND MAN. Kinda! — What do you mean kinda?

YOUNG WOMAN. I just mean there are not many of em that are
funny at all.

SECOND MAN. Not if you haven’t heard the funny ones.

YOUNG WOMAN. Oh I’ve heard ‘em all.

FIRST MAN. Not a laugh in a carload, eh?

GIRL. Got a cigarette?

SECOND MAN (with package). One of these?

GIRL (taking one). Uhhuh.
He offers the package to YOUNG WOMAN.

YOUNG WOMAN (taking one). Uhhuh.

SECOND MAN (to FIRST MAN). One of these?

FIRST MAN (showing his own package). Thanks — I like these.
He lights YOUNG WOMAN’s cigarette.

SECOND MAN (lighting GIRL’s cigarette.) Well — baby — how
they comin’, huh?

GIRL. Couldn’t be better.

SECOND MAN. How’s every little thing?
GIRL. Just great.

SECOND MAN. Miss me?

GIRL. I'll say so — when did you get in?
SECOND MAN. Just a coupla hours ago.
GIRL. Miss me?
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SECOND MAN. Did I? You don’t know the half of it.
YOUNG WOMAN (interrupting restlessly). Can we dance here?
SECOND MAN. Not here.

YOUNG WOMAN. Where do we go from here?

SECOND MAN. Where do we go from here! You just got here!
FIRST MAN. What’s the hurry?

SECOND MAN. What’s the rush?

YOUNG WOMAN. I don’t know.

GIRL. Helen wants to dance.

YOUNG WOMAN. I just want to keep moving.

FIRST MAN (smiling). You want to keep moving, huh?

SECOND MAN. You must be one of those restless babies! Where
do we go from here!

YOUNG WOMAN. It’s only some days — I want to keep moving.

FIRST MAN. You want to keep moving, huh? (He is staring at her
smilingly.)

YOUNG WOMAN (nods). Uhhuh.
FIRST MAN (quietly). Stick around a while.

SECOND MAN. Where do we go from here! Say, what kind of a
crowd do you run with, anyway?

GIRL. Helen don’t run with any crowd — do you, Helen?
YOUNG WOMAN (embarrassed). No.
FIRST MAN. Well, I’'m not a crowd — run with me.

SECOND MAN (gratified). All set, huh? — Dick was about ready
to beat it.

FIRST MAN. That’s before I met the little lady.
WAITER serves drinks.

FIRST MAN. Here’s how.

SECOND MAN. Here’s to you.

GIRL. Here’s looking at you.

YOUNG WOMAN. Here’s — happy days.
They all drink.

FIRST MAN. That’s good stuff!
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SECOND MAN. Off a boat.

FIRST MAN. Off a boat?

SECOND MAN. They get all their stuff here — off a boat.
GIRL. That’s what they say.

SECOND MAN. No! Sure! Sure they do! Sure!
GIRL. It’s all right with me.

SECOND MAN. But they do! Sure!

GIRL. I believe you, darling!

SECOND MAN. Did you miss me?

GIRL. Uhhuh. (4ffirmative.)

SECOND MAN. Any other daddies?

GIRL. Uhhuh. (Negative.)

SECOND MAN. Love any daddy but daddy?
GIRL. Uhhuh. (Negative.)

SECOND MAN. Let’s beat it!

GIRL (a little self-conscious before YOUNG WOMAN). We just
got here.

SECOND MAN. Don’t I know it — Come on!
GIRL. But — (Indicates YOUNG WOMAN.)
SECOND MAN (not understanding). They’re all set — aren’t you?

FIRST MAN (to YOUNG WOMAN). Are we? (She doesn’t
answer.)

SECOND MAN. I got to be out to the house by six — come on —
(Rising — to GIRL) Come on, kid — let’s us beat it! (GIRL
indicates YOUNG WOMAN. Now understanding — very
elaborate.) Business is business, you know! I got a lot to do yet
this afternoon — thought you might go along with me — help me
out — how about it?

GIRL (rising, her dignity preserved). Sure — I’ll go along with you
— help you out. (Both rise.)

SECOND MAN. All right with you folks?

FIRST MAN. All right with me.

SECOND MAN. All right with you? (7o YOUNG WOMAN.)
YOUNG WOMAN. All right with me.
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SECOND MAN. Come on, kid. (They rise.) Where’s the damage?
FIRST MAN. Go on!

SECOND MAN. No!

FIRST MAN. Go on!

SECOND MAN. I’'ll match you.

YOUNG WOMAN. Heads win!

GIRL. Heads I win — tails you lose.

SECOND MAN (impatiently). He’s matching me.

FIRST MAN. Am I matching you or you matching me?
SECOND MAN. I'm matching you. (They match.) You’re stung!

FIRST MAN (contentedly). Not so you can notice it. (Smiles at
YOUNG WOMAN.)

GIRL. That’s for you, Helen.
SECOND MAN. She ain’t dumb! Come on.

GIRL (fo FIRST MAN). You be nice to her now. She’s very
fastidious. — Goodbye.

Exit SECOND MAN and GIRL.
YOUNG WOMAN. I know what business is like.
FIRSTMAN. You do — do yuh?
YOUNG WOMAN. I used to be a business girl myself before —
FIRST MAN. Before what?
YOUNG WOMAN. Before I quit.
FIRST MAN. What did you quit for?
YOUNG WOMAN. I just quit.
FIRST MAN. You’re married, huh?
YOUNG WOMAN. Yes — I am.
FIRST MAN. All right with me.

YOUNG WOMAN. Some men don’t seem to like a woman after
she’s married —

WAITER comes to the table.
FIRST MAN. What’s the difference?
YOUNG WOMAN. Depends on the man, I guess.
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FIRST MAN. Depends on the woman, I guess. (To WAITER,
makes sign of 2°.) The same. (WAITER goes to the bar.)

At Table 1.
MAN. It don’t amount to nothing. God! Most women just —
WOMAN. I know — I know — I know.
MAN. They don’t think nothing of it. They just —
WOMAN. I know — I know — I know.

Re-enter SECOND MAN and GIRL. They go to Table 3.

SECOND MAN. Say, I forgot — I want you to do something for me,
will yuh?

FIRST MAN. Sure — what is it?

SECOND MAN. I want you to telephone me out home tomorrow —
and ask me to come into town — will yuh?

FIRST MAN. Sure — why not?
SECOND MAN. You know — business — get me?
RRST MAN. I get you.

SECOND MAN. I've worked the telegraph gag to death — and my
wife likes you.

FIRST MAN. What’s your number?

SECOND MAN. I’ll write it down for you. (Writes.)
FIRST MAN. How is your wife?

SECOND MAN. She’s fine.

FIRST MAN. And the kid?

SECOND MAN. Great. (Hands him the card. To girl.) Come on,
kid. (Turns back to YOUNG WOMAN.) Get this bird to tell you
about himself.

GIRL. Keep him from it.

SECOND MAN. Get him to tell you how he killed a couple of spig
down in Mexico.

GIRL. You been in Mexico?

SECOND MAN. He just came up from there.
GIRL. Can you teach us the tango?

YOUNG WOMAN. You killed a man?
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SECOND MAN. Two of em! With a bottle! Get him to tell you —
with a bottle. Come on, kid. Goodbye.

Exit SECOND MAN and GIRL.
YOUNG WOMAN. Why did you?
FIRST MAN. What?

YOUNG WOMAN. Kill ’em?
FIRST MAN. To get free.
YOUNG WOMAN. Oh.

At Table 2.

MAN. You really must taste this — just taste it. It’s a real
amontillado, you know.

BOY. Where do they get it here?

MAN. It’s always down the side streets one finds the real pleasures,
don’t you think?

BOY. I don’t know.

MAN. Learn. Come, taste this! Amontillado! Or don’t you like
amontillado?

BOY. I don’t know. I never had any before.

MAN. Your first taste! How I envy you! Come, taste it! Taste it!
And die.

BOY tastes wine — finds it disappointing.

MAN (gilding it). Poe was a lover of amontillado. He returns to it
continually, you remember — or are you a lover of Poe?

BOY. I’ve read a lot of him.

MAN. But are you a lover?

At Table 3.

FIRST MAN. There were a bunch of bandidos — bandits, you
know, took me into the hills — holding me there — what was I to
do? got the two birds that guarded me drunk one night, and then
I filled the empty bottle with small stones — and let ’em have it!

YOUNG WOMAN. Oh!

FIRST MAN. I had to get free, didn’t I? I let ‘em have it —
YOUNG WOMAN. Oh — then what did you do?

FIRST MAN. Then I beat it.
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YOUNG WOMAN. Where to — ?
FIRST MAN. Right here. (Pause.) Glad?
YOUNG WOMAN (nods). Yes.

FIRST MAN (makes sign to WAITER of 2°). The same. (WAITER
goes to the bar.)

At Table 1.
MAN. You’'re just scared because this is the first time and —
WOMAN. I’m not scared.
MAN. Then what are you for Christ’s sake?

WOMAN. I’m not scared. I want it — [ want to have it — that ain’t
being scared, is it?

MAN. It’s being goofy.
WOMAN. I don’t care.
MAN. What about your folks?
WOMAN. I don’t care.

MAN. What about your job? (Silence.) You got to keep your job,
haven’t you? (Silence.) Haven’t you?

WOMAN. I suppose so.
MAN. Well — there you are!

WOMAN (silence — then). All right — let’s go now — You got the
address?

MAN. Now you’re coming to.
They get up and go off. Exit MAN and WOMAN.

