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Abstract

The present thesis deals with the issue of the transfer of authorial style in translation, and
consequently the topic of the style of a translator. It is examined through the analysis of
the authorial style of Karel Capek, specifically the style used in his novel Krakatit. The
theoretical part of the thesis elaborates on the issues of analyzing the style of a translator
and the translator’s voice in translation. Furthermore, it introduces the style of Karel
Capek throughout his career, provides a brief description of Krakatit and explores the
specific features used by Capek in the novel. The practical analyses deal with selected
features of authorial style in Krakatit, both formal and stylistic, and observe their
handling in translation by the translator of the novel, Lawrence Hyde.

Key words: authorial style, translator style, translator’s voice, transfer of authorial style,
comparative analysis, translation strategies, Karel Capek



Anotace

Predmétem této bakalaiské prace je prevod autorského stylu pii piekladu a rovnéz
vysledny styl prekladatele. Vyzkum je proveden dle analyzy autorského stylu Karla
Capka vjeho dile Krakatit. Teoretickd Gast prace se zabyva otdzkou analyzy stylu
prekladatele a prekladatelova vlastniho zasahu do textu pii prekladu. Je zde predstaven
také vyvoj stylu Karla Capka v ramci jeho autorské tvorby. V neposledni fadé je soucasti
této ¢asti kratky popis déje romanu Krakatit a rozbor konkrétnich prvke, které Capek pii
psani vyuzival. V praktické ¢asti jsou pak provedeny analyzy vybranych formadlnich 1
stylistickych prvkéi Capkova autorského stylu, na nichZ je zkouman zpisob jejich
prevodu v piekladu Lawrence Hyda.

Klicova slova: autorsky styl, styl piekladatele, hlas piekladatele, pfevod autorského
stylu, komparativni analyza, piekladatelské strategie, Karel Capek
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Introduction

One of the key features in the production of any text having a large impact on the
reader’s perception of the given text is its style. As Boase-Beier points out, it is
especially true of literary texts, which aim specifically at eliciting an emotional response
in the reader, and fully comprehending the style of the text is the first prerequisite for
succeeding at doing the same also in the translation of the text, as should be the desired
outcome of any translator (2014, 30).

It thus gives rise to the issue of adequately complementing the styles of two
individuals in the case of translations — the author of the source text and the translator.
The author should undoubtedly remain the prominent figure even in the translated text,
as the translation deals with a text and ideas which came from his or her mind. However,
considering that translation is not simply a transfer of words from one language to
another, the translator has the possibility to develop a style of his or her own, which does
not disrupt the style of the author.

In the development of his or her style, the translator is limited by a considerable
amount of factors, one of those being “the style of the source-text author, perceived as a
reflection of her/his choices and mental state” and the translator’s “attempt to recreate
this mental state” (Boase Beier 2014, 54). As the translator tries to transfer a text written
by a different author, the style and personality of the given author should certainly be
recognizable in the translation. Nonetheless, translation requires abilities greater than a
simple knowledge of a foreign language, and the translator indeed becomes a writer to a
certain extent. Hermans describes the expectations of the reader of a translated text, who
realizes that a translator must have had a significant impact on it, but certainly does not
regard his or her voice in the text (2014, 287). Despite that, the voice of the translator is
present there; its intensity depends on the individual character of the translator.

The fact is that a translator writes a text which has not been produced yet in the
given language, and makes linguistic and stylistic choices considered the most
appropriate in his or her view. Nord says that the translator “adopts somebody else’s
intention in order to produce a communicative instrument for the target culture” (2005,
13). The task of a translator is to produce a version of the original text which would be
considered coherent by a new set of target readers — readers who might be extremely
different from the source text readers, not only linguistically, but culturally as well. The
result of the translator’s efforts must thus be an adequate response to the differences, and
as such, it might include a stylistic intervention greater than what would be called a
translation of words.

The present thesis deals specifically with the analysis of the authorial style of Karel
Capek in his novel Krakatit and its transfer in translation. Capek was a significant
Czechoslovak author of a wide range of novels and other literary works, most of which
were highly influential. It is not surprising then that they have been translated to a great
number of languages over the years. While some of Capek’s works were translated
several times into English, there are some, such as Krakatit, which have only one English
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translation. The translation of Krakatit by Lawrence Hyde was carried out in 1925 and
the aim of the thesis is to analyze how it handled the translation of the features frequently
appearing in Capek’s writing style, taking into consideration the systemic differences
between Czech and English. Moreover, it will attempt to state whether it is possible to
observe the translator’s own style, and based on the analysis to attempt to view the
translation from the viewpoint of contemporary translation.

The first chapter presents the different viewpoints of several translation
theoreticians on authorial style, as well as its transfer in translation, and the resulting
translator style. By comparing their opinions it focuses on responding to the issue of
whether it can be stated that a translation generally implies a specific translator style. As
the field of translation has expanded throughout the years, the general perception of the
topic has naturally evolved, and the constant work of translation theoreticians has
contributed greatly to the improvement of the role of a translator. Nowadays there is
greater importance attributed to translators, some even regard them almost as being on
the same level as the original author. The chapter thus further elaborates on the
importance of the translation process as well as the choices the translator needs to make,
and the conditions which must be met in order for a specific translation style to be
distinguishable.

The rest of the theoretical part concentrates on the description and analysis of the
authorial style of Karel Capek as well as the specific style used in the novel Krakatit.
The analysis of Capek’s style is based on the works of several authors who concerned
themselves with Capek throughout their careers and commented upon the process and
style of his writing. The chapter about Krakatit then consists of a summary of the plot of
the novel and the symbolism behind it, and the analysis of stylistic features frequently
used in the novel, as some of them will be elaborated on in the practical part of the
thesis.

The theoretical part is followed by the description of the methodology used in the
execution of the specific analyses. Finally, there is the analysis of the features frequently
used by Capek and the way they were handled in translation. The selected features were
compared between the two languages and an analysis was carried out showing the most
frequent methods used in their translation. Then, a few interesting examples were
presented, together with a commentary attempting to explain how Hyde might have
proceeded in his work, and to what extent the final translation is affected by the possible
style of the translator as opposed to the restrictions caused by the systemic difference
between the two languages.

Based on the analysis of the novel the thesis attempts to answer the following
questions:

1. s it possible to determine whether the authorial style and the translator style can
be differentiated?

2. Is there consistency in the choices made by the translator, and is it thus possible
to trace the translator’s attempt to establish his own style?
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3. Can the analyses carried out provide arguments supporting a possible modern
translation of the novel, considering that the analyzed, almost 100 years old
version is the only English translation of Krakatit to this date?



1 Authorial Style and Its Translation

The appropriate transfer of the original author’s style in translation iS an important
responsibility of a translator. The task of translating a text is complemented by the task
of comprehending the way it was written — all these elements have an impact on the
ultimate analysis of the style of translation. This chapter will be concerned with the
elaboration of the factors taking part in the analysis of the style of a translator, the
significance of the notion itself, and the translator’s own voice in translation.

1.1 Analysis of the Style of a Translator

The main basis for this part of the chapter is the study carried out by Zehnalova (2016)
and the observations pointed out in its execution. Zehnalova was concerned mainly with
Levy’s perception of authorial style and its translation. She follows his view that “the
style of the source is an objective fact, subjectively transformed by the translator” and
applies it to two translations of two novels by Bohumil Hrabal (Levy 2011, 62). As
Zehnalova states, she wants to find out to what extent the work of a translator changes
the original work, and thus how the translator’s style corresponds to or deflects from the
style of the author (2016, 421). Based on a semiotic model consisting of six types of
meaning contexts Zehnalovd provides an analysis of the authorial style of Hrabal,
particularly focused on the transfer of Hrabal’s typical feature — the oral stream. Her aim
is to “conduct comparative analyses of two STs and TTs with the aim of discussing the
output in terms of the subjective re-stylisation of this feature by the translators”
(Zehnalova 2016, 425).

In his attempt to define the process of translation, Levy states that while “the
search for linguistic equivalents is certainly the translator’s main preoccupation”, and as
such “the goal of translation is reproduction”, he nonetheless emphasizes that the process
would not be successful without an “autonomous creativity involving all the artistic
means of the target language. Translation is therefore an original creative process taking
place in a given linguistic environment” (2011, 57). Zehnalova points out the concept of
value introduced by Levy which is preserved in translation provided that the translator is
able to create a re-stylisation of the original, maintaining the information included in the
source text while transferring it to the target reader in a creative way that goes beyond a
mere search for linguistic equivalents. According to Levy, the translator should focus on
preserving the meaning of the text instead of its formal values, and he emphasizes how
important it is that the translator understands the point of view of the target reader and
communicates all the values considered important by the original author, which results in
the translation evoking the same response in the reader (2011, 61).

Zehnalova further puts Levy’s view into comparison with the view of Saldanha
who had previously compared the studies by Malmkjaer, Boase-Beier and Baker on the
topic and developed her definition accordingly. Saldanha states that ‘“Malmkjaer and
Boase-Beier are concerned with the style of the text (translation style), and Baker with
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the style of the translator” (2011, 27). In her view, it is not possible to define translator
style merely in terms of certain linguistic features which are shared by a specific type of
texts “because a translator’s style is not the sum of linguistic features associated with the
texts translated by a certain translator” (Saldanha, 2011, 26). The same applies also to
authorial style, and thus in her grasp of the concept Saldanha works with Short’s
definition of authorial style and adapts it to translator style, stating that it is a “‘way of
translating’ which distinguishes one translator’s work from that of others” (2011, 28).
She specifies it by describing that an author might choose to use a certain linguistic
feature in a particular way which would make the reader automatically realize who the
author of the text is, provided that they are acquainted with the author’s work, and she
adds that “in translator style, it is important that such patterns are established across
different translations, preferably of work by several different authors” (Saldanha 2011,
28-29).

Based on the definition by Saldanha, it would be necessary to compare more
translations of the same translator in order to analyze what in the text is part of the
translator’s typical translating pattern, and which features are simply the results of the
nature of the text. In contrast to Saldanha, “Levy associates even one translation with
translator style” as it is in itself a product of a translator’s creative process (Zehnalova
2016, 421). Levy views translation as a decision-making process in which each choice
made by the translator affects all of his next decisions, and thus,

he has created the context for a certain number of subsequent decisions, since the process
of translating has the form of a game with complete information — a game in which every
succeeding move is influenced by the knowledge of previous decisions and by the
situation which resulted from them (1967, 1172).

The translator is supposed to make an informed choice based on a proper analysis of
relevant factors, and the choice must be considered as the best given the circumstances.
According to Hatim and Munday, the factors creating the basis for the decisions are
influenced by the grammatical and linguistic specificities of the language as well as by
the context in which the text is used and which needs to be reflected in the language
(2004, 55). In addition, an important role is played by the purpose of the specific
translation, distinguished “from the purpose of translation (in the collective), which has
to do with the skill involved in translating within a particular professional setting”
(Hatim & Munday 2004, 54). The translator will thus decide to prefer one of various
alternatives in order to make the translation suitable to both the requirements stated by
the source text and the target readers whose requirements for evaluating the translation as
valuable might differ (Hermans 1999, 74).

The contrasting views of Saldanha and Levy are concluded by Baker who points
out the challenges of analyzing a translated text in terms of who is “responsible” for
which change since “there are, in a sense, two ‘authors’, two languages and two
sociolects involved, and the analyst must find a way to disentangle these variables”
(2000, 258). Furthermore, Hatim and Munday state that the specific linguistic features
preferred by the individual authors show their choice on how to build the text as well as
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their subjective perception of the world which is then reflected in their work (2004, 24).
Since all of the features mentioned above are closely connected, and one affects another,
the attempt to analyze a style, translation style in particular, requires a lot of effort and
the outcome can most likely not be completely reliable. Nonetheless, Baker emphasizes
the importance of a translator style despite the difficulties in its analysis. She argues with
the view she describes as traditional that “a translator cannot have, indeed should not
have, a style of his or her own, the translator’s task being simply to reproduce as closely
as possible the style of the original” (Baker 2000, 243). Her own opposing opinion states
how important a translator’s style and its analysis is, as each translator has a “manner of
expression that is typical of a translator, (...) characteristic use of language, his or her
individual profile of linguistic habits, compared to other translators” (2000, 245).

Zehnalova ultimately puts the individual translator in the position of a person who
takes the responsibility of the transfer of an authorial style as “he or she is in the position
of a cultural mediator standing at the point of the intersection of competing influences,
internalizing them, and transforming them into specific decisions and choices” (2016,
423). The decisions of the translator should be based on the knowledge of the formal
linguistic features of the languages he or she is working with, as well as on the cultural
backgrounds of the languages, the relationships between their linguistic features, and
thus the differences in perception of the same linguistic feature in two different cultures.
As a result of taking into account all the textual and contextual factors of the languages,
the translator successfully conveys “the meaning (function) of the ST forms, using forms
that are conventional in the target language community” and consequently evokes “the
same or a similar effect” in the target reader (Zehnalova 2016, 426).

The conclusion of the study conducted by Zehnalova states that literary translators
“are indeed cultural mediators influencing the image of one culture in the eyes of
another” which confirms the idea emphasized by Levy of “translators and readers being
the key players” in the translation process (2016, 440). In addition, her discovery
regarding the practical execution of translation confirms that some translators focus more
on the desired effect in the reader and tend to make the form of the text as suitable for
them as possible, while others consider more important maintaining the authorial style in
translation.

1.2 The Voice of a Translator

Similarly to an author utilizing a particular linguistic means, when it comes to
translating a specific linguistic feature from one language to another, one could often
choose from several methods to achieve it, all of which would work well in the language.
However, Baker points out that in an analysis of translations by an individual translator
one could trace that he resorted to a specific translation method too often which would
imply his preference of the method (2000, 248). She then poses a series of questions one
should try to discover about the translator in order to analyze what is part of his
individual translator style. Bassnett and Lefevre go even further saying that “despite
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protestations to the contrary, many translators have deliberately chosen to assert
themselves very visibly indeed in the texts they produce” (1998, 25). This might suggest
that there are translators who desire to create their own voice which would be
distinguishable from the original author, while others are more likely to sideline their
voice and simply transfer the original author’s style. Levy adds to it that, generally
speaking, translators

adopt a pessimistic strategy, they are anxious to accept those solutions only whose
‘value’ — even in case of the most unfavorable reactions of their readers — does not fall
under a certain minimum limit admissible by their linguistic or aesthetic standards (1976,
1180).

Levy’s view of decision-making, mentioned above, is complemented by Hermans
with his statement that in some cases the results of the translation process should not be
viewed as their own individual decisions (1999, 73). He further explains what he means
— that, for example, “if a language does not possess a passive, then that option is not
open to the translator”, hence the grammatical restraints and limitations of the languages
due to the systemic differences greatly influence the translator’s decisions as well
(Hermans 1999, 73). Similarly to the translation being a series of moves, “the
interpretation by readers of the meanings contained in a text also has the form of a series
of moves” (Levy 1967, 1174). Since the decisions in the translation process as well as
the reader’s interpretation of the outcome are highly individual, “no two translations are
going to be alike, as we all know, because fragments of our individualistic readings will
drift through our reading and our translating” (Bassnett and Lefevre 1998, 27).
Importantly, the decisions carried out by the translator influence the reader’s perception
of the text to a great extent. In vast majority of the cases, readers of the translated
versions of foreign authors’ books do not have a chance to read the book in its original
language, and thus the translation “may be the only means available to that reader to
obtain an impression” of the original writer, which “highlights the translator’s power and
responsibility” even more (Hermans 1999, 74).

Following the logic of a translator having an important responsibility of converting
the original author’s thoughts to a new audience, it is often argued that the translator in
fact should not have his or her own voice; that he or she should remain invisible. In his
book, Venuti describes the phenomena of promoting fluent translation in English as the
proper one. He specifies that in fluent translation the language used is in accordance with
the general public’s way of speaking, instead of adjusting it to a specific informal or
slang versions which might seem as appropriate to the translator at certain points, and
that its syntax follows the rules of the target language and detaches itself from the
influence of the original text in order to strike the reader as easily readable (Venuti 1995,
4-5). The aim of such translation is then to give “the reader unobstructed ‘access to great
thoughts,” to what is ‘present in the original’” and, as a result, to make the translator’s
“work “invisible,” producing the illusory effect of transparency that simultaneously
masks its status as an illusion: the translated text seems ‘natural,’ i.e., not translated”
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(Venuti 1995, 5). However, is it truly possible for a translator not to imprint his or her
own voice in the translation, no matter how much he or she tries not to?

Nord provides a general definition of texts which says that the main aim behind
their creation is not translation, but rather a communication of the thoughts and ideas the
author considered important to be transferred to specific target readers (2005, 6). Hence,
if the translator is meant to transfer said ideas even further to a different type of readers,
he or she necessarily needs to make certain adjustments to make the text suitable for the
new audience, and in doing so, putting a certain amount of his or her own voice into the
text is almost inevitable. However, as Hermans points out, since the whole transfer of a
text from one language to another takes place in a written form, it is more difficult to
analyze what in the text could be considered as an original thought, hence voice, of the
translator, and what is his or her translation of the original author’s thoughts (2014,
287). Firstly, the analysis is made difficult by the fact that two linguistic versions are
necessarily being compared here, and secondly, translators generally have certain
linguistic abilities which enable them to cover their voice within the continuous flow of
translation (without the necessary intention of doing so, it is simply a consequence of
their daily occupation).

Importantly, the difference between a translator and a reader needs to be
recognized here. It is obvious to some extent, but what is crucial to understand is that
even though a translator necessarily needs to read the text to be translated, and become
familiar with it, he or she is not a reader of the given text in the full sense, it is not the
target reader even if under different circumstances he or she could be. Nord argues that
translators

do not read it for their own purposes (i.e., in order to be informed or amused or to find
out how to use a new machine). (...) ...translators have no “personal need” to read the
text, so to speak. They read the ST instead of the initiator, or some other receiver who
belongs to a target culture which may be quite different from the source culture. After
reading the text, the translator is going to convey to them, by means of the translation, a
certain piece of information from or about the source text (2005, 12).

At the same time, the translator builds his or her own relationship to the source text, his
or her own understanding and interpretation of it which might not concur with some of
the target text readers had they read it in the original language version. Nonetheless, it
will become their understanding at the moment they read the translated version, as the
translator’s personal interpretation of the text does influence the process of translation, at
least to some extent. Thus, the translator’s reading of the author’s style, its influence on
his or her own translation style greatly influences him or her, and consequently the
translation and the effects it will have on the target text reader (Boase-Beier 2014, 4). To
add to it, Hermans states that while “the translator, as an authorial presence, lets the
original author speak in his or her own name”, it “does not prevent translators from
imparting to their audiences their opinions and judgements about the views being aired
by the original author” (2014, 292).
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Boase-Beier further expands the argument that the translator’s own understanding
of the source text makes its way in the translation by claiming that even a reliable
knowledge of the original author’s meaning behind a certain part of the text would not
assure a concordance with the “translator’s meaning” for “a stylistic reading of the
source text” means attempting to detect the inferences made by the author in his writing,
not only confirming them as facts and transferring them accordingly (2014, 50-51).
Despite that, many view translation as a rendering of the original author’s voice in a
different language, not taking into consideration the full extent of the translator’s work.
This full extent “involves not merely rewording a pre-existing discourse but relocating it
and redirecting it to suit a new environment and a new audience” and by recognizing it,
“the agent of this reorientation gains in prominence” (Hermans 2014, 293). Hence, one
might argue in support of the translator’s gain in prominence that by consciously
inserting his or her own voice into the translation, by developing a recognizable style, the
translator attempts to, in fact, attract the reader’s attention to his or her task and gain the
recognition some are reluctant to ascribe to him or her. However, there must exist a
certain border in the infiltration of the translator’s voice into the text since no matter how
prominent the translator’s work is, it is still a translation of someone else’s text and the
translator must work with that in mind. Hermans fittingly concludes the topic suggesting
that by recognizing the translator’s task for more than a transfer of words, the translation
still consists of

a translator addressing an audience by promising the performance of translation and then,
as part of this discourse and therefore embedded in it, proceeding to quote the original
across the relevant languages. The translator lets the author speak in a tongue the
audience can understand (2014, 293).

The preceding once again hints at the role of the reader. The reader has a crucial role in
the whole process of translation since, as a matter of fact, without the reader there would
not be a demand for the translation in most of the cases. And, as Boase-Beier notes, the
translators proceeds keeping it in mind and attempting to come as close as possible to
making the reader of the target text respond to the text in the way which was intended by
the source text author and which was possibly expected by the reader, as the translator
recognizes the responsibility he or she has over the feelings triggered in the reader by the
translation (2014, 51). In return, it is the reader’s moral responsibility to acknowledge
that the translator tried to deliver his or her task (whether successfully or not is then a
subject for further consideration), and that it consisted in more than simple transfer of
words. After all, it is “the reader who chooses to read a translation as an intervention, to
make a translator’s attitude towards a translated text relevant, and thus to treat a text as
echoic” (Hermans 2014, 297).

To conclude, it might be useful to go back to the controversial issue of the
translator’s invisibility in the translation. Perhaps Toury provides a key response to the
issue by noting that a translation can be rejected by the target audience for a whole range
of reasons, not only for too strong infiltration of the translator’s voice, but perhaps also
for the exact opposite, that is too close rendering of the original author’s voice, or for
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incomplete adjustment of the text to a different cultural background (2012, 199). He puts
to our attention the distinction between acceptance and acceptability, with acceptability
being the crucial idea here enabling the translator to compose the translation in the way
he or she considers appropriate, and evaluating the translation as a whole, and after
accepting or rejecting it for its artistic values. He adds to the notion of acceptability from
the point of view of translators that

translators can be more or less aware of the factors which govern the prospects of texts
and textual-linguistic phenomena to be accepted into that culture, or a particular sector
thereof. If they then choose to subject themselves — wittingly or unwittingly — to factors
which enhance acceptability, and resort to strategies which promote it, the entire act of
translation would be executed under the sigil of acceptability (Toury 2012, 203-204).

It was shown through the words of the theoreticians advocating the voice of a translator
in the translations that it does not equal to an unalterable shift of the complete text, which
would be turned into something completely different. Venuti summarized the key
philosophy of those promoting the so called “clean” and fluent translation with the
translator remaining invisible, which is that it will bring more attention to the original
author and his thoughts will be preserved in the “proper” way (1995, 2). However, as
long as the translator remains accountable to the primary task of delivering the core of
the text which was assigned to him or her, the fact that his or her view and interpretation
of it becomes a part of the writing simply cannot be viewed as a “bad thing”, a failure of
the task of a translator. Such views of fluent translation “are thus criticised for promoting
values such as easy readability and a perception that the translation is not in fact a
translation but an/the ‘original’” (Hatim 2013, 50). These are, however, not the key
values translations should bring; they should present the target readers the meaning of
the original in a different language, not become the original themselves, and they should
thus be assessed based on this key value.
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2 Karel Capek

2.1 Authorial Style of Karel Capek

As one of the most well-known Czech authors, Capek wrote a great number of works in
his life, which were developing simultaneously with his development as an author. He
did not settle for a single genre and form, but his range of work includes short stories,
novels, dramas, poems as well as essays, critics or travel stories. Mukafovsky divides
Capek’s work into several periods. The beginning of his writing consists of the works
written together with his brother Josef, and Mukatovsky describes their early writing
style as full of long and complex sentences, typically consisting of several subordinate
clauses, and points out their tendency to use complex sentences to write about
insignificant topics (1934, 326). However, there is a certain shift in their work soon after,
and their style transitions from the lengthy sentences into journalistic style using rather
simpler and more specific writing (Mukafovsky 1934, 327).

After publishing two collections of short stories together, both of the Capek
brothers set on their paths as individual authors. Naturally, Mukafovsky dates the next
period of Capek’s writing to this split. Capek’s first individual works aim to differentiate
between the real event which took place in the story, and mere narration about the event,
which was managed by creating a mysterious atmosphere regarding its circumstances
(Mukatovsky 1934, 331). The most significant element of Capek’s writing as observed
by Mukatovsky is the fact that he implemented two layers of narrative — a front one,
which presents the unfolding events in the story to the readers, and a back one, carrying
something hidden, which nonetheless affects the main events (1934, 334). The use of this
method appears through the vast majority of Capek’s work, in some of which he
develops it even more and puts the introspective abilities of the readers to the test.

In his next set of novels Capek elaborates on what he had already begun — the line
between what is real and what is not becomes very thin, and he lets the readers decide
what they consider to be the truth (Mukafovsky 1934, 338). His intention might be to
invoke critical thinking in the readers and to show them the importance of choosing
where to put their trust based on some research instead of blindly following someone
else’s words. It becomes reflected also in his writing style, as later he puts emphasis on
developing the method for reporting about the real event and attempts to use such
linguistic features which make it seem as if the event is reported to the readers in a
spoken discourse (Mukatovsky 1934, 342). It shows his aim to form a dialogue with his
readers in the process of narrating the story, which will be discussed later in the chapter.
As a method of achieving the feeling of a dialogue he implements the use of colloquial
expressions as well as sentence structure typical in informal speech (Mukafovsky 1934,
342).

There is an apparent influence of journalism in Capek’s prosodic works. In fact,
Klima states that journalism “was not a secondary activity for him, but something he
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considered just as important, if not more important, than his literary work” (2002, 143).
Naturally, the journalistic style revealed itself in the writing style of his novels. It is
important for journalists to evoke an immediate reaction in the readers by the form of
their writing, and to possibly even make them relate to the written text, which Capek
managed by adjusting the language used in his writing to a more colloquial one, and he
applied the strategy in his novels as well. Mukatovsky states that the use of colloquial
language enables Capek to talk to the readers more directly through his writing (1934,
348). Moreover, he realized the importance of becoming more closely connected to his
readers by using a common language, and as “he had an exceptional feeling for linguistic
communication, more precisely for the spoken language of his time” he indeed managed
to draw “closer to the language people actually spoke. It drew closer, but it lost none of
its richness, and to this day his written language still astounds by its utter everydayness”
(Klima 2002, 18).

It is apparent from the writing of Capek that he possessed a great command of the
Czech language. He realized the beauty of the language and was dedicated to convey it
in all its richness in his work. Maslen comments upon his writing, particularly the style
used in one of his works, saying that “the full impact and import of Capek's handling of
language in War with the Newts is extremely difficult to convey in translation since, as
Capek himself is the first to acknowledge within his own work, language and culture are
so intimately connected” (1987, 85). Indeed, Capek was aware of the cultural impact of
language and the fact that expanding his use of linguistic means in a way which would
reach various groups of people speaking different forms of the language would enable
him to connect to a larger group of readers. Hence, “he was familiar with it in all its
aspects — its wealth of racy idiom, its subtleties, its byways, its slang, the breadth and
depth of its lyrical range-and in an eloquent essay he paid tribute to its strength and
beauty” (Selver 1939, 696). Moreover, Klima praises the linguistic abilities of Capek
followingly:

Capek employed highly stylized language, avoided vulgarisms and, above all, did not use
the careless “Prague” Czech, with its deformed word endings. He achieved the
colloquaility of his language chiefly by syntax, interjections, verbal filler, and the
stressing, heard in everyday speech, of certain demonstrative pronouns — resulting in
expressions and figures of speech that are often difficult to convey into another language
(2002, 163).

Both Selver and Maslen agree with Klima’s claim that it is very difficult to translate
Capek’s writing into another language while trying to preserve all he aimed to include by
his specific writing style. Selver concludes the debate by stating that “no translation does
thorough justice to his mastery of the Czech language, the resources of which he utilized
so deftly and so variously” (1939, 695).

Through his work Capek constantly emphasizes how crucial it is to look at every
situation from various points of view instead of blindly following merely a single
perspective considered as the only correct one. Wellek expands this desire of Capek by
noticing that “he wants to see things from all sides, he hates hasty generalizations,
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doctrinaire fanaticism, any uncritical acceptance of ready-made opinions and systems”
(1936, 200). Capek applies it not only to the way he grasps certain topics in his texts, but
also to the way he works with language, as he realizes that language is one of the main
tools influencing our understanding of certain topics. Consequently, a particular element
of Capek’s writing is his tendency to repeat words in its various synonymous forms, put
them closely together in the text and create a passage showing the same reality in
different perspectives (Mukatovsky 1934, 351). As language is the most reliable tool he
has to communicate with the readers, he uses its abilities to show an outlook on the same
reality from different perspectives, possibly relying on the reader’s recognition of the
hidden intention.

Similarly to collecting synonymous expressions, Capek often collects main
clauses by making them follow one another which, as a result, puts the clauses on the
same level with no single clause being more or less important (Mukafovsky 1939b, 377).
It reflects the belief of Capek that just as every person should critically think about all
they perceive from the outside world, they should view all people and things as being at
the same level, no matter what their actual social status is. Again, he leads by example
through the method which is most suitable to him — through linguistic means. In practice,
it means that Capek does not give certain semantic features more or less importance, but
rather makes them all equal and lets the context decide how meaningful they will
become (Mukatovsky 1939b, 385). At the same time he does not specifically state what
is meant by certain elements of his writing in order for the readers to interpret the
meaning for themselves (Mukafovsky 1939b, 387). This goes back to his promoting of
wise consideration of the factors we decide to believe in, which includes the ability to
interpret them. Wellek summarizes the consciousness Capek wants to evoke in his
readers as a “desire to make us see things directly with our own eyes, to feel them with
our senses” (1936, 198).

When reading texts by Capek, one cannot leave unnoticed his particular treatment
of punctuation. In fact, what is considered as one of the most dominant elements in
Capek’s work by Mukafovsky is intonation, which is best presented precisely on the
particular way he works with punctuation — as examples Mukaifovsky mentions Capek’s
elimination of commas at the points in which they would stand in the way of the flow of
communication, or adding them to places within a sentence in which they enhance the
desired effect of intonation, and also his frequent use of semicolon which enables him to
make the clauses following each other seem as more connected (1939a, 359). The use of
semicolon is a linguistic element which can be in particular observed in the analyzed
passage of Krakatit (see Chapter 5.2) and it can be truly stated that the dynamism of the
scenes seemed to be enhanced thanks to the fact that the individual clauses were not
interrupted by a full stop, but rather partly connected by the semicolon. Furthermore,
dash is also utilized by Capek in a specific way, either to express the change in the flow
of thoughts which took place, or to otherwise adjust the intonation of the passage
(Mukafovsky 1939a, 359), and, importantly, Capek often does not introduce direct
speech with colon or quotation marks (Mukafovsky 1939a, 361).
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Mukafovsky further notices that Capek’s novels have a highly specific structure,
meaning that while it is usual for a story to start at a slow pace and gradually arrive at its
climax, Capek tends to use almost the opposite structure — having the climaxing moment
at the beginning with the rest of the novel being an elaboration of the story behind it
(1939b, 387-388). It could be understood as another means to prove his point in
eliminating any kind of hierarchy, exemplified here through the idea that none of the
parts of a story deserves more attention since there would be no climax without the
events leading to it and vice versa. Accordingly, he adjusts also the way authors usually
work with tension which is supposed to grow throughout the story. However, as it is not
what Capek needs to achieve since there is no real climaxing moment to be expected, he
eases the tension and thus makes all the linguistic elements equal with none standing out,
which would be caused by growing tension (Mukafovsky 1939b, 388). Capek aimed to
show the importance of the situations we might consider unimportant and, similarly, he
“devised splendid plots to support the idea that almost everything that appears
mysterious could be reduced to something banal or everyday, or simply not brought to a
conscious level” (Klima 2002, 160).

As has already been mentioned several times, Capek attempted to reach all kinds
of readers and, moreover, he truly wanted to connect as closely to them as possible.
Thus, another element he used to reflect it in some of his work is to try to lead a dialogue
with the readers through his writing. According to Pohorsky, Capek made the readers
feel as if they were part of the story, he let them become participants of the conversations
and experience the situations he was writing about by themselves (1972, 531). Achieving
it naturally included a specific handling of the language again, such which would truly
make the readers become part of the narrative. Wellek describes the use of language
particularly in Capek’s collection of detective stories The Tales from the Other Pocket, in
which the individual stories are “associated rather loosely by verbal links which enhance
the illusion of spontaneous reminiscence. But there is never any description of the story-
tellers or their setting. The style is more colloquial in accordance with this fiction, and
the structure looser” (1936, 202).

Apart from his linguistic abilities, Capek was undoubtedly also a great observer;
he particularly forced his readers to pay close attention to things they would otherwise
most likely consider insignificant. His observation ability was described by Klima as

the ability to see things and events what ordinarily goes unnoticed, and to write about
them with a vivid with and with a freshness that can be appreciated to this day. He was
skilled at describing even commonplace events in the most unexpected ways, and at
giving a new sense to old stories. (...) He also had an extraordinary linguistic sense, and
a close reading of his works still delights the reader with its richness, precision, and of
course the language itself — as if it had not been touched by time (2002, 11-12).

Capek utilized his undeniable mastery of the Czech language in highlighting
commonplace objects and situations. He pointed to the things that were not so common
after all, in order to prove that everything is worthy of our attention. He did so even with
observing his characters, he managed to capture “so many of the external aspects of
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human behavior, brilliantly observing details, gestures, predilections, and deportment,
thus enlivening his characters and giving them not only credibility but also the
appearance of multidimensionality” (Klima 2002, 60). As in case of all the other factors
he wanted to point to in his writing, he used the possibilities of language “like no one
else in Czech literature”, which enabled him to create a unique linguistic environment
(Klima 2002, 60).
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3 Krakatit

Krakatit was written by Karel Capek in 1922 and ultimately published in 1924. It is a
utopian novel structured into 54 chapters. The circumstances regarding the process of
writing the novel were supposedly not happy, as Capek was going through a personal
crisis and he was even forced to interrupt the writing process for a while; the return to
writing was then very difficult and the novel remained affected by the disruption (Mocna
1994, 586).

The main plot of the story deals with an invention of an explosive, called krakatit.
Its inventor Prokop, the main character of the story, strives not to reveal the formula used
to create it in fear of what it could cause in the world. At the beginning of the novel
Prokop is going through the consequences of an accident in a lab when he is found by his
former classmate Tomes who takes him to his house and tries to help him. In his feverish
condition Prokop accidentally shares some information about krakatit with Tomes, who
had already left before Prokop became fully conscious. Prokop immediately goes after
him in a desperate attempt to stop him from creating krakatit. His journey takes him to
Tomes’s father in Tynice first and later to Balttin where he’s held captive so that he is
forced to make more of krakatit. He escapes later with the help of princess Wille, who
lives in Balttin and falls in love with Prokop. Prokop then meets a powerful man Daimon
who wants to use him and his knowledge in order to get control over the world. By the
end of the novel Prokop finds out that Tomes is in a town called Grottup and goes to
him. By that time Tome§ has almost figured out the formula of krakatit and as there is no
way of discouraging him from its creation, Prokop leaves him. Soon after Tomes indeed
makes krakatit and destroys the whole town. Prokop himself then forgets the formula and
meets an old man who “comforts him that he has, after all, found something. Never will
he any more save or destroy the world. For the first time he will sleep a dreamless sleep”
(Wellek 1936, 198).

An important aspect of the novel is Prokop’s search for the mysterious girl he met
in Tomes’s house. He becomes very affected by her as she is the one who makes him go
look for Tomes, he seems not to be able to fall in love with Anne, the daughter of
Tomes’s father, nor the princess for he has the girl always in mind, and he becomes
charmed by a girl he meets later with Daimon due to her similarity with the mysterious
girl (Mukatovsky 1934, 335). Despite his desire for her, Prokop never finds the girl
again. While by employing the topic of searching for a girl one falls in love with Capek
drew closer to the popularized genre of romance novels, he always showed the readers
that he is merely touching upon the topic, acknowledging its importance, but making the
main bases of the novel from other themes. The way he achieves it is by moderating any
scenes centralized too much on the feelings and emotions of the characters, and by
reducing their impact due to the fact that he always follows such scenes with banal and
unrelated information (Mocna 1994, 589).

In Krakatit Capek apparently sought to combine topics and motifs resonating with
the general public, topics which the most popular novels at the time were built on.
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Mocna notices that a pattern of the popular prose Capek emphasizes the most is action
and dynamism, which he confirms already at the beginning of the novel (1994, 587).
However, he carefully picks in which parts of the novel to enforce the popular themes
and in which to sideline them. In fact, certain parts of the novel might seem as if Capek
is detaching himself from the popularized prose by making the novel become seemingly
more similar to it. He treats in this way especially the genre of adventurous criminal
novels and romance novels, whose elements are undoubtedly present in Krakatit,
sometimes put to such extremes that they downplay the genre to some extent (Mocna
1994, 590). Hence, Krakatit can in no sense be viewed as a novel merely following a
pattern of other popular novels within the set genres, but, as Capek repeatedly shows, it
is his own rendition of the topics, and the writing used informs the readers of his
relationship towards them.