At Table 3.
YOUNG WOMAN. A bottle like that? (She picks it up.)
FIRST MAN. Yeah — filled with pebbles.
YOUNG WOMAN. What kind of pebbles?
FIRST MAN. Pebbles! Off the ground.
YOUNG WOMAN. Oh.

FIRST MAN. Necessity, you know, mother of invention. (4s
YOUNG WOMAN handles the bottle.) Ain’t a bad weapon — first
you got a sledge hammer — then you got a knife.

YOUNG WOMAN. Oh. (Puts bottle down.)
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FIRST MAN. Women don’t like knives, do they? (Pours drink.)
YOUNG WOMAN. No.

FIRST MAN. Don’t mind a hammer so much, though, do they?
YOUNG WOMAN. No —

FIRST MAN. I didn’t like it myself — any of it — but I had to get
free, didn’t I? Sure I had to get free, didn’t I? (Drinks.) Now I’'m
damn glad I did.

YOUNG WOMAN. Why?
FIRST MAN. You know why. (He puts his hand over hers.)

At Table 2.

MAN. Let’s go to my rooms — and I’ll show them to you — I have a
first edition of Verlaine that will simply make your mouth water.
(They stand up.) Here — there’s just a sip at the bottom of my
glass —

BOY takes it.
That last sip’s the sweetest — Wasn’t it?

BOY (laughs). And I always thought that was dregs. (Exit MAN
followed by BOY.)

At Table 3.
The MAN is holding her hand across the table.

YOUNG WOMAN. When you put your hand over mine! When
you just touch me!

FIRST MAN. Yeah? (Pause.) Come on, kid, let’s go!
YOUNG MAN. Where?

FIRST MAN. You haven’t been around much, have you, kid?
YOUNG WOMAN. No.

FIRST MAN. I could tell that just to look at you.

YOUNG WOMAN. You could?

FIRST MAN. Sure I could, What are you running around with a
girl like that other one for?

YOUNG WOMAN. I don’t know. She seems to have a good time.
FIRST MAN. So that’s it?

YOUNG WOMAN. Don’t she?

FIRST MAN. Don’t you?
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YOUNG WOMAN. No.

FIRST MAN. Never?

YOUNG WOMAN. Never.

FIRST MAN. What’s the matter?

YOUNG WOMAN. Nothing — just me, I guess.
FIRST MAN. You’re all right.

YOUNG WOMAN. Am 1?

FIRST MAN. Sure. You just haven’t met the right guy — that’s all —
girl like you — you got to meet the right guy.

YOUNG WOMAN. I know.

FIRST MAN. You’re different from girls like that other one — any
guy’ll do her. You’re different.

YOUNG WOMAN. I guess I am.

FIRST MAN. You didn’t fall for that business gag — did you —
when they went oft?

YOUNG WOMAN. Well, I thought they wanted to be alone
probably, but —

FIRST MAN. And how!

YOUNG WOMAN. Oh — so that’s it.

FIRST MAN. That’s it. Come along — let’s go —
YOUNG WOMAN. Oh, I couldn’t! Like this?
FIRST MAN. Don’t you like me?

YOUNG WOMAN. Yes.

FIRST MAN. Then what’s the matter?
YOUNG WOMAN. Do — you — like me?

FIRST MAN. Like yuh? You don’t know the half of it — listen —
you know what you seem like to me?

YOUNG WOMAN. What?

FIRST MAN. An angel. Just like an angel.
YOUNG WOMAN. I do?

FIRST MAN. That’s what I said! Let’s go!
YOUNG WOMAN. Where?

FIRST MAN. Where do you live?
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YOUNG WOMAN. Oh, we can’t go to my place.

FIRST MAN. Then come to my place.

YOUNG WOMAN. Oh I couldn’t —is it far?

FIRST MAN. Just a step — come on —

YOUNG WOMAN. Oh I couldn’t — what is it — a room?
FIRST MAN. No — an apartment — a one room apartment.
YOUNG WOMAN. That’s different.

FIRST MAN. On the ground floor — no one will see you — coming
or going.

YOUNG WOMAN (getting up). 1 couldn’t.

FIRST MAN (rises). Wait a minute — I got to pay the damage — and
I’1l get a bottle of something to take along.

YOUNG WOMAN. No — don’t.

FIRST MAN. Why not?

YOUNG WOMAN. Well — don’t bring any pebbles.
FIRST MAN. Say — forget that! Will you?

YOUNG WOMAN. I just meant I don’t think I’ll need anything to
drink.

FIRST MAN (leaning to her eagerly). You like me — don’t you, kid?
YOUNG WOMAN. Do you me?
FIRST MAN. Wait!

He goes to the bar. She remains, her hands outstretched on the
table, staring ahead. Enter a MAN and a GIRL. They go to one
of the empty tables. The WAITER goes to them.

MAN (to GIRL). What do you want?
GIRL. Same old thing.
MAN (to the WAITER). The usual. (Makes a sign 2°.)

The FIRST MAN crosses to YOUNG WOMAN with a wrapped
bottle under his arm. She rises and starts out with him. As they
pass the piano, he stops and puts in a nickle — the music starts
as they exit. The scene blacks out.

The music of the electric piano continues until the lights go up
for Episode Six, and the music has become the music of a hand
organ, very very faint.

EPISODE SIX
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Intimate

Scene: a dark room.
Sounds: a hand organ, footbeats, of passing feet.

Characters
MAN
YOUNG WOMAN

At rise: darkness. Nothing can be discerned. From the outside
comes the sound of a hand organ, very faint, and the irregular
rhythm of passing feet. The hand organ is playing Cielito Lindo,
that Spanish song that has been on every hand organ lately.

MAN. You’re awful still, honey. What you thinking about?
WOMAN. About sea shells. (The sound of her voice is beautiful.)
MAN. Sheshells? Gee! I can’t say it!

WOMAN. When I was little my grandmother used to have a big
pink sea shell on the mantle behind the stove. When we’d go to
visit her they’d let me hold it, and listen. That’s what I was
thinking about now.

MAN. Yeah?

WOMAN. You can hear the sea in ’em, you know.

MAN. Yeah, I know.

WOMAN. I wonder why that is?

MAN. Search me. (Pause.)

WOMAN. You going? (He has moved.)

MAN. No. I just want a cigarette.

WOMAN (glad, relieved). Oh.

MAN. Want one?

WOMAN. No. (Taking the match.) Let me light it for you.

MAN. You got mighty pretty hands, honey. (The match is out.) This
little pig went to market. This little pig stayed home. This little
pig went —

WOMAN (laughs). Diddle diddle dee. (Laughs again.)
MAN. You got awful pretty hands.

WOMAN. I used to have. But I haven’t taken much care of them
lately. I will now — (Pause. The music gets clearer.) What’s
that?

MAN. What?
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WOMAN. That music?

MAN. A dago hand organ I gave him two bits the first day I got
here — so he comes every day.

WOMAN. I mean — what’s that he’s playing?
MAN. Cielito Lindo.

WOMAN. What does that mean?

MAN. Little Heaven.

WOMAN. Lillie Heaven?

MAN. That’s what lovers call each other in Spain.
WOMAN. Spain’s where all the castles are, ain’t it?
MAN. Yeah.

WOMAN. Little Heaven — sing it!

MAN (singing to the music of the hand organ). Da la sierra morena
viene, bajando viene, bajando; un par de ojitos negros — cielito
lindo — da contrabando.

WOMAN. What does it mean?
MAN. From the high dark mountains.
WOMAN. From the high dark mountains — ?

MAN. Oh it doesn’t mean anything. I doesn’t make sense. It’s
love. (Taking up the song.) Ay-ay-ay-ay.

WOMAN. I know what that means.

MAN. What?

WOMAN. Ay-ay-ay-ay. (They laugh.)

MAN (taking up the song). Canta non Ilores — Sing don’t cry —

WOMAN (taking up song). La-1a-la-la-la-la-la-la-la-la — Little
Heaven!

MAN. You got a nice voice, honey.
WOMAN. Have 1? (Laughs — tickles him.)
MAN. You bet you have — hey!

WOMAN (laughing). You ticklish?

MAN. Sure I am! Hey! (They laugh.) Go on, honey, sing
something.

WOMAN. I couldn’t.
MAN. Go on — you got a fine voice.
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WOMAN (laughs and sings). Hey, diddle, diddle, the cat and the
fiddle, The cow jumped over the moon, The little dog laughed to
see the sport, And the dish ran away with the spoon —

Both laugh.
I never thought that had any sense before — now I get it.
MAN. You got me beat.

WOMAN. It’s you and me — La-lalalalalala — lalalalalalala — Little
Heaven. You’re the dish and I’'m the spoon.

MAN. You’'re a little spoon all right.

WOMAN. And I guess I’m the little cow that jumped over the
moon. (A pause.) Do you believe in sorta guardian angels?

MAN. What?
WOMAN. Guardian angels?
MAN. I don’t know. Maybe.

WOMAN. I do. (Taking up the song again.) Lalalalala — lalalalala —
lalalala — Little Heaven. (Talking.) There must be something that
looks out for you and brings you your happiness, at last — look
at us! How did we both happen to go to that place today if there
wasn’t something!

MAN. Maybe you’re right.

WOMAN. Look at us!

MAN. Everything’s us to you, kid — ain’t it?
WOMAN. Ain’t it?

MAN. All right with me.

WOMAN. We belong together! We belong together! And we’re
going to stick together, ain’t we?

MAN. Sing something else.
WOMAN. I tell you I can’t sing!
MAN. Sure you can!