3.1 The Style of Krakatit

There are certain patterns Capek makes great use of in Krakatit in order to achieve the
desired effect on the readers. What can be observed throughout the whole novel is
Capek’s tendency to dynamism. It is related to the fact that he puts emphasis on action
scenes in the novel, as was already mentioned, but not only that. Mocné points out that
even passages which would under usual circumstances be purely descriptive are put into
action by Capek (1994, 587). Dynamism of the text is helped also by Capek’s handling
of punctuation, especially his frequent use of semicolon which connects long passages
and seemingly adjusts the pace of certain scenes. The particular use of semicolon in
Krakatit is commented upon in the analysis of punctuation marks in Chapter 5.2.

Mocné also notices that certain features used by Capek in the novel point to his
focus on emotions, both of the readers and the characters. The specific features she
points out are the fact that he frequently uses attributive adjectives, puts a lot of emotions
into the behavior of the characters as well as into his own narration of the story,
especially in passages relating to the topic of love (Mocna 1994, 589). Furthermore, as
he most likely wants the readers to get emotionally affected too, he uses the second
person narration in specific passages, which goes back to his ultimate aim of connecting
more deeply to the readers, discussed in Chapter 2.1.

Capek often experiments with styles in the novel and changes the style of his
writing in accordance with the effect he wants to achieve in individual passages. While
he emphasizes dynamism, he nonetheless carefully chooses the parts of the novel in
which it is desirable and in which it is better to slow the pace of the story. Moreover, he
strives to put a feeling of a dialogue even in the passages with no direct speech, as he
often tends to in his novels, and sometimes he even changes in a fast sequence the mood
of the sentences following one another in order to show the variability of communication
shifts (Mocna 1994, 597). As was already stated before, Capek was a great promoter of
focusing on the seemingly unimportant things and situations and showing them to the
readers in a way they might never view them. Krakatit is no exception which is
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exemplified by Mocna on a passage describing the appearance of the girl Prokop
becomes so attached to — Capek describes her, focusing only on a few details, which are
not the elements typically pointed out when describing a beautiful girl, but which
nonetheless make a highly individualistic and not less appealing description (1994, 598).
This particular passage can be observed in Example (5) in the chapter analyzing the
division of sentence, as it was one of the examples chosen to be commented upon.

While reading the novel one must notice its frequent description of dreams, which
are so seamlessly connected with reality that it is difficult to say what is still real and
what is a dream, at least until it is clarified by the author. Thus, focus on the border
between fiction and reality is an important component of the novel, as well as a certain
confusion regarding the places where Prokop finds himself — considering that most of the
time his relocations are enforced by someone else with Prokop often unconscious, it
creates uncertainty towards his whereabouts (Mocna 1994, 595). An essential motif
making constant appearances throughout the novel is the sense of mystery, some of those
being the mysterious girl from the beginning of the novel Prokop spends the rest of the
story looking for, or krakatit itself, as something everyone wants to possess, but does not
know how to — at the end not even the inventor himself.
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4 Methodology

In order to complete the analyses | worked within two different ranges of the novel.
Since analyzing the stylistic features within the complete novel would be too time-
consuming due to its length and frequency of the features in the text, | decided to take a
passage of 10% of the novel, which corresponds to 15 pages. As there was a half a page
more remaining until the end of a chapter, I included it as well, thus the analyzed passage
consists of 6 chapters. The same passage was then taken from the translation as well.
However, the formal features were analyzed both within the 10% passage, so as to gain
data more relevant to the analyses of stylistic features, and within the complete novel.

It was important for the chosen passage to include both parts of the narrative itself
and the inner monologue of the main character, as well as a larger amount of direct
speech in order for the features to be analyzed under all possible circumstances. The first
6 chapters consisted of all the conditions mentioned in an adequate amount, and it was
thus chosen for the execution of the analyses.

As already mentioned, the whole analysis is divided into two parts — analysis of
formal features and analysis of stylistic features. That, as well as the idea of an analysis
of the complete novel and the passage of 10%, was inspired by the bachelor theses of
Natalie Sotnarovéa (2020) and Pavlina Wiinschové (2020). Furthermore, I also developed
the tables and figures for the analyses following their patterns and adjusting them to my
needs.

A similar analysis was carried out also by Zehnalova (2020), who analyzed four
Czech translations of the novel The Great Gatsby by Francis Scott Fitzgerald. The
analysis was divided into three categories — analysis of linguistic differences in
translation, semiotic analysis, and stylistic analysis. She applied it to a larger amount of
material and analyzed the translation strategies from English to Czech, hence in the
opposite direction than the present thesis. Nonetheless, her analysis aimed at discovering
the strategies used in translation, the differences between the choices of the individual
translators and the tendencies influencing their decisions, therefore it served to some
extent as an inspiration for the execution of my own analysis, and it was adjusted to the
purpose of the present thesis (Zehnalova 2020, 96).

The formal features analyzed in the thesis are number of sentences and number
punctuation marks. Initially, 1 planned to include also number of words and characters,
but as the numbers did not bring results too relevant for the purpose of the thesis, |
decided to dismiss them. The numbers of sentences and punctuation marks were
compared between the source text and the target text, and in the case of punctuation
marks, the patterns in replacing some of them in the target text were analyzed too.

As for the stylistic features, I chose four of those frequently used by Capek in his
writing. | analyzed their frequency in the passage, created tables showing the ways in
which they were most frequently transferred to the target text and chose the most
relevant and interesting examples which I commented upon.

29



First of the analyzed stylistic features is the division of sentences as Capek’s text
included a high amount of them. Since long sentences consisting of more than two
clauses are generally not so common in English texts, | analyzed how often they were
divided by the translator, additionally into how many sentences, and if the same appeared
also in the opposite direction.

The next feature has to do to some extent with the systemic differences between
English and Czech and to some extent with the author’s decision to include the feature
rather often. It is the use of subordinate clauses, which were analyzed regarding the way
they were transferred in the translation — how many times they remained a subordinate
clause, and how many times they were turned into a different linguistic or grammatical
element.

Following is the analysis of expressives, as in names expressing a certain positive
or negative attitude of the speaker towards the thing or person they describe. They were
chosen due to the fact that Capek used them rather often and, furthermore, in some cases
he used such peculiar expressive forms which are otherwise not as common. Hence, |
attempted to analyze whether the translator had a tendency to use expressives as well, or
rather chose neutral expressions.

Lastly, | decided to analyze verbs of utterance, which are in general used
exchanging different synonymous options in Czech texts. Capek specifically used a
variety of them even in the 10% passage, thus the analysis examined the translator’s
response to it — whether he tried to draw closer to the original by using various verbs of
utterance, or whether he was more moderate and used a comparatively smaller amount of
them.

All of the analyses follow this chapter in the practical part of the thesis, and they
are complemented also by tables and figures, as already mentioned, to make the results
better arranged. The complete overview of the cases compared for each analysis, out of
which only a certain amount of them is presented as examples in the analyses
themselves, is at the end of the thesis in the form of appendixes.
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5 Analysis of Formal Features

5.1 Number of Sentences

The first formal feature to be analyzed is the number of sentences, as well as the average
sentence length in the source and target texts. The results unequivocally show that the
translated version of Krakatit consists of a higher amount of sentences than the original.
While the number of sentences in the complete text of the Czech version is 6931, the
translation includes 7653 sentences, hence 722 sentences more. Similarly, also the 10%
passage used for the analysis of stylistic features, which will be presented later, shows a
difference — with 975 sentences in the source text and 1078 in the target text, the
translation has 103 sentences more.

Perhaps the main reason to explain the difference in the amount of sentences in the
two versions is the tendency of the translator to divide the long sentences often used by
Capek into two or more shorter sentences. This will be reflected also in the differences in
the use of punctuation marks in the following analysis. Based on the analysis of the
novel, Capek made use of long sentences rather frequently, and it could be expected for
the translation to separate them even more often, as English generally prefers shorter
sentences. While the translator often decided not to split them, possibly as he considered
it to be a part of Capek’s intention in the novel which should be at least partly preserved,
his respect for the grammatical tendencies of English cannot be disregarded, which is
confirmed by the ultimate number of sentences in the translation.

The difference in the number of sentences might seem not to be in accordance with
the average sentence length, which is 10.18 in the source text and 12.99 in the target text
in the complete novel, and in the 10% passage the numbers are 8.29 in the source text
and 10.68 in the target text. It might seem as a certain discrepancy since it was already
shown that the English version includes more sentences, implying that the translator was
shortening the long Czech sentences in the transfer to English, and hence the individual
sentences should truly be shorter as for the number of words. However, the average
sentence length values cannot be viewed as too relevant due to the simple fact that while
the author and the translator have a say in the sentence length, there are the systemic
differences between Czech and English as well. One must remember that there are
certain grammatical elements naturally dictating the length of the sentences — such as the
mandatory use of articles in English, the fact that subject must be expressed more often
than in Czech, or the frequent substitution of the Czech case system by prepositions in
English, to name a few. Taking the differences into account, the results do not seem as
contradictory.
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SENTENCES

Complete novel 10% passage

ST TT ST TT

Number of

6931 7653 975 1078
Sentences

Average
Sentence 10.18 12.99 8.29 10.68
Length

Table 1: Sentences

Number of Sentences
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Figure 1: Number of Sentences

5.2 Number of Punctuation Marks

The next analysis is concerned with the differences in the use of punctuation marks in the
original and translated version of the novel. Namely, the five punctuation marks
analyzed are full stop, coma, semicolon, question mark and exclamation mark. All of the
punctuation marks were analyzed again in both the complete novel as well as in the 10%
passage used in the following chapters for the analyses of stylistic features.

While some of the punctuation marks show a comparative difference between the
source and target texts, the values of others are rather similar. Mostly, the target text
consists of a lower number of punctuation marks than the source text, in particular in the
case of comas, semicolons and question marks, in both the complete novel and the 10%
passage. Question mark is one of the cases with similar values, showing that the amount
of interrogative clauses is rather similar and the translator did not decide to turn them
into different kinds of clause very often.

The lower numbers of comas and semicolons in the translation are closely related
to the number of full stops, which is much higher in the translation. At the same time, it
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reflects the higher number of sentences in the target text, which was discussed in the
previous analysis. Naturally, higher number of full stops is a consequence of that. It is
confirmed also by the difference between the source and target texts, which strictly
speaking corresponds to the difference in the number of sentences — the target text
includes 706 more full stops in the complete novel and 113 more in the 10% passage
than the source text. Following the same logic, the number of comas and semicolons
must be lower in the source text due to the longer sentences, often built from a lot of
clauses. The situation is rather clear with semicolons, which are included 764 times more
in the complete novel and 40 times more in the 10% passage in the source text as Capek
made a frequent use of them, combining more clauses together. However, the fact that
there is 1387 times more comas in the source text within the complete novel, and 167
times more in the 10% passage can be explained not only by the sentences consisting of
more clauses, but also by the systemic differences between Czech and English. Czech
texts generally include more comas, as there are more strict rules about the use of comas
regarding certain linguistic features, which do not exist in English.

Lastly, as for the difference in the number of exclamation marks, there are 106
times more of them in the complete novel and 12 times more of them in the 10% passage
in the target text. The reason for it might be that the translator perhaps preferred
emphasizing the exclamatory clause more often than Capek, or wanted to make it more
apparent to the reader that certain clauses are supposed to have a stronger emphasis.

PUNCTUATION MARKS

Complete novel 10% passage
ST TT ST TT
Full stops 7815 8521 856 969
Comas 7022 5635 729 562
Semicolons 1637 873 140 100
Question marks 1046 1038 144 139
Exclamation marks | 439 545 50 62

Table 2: Punctuation Marks

33
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Figure 2: Punctuation Marks (Complete Novel)

Punctuation Marks (10% Passage)
mSTHETT
1200
1000 969
800
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140 144 139
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Full stops Comas Semicolons Question  Exclamation
marks marks

Figure 3: Punctuation Marks (10% Passage)

5.2.1 Replacement of Punctuation Marks

Apart from mere enumeration of the punctuation marks used in the novel and its
translation, | carried out a related analysis to determine how many times certain
punctuation marks were turned into different ones during translation. In particular, |
focused on semicolons, comas and full stops and the analysis of its transfer into one of
the other two punctuation marks in the 10% passage of the target text.

The highest amount of changes was in the case of semicolons turning into full
stops in the translation. It is only logical, considering the fact that overall, the number of
full stops was far higher and the number of semicolons was far lower in the target text,
and consequently, there was more individual sentences in the target text. The fact that
semicolons were exchanged for full stops 43 times as opposed to an exchange for comas,
which was only 4 times, shows that mostly, the sentences consisting of two or more
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clauses connected together with a semicolon were divided into separate sentences by the
translator.

Next, comas in the source text were transformed 25 times into full stops in the
target text, and 12 times into semicolons. These values are more relevant than the data
regarding the number of comas, which was affected by systemic differences between
languages, whereas the present numbers show more specific results. Firstly, there is a
similarity with the change of semicolons into full stops — the fact that comas were turned
into full stops as well confirms that the translator decided to split certain amount of
longer sentences into shorter ones. However, surprising information is the fact that
semicolons were exchanged also for comas in the translation. It could have been caused
by the translator’s belief that some clauses perhaps do not need to be too separated by a
semicolon, but the information they included might have struck the translator as rather
related, and hence he considered as a more appropriate option to use a coma instead.

Lastly, the analysis which brought the lowest amount of results was the number of
exchanges of full stops for comas (6 times) and semicolons (1 time) in the target text.
However, it can be useful as a confirmation of the previous analyses supporting the fact
that the translator had a tendency to divide longer sentences. These results show that he
indeed did connect two or more clauses with a coma or a semicolon that often, but rather
preferred the opposite.

REPLACEMENT OF PUNCTUATION MARKS (ST 2> TT)

43

: 4

25

: 6

9
9
>.
, 2 12
9
9

: 1

Table 3: Replacement of Punctuation Marks
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6 Analysis of Stylistic Features

6.1 Division of Sentences

The section of analyses of stylistic features begins with the amount of sentences which
were divided by the translator. Capek included in the original version of the text a great
amount of very long sentences which consisted of several clauses; specifically there were
132 sentences consisting of more than two clauses in the target text. As it is not so
common to have overly long sentences in English, these were in many cases divided into
two or more sentences. More precisely, there were 48 sentences in the Czech version
which ended up being divided into two or more in English. Although it might not seem
as such a high number compared to the total number of 132 sentences in the source text
consisting of more than two clauses, it is nonetheless not insignificant data. Out of the 48
sentences, 8 of them were divided into more than two sentences in English. In 3 cases
there was a sentence or a clause in Czech which was completely omitted in English.
Moreover, there were 5 cases when the situation was reversed — two sentences in Czech
were united into one in English.

Division of Sentences

ST sentences of more than two clauses 132
ST sentence divided into two TT sentences 40
ST sentence divided into more thantwo TT 3

sentences

Omission of asentence in TT

Two ST sentences united intoone in TT

Table 4: Division of Sentences

Division of Sentences
u ST (sentences of more than two clauses) =TT
140 132 132 132 132

120
100
80
60
40

20 8 3
0

Undivided Divided into two Divided into more than two Omitted

Figure 4: Division of Sentences

36




Below I will provide some of the examples of the sentences divided into more than

two sentences in English.

1)

, Pozor,” zarval sam na sebe, nebot v
tisiciné vteriny se musi roztristit, ale tu jiz
bleskové odletel zpét a rovnou proti hrotu
obrovského jehlanu; odrazil se jako
paprsek a byl vrzen na sklenéné hladkou
stenu, smeka se podle ni, svisti do ostrého
uhlu, kmita Silené mezi jeho sténami, je
hozen pozpatku nevéda proti Cemu, zas
odmrstén dopada bradou na ostrou hranu,
ale v posledni chvili ho to odhodi vzhitru;
nyni se roztriskne hlavu o euklidovskou
rovinu nekonecna, ale jiz se riti stremhlav
dolu, dolui do tmy; prudky naraz, bolestné
cuknuti v celem téle, ale hned zas se zvedl
a dal se na uték.

(Krakatit ST, 8)

“Look out!” he shouted to himself, for in a
thousandth of a second he would be
smashed to pieces; but at that moment he
flew at an enormous speed towards the
apex of a huge pyramid. Thrown back
from this like a beam along it, whizzed
madly along walls set at angles, was
hurled back against he knew not what.
Cast away again he was falling on to a
sharp angle, but at the last moment was
thrown upwards again. Now he struck his
head on a Euclidean plane and now fell
headlong downwards, downwards into
darkness. A sudden blow, a painful
shuddering of his whole body, but he
immediately picked himself up and took to

flight.
(Krakatit TT, 17)

The first sentence in Czech consists of 103 words, while in English it is divided into 5
sentences, the shortest of which consisting of 17 words and the longest consisting of 37
words. Mostly, the sentence was divided at the points where there are two clauses linked
by a semicolon. The use of semicolon was rather frequent in Capek’s writing, and while
in a lot of cases they were preserved in English as well, here the translator decided to
make a separate sentence instead. The whole sentence describes a series of actions which
followed one another. As Capek did not interrupt the flow of actions by a full stop, it
could seem more dynamic and as if the actions are truly happening all at once. At the
same time, one could also get easily lost in the sentence and dividing the actions into
separate sentences helps the reader get orientated in the scene.

Other than exchanging the semicolon or colon for a full stop there are no changes
in the translation itself which further supports the fact that the semicolons are connecting
separate thoughts. The only change of form is in the first division of the sentence. In the
beginning of the second sentence in English there is a verb in the passive, whereas in
Czech the verb is in active form. However, this is most likely related to the choice of the
translated verb since a synonymous expression would work well in active form as well,
therefore it is not a change caused by the division of the sentence.
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Jektaje hriizou klopyta po dné propasti;
nahmatd postranni chodbu, i vrha se do
ni; jsou to vlastné schody, a nahore,
nekonecné daleko svita malinky otvor
jako v Sachté; béZi tedy nahoru po
nescislnych a strasné prikrych stupnich;
ale nahore neni nez plosinka, lehoucka
plechova platforma drncici a chvéjici se
nad zavratnou hlubinou, a dolii se
Sroubem toci jen nekonecné schudky ze
Zeleznych platii.