WOMAN. I tell you I hadn’t thought of singing since I was a little
bit of a girl.

MAN. Well sing anyway.

WOMAN (singing). And every little wavelet had its night cap on —
its night cap on — its night cap on — and every little wave had its
night cap on — so very early in the morning. (7alking.) Did you
used to sing that when you were a little kid?
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MAN. Nope.

WOMAN. Didn’t you? We used to — in the first grade — little kids —
we used to go round and round in a ring — and flop our hands up
and down — supposed to be the waves. I remember it used to
confuse me — because we did just the same thing to be little
angels.

MAN. Yeah?
WOMAN. You know why I came here?
MAN. I can make a good guess.

WOMAN. Because you told me I looked like an angel to you!
That’s why I came.

MAN. Jeez, honey, all women look like angels to me — all white
women. [ ain’t been seeing nothing but Indians, you know for
the last couple a years. Gee, when I got off the boat here the
other day — and saw all the women — gee I pretty near went
crazy — talk about looking like angels — why —

WOMAN. You’ve had a lot of women, haven’t you?
MAN. Not so many — real ones.
WOMAN. Did you —like any of ’em — better than me?

MAN. Nope — there wasn’t one of ’em any sweeter than you, honey
—not as sweet — no — not as sweet.

WOMAN. I like to hear you say it. Say it again —
MAN (protesting good humoredly). Oh —
WOMAN. Go on — tell me again!

MAN. Here! (Kisses her.) Does that tell you?

WOMAN. Yes. (Pause.) We’re going to stick together — always —
aren’t we?

MAN (honestly). I’ll have to be moving on, kid — some day, you
know.

WOMAN. When?
MAN. Quien sabe?
WOMAN. What does that mean?

MAN. Quien sabe? You got to learn that, kid, if you’re figuring on
corning with me. It’s the answer to everything — below the Rio
Grande.

WOMAN. What does it mean?

MAN. It means — who knows?
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WOMAN. Keen sabe?

MAN. Yep — don’t forget — now.
WOMAN. I’ll never forget it!

MAN. Quien sabe?

WOMAN. And I'll never get to use it.
MAN. Quien sabe.

WOMAN. I’ll never get below the Rio Grande — I’ll never get out
of here.

MAN. Quien sabe.

WOMAN (change of mood). That’s right! Keen sabe? Who knows?
MAN. That’s the stuff.

WOMAN. You must like it down there.

MAN. I can’t live anywhere else — for long.

WOMAN. Why not?

MAN. Oh — you’re free down there! You’re free!

A streetlight is lit outside. The outlines of a window take form
against this light. There are bars across it, and from outside it,
the sidewalk cuts across almost at the top. It is a basement
room. The constant going and coming of passing feet, mostly
feet of couples, can be dimly seen. Inside, on the ledge, there is a
lily blooming in a bowl! of rocks and water.

WOMAN. What’s that?

MAN. Just the street light going on.

WOMAN. Is it as late as that?

MAN. Late as what?

WOMAN. Dark.

MAN. It’s been dark for hours — didn’t you know that?
WOMAN. No! — I must go! (Rises.)

MAN. Wait — the moon will be up in a little while — full moon.
WOMAN. It isn’t that! I’m late! I must go!

She comes into the light. She wears a white chemise that might
be the tunic of a dancer, and as she comes into the light she
fastens about her waist a little skirt. She really wears almost
exactly the clothes that women wear now, but the finesse of their
cut, and the grace and ease with which she puts them on, must
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turn this episode of her dressing into a personification, an
idealization of a woman clothing herself. All her gestures must
be unconscious, innocent, relaxed, sure and full of natural
grace. As she sits facing the window pulling on a stocking.

What’s that?
MAN. What?
WOMAN. On the window ledge.
MAN. A flower.
WOMAN. Who gave it to you?
MAN. Nobody gave it to me. [ bought it.
WOMAN. For yourself,
MAN. Yeah — Why not?
WOMAN. I don’t know.

MAN. In Chinatown — made me think of Frisco where I was a kid —
so [ bought it.

WOMAN. Is that where you were born — Frisco?
MAN. Yep. Twin Peaks.

WOMAN. What’s that?

MAN. A couple of hills — together.

WOMAN. One for you and one for me.

MAN. I bet you’d like Frisco.

WOMAN. lknow a woman went out there once!

MAN. The bay and the hills! Jeez, that’s the life! Every Saturday
we used to cross the Bay — get a couple nags and just ride — over
the hills. One would have a blanket on the saddle — the other, the
grub. At night, we’d make a little fire and eat — and then roll up
in the old blanket and —

WOMAN. Who? Who was with you?

MAN (indifferently). Anybody. (Enthusiastically.) Jeez, that dry old
grass out there smells good at night — full of tar weed — you know —

WOMAN. Is that a good smell?

MAN. Tar weed? Didn’t you ever smell it? (She shakes her head
‘No’.) Sure it’s a good smell! The Bay and the hills.

She goes to the mirror of the dresser, to finish dressing. She has
only a dress to put on that is in one piece — with one fastening
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on the side. Before slipping it on, she stands before the mirror
and stretches. Appreciatively but indifferently.

You look in good shape, kid. A couple of months riding over the
mountains with me, you’d be great.

WOMAN. Can I?

MAN. What?

WOMAN. Some day — ride mountains with you?
MAN. Ride mountains? Ride donkeys!

WOMAN. It’s the same thing! — with you! — Can I — some day?
The high dark mountains?

MAN. Who knows?
WOMAN. It must be great!

MAN. You ever been off like that, kid? — high up? On top of the
world?

WOMAN. Yes.

MAN. When?

WOMAN. Today.

MAN. You’'re pretty sweet.

WOMAN. I never knew anything like this way! I never knew that I
could feel like this! So, — so purified! Don’t laugh at me!

MAN. I ain’t laughing, honey.
WOMAN. Purified.

MAN. It’s a hell of a word — but I know what you mean. That’s the
way it is — sometimes.

WOMAN (she puts on a little hat, then turns to him). Well —
goodbye.

MAN. Aren’t you forgetting something? (Rises.)

She looks toward him, then throws her head slowly back, lifts
her right arm — this gesture that is in so many statues of
women — Volupte. He comes out of the shadow, puts his arm
around her, kisses her. Her head and arm go further back —
then she brings her arm around with a wide encircling gesture,
her hand closes over his head, her fingers spread. Her fingers
are protective, clutching. When he releases her, her eyes are
shining with tears. She turns away. She looks back at him — and
the room — and her eyes fasten on the lily.

WOMAN. Can I have that?
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MAN. Sure — why not?

She takes it — goes. As she opens the door, the music is louder.
The scene blacks out.

WOMAN. Goodbye. And — (Hesitates.) And — thank you.
Curtain

The music continues until the curtain goes up for Episode
Seven. It goes up on silence.

EPISODE SEVEN

Domestic

Scene: a sitting room: a divan, a telephone, a window.

Characters
HUSBAND
YOUNG WOMAN

They are seated on opposite ends of the divan. They are both
reading papers — to themselves.

HUSBAND. Record production.
YOUNG WOMAN. Girl turns on gas.
HUSBAND. Sale hits a million —
YOUNG WOMAN. Woman leaves all for love —
HUSBAND. Market trend steady —
YOUNG WOMAN. Young wife disappears —
HUSBAND. Owns a life interest —
Phone rings. YOUNG WOMAN looks toward it.

That’s for me. (In phone.) Hello — oh hello, A.B. It’s all
settled? — Everything signed? Good. Good! Tell R.A. to call
me up. (Hangs up phone — to YOUNG WOMAN.) Well, it’s all
settled. They signed! — aren’t you interested? Aren’t you going
to ask me?

YOUNG WOMAN (by rote). Did you put it over?
HUSBAND. Sure I put it over.

YOUNG WOMAN. Did you swing it?
HUSBAND. Sure I swung it.

YOUNG WOMAN. Did they come through?
HUSBAND. Sure they came through.
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YOUNG WOMAN. Did they sign?
HUSBAND. I’ll say they signed.

YOUNG WOMAN. On the dotted line?
HUSBAND. On the dotted line.

YOUNG WOMAN. The property’s yours?

HUSBAND. The property’s mine. I’ll put a first mortgage. I’ll put
a second mortgage and the property’s mine. Happy?

YOUNG WOMAN (by rote). Happy.

HUSBAND (going to her). The property’s mine! It’s not all that’s
mine! (Pinching her cheek — happy and playful.) 1 got a first
mortgage on her — I got a second mortgage on her — and she’s
mine!

YOUNG WOMAN pulls away swiftly.
What’s the matter?
YOUNG WOMAN. Nothing — what?
HUSBAND. You flinched when I touched you.
YOUNG WOMAN. No.
HUSBAND. You haven’t done that in a long lime.
YOUNG WOMAN. Haven’t I?
HUSBAND. You used to do it every time I touched you.
YOUNG WOMAN. Did 1?
HUSBAND. Didn’t know that, did you?
YOUNG WOMAN (unexpectedly). Yes. Yes, I know it.
HUSBAND. Just purity.
YOUNG WOMAN. No.
HUSBAND. Oh, I liked it. Purity.
YOUNG WOMAN. No.
HUSBAND. You’re one of the purest women that ever lived.
YOUNG WOMAN. I’'m just like anybody else only — (Stops.)
HUSBAND. Only what?
YOUNG WOMAN (pause). Nothing.
HUSBAND. It must be something.

Phone rings. She gets up and goes to window.
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HUSBAND (in phone). Hello — hello, R.A. — well, I put it over —
yeah, I swung it — sure they came through — did they sign? On
the dotted line! The property’s mine. I made the proposition.