(Krakatit ST, 8)

Shivering with fear, he stumbled about
the bottom of the pit. He came upon a
path along the side and followed it.
Actually it consisted of steps, and
above, an incredible distance away,
there gleamed a tiny opening, as in a
mine. Then he ran up endless and
terribly steep stairs; but at the top there
was nothing but a platform, a light
metal platform which trembled above
the dizzy abyss, and downwards there
descended endless spiral steps of iron

plates.
(Krakatit TT, 18)

The next sentence is as long as 63 words in Czech. It was divided into 4 sentences by the
translator, the shortest one consisting of 11 words and the longest one consisting of 39
words. Again, the sentence was always divided at the points where two clauses are
connected by a semicolon. Furthermore, even in this case the sentence is a description of
a dynamic scene where one action follows another. The English translation seems even
less dynamic than in the previous example due to more changes in the structure of the
sentences. The second sentence starts with a phrasal verb which makes it longer for the
reader to comprehend what happened in the situation, whereas Capek used a more
dynamic Czech verb nahmatat. Had it been translated more literally, with a verb such as
to find or to feel, the dynamism would have been more preserved in the translation.

A slight change is also at the beginning of the third sentence where a simple verb
byt meaning to be in Czech is exchanged for the verb to consist of which makes the
narration more lengthy. The last sentence includes the adverb then which is not present
in the Czech sentence and instead there is the adverb tedy, meaning thus. It is a logical
change considering the decision to divide the sentence at this point, but it is a further
element emphasizing that the action took place after the previous one, and thus the whole
sequence seems less interconnected and dynamic. Interestingly, this sentence in English
is quite long compared to the previous one, and the translator decided not to divide it at
another point with a semicolon. The reason for it could be the fact that the semicolon is
followed by the conjunction but which connects the clauses more clearly and the need to
simplify the sentence is lower.
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Chtel tomu uniknout; napadlo ho slovo
"rybar", a hle, zjevil se mu rybar nad
Sedivou vodou i s rybami v Ceien; Fekl
si "leSeni", a videl skutecné leSeni do
posledni skoby a vazby.

(Krakatit ST, 10)

He wanted to get away from this
picture. The word ‘fisherman” came
into his head, and presto there appeared
to him a fisherman sitting above some
grey water with a net full of fish. He
said to himself “scaffolding,” and he

actually perceived scaffolding to the last
hook and rope.
(Krakatit TT, 23)

The sentence above, consisting of 33 words in Czech, was divided into 3 sentences in
English, consisting of 8, 26 and 16 words. Even in this case the sentence is divided at
points where there was a semicolon used by Capek. The loss of dynamism in the
sentence is not so apparent since it does not describe a sequence of actions as such, but
rather a flow of thoughts. In fact, dividing the sentence might have been even a better
decision as it gives the reader more space to orientate themselves in the character’s
thoughts and the scene becoming lengthier could be indeed a proper and desired effect.

(4)

Odkud se to bere? Kde kde kde se | Where does it come from, this energy?”
najednou vzala ta energie?"" naléhal | demanded Prokop feverishly.

Prokop zimnicné. (Krakatit TT, 15)

(Krakatit ST, 7)

This is an example of the case in which two sentences in Czech were united into one in
English. As the two sentences in Czech consist of 4 and 11 words, while the sentence in
English is as long as 10 words, it is apparent that the translator omitted some
information. In fact, the extra sentence in Czech says where where where has the energy
come from? which was reduced simply to this energy and connected to the previous
sentence. The translator decided to omit the repetition of the word where, which could be
arguable as it is most likely supposed to express the amount of the character’s confusion
which is then less apparent in English, though not completely lacking. The omission of
the rest of the sentence is not problematic as its meaning is synonymous to the meaning
of the first sentence. As opposed to Capek who put the emphasis mainly on the confusion
and the question itself, the translator’s change caused that the emphasis has shifted
primarily to the word energy.
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Krupicky desté na kozZisince, husty a
oroseny zdvoj, zatreny hlas, viné, neklidné
ruce v tesnych, malickych rukavickach;
chladna viiné, pohled jasny a matouci pod
slicnym, pevnym oboc¢im. Ruce na kliné,

mekké raseni sukné na silnych kolenou,

The drops of rain on the fur; a thick and
bedewed veil; a curiously distant voice;
scent; uneasy hands in small tight gloves;
a clear and disturbing glance from
beneath firm, elegant eyebrows; her hands
on her lap; the soft folds of her dress over

her strong knees. Oh, little hands in tight
gloves!
(Krakatit TT, 29)

ach, malickeé ruce v tésnych rukavicich!

(Krakatit ST, 12)

The above is an interesting example of two sentences in Czech which were united to one
in English; however the second sentence in Czech was divided into two in English at a
different point, even though its structure is the same as the structure of the first sentence.
The passage is a description of a girl — it solely describes the way she looks without even
using verbs. The point in which the two sentences were united by the translator does not
change much when it comes to the meaning since it continues in the description which
began in the previous sentence. Thus the fact that the full stop was exchanged for a
semicolon is not that important in the context of the whole sentence.

Nonetheless, later the sentence was divided into two in English at a point in which
the narrator repeats the fact that the girl has little hands in tight gloves, possibly to
emphasize that he is particularly amazed by them. Capek left this small part within a
single sentence, including an interjection, and in the translation the sentence begins with
the interjection which makes the whole expression come out of the text and the reader is
made to put more attention particularly to this part of the description. In the Czech
version, on the other hand, it merges with the whole text and does not attract one’s eye as
much.

6.2 Translation of Subordinate Clauses

Overall, the Czech version of the text included 189 subordinate clauses. Despite the
general tendency to form complex sentences in the simplest way in English and the fact
that “it is often felt sufficient to form complex sentences by mere juxtaposition where
other languages employ subordinate clauses that indicate their function by formal
means”, the translator of Krakatit decided to transfer most of the subordinate clauses as
subordinate clauses into English as well (Mathesius 1975, 171). However, in 18 cases
they were translated using different grammatical means than a subordinate clause, and 4
times they were completely omitted.
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Translation of Subordinate Clauses

Subordinate clause in TT 167

Independent clause in TT

Non-finite verb form in TT

Nominal expression in TT

United with the independent clause in TT

AN WO B~ O

Omission of a subordinate clause in TT

Table 5: Translation of Subordinate Clauses

Translation of Subordinate Clauses
® ST (Number of Subordinate Clauses) ®TT

200

189 189 189 189 189 189
18 167
9 4 3 2 4
0

16
14
12

Subordinate  Independent Non-finite verb Nominal United with the Omission of a
clause clause form expression independent  subordinate
clause clause

o O O o

10
8
6
4
2

o O o o o

Figure 5: Translation of Subordinate Clauses

Some of the cases will be shown below to analyze the reasoning behind the translator’s
decisions:

(6)

Detonace jako - jako kdy? bouchne | A detonation like—the explosion of a
lyditova patrona. lyddite cartridge.

(Krakatit ST, 3) (Krakatit TT, 4-5)

The first example simply shows the translator’s respect for the different tendencies of
English and Czech. The Czech sentence includes a subordinate clause which, naturally,
consists of a verb, specifically the verb bouchnout, meaning to explode. In English, on
the other hand, the sentence was translated without a subordinate clause and instead, it
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was connected to the beginning of the sentence by turning the verb into a noun —
explosion. The sentence would be able to function even if it was translated with a
subordinate clause, for instance as A detonation as if a lyddite cartridge would explode.
However, despite this translation being valid as well, it still feels more natural to use the
nominal expression instead, precisely because it is the natural tendency of English.
Hence, the decision to let go of the subordinate clause and exchange the verbal
expression for a nominal one shows respect for the natural feeling of the language
instead of getting influenced by the source language sentence.

()

Pak uz byl v posteli, prikryt po bradu, | Then he was in bed, covered up to the
jektal zuby a dival se, jak se Tomes to¢i u | chin, his teeth chattering and watching
kamen a rychle zatdpi. Thomas rapidly making a fire.

(Krakatit ST, 5) (Krakatit TT, 9)

Another tendency of English can be observed in the next example, namely the use of
non-finite verbs. The subordinate clause in Czech was turned into a main clause and
united by the conjunction and with the previous clause. A non-finite verb was used
already at the end of the first clause where a verb in an active form (jektal) was translated
as a non-finite verb (chattering). The translator then used the opportunity and connected
the next clause to it while preserving the non-finite verb form. This way he was able to
remove the active verb form and to simplify the sentence instead of making it more
complex by a subordinate clause as “English tends to express by non-sentence elements
of the main clause such circumstances that are in Czech, as a rule, denoted by
subordinate clauses” (Mathesius 1975, 146).

(8)

Dlouho se bavil tim, e vymyslel slova a | For a long time he amused himself by
pozoroval obrazky jimi promitnuté; ... thinking of words and looking at the
(Krakatit ST, 10) pictures which they called up; ...

(Krakatit TT, 23)

The sentence above exemplifies, once again, the tendency to use non-finite verb forms in
English, combining it also with the use of prepositions. When analyzing English
translations of Czech case declension, prepositions are used frequently as they enable to
substitute the Czech case endings. Here it was used also to substitute a subordinate
clause. It is not a coincidence since the main clause in Czech is using a case declension
which needs to be reflected in English. Therefore, the translator made use of the
preposition by which enables to substitute the case declension, and, while in Czech the
natural follow-up of this grammatical element would be to use a subordinate clause, it is
equally natural in English to follow the preposition by with a non-finite verb form. It is
thus not so much a free choice to avoid the use of a subordinate clause, but a natural
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consequence of grammatical rules. Using a subordinate clause is not an option in this
case as it simply would not function.

9)

Prokop se velmi strnule uklonil; bal se | Prokop bowed; and in doing so he was
totiz, Ze ztrati rovnovdihu. afraid of losing his equilibrium.

(Krakatit ST, 12) (Krakatit TT, 29)

As in the previous example, this sentence shows the combination of substituting both
case declension and a subordinate clause. The use of a preposition together with a non-
finite verb form is, perhaps, even more justifiable than earlier as the translator chose to
use the phrase to be afraid of which does not allow anything else but a non-finite verb to
follow it. At the same time, an important role is played here precisely by the translator’s
choice. There would have been an opportunity to maintain the subordinate clause had he
chosen the phrase to be scared instead. It could have been followed by the conjunction
that and thus by a subordinate clause, so the possible result could have been he was
afraid that he would lose his equilibrium. Noticeably, it gives a different feeling to the
whole sentence, as if it is unnecessarily complex and includes too many active verb
forms. Although it could be another possible option, which is grammatically correct, the
option chosen by the translator is more suitable, taking into account the natural
tendencies of the English language.

(10)
Kdyz procitl, vidi,Ze je v Cerné tmé; ... When he awoke he was in black
(Krakatit ST, 8) darkness; ...

(Krakatit TT, 18)

The above is an example of an omission of a main clause which was most likely
considered unnecessary by the translator. While English formed the sentence using two
clauses, there is one more inserted in Czech. The complete sentence in Czech would then
be translated as When he awoke he saw that he was in black darkness. However, the
clause he saw is not the key element of the sentence, and although it has some function,
it can exist even without it and not lose any important meaning. It is another example of
the simplification tendency in English justifying the validity of the omission.

(11)
Prvni, co si Prokop uvédomil, bylo, ze... The first thing of which Prokop was
(Krakatit ST, 4) conscious was that...

(Krakatit TT, 7)
This is a case in which the subordinate clause was translated as a subordinate clause even
in English. However, it is still not as simple due to the choice the translator made.

Instead of choosing to translate the verb uvédomit, which itself carries a meaning, in the
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same way, thus with a verb carrying a meaning, such as to realize, he decided to again
emphasize the nominal tendency of English. It was done by choosing a semantically
weak verb to be complemented by a nominal expression, namely the adjective conscious.
There might have been several reasons behind the decision, one of them being the fact
that choosing the verb to realize would result in the repetition of the conjunction that.
Nonetheless, it also shows the bias towards prioritizing nominal expressions as the main
elements carrying the meaning which is in general frequently carried out in English by
using semantically poor verbs which need to be complemented by a nominal expression,
such as an adjective or a noun phrase, to complete their meaning (Kolln 1996, 120).

6.3 Expressives

The next analyzed feature was the amount of expressives in the text, thus expressions
showing the speaker’s attitude towards the object or person described. There were 83
expressives found in the Czech text, out of which 14 expressions appeared more than
once, therefore in total there was 47 single expressives. Overall, only in 6 cases there
was an attempt to translate the Czech expressive by a different means of expressive
suitable for English, in 4 cases the expression was not translated at all, and in all the
other cases the translated expression was a neutral word.

Expressives

Number of expressives in ST 83
Numpe.,\r of expressives in ST without 47
repetitions

Substitution by a near equivalent 12
Substitution by a neutral expression 67
Omission of the expressive in TT 4

Table 6: Expressives
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Expressives

ST (Number of Expressives) BTT
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Figure 6: Expressives

In general, most of the expressives used by Capek were diminutives formed by specific
Czech suffixes. Knittlova says that while Czech relies heavily on expressing an
emotional attitude towards an object through specific suffixes, in English it tends to be
expressed mostly by combining expressions which are essentially neutral, but together
form the emotional attitude (2010, 66). Some of these cases from the 10% passage will
be shown in the following examples:

(12)

...nahle vidi zblizka, zblizouc¢ka par | ...suddenly he saw ever so near a pair of
pronikavych oci, jak se do neho vpichly... | penetrating eyes which were fixed on him.
(Krakatit ST, 2) (Krakatit TT, 1)

The Czech word zblizoucka, which is an expressive to the word near, could be translated
as very near. While there is no direct equivalent of the word, the translator used the
expression ever so near emphasizing the closeness of the eyes and resulting in a very
similar effect.

(13)

Ja nechal jen praSek na stole, vis? I only left a little powder on the table, see?
(Krakatit ST, 3) (Krakatit TT. 4)

(14)

Zu-zistal jen poprasek na stole - a — | There was only a I-I—little powder left on
najednou the table, and suddenly . . .

(Krakatit ST, 3) (Krakatit TT, 4)
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In the two examples above, two similar words prdsek and poprasek, both meaning
powder, are translated with the addition of the adjective little. As Knittlova notes, the
Czech diminutives can describe the size or amount of a certain object instead of the
emotional attitude towards it, which is the case in both of the examples above (2010, 65).
The adjective little then rightly adds the meaning that there was a small amount of
powder left, which is already expressed in the expression itself in Czech (by the suffix —
sek).

Some of the expressives in the Czech text were expressions with a negative
connotation. Mostly, these were translated into English in a similar way, hence using an
expression that would imply a negative connotation.

(15)
Tomes, aha. Ten v§ivdk! Thomas, aha! That lousy fellow!
(Krakatit ST, 3) (Krakatit TT, 5)

Here, the Czech expression vsivak is used as a negative expression of a person. It is
translated to English in an appropriate way — not literally, as literal translation would not
make sense, but instead, while Czech uses the suffix —dk to achieve the negative
expression, in English there is a neutral expression fellow complemented by a descriptive
adjective adding the negative meaning.

(16)
Takova pitoma bouchacka, pro doly. Rubbish.
(Krakatit ST, 5) (Krakatit TT, 9)

Interestingly, in this example the whole sentence in Czech is translated by a single word
in English. The expression pitomad is an adjective with a negative meaning used with the
word bouchacka, which could be translated as a gun. The translator decided to hide the
negative meaning by the word rubbish, which itself has a negative connotation, although
it could be used as a neutral word under different circumstances. Moreover, he decided
to omit the rest of the sentence as it is merely describing a subject talked about earlier in
the text, and it is therefore not crucial to preserve it.

17)

Ale to byla jen takova paracka se zarenim, | But that was only donkey work with
vite? radiation, you know.

(Krakatit ST, 6) (Krakatit TT, 14)

The sentence above shows a single word translated by its close equivalent. As opposed to
Czech, which can use a single word containing an expressive connotation, English must
again use a neutral word work combined with another adjective expression, which then
creates the expressive meaning.
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(18)
Cely bardk se sesype. The whole of the place collapses.
(Krakatit ST, 7) (Krakatit TT, 16)

In the final example, bardk is an expressive way to say house. In order to achieve more
expressivity the translator used a different way to say house. It does not necessarily have
the same effect as the Czech expression, but using the word place instead of house
makes the expression sound less formal and neutral.

In most of the cases the translator did not use a different means to compensate for
the suffix which does not exist in English in the translation of the diminutive, but
resorted to the moderation of the diminutive meaning, as can be noted in the following
examples:

(19)

,,...tatinek sedél u stolu, a maminka mne | “...father sat at the table, and mother
nosila do postele, rozumis? carried me to bed, see?”

(Krakatit ST, 5) (Krakatit TT, 9)

While Capek used diminutive expressions for mother and father (mother appeared four
times, father seven times), the translator always used the most neutral version despite the
fact that there exists a diminutive expression in English. However, using mommy and
daddy would not seem right in the kind of text in which it is used as it is generally
expected to be said by a small child or in specific circumstances, unlike in Czech. It
would be fitting to use simply mom and dad in this case, but the translator decided to use
the formal names anyway. His decision thus might be explained by the fact that it is the
right choice to use the formal expressions in order to make the text more appropriate to
the period in which it was written, while nowadays a less formal expression could be
chosen.

(20)

...uklidnil se, az dostal na celo studeny | ...then a cold compress was placed on his
obkladek. forehead and he quieted down.

(Krakatit ST, 5) (Krakatit TT, 9)

(21)

Prokop se krecovite chytil nizkého | Prokop convulsively gripped a railing at
zabradlicka his side

(Krakatit ST, 16) (Krakatit TT, 41)

The sentences above are examples of the cases in which there is an unusual diminutive
used in the Czech text to emphasize the fact that the objects (compress, railing)
described were very small. Knittlova describes the fact that in translation from English to
Czech, diminutive Czech expressions can often substitute neutral English expressions, as
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the emotional appeal in English is mostly noticeable in the sentence as a whole instead of
the individual expressions (2010, 63-64). Hence, also the above mentioned expressions
are translated into English in a neutral way, without even being complemented by an
appropriate adjective. Nonetheless, this decision does not affect the whole information
and although it consequently becomes more formal, it is not necessary to emphasize the
size of the objects in this case.