I sold them the idea. Now watch me. Tell D.D. to call me up.
(Hangs up.) That was R.A. What are you looking at?

YOUNG WOMAN. Nothing.

HUSBAND. You must be looking at something.
YOUNG WOMAN. Nothing — the moon.
HUSBAND. The moon’s something, isn’t it?
YOUNG WOMAN. Yes.

HUSBAND. What’s it doing?

YOUNG WOMAN. Nothing.

HUSBAND. It must be doing something.

YOUNG WOMAN. It’s moving — moving — (She comes down,
restlessly.)

HUSBAND. Pull down the shade, my dear.
YOUNG WOMAN. Why?
HUSBAND. People can look in.

Phone rings.

Hello — hello D.D. — Yes — I put it over — they came across —

I put it over on them — yep — yep — yep — I'll say I am — yep —on
the dotted line — Now you watch me — yep. Yep yep. Tell B.M.
to phone me. (Hangs up.) That was D.D. (To YOUNG
WOMAN who has come down to davenport and picked up a
paper.) Aren’t you listening?

YOUNG WOMAN. I’m reading.

HUSBAND. What you reading?

YOUNG WOMAN. Nothing.

HUSBAND. Must be something. (He sits and picks up his paper.)

YOUNG WOMAN (reading). Prisoner escapes — lifer breaks jail —
shoots way to freedom —

HUSBAND. Don’t read that stuff — listen — here’s a first rate edi-
torial. I agree with this. I agree absolutely. Are you listening?

YOUNG WOMAN. I’'m listening.

HUSBAND (importantly). All men are born free and entitled to the
pursuit of happiness. (YOUNG WOMAN gets up.) My, you’re
nervous tonight.
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YOUNG WOMAN. I try not to be.

HUSBAND. You inherit that from your mother. She was in the
office today.

YOUNG WOMAN. Was she?

HUSBAND. To get her allowance.

YOUNG WOMAN. Oh-

HUSBAND. Don’t you know it’s the first.

YOUNG WOMAN. Poor Ma.

HUSBAND. What would she do without me?

YOUNG WOMAN. I know. You’re very good.
HUSBAND. One thing — she’s grateful.

YOUNG WOMAN. Poor Ma — poor Ma.

HUSBAND. She’s got to have care.

YOUNG WOMAN. Yes. She’s got to have care.
HUSBAND. A mother’s a very precious thing — a good mother.
YOUNG WOMAN (excitedly). 1 try to be a good mother.
HUSBAND. Of course you’re a good mother.

YOUNG WOMAN. I try! I try!

HUSBAND. A mother’s a very precious thing — (Resuming his
paper.) And a child’s a very precious thing. Precious jewels.

YOUNG WOMAN (reading). Sale of jewels and precious stones.
YOUNG WOMAN puts her hand to throat.

HUSBAND. What’s the matter?

YOUNG WOMAN. I feel as though I were drowning.
HUSBAND. Drowning?

YOUNG WOMAN. With stones around my neck.

HUSBAND. You just imagine that.

YOUNG WOMAN. Stifling.

HUSBAND. You don’t breathe deep enough — breathe now —
look at me. (He breathes.) Breath is life. Life is breath.

YOUNG WOMAN (suddenly). And what is death?
HUSBAND (smartly). Just — no breath!

YOUNG WOMAN (1o herself). Just no breath.
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Takes up paper.
HUSBAND. All right?
YOUNG WOMAN. All right.

HUSBAND (reads as she stares at her paper. Looks up after a
pause.) 1 feel cold air, my dear.

YOUNG WOMAN. Cold air?

HUSBAND. Close the window, will you?
YOUNG WOMAN. It isn’t open.
HUSBAND. Don’t you feel cold air?
YOUNG WOMAN. No — you just imagine it.

HUSBAND. I never imagine anything. (YOUNG WOMAN is
staring at the paper.) What are you reading?

YOUNG WOMAN. Nothing.
HUSBAND. You must be reading something.
YOUNG WOMAN. Woman finds husband dead.

HUSBAND (uninterested). Oh. (Interested.) Here’s a man says
‘I owe my success to a yeast cake a day — my digestion is
good — I sleep very well — and — (His wife gets up, goes toward
door.) Where you going?

YOUNG WOMAN. No place.

HUSBAND. You must be going some place.
YOUNG WOMAN. Just — to bed.
HUSBAND. It isn’t eleven yet. Wait.
YOUNG WOMAN. Wait?

HUSBAND. It’s only ten-forty-six — wait! (Holds out his arms to
her.) Come here!

YOUNG WOMAN (takes a step toward him - recoils). Oh —
I want to go away!

HUSBAND. Away? Where?

YOUNG WOMAN. Anywhere — away.
HUSBAND. Why, what’s the matter?

YOUNG WOMAN. I’'m scared.

HUSBAND. What of?

YOUNG WOMAN. I can’t sleep — I haven’t slept.
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HUSBAND. That’s nothing.

YOUNG WOMAN. And the moon — when it’s full moon.
HUSBAND. That’s nothing.

YOUNG WOMAN. I can’t sleep.

HUSBAND. Of course not. It’s the light.

YOUNG WOMAN. I don’t see it! I feel it! I’'m afraid.
HUSBAND (kindly). Nonsense — come here.
YOUNG WOMAN. I want to go away.

HUSBAND. But I can’t get away now.

YOUNG WOMAN. Alone!

HUSBAND. You’ve never been away alone.
YOUNG WOMAN. I know.

HUSBAND. What would you do?

YOUNG WOMAN. Maybe I’d sleep.

HUSBAND. Now you wait.

YOUNG WOMAN (desperately). Wait?

HUSBAND. We’ll take a trip — we’ll go to Europe — I'll get
my watch — I’ll get my Swiss watch — I’ve always wanted a
Swiss watch that I bought right there — isn’t that fumy? Wait —
wait. (YOUNG WOMAN comes down to davenport — sits.
Husband resumes his paper.) Another revolution below the Rio
Grande.

YOUNG WOMAN. Below the Rio Grande?
HUSBAND. Yes — another —

YOUNG WOMAN. Anyone — hurt?
HUSBAND. No.

YOUNG WOMAN. Any prisoners?
HUSBAND. No.

YOUNG WOMAN. All free?

HUSBAND. All free.

He resumes his paper. YOUNG WOMAN sits, staring
ahead of her. The music of the hand organ sounds off
very dimly, playing Cielito Lindo. Voices begin to sing it —
‘Ay-ay-ay-ay’ — and then the words — the music and voices
get louder.

169



THE VOICE OF HER LOVER. They were a bunch of bandidos —
bandits you know — holding me there — what was I to do — I had
to get free — didn’t I? I had to get free —

VOICES. Free — free — free —
LOVER. I filled an empty bottle with small stones —

VOICES. Stones — stones — precious stones — millstones — stones —
stones — millstones —

LOVER. Just a bottle with small stones.

VOICES. Stones — stones — small stones —
LOVER. You only need a bottle with small stones.
VOICES. Stones — stones — small stones —

VOICE OF A HUCKSTER. Stones for sale — stones — stones —
small stones — precious stones —

VOICES. Stones — stones — precious stones —
LOVER. Had to get free, didn’t I? Free?

VOICES. Free? Free?

LOVER. Quien sabe? Who knows? Who knows?
VOICES. Who’d know? Who’d know? Who’d know?

HUCKSTER. Stones — stones — small stones — big stones —
millstones — cold stones — head stones —

VOICES. Head stones — head stones — head stones.

The music — the voices — mingle — increase — the YOUNG
WOMAN flies from her chair and cries out in terror.

YOUNG WOMAN. Oh! Oh!

The scene blacks out — the music and the dim voices, ‘Stones —
stones — stones,’ continue until the scene lights for Episode
Eight.

EPISODE EIGHT
The Law

Scene: courtroom.
Sounds: clicking of telegraph instruments offstage.

Characters
JUDGE
JURY
LAWYERS
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SPECTATORS
REPORTERS
MESSENGER BOYS
LAW CLERKS
BAILIFF

COURT REPORTER
YOUNG WOMAN

The words and movements of all these people except the YOUNG
WOMAN are routine — mechanical. Each is going through the
motions of his own game.

At rise: all assembled, except JUDGE.
Enter JUDGE.

BAILIFF (mumbling). Hear ye — hear ye — hear ye! (A/l rise.
JUDGE sits. All sit. LAWYER FOR DEFENSE getfs fo his feet —
He is the verbose, ‘eloquent’ typical criminal defense lawyer.
JUDGE signs to him to wait — turns to LAW CLERKS, grouped
at foot of the bench.

FIRST CLERK (handing up a paper — routine voice). State versus
Kling — stay of execution.

JUDGE. Denied.
FIRST CLERK goes.

SECOND CLERK. Bing vs. Ding — demurrer.
JUDGE signs. SECOND CLERK goes.

THIRD CLERK. Case of John King — habeas corpus.

JUDGE signs. THIRD CLERK goes. JUDGE signs fo
BAILIFF.

BAILIFF (mumbling). People of the State of — —— versus Helen
Jones.

JUDGE (to LAWYER FOR DEFENSE). Defense ready to
proceed?

LAWYER FOR DEFENSE. We’re ready, your Honor.

JUDGE. Proceed.

LAWYER FOR DEFENSE. Helen Jones.

BAILIIFF. HELEN JONES!
YOUNG WOMAN rises.