(22)

To jsou samé malinkaté vybuchy Tiny explosions again.
(Krakatit ST, 5) (Krakatit TT, 10)

(23)

...schody, jez ho denné vedly domi, kdyz | ...stairs which led him every day to his
byl malicky, ... room when he was little...
(Krakatit ST, 8) (Krakatit TT, 19)

(24)

...neklidné ruce v tesnych, mali¢kych | ...hands in small tight gloves...
rukavickach... (Krakatit TT, 29)

(Krakatit ST, 12)

Above, there are exemplified three English translations of the same diminutive in Czech
that appeared in the text. All of them could be considered as fitting translations even
though they itself do not include any expressive elements. The word tiny might be
viewed as more expressive than others since it evokes that something is very small, and
thus it is completely in accordance with the Czech original version.

The second translation, little, works well in the context in which it is used — the
narrator is talking about the time when Prokop was a child. Using instead the expression
very little might seem like too much emphasis and could even imply that he was a
toddler which, according to the text, was not the case.

In the last sentence, the word small is used. In this case, a better translation could
be, again, the word tiny as it is a fitting description of gloves as well. Furthermore, the
word gloves is also used in its diminutive version in Czech which is not reflected in
English, and thus using tiny would emphasize the fact that the gloves were truly small.

(25)
...lehoucka plechova platforma ...a light metal platform
(Krakatit ST, 8) (Krakatit TT, 18)

Similarly to the previous example, the above shows the translation of the diminutive of
the adjective light which emphasizes that the object was very light by using the
appropriate suffix. Again, it is translated by the neutral form of the word. While the word
light could be complemented by an intensifier, such as very or extremely, it is sufficient
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to leave it solely by itself as it does not change the original meaning. The only difference
might be that the English translation seems more formal which would not be changed by
adding an intensifier anyway, simply because English does not have the same means to
reduce the formality of an expression as Czech.

(26)

Bude to jen maly balicek. It will only be a small parcel.

(Krakatit ST, 12) (Krakatit TT, 29)

(27)

..silné  mackala v rukou zapecetény | ...and she gripped the sealed packet which
balicek. she held in her hand.

(Krakatit ST, 13) (Krakatit TT, 33)

The last two examples show two translations of the word small packet. Interestingly, in
the first sentence the Czech expression is both a diminutive thanks to the addition of the
suffix -cek, and it is also complemented by the adjective maly, meaning small, thus there
is twice emphasized the fact that the packet is small. In English it is enough to simply
translate the adjective — while there could be other intensifiers added, it is not necessary
as the perceived effect is similar to the effect of the original expression. In the second
example, on the other hand, there is a different word used for the translation, and there is
no complementing adjective that would emphasize its size. However, since it is already
known from context that the packet is small, there is, in fact, no need to repeat the
information this way.
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6.4 Verbs of Utterance

The final analysis carried out focused on the use of verbs of utterance. The choice of
verbs of utterance is subjective to some extent although in the case of Czech and English
there is a general perception that while Czech tends to be more open to the use of
synonymous expressions, in English texts it is not unusual to find frequent repetition of
several of the most common verbs of utterance. Overall, whereas English often uses
semantically weak verbs and focuses more on other lexical units, Czech puts more
emphasis on the verbs, which are then semantically rich and not only state the act itself,
but for instance also modify the way of uttering the following words (Knittlova et al.
2010, 57-58). Nonetheless, it is still the author’s choice to make the text either more
linguistically rich by using synonyms, or to rather choose a simpler way and focus on
other features of the text more. In the same way, it is the translator’s individual choice to
enrich the translation linguistically despite what would be generally expected, or to
simplify the original author’s choice of vocabulary.

The analyzed text shows certain differences between the choice and amount of the
verbs of utterance in the two languages, although perhaps less than might have been
anticipated. Overall, there are 51 different verbs of utterance used in the Czech version,
and 36 of them used in the English translation. Aside from this, in one case the verb of
utterance was omitted in the translation and replaced by a different linguistic means,
specifically by a gerund verb form. In general, the most common verb of utterance used
in most languages tends to be the verb to say, and the analyzed passage proved this to be
true. As it is a very common verb, there will be an individual analysis of the verb carried
out.

The table below shows all the verbs in the Czech and English versions of Krakatit
ordered by the number of times they appeared in the passage:

Verbs of Utterance

ST TT
Rict 35 To say 59
Ptat se 12 To ask 15
Ozvat se 5 To begin 7
Vydechnout 5 To mumble 5
Povidat 5 To answer 3
Vyhrknout 4 To breathe 3
Mumlat 3 To interrupt 3
Prohlésit 3 Tocry 3
Prerusit 3 To shout 3
Myslet si 2 To inquire 3
Opakovat 2 To think 2




ZaSeptat 2 To repeat 2
Mrucet 2 To mutter 2
Minit 2 To exclaim 2
Ujistovat 2 To burst out 2
Zatvat 2 To assure 2
Brucet 2 To whisper 2
Tazat se 2 To murmur 1
Vypravit 2 To echo 1
Bréanit se 2 To attempt 1
Mluvit 2 Toadd 1
Volat 2 To remember 1
Drtit 2 To retort 1
Vypravit 1 To stammer 1
Pokouset se 1 To announce 1
Namahat se 1 To demand 1
Udélat 1 To suggest 1
Dodat 1 To urge 1
Zabrucet 1 To roar 1
Vzpomenout si 1 To croak 1
Divit se 1 To explain 1
Namitnout 1 To defend 1
Koktat 1 To try 1
Zmatnout se I To protest 1
Naléhat 1 To call out 1
Nutit 1 To grunt 1
Pravit 1 Wishing 1
Zacinat 1
Zeptat 1
Vysvétlovat 1
Kiicet 1
Pokouset se 1
Septat 1
Spustit 1
Drmolit 1
Optat 1
Zhrozit 1
Odpoveédet 1
Protestovat 1
Zamumlat 1
Kiiknout 1

Table 7: Verbs of Utterance
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While in some cases the translator decided to translate the verb of utterance by its literal
translation, in others he used an alternative expression — sometimes he was forced to due
to the grammatical limits of English, other times it was his conscious translation
decision. Firstly, I will compare the cases in which the translator chose a simpler way of
translation than the original author.

(28)
Pockej, bud tise, bud’ tise,* drtil Prokop a | Wa-it, be quiet, be quiet,” said Prokop.
vrdvorave se zvedl. (Krakatit TT, 6)

(Krakatit ST, 4)

In the sentence above Capek used the verb drtit, meaning to crush, in its metaphorical
sense which could be translated as to say through one’s teeth. The verb suggests the tone
in which the words were uttered. Since in English the verb to crush is not used in this
sense the translator decided to simplify the sentence by using merely the verb to say, and
thus making the character’s tone of voice less demanding. However, he shows certain
inconsistency in the translation as later on, he translates the same verb into English by
explication — since he must use the verb to say due to grammatical restrictions, he adds
the phrase through his teeth to make it more similar to the original sentence (see
Example (35)). In this case, he nonetheless decided not to draw closer to the original and
instead choose the path of simplification.

(29)

. Nu ovsem,” mrucel udychany Tomes | “Well,~ said Thomas, panting, and opened
odemykaje sviij byt. the door of his flat.

(Krakatit ST, 4) (Krakatit TT, 8)

(30)

., VZdyt uz se to hoji, “* branil se Prokop,... | “It’s healing already,” said Prokop, ...
(Krakatit ST, 14) (Krakatit TT, 34)

Unlike the previous example, in which the translator decided to simplify the verb used by
Capek as it is not used in that way in English, these two examples show a different case.
Despite the fact that there are literal translations of these Czech verbs in English which
could be used as verbs of utterance, such as to mutter for mrucet and to defend for branit
se, the translator decided to use simply the verb to say. While the simplification does not
change the overall meaning of the text, it is a certain modification of the way the speaker
utters the sentence.

The first sentence in Czech, where the verb of utterance is to mutter, the resulting
impression of the words uttered is as if Tomes is annoyed and reluctant to give a proper
answer. The simplification in English caused that the annoyance in his voice is missing.
The context naturally preserves a certain amount of irony in the tone since Tomes§’s Well
is a response to Prokop saying that he is like a thread while Tomes is carrying him.
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Nonetheless, it is definitely more apparent in the original version which might even seem
funny to some, whereas in the translation it is lost to some extent.

Similarly, the other sentence uses the verb to defend in Czech which makes the
words appear truly as a defense of Prokop, while the translation slightly changes the tone
and the sentence comes out rather as a simple announcement, with Prokop’s original
emotion missing.

(31)
,, To neznam ““ vydechl stisnéné. “I don’t know,”” he said in confusion.
(Krakatit ST, 9) (Krakatit TT, 21)

In this case, there is simplification of the verb to breathe out, but the change of tone here
is minimal. On the contrary, the verb to say might be considered even more suitable as
an English translation since literal translation could be too strong, considering that the
verb to breathe out is used in Czech often simply as a synonym to to say. The translator
might have realized that the result would be too strong and thus used a simpler version,
just as English tends too.

(32)

., Ffft, bum!* udélal Prokop a hodil rukou | “Ffft, bang!” said Prokop, and threw his
do vyse. hand up in the air.

(Krakatit ST, 3) (Krakatit TT, 4)

The sentence above is a similar case to the previous one, as Capek used the verb to make
in order to state that Prokop made a specific sound with his mouth, which is shown in the
form of interjections. However, it still means that he simply uttered the sound, thus
translation by the verb to say is definitely adequate and does not lose any hidden sense
which would be present in the original sentence. The translator could have chosen a more
literal translation, but it would most likely require a rearrangement of the whole sentence
into, for example, Prokop made a sound “ffft, bang”, and threw his hand up in the air.
This transition is nonetheless unnecessary, as the translator realized too, and his simple
choice of the verb to say is sufficient.

Following are the examples in which the translator substituted the literal meaning
of the verb of utterance by other means, while using the verb to say as the verb of
utterance. The examples also show difference in expressing the attitude of the speaker, as
is pointed out by Knittlova who says that while there is more means to express the
attitude in Czech, in English these are often lacking, and thus the translation is rather
simplified (2010, 124). It could have been observed in the examples above. However, as
will be shown below, there can be ways to compensate for the attitude included in the
verb itself in Czech,

(33)
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., Vid, jsem jako nite, “ divil se Prokop. “See, I'm like a thread,” said Prokop,
(Krakatit ST, 4) surprised.
(Krakatit TT, 8)

(34)
,Je to.. védecky zajimavé,” zmadtl se | “It’s . . . scientifically interesting,” said
Prokop. Prokop, confused.
(Krakatit ST, 6) (Krakatit TT, 14)
(35)
., Jsou jsou jsou, “ drtil Prokop. “There are, there are, there are,” said
(Krakatit ST, 9) Prokop through his teeth.

(Krakatit TT, 21)
(36)
., Prekonana teorie, “ bruci profesor. “An obsolete theory,” said the professor
(Krakatit ST, 9) gruffly.

(Krakatit TT, 21)
(37)
Co chce? zhrozil se Prokop. “What does he want?” said Prokop,
(Krakatit ST, 15) terror-stricken.

(Krakatit TT, 39)

In most of the cases above the translator had no other way of maintaining the literal
meaning than to add a different expression which would transfer the complete meaning
into English. As he already decided not to simplify it merely to the verb to say, his best
option was to add an adjective implying how the character speaking was feeling, and
hence in which tone the words were uttered. Only in two examples did the translator
have a real possibility of using a similar verb of utterance as Capek did. Namely, in
Example (33) the verb to wonder could have been used as a translation of the Czech verb
divit se, and in Example (36) the verb brucet could have been translated as to mutter.
Nonetheless, he decided not to and to use rather a simple verb complemented by a
nominal expression as those often dominate in English texts.

An interesting case is Example (35) which is similar to Example (28), with the
only difference being the means of translating the verb drtit. Whereas in Example (28)
the translator did not transfer the original meaning completely, in the other he possibly
considered more appropriate to transfer the feeling of annoyance and certain impatience
of the speaker by adding the phrase through his teeth. What led him to the decision was
perhaps the fact that Prokop uses a repetition of the phrase there are in the direct speech,
which shows the impatience in his tone, and thus the translator thought adequate to
emphasize the tone even more by maintaining the meaning of the verb of utterance. In
the previous example, on the other hand, his decision not to substitute the original
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meaning resulted in a certain loss of emotion in the way the words were uttered, which
he might have considered appropriate in that particular case as well.

The last group of examples shows the cases in which the translator proceeded in
the opposite way than in the previous examples — instead of simplifying the original
meaning, or trying to preserve it by different linguistic means, here he decided to use
more specific or even exaggerating verb of utterance despite the fact that Capek used a
simpler one.

(38)
A hlava té neboli? ** iekl clovek. “And doesn’t your head ache?” asked the
(Krakatit ST, 2) man.

(Krakatit TT, 3)
(39)
,,Hned prijde, “ Fekla Slecinka, ... “He’ll be here in a moment,” she
(Krakatit ST, 5) answered...

(Krakatit TT, 13)

The two examples above are very similar in the sense that while in both cases Capek
used the verb rict, meaning to say, as a verb of utterance, the translator used the verbs to
ask and to answer. His reasoning behind the decision is, in fact, simple — in the first
sentence there is a question and in the second there is an answer. Therefore, although it
would be completely suitable to use the verb to say as Capek did, the translator most
likely felt the need to make use of the possibility and utilize verbs that would be more
appropriate for the type of statement uttered. He also might have wanted to use a
synonymous expression to the verb to say since there was the chance, as overall, the
amount of the verb to say is rather high in the text. At the same time, that is nothing
unusual in English, thus he could have ignored it, but perhaps he felt the need to extend
the vocabulary in the text.

(40)
,, Tetrargon? *“ ptal se profesor rychle. “Tetrargon?” inquired the professor
(Krakatit ST, 9) rapidly.

(Krakatit TT, 22)

The next example is partly related to the previous two; however, here the whole issue is
put on an even higher level. Capek used a simple verb of utterance again, but this time it
is the verb ptdt se, meaning to ask, to introduce a question. The translator showed his
interest in using synonyms again as instead of the simple verb to ask he chose a
synonymous verb to inquire. By this choice he shows stronger tendency towards using
synonyms, which is not as usual in English as | already mentioned. However, it must be
noted that it is still a rather occasional choice in the translation, and most of the time the
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translator used simple versions of verbs, in this case the verb to ask, while Capek was
more likely to enrich his text by synonyms, as Czech texts tend to.

(41)
,, Ty jsi kujon, Tomsi, “ ozval se vazné. “You're a rogue, Thomas,” he exclaimed
(Krakatit ST, 5) seriously, ...
(Krakatit TT, 9)
(42)
,Aha,*“ prohlasil Prokop vitezné a utrel si | “Aha,” cried Prokop exultantly, and wiped
pot. the sweat away from his face.
(Krakatit ST, 7) (Krakatit TT, 15)

Here the translator decided to exaggerate the meaning implied by Capek. In the first case
his choice might have been caused by the fact that he could not find a verb that would
fittingly transfer the meaning as its usual translation, which is mainly the verb to say,
might appear as too simple. Hence, his final decision was the verb to exclaim, which
definitely carries the core meaning of the Czech verb, but it also gives it an even stronger
subtext, as if Prokop screamed of excitement, which does not directly follow from the
Czech sentence. Similar situation is also in the next example in which the Czech verb
could be translated as to declare, and the translator apparently did not find it suitable.
Yet again he chose to exaggerate since the verb to cry, which he ultimately used, in this
sense implies that he shouted loudly. While such decisions of the translator are rare in
the context of the whole analyzed passage, they are nonetheless worthy of notice for they
are a proof of certain flow of thoughts behind the translator’s decisions and his
occasional tendency to let go of the choice which would naturally follow from the lexical
tendencies of English.

(43)

...clovek jde po silnici a povida ,,dobry | ...a man passing along the road and
vecer . wishing them good-night.

(Krakatit ST, 16) (Krakatit TT, 42)

Finally, there was one case in which the translator decided to remove the direct speech,
which naturally removed the verb of utterance as well. However, the translator merely
edited the sentence so that it would not include the direct speech, but the words uttered
remained, hence some verb was necessary nonetheless. Interestingly, the translator again
chose to use a more specific verb than Capek. While the verb povidat could be translated
simply as to say, the translator used the verb to wish since the man mentioned in the
sentence indeed utters a wish — he wishes good night. It shows again the translator’s
tendency to use as specific verb as possible whenever the circumstances made it
possible.
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6.4.1 The Verb to Say

As expected, the most used verb in both languages is the verb to say. However, there is
quite a significant difference as it appeared 35 times in the Czech text and 58 times in the
English translation. Thus, the translator must have substituted by the verb to say a certain
amount of other Czech verbs. The figure below shows which verbs were substituted by it
and how frequently:

\erbs Substituted by to Say
mST verb (tosay) ®TT verb
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Figure 7: Verbs Substituted by the Verb to Say

Some of the examples in which the verb to say substituted a different verb of utterance
were already shown above in the overview of examples of the analysis of all the verbs of
utterance which appeared in the text. What follows from them is that the verb often
substituted those Czech verbs of utterance which do not have literal translation in
English, mostly complemented by an adjective to complete the meaning. Most often, the
verb was used as a simplification of the verb which was used in Czech, either due to the
fact that it would be difficult to substitute it by an option with more literal meaning, or
simply because it is more natural for English. Knittlovda comments the frequent
substitution of Czech verbs of utterance by the English verb to say by stating that the
Czech verbs often imply other information related to the utterance following the verb,
which can be expressed explicitly in English, or it might not be expressed at all (2010,
55).
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Conclusion

The thesis focused on the analysis of authorial style as used by Karel Capek in the novel
Krakatit and the transfer of the style in the English translation by Lawrence Hyde. It was
carried out through an analysis of selected features of Capek’s writing, which were
compared with their translation. In the individual analyses I determined the methods used
in the translation of the features and analyzed the most frequent ones.

In order to properly select the features of Capek’s authorial style, I analyzed the
development of his style throughout his work, as well as the style specifically used in
Krakatit. The analysis was based on works of authors who studied Capek’s style and it
provided foundation for the specific features discussed and analyzed in the practical part
of the thesis.

Moreover, as | was specifically interested in the transfer of authorial style and
consequently the development of the style of a translator, | attempted to combine the
viewpoints of several translation theoreticians in order to state whether the translator’s
style generally becomes distinguishable in the translation. Additionally, there were
compared various opinions on the analysis of the style and the presence of the
translator’s own voice in the translation.

The practical analysis was divided into two categories — formal features and
stylistic features. The formal features included the number of sentences and the number
of punctuation marks in the source text and the target text, and were analyzed both in the
extent of the complete novel and within a 10% passage. The stylistic features were then
composed of division of sentences, translation of subordinate clauses, expressives and
verbs of utterance, and were analyzed only within the 10% passage of the novel.

The results of the analysis regarding the number of sentences show the Hyde’s
attitude towards the frequent use of long sentences by Capek. On one hand, he often
decided not to split them, which points to his awareness of their significance within the
Capek’s style, as he tried to maintain as much of it as possible in the translation and
present it to the target reader. At the same time, in approximately one third of the cases
he decided to shorten the overly long and complex sentences, as follow from the results
obtained from the analysis of the division of sentences. Hence, it indicates also
understanding of the tendencies of English where such long sentences are not as common
and might strike the target reader as confusing. Overall, one can observe a certain desire
for balance in the choices made by Hyde — a balance between preserving the signs of one
of the most signature features of Capek and between his own personality as a translator
aware of the rules dominating the language he translates into.

Hyde’s effort to simplify certain sentences was confirmed by the analysis of the
use of punctuation marks. According to the results, the sentences consisting of a high
amount of clauses, often connected by semicolons, were shortened, but only
occasionally. Semicolons are another of Capek’s characteristic features, and the fact that
there was slightly over 50% of them preserved in the translation shows that Hyde
considered them significant and did not want to omit them completely. It could be thus
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stated that he complemented them into his own style, considering that they are otherwise
not so frequent in texts. However, he adjusted the use of semicolons so that Capek’s
intention would be preserved to some extent, while the target reader would not be as
overwhelmed by their amount as might have been the case if the semicolons had not
been reduced at all. The other 50% of semicolons were thus mostly replaced by full
stops, similarly as some of comas. Nonetheless, the ultimate amount of comas in the text
was affected also by the systemic differences of the languages, which makes the results
less relevant for the purpose of the thesis.

The analysis of the translation of subordinate clauses indicated that Hyde did not
follow the usual simplification tendency of English in this case. As the vast majority of
the subordinate clauses remained subordinate clauses in the target text as well, it further
confirms the statement that Hyde attempted to draw closer to the complexity Capek tried
to achieve in certain passages. The higher amount of subordinate clauses than might be
typical in English texts represents his attempt to replicate the tone of Capek’s writing
where he considered it appropriate.

A certain contradiction between the choices made by Capek and by Hyde can be
observed in the analysis of expressives. From the total number of expressions used by
Capek, in 80% they were translated by a neutral expression. Hence, there is noticeably
certain moderation of Capek’s colloquial expressions showing emotional attitude. It is
certainly affected to some extent by the abundance of such expressions in Czech in
comparison to English. Nonetheless, the fact that Hyde did not substitute even some of
the bizarre diminutive expressions by different means available in English (such as
adjectives) reflects his decision to dismiss them in most of the cases despite them being
clearly a part of Capek’s individual style.

An analysis which undoubtedly showed Capek’s influence on Hyde’s choice is the
analysis of the verbs of utterance used. The results say that there were only slightly fewer
than 30% verbs of utterance more used by Capek, which is a surprisingly low number
considering the typical tendency not to use too many synonyms in English and instead to
repeat several simple verbs. Indeed, some of the individual verbs of utterance used by
Hyder are in general not so commonly used. Hence, he possibly became aware of the
significance of the linguistic richness which was in general a part Capek’s writing, and
aimed at reflecting it in the target text.

Overall, there can be several statements made based on the results provided by all
of the analyses. It cannot be overlooked that the systemic differences between Czech and
English account for certain differences in the amount of some of the analyzed features.
At the same time, some of the features only tend to be included in a certain way and
amount in each of the languages, and it is precisely here where the translator’s individual
choices have an impact on the ultimate form of the text. Hyde’s choices indicate certain
preference of focusing on the preservation of Capek’s style, and thus they sometimes
defy what might be considered typical of English texts, although there is always a certain
awareness of the tendencies reflected, as was already emphasized.

Aside from the analyses, | determined questions regarding the transfer of the
authorial style which will be now attempted to answer based on the knowledge gained
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through the analyses. Firstly, | wanted to find out whether it is possible to differentiate
the style of the author from the style of the translator. It is difficult to make a clear
statement bearing in mind the fact that the analyses carried out were only a small
fragment of the features which could be analyzed, and that more extensive data would
provide a more informed response. However, the above summarized results of the
individual analyses prove that Hyde mostly tried to preserve the style of Capek instead of
detaching from it. A significant discrepancy in the choices made by Capek and by Hyde
is apparent only in one of the analyzed features, namely in the case of expressives.
Therefore, an independent voice of the translator cannot be fully determined, as he was
either trying to reflect Capek’s style, or he was influenced by the textual tendencies of
English.

At the same time, the issue of the style of a translator is a complex one; hence it
should not be simplified. The fact that Hyde consciously decided to maintain the pattern
used by Capek could be considered as part of his own style. He did not go to extremes in
his efforts to replicate the original style, and considered where certain moderation would
be appropriate in accordance with the culture and the readers the target text is meant for.
This answers also my second question regarding the consistency in the translator’s
choices. Judging from the results of the analyses, there is no doubt about certain
consistency with the key aim to keep balance between maintaining Capek’s style and
respecting the nuances of English. In my view, that is also what represents Hyde’s own
translation style, which might not be as defined by the emphasis of his own voice, but it
can be undoubtedly observed in his attempt to adequately present Capek’s writing to the
English readers.

Finally, I attempted to explore whether the extent of the thesis enables me to
provide arguments in support of the idea of re-translating the novel, whose only
translation is almost 100 years old. It must be noted that the present thesis is not written
as an evaluation of the quality of translation, therefore no solid conclusions about the
quality can be stated. My aim was to simply try to consider the results obtained from the
analyses from a more complex translation perspective and observe whether they imply
some arguments. The features analyzed in the thesis concluded that the translator tried to
preserve as much of Capek’s style as possible. It would be undoubtedly interesting to see
a modern translation since the translation field in general has significantly developed in
those 100 years and translation between Czech and English specifically. Considering the
fact that translation studies regarding Czech and English were at its beginning at the time
the translation was published, and that Capek mastered the Czech language and did not
hesitate to use all it has to offer, my personal view, supported by a thorough study of the
novel in the process of writing the thesis, is that Hyde developed a solid translation of a
complex material. Despite that, certain passages show some misunderstanding of the
intended meaning by Capek, possibly caused by the difficulty of language. However, my
analysis cannot be used as a basis for a complex evaluation of the quality of the
translation. | believe that the present thesis could serve as a subject for further
elaboration of the topic of Krakatit and the assessment of the quality of the English
translation, which could not be properly carried out in the extent of the thesis.
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Resumé

Tato prace se zabyva analyzou autorského stylu a jeho ptevodu pii prekladu, konkrétné
prostiednictvim analyzy roméanu Krakatit Karla Capka. Dilo bylo pfelozeno do
anglictiny pouze jednou v roce 1925 prekladatelem Lawrencem Hydem. Prace zkouma,
jak si piekladatel poradil s piekladem prvkii Capkova stylu, které se v dile hojné
vyskytovaly. Zamétuje se také na to, zda 1ze v ptekladu rozpoznat styl piekladatele, a na
zakladé zhotovenych analyz se pokousi o nahled na téméf stolety pieklad z pohledu
soucasného piekladatelstvi.

Pravé otazka stylu prekladatele, spolu s autorskym stylem a jeho pievodem pii
ptekladu, je jednou z hlavnich naplni prace, a proto je dikladné zkoumdana v prvni
kapitole. Jsou zde porovnavany ndhledy nékolika teoretikii v oblasti ptrekladatelstvi
s cilem zodpovédét, zda lze fici, ze ptfeklad sdm o sobé zpravidla zahrnuje rovnéz
prekladatelsky styl, ktery je rozliSitelny od sylu pivodniho autora. Nahled na roli
prekladatele prosel v poslednich letech velkym vyvojem a v soucasnosti je mu
ptfikladdna mnohem vétsi dilleZitost, nez tomu byvalo dfive. Proto se zde dale zamétuji
také na pronikani hlasu piekladatele do dila a na faktory, které ho mohou ovlivnit.

Prvni cast kapitoly je zaloZena zejména na studii Zehnalové (2016), v niZz se
zabyvala analyzou stylu ptekladatele a otdzkou toho, do jaké miry ptekladatel dokéaze
ovlivnit vyznéni plivodniho dila. Kapitola popisuje, co stoji za analyzou piekladu
s ptihlédnutim k celému piekladatelskému procesu a skutecnostem, které prekladatel pii
své praci nesmi opomijet. DalSi Cast se pak veénuje piimo hlasu ptekladatele, tedy
propojeni osobnosti autora a pickladatele a toho, do jaké miry si muze ptekladatel
vybudovat sviij vlastni styl tak, aby pfili§ nezastinoval piivodniho autora. Mimo to jsou
zde popsany i faktory ovlivitujici ptekladateliiv styl a skutecnosti podminujici samotné
rozliSeni stylu autora a ptekladatele.

Vzhledem Kk tomu, Ze je prace zaméfena konkrétné na autorsky styl Karla Capka, je
zbytek teoretické ¢asti vénovan prave analyze jeho stylu. Ta je zaloZzena na dilech fady
autortl, kteti se Capkem b&hem své kariéry zabyvali a mohou tak komentovat vyvoj jeho
autorského stylu. Nasleduje rovn€z kapitola stejnym zplsobem analyzujici styl psani
piimo v romanu Krakatit, ktery je pro Gcely prace nejrelevantnéjsi. Analyze piedchazi
také kratké shrnuti déje romanu a kontextu, ktery mél na psani dila vliv. Samotna
analyza stylu pak predstavuje prvky, kterych Capek v Krakatit ¢asto vyuzival a z nichz
nekteré jsou predmétem praktické ¢asti prace.

V dalsi kapitole je popsana metodologie pouzita ke zhotoveni jednotlivych analyz.
Zde je shrnut postup pii analyzovani vybranych prvki, které jsou rozdéleny do dvou
kategorii — formalni a stylistické. Formalni prvky — pocet vét a pocet interpunk¢nich
znamének — jsou zkoumany jak v ramci celého romanu, tak v ramci 10% tryvku dila.
Ten byl vybran za Gc¢elem analyzy stylistickych prvki, jejichz analyza v celém dile by
byla pfili§ ¢asové narocnd kvili jejich hojnosti v textu. Mezi stylistické prvky byly
zahrnuty rozdéleni vét, preklad vedlejSich vét, expresivni vyrazy a uvozovaci slovesa.
Vsechny prvky jsou porovnany mezi vychozim a cilovym textem co do jejich poctu,
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pfipadné zpisobu pievodu, a vysledky jsou zaznamendny v tabulkdch a grafech. U
stylistickych prvkii je pak navic vzdy vybrano nékolik piikladid jejich pfevodu
v ptekladu, které poté komentuji.

Analyza poctu vét ukazala, ze cilovy text obsahuje vétsi mnozstvi vét nez original.
To doklada, ze mél Hyde tendence spiSe zkracovat mnohdy dlouhé véty, které Capek
pouzival. Jak bylo zjisténo, Capek dlouhé véty v textu pouzival pomémé &asto a dalo by
se oCekavat jejich Castéjsi zkracovani v prekladu, tedy jesté vétsi pocet vét. Hyde se vSak
v n¢kterych ptipadech rozhodl nezkracovat dlouhé véty, pravdépodobné v ramci
zachovani tohoto aspektu Capkova stylu. Tato analyza zahrnuje rovndZ porovnani
pramérné délky vét, kterd je v priméru delsi v cilovém textu, na coz maji vSak znacny
vliv systemické rozdily mezi jazyky.

V ramci analyzy poctu interpunkénich znamének jsou konkrétné zkoumany
teCky, Carky, stfedniky, otazniky a vykfti¢niky. Zde byly nejvyznamnéjsi vysledky
v piipadé poétu stiednikil, coZ byl jeden z dalsich typickych prvki uzivanych Capkem.
Fakt, ze byly ve vice neZ polovin¢ piipadi zachovany i pii piekladu, to doklada. Hyde je
ziejmé vyhodnotil jako vyznamnou soucast Capkova stylu a nechtél je z textu vynechat
az v prili$ velké mife. Zaroven jejich pocet vSak zredukoval t¢émer na polovinu, coz znaci
ohled na cilového Ctenafe. Analyza dale zkouma nejéastéjsi pievod nékterych znamének,
piicemz sttednik byl nejcastéji preveden na tecku.

Prvnim analyzovanym prvkem v ¢asti stylistickych prvkl je rozdéleni vét. Zde je
uveden pocet souvéti ve vychozim textu o vice nez dvou vétach a nasledné pocet jejich
rozdéleni do dvou samostatnych vét, pocet jejich rozdéleni do vice nez dvou
samostatnych vét nebo vynechani véty v cilovém textu. Rovnéz je zde zkoumana opacna
situace, tedy pocet slouceni dvou vét vychoziho textu do jedné véty v cilovém textu.
Vysledky této analyzy odrazi zjisténi u poctu vét v obou verzich. Zhruba v jedné treting
ptipadi se Hyde rozhodl zkratit dlouhd souvéti, tedy rozdélit je minimalné do dvou
samostatnych vét, coz ukazuje jeho snahu o casteCnou shodu s obecnou tendenci
anglic¢tiny nepouzivat pfili§ dlouha a slozita souvéti. V mnoha ptipadech dlouhd souvéti
viak ponechal v asteéné snaze zachovat stopy Capkova stylu, jak jiz bylo zminéno.

Nasleduje analyza piekladu vedlejSich vét, kde je spocitano, kolikrat byly vedle;jsi
véty ve vychozim textu ptrevedeny do cilové textu jako vedlejsi véty, samostatné véty,
prostfednictvim neurcitych tvari nebo jmennym vyrazem, a déle v kolika ptipadech byly
sjednoceny s hlavni vétou nebo vynechany. Zde vysledky ukazuji, ze se Hyde piilis
nefidil tendenci zjednoduSovat souvéti v angli¢ting, ponévadz velkd vétSina vedlejSich
vét je 1 v prekladu ponechana jako vedlejsi véty. Naopak to svéd¢i o snaze ptiblizit se ke
stylu Capka, ktery se v uréitych &astech snazil docilit sloZitosti projevu.

V piipadé analyzy expresivnich vyrazli je porovnano jejich mnozstvi ve
vychozim textu s poctem jejich nahrazenim blizkym ekvivalentem, neutralnim vyrazem
nebo jejich vynechanim v cilovém textu. Na vysledcich 1ze pozorovat ur€ity nesoulad v
hojnosti jejich pouziti Capkem a Hydem vzhledem Kk tomu, Ze v 80 % byly expresivni
vyrazy nahrazeny vyrazem neutralnim. Hyde se tedy patrné snazil o zmirnéni Capkovych
Casto 1 pro ceStinu neobvyklych vyrazi ukazujicich emocionalni postoj mluvcéiho
k danému pifedmétu. Do jisté miry je tento vysledek ovlivnén i skuteénosti, Ze ¢estina ma
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k dispozici vétsi mnozstvi téchto vyrazl. V anglicting je vSak mozné docilit expresivniho
vyznéni doplnénim neutralniho vyrazu o jiny slovni druh, ¢ehoz Hyde pfiilis casto
nevyuzil.

ZaveéreCnad analyza uvozovacich sloves zkouma jejich riiznorodost ve vychozim a
cilovém textu. Jak znamo, CeStina rada pouziva velké mnozstvi synonym, ktera rtizné
obménuje, zatimco anglictina se spiSe drzi n€kolika jednoduchych sloves, kterd v textu
pouziva jako uvozovaci bez ohledu na Cetnost jejich opakovani. V analyze je tudiz
srovndn pocet jednotlivych uvozovacich sloves v obou verzich a zaroven Cetnost jejich
vyskytu v textu. Vysledky naznacuji, ze zde se Hyde nechal pomérné dost ovlivnit
stylem Capka, nebot’ Capek v textu pouzil jen zhruba o 30 % uvozovacich sloves méng.
Celkové jich v pivodnim textu pouzil pomérné¢ velké mnozstvi, coz potvrzuje jeho
jazykovou vybavenost, ktera je charakteristickym rysem jeho texti. Hyde si tedy patrné
uvédomoval dillezitost tohoto aspektu a snazil se ji reflektovat v piekladu co nejvice.

Soucasti analyzy uvozovacich sloves je také samostatnd analyza slovesa rict, které
je obecné nejuzivanéjsim uvozovacim slovese ve vétsiné jazycich. Vzhledem k tomu, ze
Vv cilovém textu se sloveso objevilo v podstatné vétSim mnozstvi nez v textu vychozim, je
zde spocitano, kolik jinych ceskych sloves toto sloveso nahradilo a kolikrat.

Celkoveé se o vysledcich vSech analyz da fici, ze se Hyde pokousel o pfiblizeni se
autorskému stylu Capka. A& je tfeba zminit, Ze na nékteré analyzované prvky maji vliv
také systemické rozdily mezi jazyky, v fadé ptipadi jde pouze o tendence danych jazykt
k pouziti ur¢itého mnozstvi a podoby téchto prvka v textech, a proto je kone¢na podoba
textu v rukou ptekladatele. Hyde se tedy alesponl v pfipad¢ analyzovanych prvki vesmes
snazi zachovat Capkiv styl, pestoze je zde patrné jisté zmirnéni jeho stylu s cilem
nejspise do jisté miry respektovat tendence textd v anglickém jazyce.