LAWYER FOR DEFENSE. Mrs. Jones, will you take me stand?
YOUNG WOMAN goes to witness stand.
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FIRST REPORTER (writing rapidly). The defense sprang a
surprise at me opening of court this morning by putting the
accused woman on me stand. The prosecution was swept off

its feet by this daring defense strategy and — (Instruments get
louder.)

SECOND REPORTER. Trembling and scarcely able to stand,
Helen Jones, accused murderess, had to be almost carried to
the witness stand this morning when her lawyer —

BAILIFF (mumbling — with Bible). Do you swear to tell the truth,
the whole truth and nothing but the truth — so help you God?

YOUNG WOMAN. I do.
JUDGE. You may sit.
She sits in witness chair.
COURT REPORTER. What is your name?
YOUNG WOMAN. Helen Jones.
COURT REPORTER. Your age?
YOUNG WOMAN (hesitates — then). Twenty-nine.
COURT REPORTER. Where do you live?
YOUNG WOMAN. In prison.
LAWYER FOR DEFENSE. This is my client’s legal address.
Hands a scrap of paper.

LAWYER FOR PROSECUTION (jumping to his feet). I object to
this insinuation on the part of counsel of any illegality in the
holding of this defendant in jail when the law —

LAWYER FOR DEFENSE. I made no such insinuation.
LAWYER FOR PROSECUTION. You implied it —
LAWYER FOR DEFENSE. I did not!

LAWYER FOR PROSECUTION. You’re a —

JUDGE. Order!

BAILIFF. Order!

LAWYER FOR DEFENSE. Your Honor, I object to counsel’s
constant attempt to —

LAWYER FOR PROSECUTION. I protest — I —
JUDGE. Order!
BAILIFF. Order!
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JUDGE. Proceed with the witness.

LAWYER FOR DEFENSE. Mrs. Jones, you are the widow of the
late George H. Jones, are you not?

YOUNG WOMAN. Yes.

LAWYER FOR DEFENSE. How long were you married to the late
George H. Jones before his demise?

YOUNG WOMAN. Six years.

LAWYER FOR DEFENSE. Six years! And it was a happy
marriage, was it not? (YOUNG WOMAN r/esitates.) Did you
quarrel?

YOUNG WOMAN. No, Sir.

LAWYER FOR DEFENSE. Then it was a happy marriage, wasn’t
it?

YOUNG WOMAN. Yes, Sir.

LAWYER FOR DEFENSE. In those six years of married life with
your late husband, the late George H. Jones, did you EVER
have a quarrel?

YOUNG WOMAN. No, Sir.
LAWYER FOR DEFENSE. Never one quarrel?
LAWYER FOR PROSECUTION. The witness has said —

LAWYER FOR DEFENSE. Six years without one quarrel! Six
years! Gentlemen of the jury, I ask you to consider this fact!
Six years of married life without a quarrel. (The JURY grins.)
I ask you to consider it seriously! Very seriously! Who of us —
and this is not intended as any reflection on the sacred
institution of marriage — no — but!

JUDGE. Proceed with your witness.

LAWYER FOR DEFENSE. You have one child — have you not,
Mrs. Jones?

YOUNG WOMAN. Yes, Sir.

LAWYER FOR DEFENSE. A little girl, is it not?
YOUNG WOMAN. Yes, Sir.

LAWYLR FOR DEFENSE. How old is she?
YOUNG WOMAN. She’s five — past five.

LAWYER FOR DEFENSE. A little girl of past five. Since the
demise of the late Mr. Jones you are the only parent she has
living, are you not?
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YOUNG WOMAN. Yes, Sir.

LAWYER FOR DEFENSE. Before your marriage to the late Mr.
Jones, you worked and supported your mother, did you not?

LAWYER FOR PROSECUTION. I object, your honor! Irrelevant
— immaterial — and —

JUDGE. Objection sustained!

LAWYER FOR DEFENSE. In order to support your mother and
yourself as a girl, you worked, did you not?

YOUNG WOMAN. Yes, Sir.
LAWYER FOR DEFENSE. What did you do?
YOUNG WOMAN. I was a stenographer.

LAWYER FOR DEFENSE. And since your marriage you have
continued as her sole support, have you not?

YOUNG WOMAN. Yes, Sir.

LAWYER FOR DEFENSE. A devoted daughter, gentlemen of the
jury! As well as a devoted wife and a devoted mother!

LAWYER FOR PROSECUTION. Your Honor!

LAWYER FOR DEFENSE (quickly). And now, Mrs. Jones, [ will
ask you — the law expects me to ask you — it demands that I ask
you — did you — or did you not — on the night of June 2nd last or
the morning of June 3rd last — kill your husband, the late George
H. Jones — did you, or did you not?

YOUNG WOMAN. I did not.
LAWYER FOR DEFENSE. You did not?
YOUNG WOMAN. I did not.

LAWYER FOR DEFENSE. Now, Mrs. Jones, you have heard the
witnesses for the State — They were not many — and they did not
have much to say —

LAWYER FOR PROSECUTION. I object.
JUDGE. Sustained.

LAWYER FOR DEFENSE. You have heard some police and you
have heard some doctors. None of whom was present! The
prosecution could not furnish any witness to the crime — not one
witness!

LAWYER FOR PROSECUTION. Your Honor!

LAWYER FOR DEFENSE. Nor one motive.

LAWYER FOR PROSECUTION. Your Honor — I protest! I —
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JUDGE. Sustained.

LAWYER FOR DEFENSE. But such as these witnesses were, you
have heard them try to accuse you of deliberately murdering
your own husband, this husband with whom, by your own
statement, you had never had a quarrel — not one quarrel in six
years of married life, murdering him, I say, or rather — they say,
while he slept, by brutally hitting him over the head with a
bottle — a bottle filled with small stones — Did you, I repeat this,
or did you not?

YOUNG WOMAN. I did not.

LAWYER FOR DEFENSE. You did not! Of course you did
not! (Quickly.) Now, Mrs. Jones, will you tell the jury in your
own words exactly what happened on the night of June 2nd or

the morning of June 3rd last, at the time your husband was
killed.

YOUNG WOMAN. I was awakened by hearing somebody —
something — in the room, and I saw two men standing by my
husband’s bed.

LAWYER FOR DEFENSE. Your husband’s bed — that was also
your bed, was it not, Mrs. Jones?

YOUNG WOMAN. Yes.

LAWYER FOR DEFENSE. You hadn’t the modern idea of
separate beds, had you, Mrs. Jones?

YOUNG WOMAN. Mr. Jones objected.

LAWYER FOR DEFENSE. I mean you slept in the same bed, did
you not?

YOUNG WOMAN. Yes.

LAWYER FOR DEFENSE. Then explain just what you meant by
saying ‘my husband’s bed’.

YOUNG WOMAN. Well -1 -

LAWYER FOR DEFENSE. You meant his side of the bed, didn’t
you?

YOUNG WOMAN. Yes. His side.

LAWYER FOR DEFENSE. That is what I thought, but I wanted
the jury to be clear on that point. (7o the JURY.) Mr. and Mrs.
Jones slept in the same bed. (7o her.) Go on, Mrs. Jones. (A4s she
is silent.) You heard a noise and —

YOUNG WOMAN. I heard a noise and I awoke and saw two men
standing beside my husband’s side of the bed.
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LAWYER FOR DEFENSE. Two men?

YOUNG WOMAN. Yes.

LAWYER FOR DEFENSE. Can you describe them?

YOUNG WOMAN. Not very well — I couldn’t see them very well.

LAWYER FOR DEFENSE. Could you say whether they were big
or small — light or dark, thin or —

YOUNG WOMAN. They were big dark looking men.
LAWYER FOR DEFENSE. Big dark looking men?
YOUNG WOMAN. Yes.

LAWYER FOR DEFENSE. And what did you do, Mrs. Jones,
when you suddenly awoke and saw two big dark looking men
standing beside your bed?

YOUNG WOMAN. I didn’t do anything!

LAWYER FOR DEFENSE. You didn’t have time to do anything —
did you?

YOUNG WOMAN. No. Before I could do anything — one of them
raised — something in his hand and struck Mr. Jones over the
head with it.

LAWYER FOR DEFENSE. And what did Mr. Jones do?
SPECTATORS laugh.

JUDGE. Silence.

BAILIFF. Silence.

LAWYER FOR DEFENSE. What did Mr. Jones do, Mrs. Jones?

YOUNG WOMAN. He gave a sort of groan and tried to raise up.

LAWYER FOR DEFENSE. Tried to raise up!

YOUNG WOMAN. Yes!

LAWYER FOR DEFENSE. And then what happened?

YOUNG WOMAN. The man struck him again and he fell back.

LAWYER FOR DEFENSE. I see. What did the men do then? The
big dark looking men.

YOUNG WOMAN. They turned and ran out of the room.

LAWYER FOR DEFENSE. I see. What did you do then, Mrs.
Jones?
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YOUNG WOMAN. I saw Mr. Jones was bleeding from the temple.
I got towels and tried to stop it, and then I realized he had —
passed away

LAWYER FOR DEFENSE. I see. What did you do then?

YOUNG WOMAN. I didn’t know what to do. But I thought I"d
better call the police. So I went to the telephone and called the
police.

LAWYER FOR DEFENSE. What happened then.
YOUNG WOMAN. Nothing. Nothing happened.
LAWYER FOR DEFENSE. The police came, didn’t they?
YOUNG WOMAN. Yes — they came.

LAWYER FOR DEFENSE (quickly). And that is all you know
concerning the death of your husband in the late hours of June
2nd or the early hours of June 3rd last, isn’t it?