V tvodu si rovnéz definuji tfi vyzukmné otdzky, na které se v prub¢hu prace snazim
odpovédet. Prvni otazka se zabyva tim, zda lze v Krakatit rozlisit styl autora od stylu
piekladatele. Je obtizné na otazku zcela jasn€é odpovédét vzhledem k tomu, ze zhotovené
analyzy sestavaji pouze z malého mnozstvi celkového poctu prvki, které¢ by bylo mozné
analyzovat, a rozsahlejsi data by samoziejmé piinesla piesnéjsi odpovéd’. Avsak na
zaklad¢ vysledkl, které mam k dispozici, lze fici, Ze se ptekladatel snazil zejména o
pfiblizeni se ke stylu Capka nez od odchyleni se od né&j. To potvrzuje i fakt, Ze zna¢ny
nepomér mezi volbami Capka a Hyda je patrny pouze v jednom piipadé, konkrétné u
pfevodu expresivnich vyrazi. Proto nelze tvrdit, Ze by byl v cilovém textu
vypozorovatelny nezavisly styl piekladatele, ponévadz se Hyde bud’ snazil o reflektovani
Capkova stylu nebo byl ovlivnén obecnymi tendencemi angliGtiny.

Dalsi otazka, kterou si kladu, se ptd, zda Ize v rozhodnutich ptekladatele pozorovat
uréitou konzistentnost, a potazmo, zda je tedy mozné uréit jeho snahu 0 vybudovani
svého vlastniho stylu. Zde 1ze doplnit odpoveéd’ na predchozi otazku, protoze otazka stylu
piekladatele je slozita a neméla by se tedy ani v odpovédi piili§ zjednodusovat. Hyde
opravdu byl pomérné konzistentni ve svych volbach v tom smyslu, ze se prevazné snazil
zachovat v piekladu stopu Capkova stylu, ale zaroveii jeho styl nenapodoboval az do
extrému a zvazil, kde je dobré ho trochu zmirnit s ohledem na cilového étenate. To
samotné by se tedy dalo povazovat za vlastni styl Hyda jako piekladatele, kde je
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klic¢ovym pojmem zachovani uréité rovnovahy mezi pievedenim Capkova stylu pii
prekladu a respektovanim gramatickych a lexikalnich tendenci anglictiny.

ZavéreCna otdzka se snazi zjistit, zda mohou provedené analyzy poskytnout urcité
argumenty ve prospech pifipadného zhotoveni moderniho ptekladu roménu, jehoz jediny
preklad je stary témét 100 let. K tomu je na tvod tieba podotknout, ze tato prace neni
hodnocenim kvality piekladu, proto nelze u této otazky vyvodit pevné zavéry vzhledem
k tomu, ze zhotovené analyzy pro to nejsou dostacujici. Cilem je zde pouze zhodnotit
vysledky provedenych analyz z komplexnéjsiho translatologického méftitka a zjistit, zda
z nich vyvstavaji alespon uré¢ité argumenty. Jak jiz bylo zminéno, celkova analyza
vyvodila, e Hyde se snaZil zachovat co nejvétsi mnozstvi Capkova stylu i v piekladu.
Vzhledem k vyvoji, ktery zejména pieklad v kombinaci ¢estiny a anglictiny v poslednich
letech zaznamenal, by bylo jist¢ zajimavé sledovat, jak by pfi piekladu postupoval
soucasny piekladatel. Mij nazor podlozeny dikladnym prizkumem vychoziho i
cilového textu pifi psani prace je ten, ze Hyde provedl velmi solidni pieklad
s prihlédnutim k Capkové bohatym schopnostem vyjadiovani se v &eském jazyce,
kterych ve svych textech vyuzival. Zaroven si Vv urcitych pasazich lze vsimnout
caste¢ného nepochopeni Capkova zamysleného vyznamu zpusobené pravddpodobné
obtiznosti jazyka. Mnou zhotovené analyzy vSak piesto nejsou dostate¢nym materidlem
pro nalezité zhodnoceni piekladu. Proto se domnivam, Ze tato prace muize slouzit jako
pfedmét pro dal$i rozpracovani tématu romanu Krakatiti, konkrétné pro zhotoveni
rozsahlé analyzy zaméfené na hodnoceni kvality pfekladu, které nemohlo byt patfiéné
provedeno Vv rozsahu této prace.
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Appendixes

Appendix 1: Division of Sentences

ST

TT

...Jak se do n¢ho vpichly, narazi na néci
rameno...

...eyes which were fixed on him. He
struck against...

...zastavi a ohlédne; ten €lovék stoji stoji
a diva se upfené za nim.

...looked round. The other man stood
regarding him fixedly.

...znovu ohlédnout; a vida, ten clovék
potad stoji a diva se za nim,...

...glance back. The man was still standing
and watching him,...

...nahle slysi za sebou kroky.

,Pockej, ted’ si sedne§ rozumis?”

“Wait, first of all you must sit down. Do
you understand?”

Sopka. Vul-vulkan, vite?

A volcano, see?

,Krakatit,” zabrucel Prokop, udélal celym
télem...

“Krakatit,” muttered Prokop. He made a
twisting movement...

...mijeji jenom svitilny v mlze; a unaven
tolikerym pozorovanim...

...lights were slipping past in the fog.
Exhausted by this act of observation...

...vnikala az pod kabat svym sychravym
slizem; bylo pusto a pozdé.

...insinuated itself under one’s coat with
its cold wet slime. It was late and...

...svého hosta do druhého patra, Prokop
si piipadal jaksi lehky...

...his guest up to the second floor. Prokop
seemed to himself to be...

Hlina... a vzduch jsou tiaskaviny.

...bude zitra d¢lat zkouSku; a Prokop
usnul hore¢natym spankem.

...for the examination the next day. He
fell into a feverish sleep.

Odkud se to bere? Kde kde kde se
najednou vzala ta energie?

Where does it come from, this energy?

...n¢jak se mu sviralo srdce, ale to déla
jen Fitzgerald-Lorentzovo zplosténi, ...

...in some way his heart was compressed.
But that was only the Fitzgerald-Lorentz
contraction...

...krystalografické modely; a proti jedné
také hran¢ je hndn Gzasnou rychlosti.

...models of crystals. He was thrown
against the edge of one of them with
terrible speed.

...rovhou proti hrotu obrovského
jehlanu; odrazil se jako paprsek...

...towards the apex of a huge pyramid.
Thrown back from this like a beam along
it...

...Je hozen pozpatku nevéda proti ¢emu,
zas odmrstén dopadd bradou na ostrou
hranu...

...was hurled back against he knew not
what. Cast away again he was falling...
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...v posledni chvili ho to odhodi vzhtiru;
nyni si roztfiskne hlavu o euklidovskou
rovinu nekonecna...

...at the last moment was thrown upwards
again. Now he struck his head on a
Euclidean plane...

...fiti stfemhlav dold, dold do tmy;
prudky naraz, bolestné cuknuti...

...fell headlong downwards, downwards
into darkness. A sudden blow, a painful
shuddering...

Strasny uder, a ztraci védomi;
procitl, vidi, Ze je v ¢erné tmé...

kdyz

A frightful blow, and he lost
consciousness. When he awoke he was in
black darkness...

...z jeho Ust nevychazi zvuku; takova je tu
tma.

...no sound came from his lips. Such was
the darkness.

Jektaje hriizou klopytd po dné propasti;
nahmata postranni chodbu,...

...he stumbled about the bottom of the pit.
He came upon a path along the side...

...1 vrha se do ni; jsou to vlastné
schody,...

...and followed it. Actually it consisted of
steps, ...

...malinky otvor jako v Sachté; bézi tedy
nahoru po nes¢islnych a a straSné& piikrych
stupnich;. ..

...a tiny opening, as in a mine. Then he
ran up endless and terribly steep stairs;...

...a prece se vraci kruhem; Prokop
vzlyka désem...

...was itself rotating. Prokop sobbed eith
fear.

...Prokop vzlyka désem: to je Einsteintiv
vesmir...

Prokop sobbed with fear. This was

Einstein’s universe...

Néhle zazn¢l strasny vykiik, a Prokop
ustrnul...

Suddenly there resounded a frightful cry.
Prokop was aghast...

...n€kdo ho vrazdi; i jal se obihat jesté

...whom somebody was murdering. He

rychleji,... tried to run still more quickly,...
...ud¢lala se tma; Prokop tapal po | ...everything was dark. Prokop felt along
sténach... the walls...

...kdyz byl mali¢ky, a nahofe dusi se
tatinek...

...when he was little. And upstairs his
father was being suffocated,...

...prosi tatinek, aby ho nezabijeli; nékdo
mu tluce hlavou o zem...

...begging someone not to Kill him.

Prokop wished to go to his aid,...

...a pfece ho to jaksi rozfilovalo; i ve
spani zatouzil znovu vidét Plinia.

...and yet it somehow agitated him. Even
in sleep he yearned to meet Plinius again.

Chtél tomu uniknout; napadlo ho slovo
"rybai“,...

He wanted to get away from this picture.
The word “fisherman” came into his

head,...

...nad Sedivou vodou i s rybami v Cefen;
rekl si "leSeni", a vid¢l skutecné leSeni. ..

...above some grey water with a net full of
fish. He said to himself “scaffolding,” and
he actually perceived scaffolding. ..

...prazdny galon od petroleje; bylo to
désné.

...and empty petroleum tin. It was

horrible.

...zazdal neznamo pro¢ ukrutné¢ smésny, a
dal se do hlasitého, zrovna zalykavého
smichu,...

...for some unknown reason appeared to
him excruciatingly funny. He positively
gulped with laughter...

...jak to vlastné bylo, i rozmrzel se a
umlkl.

...how exactly it had run. He became
annoyed and was silent.
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...co se snim d¢je, kde se octl, a
premahaje zavrat’ usedl na posteli.

...what was happening to him, or where he
was. Conquering his giddiness, he sat up
in bed.

...Ze je tak bezradné a bezmocné sam; tu
propukl v détsky vzlykavy plac.

...without anyone to give him counsel.
Suddenly he began to cry convulsively
like a child.

...v_pokoji trochu pouklizeno; nedovedl
pochopit, kdo to udélal.,,,

...certain amount of order in the room. He
was unable to comprehend who has done
this. ..

,,Prosim, fekl Prokop a ustoupil ji z cesty;
a kdyz, trochu vahajic,...

“Please,” said Prokop and made way for
her. When, hesitating a little,...

Nechtél nic Fici, ale vypadal asi velmi
povazlivé.

He did not wish to say anything. He
looked very serious.

., To je dobie,” minil Prokop; myslel totiz
na to, jak pfijemné by chladilo,...

“That’s good,” said Prokop. He was
actually thinking how pleasantly cool it
would be...

...pod sliécnym, pevnym obo¢im. Ruce na
kliné, mekké faseni sukné...

...from beneath firm, elegant eyebrows;
her hands on her lap...

...sukn¢ na silnych kolenou, ach, malické
ruce v tésnych rukavickach!

...dress over her strong knees. Oh, little
hands in tight gloves!

Prokop zatinal zuby do chv¢jicich se rti.
Smutna, zmatena a stateCna.

Prokop dug his teeth into his quivering
lips, sad, and confused and brave.

...pokousel se pe€kn¢ zrasit 1 zaclony,
nacez used| a s hlavou zmotanou...

...trying to arrange the curtains in nice
folds. After which he sat down with a
dizzy head...

...jde ohromnou zelinaiskou zahradou;
kolem dokola nic nez samé zelné
hlavky,...

...was walking about in an enormous
kitchen garden. All around was nothing
but cabbage heads,...

...blekotajici, nestviirné, vodnaté, trudoviti
a vyboulené hlavy lidské; vyristaji
Z hubenych kost’alu. ..

...gibbering heads, blear-eyed, monstrous,
watery, pimpled and swollen. They were
growing on cabbage stumps,...

...divka se zavojem na tvari; zveda trochu
sukni a preskakuje lidské hlavky.

...the girl with the veil over her face. She
raised her skirts and jumped over the
heads.

...ufezava kapesnim nozem prvni hlavku;
ta zvitecky jeci a cvaka...

...chopped off the first head with his clasp-
knife. It squeaked like an animal and
snapped...

Nyni druhd, tieti hlavka; Kriste JeZiSi,
kdy skosi to ohromné pole,...

Now the second and the third head.
Christ! Would he be able to mow the
enormous field...

...pada, je uchopen, rvan, duSen a vSe
mizi.

...he fell, was seized, and suffocated.
Then everything disappeared.

...Jak mu boucha srdce, a stydél se za
svou tézkopadnost.

...the loud beating of his heart. He was
ashamed of his uncouthness.

Jako vojak. Zvednu se a bézim dal,
rozumite?

Like a soldier, | get up and run off as fast
as | can, do you understand?

Prokop se pokusil o prosebny ismév; jeho
tézka, rozjizvena tvar...

Prokop tried to muster a supplicatory
supplicatory smile. His heavy scared
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face...

Ve dvefich se zastavila a chtéla néco Fici;
mackala v ruce kliku a ¢ekala...

In the doorway she stopped as if she
wished to say something. Twisting the
handle, she waited.

V poranéné ruce mu pulsovala ukrutna
bolest; zaviral oci, a tu se mu zdalo,...

His wounded hand pulsated painfully. He
closed his eyes and immediately it
seemed...

Prokopovi je z toho désn¢ uzko; $t'oucha
loktem tlustého souseda,...

Prokop became horribly uncomfortable.
He nudged his fat his fat neighbour with
his arm;,,,

...jistoté, ze je v Tynici; snad to né¢kdo
venku volal,...

...that they were already in Tynice.
Somebody outside had shouted the name
out,..

Na kozliku ticho; jen postak se drbal ve
vousech,...

On the coach-box there was no sound. The
postman pulled at his beard;...

Kt nic. Jenom se zachvél.

The horse made no movement, but only
trembled.

Slo to aleji
¢ernocerna tma,...

holych stromii, byla

They were going along an avenue of bare
trees. It was pitch dark,...

Byl to déda skrkem ovazanym Salou;
potad néco zvykal, piekusoval,...

He was an old man with a scarf wrapped
round his neck. All the time he was
chewing something,...

Prokop chtél néco fici, ale nemohl; chtél
se pustit zabradli,...

Prokop wished to say something but was
unable to do so. He wanted to let go of the
railing,...

...neslo to, protoze mu prsty krecovité
ztuhly.

...but could not. His fingers were frozen.

Prokop stoji v teplé svétnici; na stole je
lampa a vecefe,...

Prokop stood in the warm sitting-room.
On the table was a lamp, supper was
laid,...
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Appendix 2: Translation of Subordinate Clauses

ST

TT

jako by ses protlacoval ftidkou vlhkou
hmotou

as if you were making your way through
some thin, moist substance

jez se za tebou neodvratné zavird

which closed behind you again for good

Ze se mota

as if he was twisting round

aby Sel rovné

to walk straight

aby bezvadné presel

in the attempt to pass him successfully

jak se do n€ho vpichly

which were fixed on him

jak nejlépe umi

as best he could

Ze bézi

that he was running

7e padne

that he would fall

ze mu praskne srdce a krev vySplichne tsty

that his heart would burst and that the
blood would spurt out of his lips

jaké to je jméno

to what the name might signify

jako by néco ocekaval

as if he were waiting for something

co jsem utrousil

that | had dropped

jako kdyz bouchne lyditova patrona

like—the explosion of a lyddite cartridge

az to vyleti

watch it explode

co si Prokop uvédomil

of which Prokop was conscious

7e se s nim vSechno otfasd v drnéivém
rachotu

that everything in him was being shaken
and rattled

ze ho n¢kdo pevné drzi kolem pasu

that some one was holding him firmly
round the waist

7e se to na n¢j fiti

that everything would collapse on top of
him

kdyZ to neustavalo

when this didn’t happen

kterym se sunou mlhavé svételné koule a
pruhy

about which were moving misty balls and
strips of light
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co se s nim bude dit

which might be in store for him

ze ten horlivy rachot jsou kola vozu a
venku ze mijeji jenom svitilny v mlze

that the rattling was that of the wheels of a
cab and that outside lights were slipping
past in the fog

kdyz ma maminka

when my mother

jak se Tomes toci u kamen a rychle zatapi

and watching Thomas rapidly making a
fire

uklidnil se, az dostal na celo studeny
obkladek

then a cold compress was placed on his
forehead and he quieted down

kdybych chtél

But if | had wished to

kdyZ néco vezmu do ruky

when | take anything in my hand

jak se to v ni hemzi

| feel it moving

jak to uvnitf rozviklas

once you loosen it inside

jdyz se rozevie kvétina

kdyZ mné podas ruku

when you give me your hand

jak v tobé néco exploduje

as if something is exploding inside you

kdybych ja mél aparaty

if only | had apparatus

7e to trva buhvikolik let

it lasts some years

nebudu-li mit totiz penize

if I haven’t any money

7e lezi doma

as if he was at home

ze slysi hukot jakoby neséetnych kol

that he heard a noise made by innumerable
wheels

kde stalo na sklenéné tabulce

on which was a glass plate with the name

Ze se to rozpadne najednou

make it disintegrate all at once

jestli chcete

if | were asked to

kdo jsem

who | am

kolik je vy-vykonu v jednom gramu rtuti

the amount of power there is in one
gramme of mercury
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ze prestal cokoli vnimat

that he ceased to understand anything

aby zamluvil rozpaky

in order to cover his confusion

kdybyste chodil po stropé

if you were to walk on the ceiling

ktera vyleti

which goes off

7e neni zadna tautomerie

that there is no such thing as tautomerism

Ze budou z toho blazni

that they’ll go off their heads

ze zZvani nesmysly

that he was babbling nonsense

jako by se klan¢l

as if he were bowing

ktery neobracuje se od stolku brucel

who grunted

ze leti pfinejmensim rychlosti svétla

that he was moving with the minimum
velocity of light

jez se protinaji a prostupuji v bfitkych
uhlech jako krystalografické modely

which intersected at sharp angles like
models of crystals

aby tudy probéhl

SO as to escape

nez ho ty stény rozdrt

before the walls crushed him

kdyz procitl

when he awoke

Ze je v cerné tmé

he was in black darkness

nez bude pozd¢

before it was too late

na kterém pokazdé vyskocila vyssi Cislice

the number changed on a semaphore, and
always higher

7e béha v kruhu

that he was running in a circle

ze udavaji pocet jeho obéht

that the numbers represented the circuits he
had made

ze ptijde pozdée

7e se odtud nedostane

that he would never get away

takze se semafor jenom mihal jako

telegrafni tyce z rychliku

so that the semaphore moved like telegraph
poles seen from an express train

nez bude pozdé

before it was too late
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jez ho denné vedly domu