YOUNG WOMAN. Yes Sir.
LAWYER FOR DEFENSE. All?
YOUNG WOMAN. Yes Sir.

LAWYER FOR DEFENSE (o LAWYER FOR PROSECUTION)).
Take the witness.

FIRST REPORTER (writing). The accused woman told a
straightforward story of —

SECOND REPORTER. The accused woman told a rambling,
disconnected story of —

LAWYER FOR PROSECUTION. You made no effort to cry out,
Mrs. Jones, did you, when you saw those two big dark men
standing over your helpless husband, did you?

YOUNG WOMAN. No Sir. I didn’t. I —

LAWYER FOR PROSECUTION. And when they turned and ran
out of the room, you made no effort to follow them or cry out
after them, did you?

YOUNG WOMAN. No Sir.
LAWYER FOR PROSECUTION. Why didn’t you?
YOUNG WOMAN. I saw Mr. Jones was hurt.

LAWYER FOR PROSECUTION. Ah! You saw Mr. Jones was
hurt! You saw this — how did you see it?

YOUNG WOMAN. I just saw it.
LAWYER FOR PROSECUTION. Then there was a light in the room?
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YOUNG WOMAN. A sort of light.

LAWYER FOR PROSECUTION. What do you mean — a sort of
light? A bed light?

YOUNG WOMAN. No. No, there was no light on.

LAWYER FOR PROSECUTION. Then where did it come from —
this sort of light?

YOUNG WOMAN. I don’t know.

LAWYER FOR PROSECUTION. Perhaps — from the window.
YOUNG WOMAN. Yes — from the window.

LAWYER FOR PROSECUTION. Oh, the shade was up!

YOUNG WOMAN. No — no, the shade was down.

LAWYER FOR PROSECUTION. You’re sure of that?

YOUNG WOMAN. Yes. Mr. Jones always wanted the shade down.

LAWYER FOR PROSECUTION. The shade was down — there
was no light in the room — but the room was light — how do you
explain this?

YOUNG WOMAN. I don’t know.
LAWYER FOR PROSECUTION. You don’t know!

YOUNG WOMAN. I think where the window was open — under
the shade — light came in

LAWYER FOR PROSECUTION. There is a street light there?
YOUNG WOMAN. No — there’s no streetlight.

LAWYER FOR PROSECUTION. Then where did this light come
from — that came in under the shade?

YOUNG WOMAN (desperately). From the moon!
LAWYER FOR PROSECUTION. The moon!
YOUNG WOMAN. Yes! It was bright moon!

LAWYER FOR PROSECUTION. It was bright moon — you are
sure of that!

YOUNG WOMAN. Yes.
LAWYER FOR PROSECUTION. How are you sure?

YOUNG WOMAN. I couldn’t sleep — I never can sleep in the
bright moon. I never can.
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LAWYER FOR PROSECUTION. It was bright moon. Yet you
could not see two big dark looking men — but you could see your
husband bleeding from the temple.

YOUNG WOMAN. Yes Sir.

LAWYER FOR PROSECUTION. And did you call a doctor?
YOUNG WOMAN. No.

LAWYER FOR PROSECUTION. Why didn’t you?
YOUNG WOMAN. The police did.

LAWYER FOR PROSECUTION. But you didn’t?

YOUNG WOMAN. No.

LAWYER FOR PROSECUTION. Why didn’t you? (No answer.)
Why didn’t you?

YOUNG WOMAN (whispers). 1 saw it was — useless.

LAWYER FOR PROSECUTION. Ah! You saw that! You saw that
— very clearly.

YOUNG WOMAN. Yes.

LAWYER FOR PROSECUTION. And you didn’t call a doctor.
YOUNG WOMAN. It was — useless.

LAWYER FOR PROSECUTION. What did you do?

YOUNG WOMAN. It was useless — there was no use of anything.
LAWYER FOR PROSECUTION. I asked you what you did?
YOUNG WOMAN. Nothing.

LAWYER FOR PROSECUTION. Nothing!

YOUNG WOMAN. I just sat there.

LAWYER FOR PROSECUTION. You sat there! A long while,
didn’t you?

YOUNG WOMAN. I don’t know.

LAWYER FOR PROSECUTION. You don’t know? (Showing her
the neck of a broken bottle.) Mrs. Jones, did you ever see this
before?

YOUNG WOMAN. I think so.

LAWYER FOR PROSECUTION. You think so.

YOUNG WOMAN. Yes.

LAWYER FOR PROSECUTION. What do you think it is?
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YOUNG WOMAN. I think it’s the bottle that was used against Mr.
Jones.

LAWYER FOR PROSECUTION. Used against him — yes — that’s
right. You’ve guessed right. This neck and these broken pieces
and these pebbles were found on the floor and scattered over the
bed. There were no fingerprints, Mrs. Jones, on this bottle. None
at all. Doesn’t that seem strange to you?

YOUNG WOMAN. No.

LAWYER FOR PROSECUTION. It doesn’t seem strange to you
that this bottle held in the big dark hand of one of those big dark
men left no mark! No print! That doesn’t seem strange to you?

YOUNG WOMAN. No.

LAWYER FOR PROSECUTION. You are in the habit of wearing
rubber gloves at night, Mrs. Jones — are you not? To protect — to
soften your hands — are you not?

YOUNG WOMAN. I used to.
LAWYER FOR PROSECUTION. Used to — when was that?
YOUNG WOMAN. Before I was married.

LAWYER FOR PROSECUTION. And after your marriage you
gave it up?

YOUNG WOMAN. Yes.
LAWYER FOR PROSECUTION. Why?
YOUNG WOMAN. Mr. Jones did not like the feeling of them.

LAWYER FOR PROSECUTION. You always did everything Mr.
Jones wanted?

YOUNG WOMAN. I tried to — Anyway I didn’t care any more — so
much — about my hands.

LAWYER FOR PROSECUTION. I see — so after your marriage
you never wore gloves at night any more?

YOUNG WOMAN. No.

LAWYER FOR PROSECUTION. Mrs. Jones, isn’t it true that you
began wearing your rubber gloves again — in spite of your
husband’s expressed dislike — about a year ago — a year ago this
spring?

YOUNG WOMAN. No.

LAWYER FOR PROSECUTION. You did not suddenly begin to
care particularly for your hands again — about a year ago this
spring?
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YOUNG WOMAN. No.

LAWYER FOR PROSECUTION. You’re quite sure of that?
YOUNG WOMAN. Yes.

LAWYER FOR PROSECUTION. Quite sure?

YOUNG WOMAN. Yes.

LAWYER FOR PROSECUTION. Then you did not have in your
possession, on the night of June 2nd last, a pair of rubber
gloves?

YOUNG WOMAN (shakes her head). No.

LAWYER FOR PROSECUTION (fo JUDGE). I’d like to introduce
these gloves as evidence at this time, your Honor.

JUDGE. Exhibit 24.

LAWYER FOR PROSECUTION. I'll return to them later — now,
Mrs. Jones — this nightgown — you recognize it, don’t you?

YOUNG WOMAN. Yes.
LAWYER FOR PROSECUTION. Yours, is it not?
YOUNG WOMAN. Yes.

LAWYER FOR PROSECUTION. The one you were wearing the
night your husband was murdered, isn’t it?

YOUNG WOMAN. The night he died — yes.

LAWYER FOR PROSECUTION. Not the one you wore under
your peignoir — [ believe that it’s what you call it, isn’t it? A
peignoir? When you received the police — but the one you wore
before that — isn’t it?

YOUNG WOMAN. Yes.

LAWYER FOR PROSECUTION. This was found — not where the
gloves were found — no — but at the bottom of the soiled clothes
hamper in the bathroom — rolled up and wet — why was it wet,
Mrs. Jones?

YOUNG WOMAN. I had tried to wash it.

LAWYER FOR PROSECUTION. Wash it? I thought you had just
sat?

YOUNG WOMAN. First — I tried to make things clean.

LAWYER FOR PROSECUTION. Why did you want to make
this — clean — as you say?

YOUNG WOMAN. There was blood on it.
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LAWYER FOR PROSECUTION. Spattered on it?

YOUNG WOMAN. Yes.

LAWYER FOR PROSECUTION. How did that happen?
YOUNG WOMAN. The bottle broke — and the sharp edge cut.

LAWYER FOR PROSECUTION. Oh, the bottle broke and the
sharp edge cut!

YOUNG WOMAN. Yes. That’s what they told me afterwards.
LAWYER FOR PROSECUTION. Who told you?
YOUNG WOMAN. The police — that’s what they say happened.

LAWYER FOR PROSECUTION. Mrs. Jones, why did you try so
desperately to wash that blood away — before you called the
police?

LAWYER FOR DEFENSE. I object!
JUDGE. Objection overruled.
LAWYER FOR PROSECUTION. Why, Mrs. Jones?

YOUNG WOMAN. I don’t know. It’s what anyone would have
done, wouldn’t they?

LAWYER FOR PROSECUTION. That depends, doesn’t it?
(Suddenly taking up bottle.) Mrs. Jones — when did you first see
this?

YOUNG WOMAN. The night my husband was — done away with.

LAWYER FOR PROSECUTION. Done away with! You mean
killed?

YOUNG WOMAN. Yes.
LAWYER FOR PROSECUTION. Why don’t you say killed?
YOUNG WOMAN. It sounds so brutal.

LAWYER FOR PROSECUTION. And you never saw this before
then?

YOUNG WOMAN. No Sir.
LAWYER FOR PROSECUTION. You’re quite sure of that?
YOUNG WOMAN. Yes.

LAWYER FOR PROSECUTION. And these stones — when did
you first see them?

YOUNG WOMAN. The night my husband was done away with.
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LAWYER FOR PROSECUTION. Before that night your
husband was murdered — you never saw them? Never before
then?

YOUNG WOMAN. No Sir.
LAWYER FOR PROSECUTION. You are quite sure of that!
YOUNG WOMAN. Yes.

LAWYER FOR PROSECUTION. Mrs. Jones, do you remember
about a year ago, a year ago this spring, bringing home to your
house — a lily, a Chinese water lily?

YOUNG WOMAN. No — I don’t think I do.

LAWYER FOR PROSECUTION. You don’t think you remember
bringing home a water lily growing in a bowl filled with small
stones?

YOUNG WOMAN. No — No I don’t.

LAWYER FOR PROSECUTION. I’ll show you this bowl, Mrs.
Jones. Does that refresh your memory?

YOUNG WOMAN. I remember the bowl — but I don’t remember —
the lily.

LAWYER FOR PROSECUTION. You recognize the bowl then?
YOUNG WOMAN. Yes.

LAWYER FOR PROSECUTION. It is yours, isn’t it?

YOUNG WOMAN. It was in my house — yes.

LAWYER FOR PROSECUTION. How did it come there?
YOUNG WOMAN. How did it come there?

LAWYER FOR PROSECUTION. Yes — where did you get it?
YOUNG WOMAN. I don’t remember.

LAWYER FOR PROSECUTION. You don’t remember?
YOUNG WOMAN. No.

LAWYER FOR PROSECUTION. You don’t remember about a
year ago bringing this bowl into your bedroom filled with small
stones and some water and a lily? You don’t remember tending
very carefully that lily till it died? And when it died you don’t
remember hiding the bowl full of little stones away on the top
shelf of your closet — and keeping it there until — you don’t
remember?

YOUNG WOMAN. No, I don’t remember.
LAWYER FOR PROSECUTION. You may have done so?
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YOUNG WOMAN. No —no — I didn’t! I didn’t! I don’t know
anything about all that.

LAWYER FOR PROSECUTION. But you do remember the bowl?

YOUNG WOMAN. Yes. It was in my house — you found it in my
house.

LAWYER FOR PROSECUTION. But you don’t remember the lily
or the stones?

YOUNG WOMAN. No — No I don’t!

LAWYER FOR PROSECUTION turns to look among his
papers in a briefcase.

FIRST REPORTER (writing). Under the heavy artillery fire
of the State’s attorney’s brilliant cross-questioning, the

accused woman’s defense was badly riddled. Pale and trembling
she —

SECOND REPORTER (writing). Undaunted by the Prosecution’s
machine-gun attack, the defendant was able to maintain her
position of innocence in the face of rapid-fire questioning that
threatened, but never seriously menaced her defense. Flushed
but calm she —

LAWYER FOR PROSECUTION (producing paper). Y our Honor,
I’d like to introduce this paper in evidence at this time.

JUDGE. What is it?

LAWYER FOR PROSECUTION. It is an affidavit taken in the
State of Guanajato, Mexico.

LAWYER FOR DEFENSE. Mexico? Your Honor, I protest. A
Mexican affidavit! Is this the United States of America or isn’t
it?

LAWYER FOR PROSECUTION. It’s properly executed — sworn
to before a notary — and certified to by an American Consul.

LAWYER FOR DEFENSE. Your Honor! I protest! In the name of
this great United States of America — I protest — are we to permit
our sacred institutions to be thus —

JUDGE. What is the purpose of this document — who signed it?

LAWYER FOR PROSECUTION. It is signed by one Richard Roe,
and its purpose is to refresh the memory of the witness on the
point at issue — and incidentally supply a motive for this murder
— this brutal and cold-blooded murder of a sleeping man by —

LAWYER FOR DEFENSE. I protest, your Honor! I object!
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JUDGE. Objection sustained. Let me see the document. (7akes
paper which is handed to him — looks at it.) Perfectly regular.
Do you offer this affidavit as evidence at this time for the
purpose of refreshing the memory of the witness at this time?

LAWYER FOR PROSECUTION. Yes, your Honor.
JUDGE. You may introduce the evidence.

LAWYER FOR DEFENSE. I object! I object to the introduction of
this evidence at this time as irrelevant, immaterial, illegal,
biased, prejudicial, and —

JUDGE. Objection overruled.
LAWYER FOR DEFENSE. Exception.
JUDGE. Exception noted. Proceed.

LAWYER FOR PROSECUTION. I wish to read the evidence to
the jury at this time.

JUDGE. Proceed.

LAWYER FOR DEFENSE. I object.
JUDGE. Objection overruled.
LAWYER FOR DEFENSE. Exception.
JUDGE. Noted.

LAWYER FOR DEFENSE. Why is this witness himself not
brought into court — so he can be cross-questioned?

LAWYER FOR PROSECUTION. The witness is a resident of the
Republic of Mexico and as such not subject to subpoena as a
witness to this court.

LAWYER FOR DEFENSE. If he was out of the jurisdiction of
this court how did you get this affidavit out of him?

LAWYER FOR PROSECUTION. This affidavit was made
voluntarily by the deponent in the furtherance of justice.

LAWYER FOR DEFENCE. I suppose you didn’t threaten him with
extradition on some other trumped-up charge so that —

JUDGE. Order!
BAILIFF. Order!
JUDGE. Proceed with the evidence.

LAWYER FOR PROSECUTION (reading). In the matter of the
State of — — — vs. Helen Jones, I Richard Roe, being of sound
mind, do herein depose and state that [ know the accused,
Helen Jones, and have known her for a period of over one year
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immediately preceding the date of the signature on this
affidavit. That I first met the said Helen Jones in a so-called
speak-easy somewhere in the West 40s in New York City. That
on the day I met her, she went with me to my room, also
somewhere in the West 40s in New York City, where we had
intimate relations —

YOUNG WOMAN (moans). Oh!

LAWYER FOR PROSECUTION (continues reading). — and where
I gave her a blue bowl filled with pebbles, also containing a
flowering lily. That from the first day we met until I departed for
Mexico in the Fall, the said Helen Jones was an almost daily
visitor to my room where we continued to —

YOUNG WOMAN. No! No! (Moans.)

LAWYER FOR PROSECUTION. What is it, Mrs. Jones — what is
it?

YOUNG WOMAN. Don’t read any more! No more!
LAWYER FOR PROSECUTION. Why not!
YOUNG WOMAN. I did it! I did it! I did it!
LAWYER FOR PROSECUTION. You confess?
YOUNG WOMAN. Yes — 1 did it!

LAWYER FOR DEFENSE. I object, your Honor.
JUDGE. You confess you killed your husband?
YOUNG WOMAN. I put him out of the way — yes.
JUDGE. Why?

YOUNG WOMAN. To be free.

JUDGE. To be free? Is that the only reason?
YOUNG WOMAN. Yes.

JUDGE. If you just wanted to be free — why didn’t you divorce
him?

YOUNG WOMAN. Oh I couldn’t do that! I couldn’t hurt him like
that!

Burst of laughter from all in the court. The YOUNG WOMAN
stares out at them, and then seems to go rigid.

JUDGE. Silence!
BAILIFF. Silence!

There is a gradual silence.
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JUDGE. Mrs. Jones, why —

YOUNG WOMAN begins to moan — suddenly — as though the
realization of the enormity of her isolation had just come upon
her. It is a sound of desolation, of agony, of human woe. It
continues until the end of the scene.

Why —?

YOUNG WOMAN cannot speatk.
LAWYER FOR DEFENSE. Your Honor, I ask a recess to —
JUDGE. Court’s adjourned.

SPECTATORS begin to file out. The YOUNG WOMAN
continues in the witness box, unseeing, unheeding.

FIRST REPORTER. Murderess confesses.
SECOND REPORTER. Paramour brings confession.
THIRD REPORTER. I did it! Woman cries!

There is a great burst of speed from the telegraphic instruments.
They keep up a constant accompaniment to the WOMAN ’s
moans. The scene blacks out as the courtroom empties, and two
policemen go to stand by the woman. The sound of the telegraph
instruments continues until the scene lights into Episode Nine —
and the prayers of the PRIEST.

EPISODE NINE
A Machine

Scene: a prison room. The front bars face the audience. They are
set bad far enough to permit a clear passageway across the stage.

Sounds the voice of a NEGRO singing, the whir of an aeroplane
flying.

Characters
YOUNG WOMAN
A PRIEST
A JAILER
TWO BARBERS
A MATRON
MOTHER
TWO GUARDS

At rise: in front of the bars, at one side, sits a MAN; at the opposite
side, a WOMAN — the JAILER and the MATRON.

Inside the bars, a MAN and a WOMAN — the YOUNG WOMAN
and a PRIEST. The YOUNG WOMAN sits still with folded
hands. The PRIEST is praying.
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PRIEST. Hear, oh Lord, my prayer; and let my cry come to Thee.
Turn not away Thy face from me; in the day when I am in
trouble, incline Thy ear to me. In what day soever I shall call
upon Thee, hear me speedily. For my days are vanished like
smoke; and my bones are grown dry, like fuel for the fire. I am
smitten as grass, and my heart is withered; because I forgot to
eat my bread. Through the voice of my groaning, my bone hath
cleaved to my flesh. I am become like to a pelican of the
wilderness. I am like a night raven in the house. I have watched
and become as a sparrow all alone on the housetop. All the day
long my enemies reproach me; and they that praised me did
swear against me. My days have declined like a shadow, and I
am withered like grass. But Thou, oh Lord, end rest forever.
Thou shalt arise and have mercy, for it is time to have mercy.
The time is come.

Voice of a NEGRO offstage — begins to sing a Negro spiritual.

PRIEST. The Lord hath looked upon the earth, that He might hear
the groans of them that are in fetters, that He might release the
children of —

Voice of NEGRO grown louder.
JAILER. Stop that nigger yelling.
YOUNG WOMAN. No, let him sing. He helps me.
MATRON. You can’t hear the Father.
YOUNG WOMAN. He helps me.
PRIEST. Don’t I help you, daughter?

YOUNG WOMAN. I understand him. He is condemned, I under-
stand him.

The voice the NEGRO goes on louder, drowning out the voice
of the PRIEST.

PRIEST (chanting in Latin). Gratiam tuum, quaesumus, Domine,
metibus nostris infunde, ut qui, angelo nuntiante, Christifilii tui
incarnationem cognovimus, per passionem eius et crucem ad
ressurectionis gloriam perducamus. Per eudem Christum
Dominun nostrum.

Enter TWO BARBERS. There is a rattling of keys.
FIRST BARBER. How is she?
MATRON. Calm.
JAILER. Quiet.
YOUNG WOMAN (rising). I am ready.
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FIRST BARBER. Then sit down.

YOUNG WOMAN (in a steady voice). Aren’t you the death guard
come to take me?

FIRST BARBER. No, we ain’t the death guard. We’re the barbers.
YOUNG WOMAN. The barbers.
MATRON. You hair must be cut.
JAILER. Must be shaved.
BARBER. Just a patch.
The BARBERS draw near her.
YOUNG WOMAN. No!
PRIEST. Daughter, you’re ready. You know you are ready.
YOUNG WOMAN (crying out). Not for this! Not for this!
MATRON. The rule.
JAILER. Regulations.
BARBER. Routine.
The BARBERS take her by the arms.
YOUNG WOMAN. No! No! Don’t touch me — touch me!

They take her and put her down in the chair, cut a patch from
her hair.

I will not be submitted — this indignity! No! I will not be
submitted! — Leave me alone! Oh my God am I never to be let
alone! Always to have to submit — to submit! No more — not
now — I’m going to die — I won’t submit! Not now!

BARBER (finishing cutting a patch from her hair). You’ll submit,
my lady. Right to the end, you’ll submit! There, and a neat job
too.

JAILER. Very neat.
MATRON. Very neat.
Exit BARBERS.

YOUNG WOMAN (her calm shattered). Father, Father! Why was
I born?

PRIEST. I came forth from the Father and have come into the
world — I leave the world and go into the Father.

YOUNG WOMAN (weeping). Submit! Submit! Is nothing mine?
The hair on my head! The very hair on my head —
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PRIEST. Praise God.

YOUNG WOMAN. Am I never to be let alone! Never to have
peace! When I’m dead, won’t I have peace?

PRIEST. Ye shall indeed drink of my cup.
YOUNG WOMAN. Won’t I have peace tomorrow?
PRIEST. I shall raise Him up at the last day.

YOUNG WOMAN. Tomorrow! Father! Where shall I be
tomorrow?

PRIEST. Behold the hour cometh. Yea, is now come. Ye shall be
scattered every man to his own.

YOUNG WOMAN. In Hell! Father! Will I be in Hell!
PRIEST. I am the Resurrection and the Life.
YOUNG WOMAN. Life has been hell to me, Father!

PRIEST. Life has been hell to you, daughter, because you never
knew God! Gloria in excelsis Deo.

YOUNG WOMAN. How could I know Him, Father? He never was
around me!

PRIEST. You didn’t seek Him, daughter. Seek and ye shall find.

YOUNG WOMAN. I sought something — I was always seeking
something.

PRIEST. What? What were you seeking?

YOUNG WOMAN. Peace. Rest and peace. Will I find it tonight,
Father? Will I find it?

PRIEST. Trust in God.

A shadow falls across the passage in front of the stage — and
there is a whirring sound.

YOUNG WOMAN. What is that? Father! Jailer! What is that?
JAILER. An aeroplane.

MATRON. Aeroplane.

PRIEST. God in his Heaven.

YOUNG WOMAN. Look, Father! A man flying! He has wings!
But he is not an angel!

JAILER. Hear his engine.
MATRON. Hear his engine.
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YOUNG WOMAN. He has wings — but he isn’t free! I’ve been
free, Father! For one moment — down here on earth — I have
been free! When I did what I did I was free! Free and not
afraid! How is that, Father? How can that be? A great sin — a
mortal sin — for which I must die and go to hell — bit it made
me free! One moment I was free! How is that, Father? Tell me
that?

PRIEST. Your sins are forgiven.

YOUNG WOMAN. And that other sin — that other sin — that sin of
love — That’s all I ever knew of Heaven — heaven on earth! How
is that, Father? How can that be — a sin — a mortal sin — all I
know of heaven?

PRIEST. Confess to Almighty God.

YOUNG WOMAN. Oh, Father, pray for me — a prayer — that I can
understand!

PRIEST. I will pray for you, daughter, the prayer of desire. Behind
the King of Heaven, behold Thy Redeemer and God, Who is
even now coming; prepare thyself to receive Him with love,
invite him with the ardor of thy desire; comes oh my Jesus,
come to thy soul which desires Thee! Before Thou givest
Thyself to me, I desire to give Thee my miserable heart. Do
Thou accept it, and come quickly to take possession of it! Come
my God, hasten! Delay no longer! My only and Infinite Good,
my Treasure, my Life, my Paradise, my Love, my all, my wish
is to receive Thee with the love with which —

Enter the Mother. She comes along the passageway and
stops before the bars.

YOUNG WOMAN (recoiling). Who’s that woman?
JAILER. Your mother.
MATRON. Your mother.

YOUNG WOMAN. She’s a stranger — take her away — she’s a
stranger.

JAILER. She’s come to say goodbye to you —
MATRON. To say goodbye.

YOUNG WOMAN. But she’s never known me — never known
me — ever — (To the MOTHER.) Go away! You’re a stranger!
Stranger! Stranger! (MOTHER turns and starts away. Reaching
out her hands to her.) Oh Mother! Mother! (They embrace
through the bars.)

Enter TWO GUARDS.
PRIEST. Come, daughter.
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FIRST GUARD. It’s time.
SECOND GUARD. Time.

YOUNG WOMAN. Wait! Mother, my child; my little strange
child! I never knew her! She’ll never know me! Let her live,
Mother. Let her live! Live! Tell her —

PRIEST. Come, daughter.

YOUNG WOMAN. Wait! Wait! Tell her —
The JAILER takes the MOTHER away.

GUARD. It’s time.

YOUNG WOMAN. Wait! Wait! Tell her! Wait! Just a minute
more! There’s so much I want to tell her — Wait —

The JAILER takes the MOTHER off. The TWO GUARDS take
the YOUNG WOMAN by the arms, and start through the door
in the bars and down the passage, across stage and off:

the PRIEST follows; the MATRON follows the PRIEST; the
PRIEST is praying. The scene blacks out. The voice of the
PRIEST gets dimmer and dimmer.

PRIEST. Lord have mercy — Christ have mercy — Lord have mercy
— Christ hear us! God the Father of Heaven! God the Son,
Redeemer of the World, God the Holy Ghost — Holy Trinity one
God — Holy Mary — Holy Mother of God — Holy Virgin of
Virgins — St. Michael — St. Gabriel — St. Raphael —

His voice dies out. Out of the darkness come the voice of
REPORTERS.

FIRST REPORTER. What time is it now?
SECOND REPORTER. Time now.
THIRD REPORTED. Hush.

FIRST REPORTER. Here they come.
THIRD REPORTER. Hush.

PRIEST (his voice sounds dimly — gets louder — continues until the
end). St. Peter pray for us — St. Paul pray for us — St. James pray
for us — St. John pray for us — all ye holy Angels and Archangels
— all ye blessed orders of holy spirits — St. Joseph — St. John the
Baptist — St. Thomas —

FIRST REPORTER. Here they are!
SECOND REPORTER. How little she looks! She’s gotten smaller.
THIRD REPORTER. Hush.
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PRIEST. St. Phillip pray for us. All you Holy Patriarchs and
prophets — ST. Phillip — St. Matthew — St. Simon — St. Thaddeus
— All ye holy apostles — all ye holy disciples — all ye holy
innocents — Pray for us — Pray for us — Pray for us —

FIRST REPORTER. Suppose the machine shouldn’t work!
SECOND REPORTER. It’1l work! — It always works!
THIRD REPORTER. Hush!

PRIEST. Saints of God make intercession for us — Be merciful —
Spare us, oh Lord — be merciful —

FIRST REPORTER. Her lips are moving — what is she saying?
SECOND REPORTER. Nothing.
THIRD REPORTER. Hush!

PRIEST. Oh Lord deliver us from all evil — from all sin — from Thy
wrath — from the snares of the devil — from anger and hatred and
every evil will — from —

FIRST REPORTER. Did you see that? She fixed her hair under the
cap — pulled her hair out under the cap.

THIRD REPORTER. Hush!

PRIEST. — Beseech Thee — hear us — that Thou would’st spare us —
that Thou would’st pardon us — Holy Mary — pray for us —

SECOND REPORTER. There —
YOUNG WOMAN (calling out). Somebody! Somebod —
Her voice is cut off-

PRIEST. Christ have mercy — Lord have mercy — Christ have
mercy —

Curtain
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