which led him every day to his room

kdy? byl malicky

when he was little

aby ho nezabijeli

not to kill him

aby tady na chodb¢ béhal dokola

to runin a circle

jak sedi u lampy

sitting near the lamp

co nosil brejle

who wears spectacle

7ze 7e ze se nahle vyvine veliky objem
plynu

that—that—that—that a large volume of
gas is suddenly liberated

ktery ktery se vyvine z mnohem mensiho
objemu vybusné masy

which—which expands from the much
smaller volume of the explosive mass

ze - - ze to byly n¢jaké elektromagnetické
viny

that . . . that there were some sort of
electromagnetic waves

jehoz vzor se bez konce presunoval

the pattern of which continually changed

jez skiipala zlutymi vyZranymi zuby

which ground its yellow, rotten teeth

az se drtily

until they were crushed

ze vymyslel slova pozoroval obrazky jimi
promitnuté

by thinking of words and looking at the
pictures which they called up

aby nasSel aspon jedno jediné slovo nebo
véc

to remember at least one word or thing

jimz se probudil

and woke up

ktery chvatné ptechdzel po pokoji

who was moving quickly about the room

jak to vlastné bylo

how exactly it had run

kdyz uz bral kuftik

when he had already picked up the suitcase

neda-li mné penize

if he doesn’t give me any money

kde byvalo okno

where there used to be a window

kde stavalo umyvadlo

in the place of the wash-stand

co se s nim d¢je

what was happening to him

kde se octl

or where he was
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7e neni doma

that he was not at home

jak se sem dostal

how he got to be where he was

kdyZ se vracel do postele

when he was returning to the bed

nebot’ se cely polil vodou z karafy

ze je kdesi a nevi sam kde

that he was in some strange place

ze ani do postele nedojde

that he was not capable of even reaching
the bed

ze je tak bezradn¢ a bezmocné sam

that he was alone

kdyz se trochu vyplakal

when he had cried

sotva se zahfal

no sooner had he got some warmth into his
body

kdyz se probudil

when he woke up

kdo to udélal

who had done this

kdyz, trochu vahajic, tésné¢ podle néco
vchazela dovnitf

when, hesitating a little, she had passed
close by him into the room

ze rozkosi vzdychl

which he inhaled with delight

jak nejlépe dovedl

as straight as he was able to

ze samym usilim vypada ptisn¢ a strnule

that through this very effort he must appear
to be severe and frozen

coz uvadélo do nesmirnych rozpakt jeho i
divku

which embarrassed both the girl and
himself exceedingly

ze - ze to udéla

that . . . that he will do it

7e vidél TomsSe ukladat revolver do kuftiku

that he had seen Thomas put a revolver
into his suitcase

7e zitra udélam bum

we’ll make an explosion

kdyby - kdyby nékdo mohl za nim jet

if only somebody could follow him

kdyby mu né€kdo tekl - kdyby mu dal

if only somebody could say—could give
him—you understand

kdyby n€kdo za nim jesté dnes jel

if only somebody could go after him today

jez se zatinaly a spinaly

which were twisting desperately
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kdybyste chtéla

if you wish it |

chcete-li mu néco vzkazat... nebo poslat...

if you would like to send him a message . .
.orsend . .

co chcete that you wish
7¢ ja sama that | myself
7e mohu vam that | am able

ze mohu jemu

that I can help him

jak ptijemné by chladilo

how pleasantly cool it would be

kdyby na tu koziSinku smél polozit ¢elo.

if he could put his forehead against the fur

Kdybyste mohl pockat

if you could wait

7e ztrati rovnovahu

of losing his equilibrium

ze pojedu za nim

that 1 shall go after him

kdyz... kdyz ji na tom zélezi

if . . . it’s so important to her

jak byl zvykly doma

as he was accustomed to at home

ze jde ohromnou zelindi'skou zahradou

that he was walking about in an enormous
kitchen garden

7e je ty zelné hlavky zhanobi

lest those green heads should defile her

nez se dostane k divce zipasici tam na
druhé strané nekone¢né zahrad

before the girl reached the other end

kterda mu dfevénymi tyCinkami roztahuje
rukavice

who used to stretch his gloves for him on
wooden sticks

jez - jez - jez se mu nestoudné¢ nabizi

who . . . who shamelessly offered herself to
him

ze jsem vam dala takové poslani

that | have given you such a commission

pro¢ - pro€ ja —

why ... why I

kdyby vam to délalo néjaké potize

if it’s really causing you any trouble

aby pan... aby vas pftitel neud¢€lal néco, co
by n¢koho

that your friend may do something which
would drive a certain person to death

7e néco vybleptne, Ze je snad slyset, jak mu
boucha srdce

that perhaps she would hear the loud
beating of his heart
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jez zpusobilo Prokopovi sladkou a

mudéivou zavrat’

which induced in Prokop a sweet and
painful dizziness

ze divka letmo zkouma jeho tvar

that the girl was watching his face askance

kdyz k ni nahle obratil oci

when he suddenly turned his eyes on her

7e se diva k zemi a ¢eka

that she was looking down on the ground

aby snesla jeho pohled

till she was able to endure his look

ze bym¢l néco fici

that there was something

aby zachranil situaci

which he ought to say to save the situation

pro¢ schovava pravou ruku za zady

why he was holding his right hand behind
his back

jako by sama citila tu bolest

as if she herself felt the pain

jako by mu brali néco drahého

as if something precious were being taken
away from him

kde mu schazel skoro cely malik

almost the whole of the little finger of
which was missing

ze divka couva s blednoucimi rty

that the girl shrank away from him with
pale lips

7e to mu nerozumite

that you don’t understand that sort of thing

abyste nemyslela na tu ruku

not to think about that hand

7e to posila slecna

that it comes from a young lady

kterou zna

whom he knows

aby ucinil jediny krok

effort to take a single step

7e ta bolava ruka roste

him that this aching hand was growing

ze je velika jako hlava

that it was as big as a head

ze v celém jejim rozsahu palCivé cuka Zivé
maso.

and that all over it the flesh was twitching
feverishly

aby se mu nezvedal Zaludek

his stomach would have risen

7e zas je vojakem

that he was a soldier

jako by nékoho prelstil nebo nékomu utekl

as if he had got the better of somebody or
had escaped from them
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kterému se nemiZe n&jak bficho vejit mezi

nohy

whose stomach could not settle down
between his legs

protoze mu to déla zavrat

it made him feel giddy

jez se houpe, otfasa, poskakuje nesmirné
sméSnym zpusobem

which jumped, shook and hopped in the
most extraordinarily entertaining manner

aby se na to potfadné podival

in order to see it properly

Ze se mu to tlusté t€lo bezhlase chechta

that the fat body was voicelessly tittering at
him

co je na ni tak zarazejiciho

why it disconcerted him so

ze to je jiny Prokop

that it was another Prokop

ktery na ného wupird oci s dé&sivou

pozornosti

whose eyes were fixed on him with terrible
earnestness

aby mu n¢kdo nevytal z kapsy zapeceténou
obalku

that some one would take the sealed
package out of his pocket

Ze je mozno byt tak unaven

imagine that it was possible for him to be
so tired

z nichz ¢ouhd porcelanova palicka

out of the top of which projected a
porcelain pestle

ze je v Tynici

that they were already in Tynice

nebot’ vlak stoji

for the train had stopped

7e uz je vecer

that it was already evening

ze do Tynice musi jet poStou

that he could only get to Tynice by a
postwagon

je-li na ni jesté misto

if there was still room in it

kdyby byl jen kousek mista

if only you could make. . . a little room

az to chrastélo

ze st musel sednout na patnik

that he was obliged to sit down on the edge
of the pavement

jako by ho vynesly nebeské sily

as if some magical power were lifting him
up

ze je nad jeho sily udrzet se na kozliku

that it was beyond his strength to keep his
place on the coach-box

ze ten vysoky hréivy zpév né&jak

galvanizuje staré¢ho koné

that this high, whirring note somehow
galvanized the old horse
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7e uz vubec nevladne svému télu

that he had already completely lost control
of his body

7e nesmi spadnout

that he must be careful not to fall

7e bezmezné slabne

that he was infinitely weak

jako by byl uz davno mrtev

as if it had already been dead for a long
time

ze tu podobu uz vidél

that he had seen this face somewhere
before

jez skiipala vyZranymi zuby

which ground its rotten teeth

az se drtily

until they crumbled

protoze mu prsty kiecovité ztuhly

his fingers were frozen

co tu vlastné chce

what exactly it was that he had come for

7e jede sem

that he was coming here
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Appendix 3: Expressives

ST TT
lavicce seat
zblizoucka ever so near
holomek rotter
prasek little powder
poprasek little powder
prasek powder
vsivak lousy fellow
prasek powder
maminka mother
maminka mother
tatinek father
maminka mother
obkladek compress
pitoma rubbish
prasek powder
malinkaté tiny
Starousi -
tatik father
tatinka father
sle¢inky girl
slecinka she
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klickem key
paracka donkey work
prasek pieces
brzince -

barak whole of the place
seminko seed
hlupaci fools
stolku table
malinky tiny
plosinka platform
lehoucka light
schiidky steps
schiidkach stairs
tatinkav father
malicky little
tatinek father
Mamincinu mother’s
tatinek father
dokolecka -
tatinkovo father
ruc¢ickou hand
casteCky parts
kouskach pieces
obrazky pictures

85




kuftik suitcase
starousi old chap
stolku table
stolek table
slabounka faint
koziSinku fur
koziSinku fur
balicek parcel
kozisince fur
malickych small
rukavickach gloves
malické little
licko face
hlupak fool
hlupak idiot
psanicko letter
baraku house
balicek parcel
dévecka girl
tyC¢inkami sticks
nozkach legs
balicek parcel
balicek packet
balicek parcel
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ranka wound
balicek parcel
balicek parcel
holenku -
balicek parcel
palicka pestle
malinkém tiny
bednicku tub
bednicce tub
zabradlicka railing
zabradlicko railing
domkut houses
vratka gate
brejlickami spectacles
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Appendix 4: Verbs of Utterance

ST TT
...vypravi ze sebe cosi jako ,,prominite... | ...murmured a word of apology...
. . “Let hi look,” thought Proko
At kouka,” mysli si Prokop znepokojen. © ) 100k 9 P
uneasily,...
,Nejste vy inzenyr Prokop?“ pta se | “Aren’t you Engineer Prokop?” asked the
¢lovek,... man,...

,Ja... ja tam nebyl,”“ pokousel se Prokop
cosi zalhavat.

“I... T haven’t been there,” answered
Prokop, trying to lie.

,,Kde? ptal se muz.

“Where?” asked the man.

,Tam,” Fekl Prokop a ukazoval hlavou
kamsi k Strahovu.

“There,” said Prokop, and indicated with
his head some place in the direction of
Strahov.

,, Tomes,* opakoval Prokop,...

“Thomas,” repeated Prokop,...

,»Ano,” ekl Prokop a nechal se dovést k
lavicce.

“Yes,” said Prokop, and allowed himself to
be led to a seat.

,,»A hlava t€ neboli?* iekl ¢lovek.

“And doesn’t your head ache?” asked the
man.

,,Tak poslouchej, Prokope,“ Fekl ¢lovek.

“Now listen, Prokop,” said the other.

,,Ja vim, Tomes,* ozval se Prokop chabg.

“I know Thomas,” echoed Prokop weakly.

,,.Nic,” ekl Tomes.

“Nothing,” said Thomas.

,Tam*“ namahal se mluvit Prokop a
ukazoval nékam hlavou.

“There,” Prokop attempted to say, and
made a gesture with his head.

,,Krakatit,” zaseptal Prokop.

“Krakatit,” breathed Prokop.

,,Ffft, bum!*“ udélal Prokop a hodil rukou
do vyse.

“Ffft, bang!” said Prokop, and threw his
hand up in the air.

Prokop se zarazil a pomalu dodal: ,,To ti je
strasna véc, Clovéce.

He stopped and added slowly: “A frightful
thing, you know.”

,» Tak tedy,” zacal po chvilce,...

“And so,” he began after a moment,...

Holenku, toneni jen tak. neni - neni jen
tak,” opakoval klaté opile hlavou.

No, my friend, it won’t do that way... not
that way,” he repeated, swaying his head
in a drunken manner.

Ale pockej, to neni mozni, to je nesmysl,*
mumlal Prokop chytaje se za hlavu.

It’s  senseless,” mumbled Prokop,

clutching his head.

Pockej, bud’ tise, bud’ tise,” drtil Prokop a
vravorave se zvedl.

Wa-it, be quiet, be quiet,” said Prokop.

,Krakatit,* zabruéel Prokop,...

“Krakatit,” muttered Prokop.

,led si lehnes, Fekl tiSe hlas nad jeho
hlavou;...

“Now lie down,” said a quiet voice above
his head;...
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,,Kdo je to,* ptal se Prokop ospale.

“Who’s that?”” asked Prokop sleepily.

,Ja vim,* Fekl po chvili starostlive.

“I know,” he said carefully, after a
moment.

»~ - A ty ma$ ten muij seSit chemie,*
vzpomnél si Prokop najednou.

“—and you’ve got my chemistry
notebook,” Prokop remembered suddenly.

,,UZ tam budeme, Fekl Tomes nahlas.

“Here we are,” said Thomas loudly.

., Vid, jsem jako nité,* divil se Prokop.

“See, I'm like a thread,” said Prokop,
surprised.

»Nu ovsem,“ mrucel udychany Tomes
odemykaje sviij byt.

“Well,” said Thomas, panting, and opened
the door of his flat.

,»,Ma maminka,* za¢al néco povidat,...

“My mother,” he began,...

,» Ty jsi kujon, Tomsi,* ozval se vazné.

“You’re a rogue, Thomas,” he exclaimed
seriously,...

»A je t& Skoda, vis?“ zacal Prokop
starostlive.

“And it’s a pity, you know,” began
Prokop, with concern.

»A co z toho mas?* namitl Tomes piikie.

“And what have you got out of it?”
retorted Thomas sharply.

Ale to nic neni.
nahle...

Koukej,” prohlasil

Listen,” he exclaimed,...

,» Tak,” Fekl Tomes, ,,a ted’ spolkni tuhleten
aspirin.*

“Yes?” said Thomas. ,,And now swallow
this aspirin.”

,, Tak vidi§, ty mas jesté tatinka,” ozval se
Prokop po chvili s ndhlou mékkosti.

“So you’ve still got a father,” said Prokop
after a moment with sudden gentleness.

,To je n&jaka tovarna,” myslel si a bézel
po schodech nahoru.

“It’s some factory or other,” he thought
and ran up the steps.

,,Je tu pan Plinius?* ptal se n&jaké sleCinky
u psaciho stroje.

“Is Mr. Plinius in?” he asked of a girl
sitting at a typewriter.

,Hned piijde,” Fekla slecinka,...

“He’ll be here
answered. ..

in a moment,” she

,,Co si prejete?* Fekl.

“What can I do for you?” he asked.

,,Prosim,* fekl vysoky muz...

“Please,” said the tall man,...

»Jsem velmi... je mi... ohromnou cti,*
koktal Prokop usedaje.

“I am extremely... it’s a great honour for
me,” stammered Prokop, taking a seat.

,,Co si prejete?* prerusil ho vysoky muz.

“What 1s it you want?” the tall man
interrupted him.

Ja jsem rozbil hmotu,* prohlasil Prokop.

“I’ve disintegrated matter,” announced
Prokop.

,» 10 je totiz tak,” zacal Prokop piekotné.

“It’s like this,” began Prokop impetuously.

A

»Skoda, Fekl Plinius povazlive.

“A pity,” said Plinius, after consideration.

»Je to.. védecky zajimavé,” zmatl se
Prokop.

“It’s... scientifically said

Prokop, confused.

interesting,”
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Aha, aha,” vyhrkl s tlevou,...

Aha!” he burst out, relieved,...

Kde kde kde se najednou vzala ta
energie?* naléhal Prokop zimni¢né.

Where does it come from, this energy?”
demanded Prokop feverishly.

,,Nu, tieba v atomu,* minil Plinius.

“Well, perhaps from the atom,” suggested
Plinius.

,»Aha,*“ prohlasil Prokop vitézné a utiel si
pot.

“Aha,” cried Prokop exultantly, and wiped
the sweat away from his face.

,~Prominte,“ Fekl, aby zamluvil rozpaky,...

“Excuse me,” he said, in order to cover his
confusion,...

,Jiz stafi Rimané koufili,*
Prokop...

ujistoval

“Even the ancient Romans used to smoke,”
Prokop assured him,...

,Zapalte si,” nutil ,,to je lehoucky Nobel
Extra.

“Light up,” he urged, “this one’s a small
Nobel Extra.”

,,JO nic neni, zacal, ,ale znate tfaskavé
sklo?

“Never mind,” he said, “but have you ever
heard of explosive glass?

,,K ¢emu? ptal se Plinius zvedaje oboci.

“What for?” asked Plinius, raising his

eyebrows.
,Ale tak prestante, Cclovéce,” zafval | “But stop it, man,” roared Prokop,
Prokop zdéSen a probudil se. terrified, and woke up.

Thomas who grunted, “Don’t shout,

...TomSe, ktery neobracuje se od stolku
brucel: , Nekfi¢, prosim te.*

please,” without turning round from the
table.

»Ja nekticim, Fekl Prokop a zavtel oci.

“I’'m not shouting,” said Prokop, and
closed his eyes.

,,Pozor,” zaFval sam na sebe,...

“Look out!” he shouted to himself,...

,To je dobfe, to je dobie, mumlal

Prokop,...

“That’s good, that’s good,” mumbled

Prokop,...

,Povezte,” pravi profesor Wald,...

“Let’s hear,” said Professor Wald,...

,,Ttaskaviny, tfaskaviny,” za¢ina Prokop
nervozng,...

“Explosives, explosives,” began Prokop
nervously,...

,Jak to?* taze se Wald piisné¢.

“What?” asked Wald severely.

,Nesmysl,* pFerusi ho profesor.

“Rubbish,” the professor interrupted him.

,,Jsou jsou jsou,” drtil Prokop.

“There are, there are, there are,” said
Prokop through his teeth.

,,Pfekonana teorie, bruci profesor.

“An obsolete theory,” said the professor
grufly.

,,To neznam* vydechl stisnén¢.

“I don’t know,” he said in confusion.

,,Tak vidite,” Fekl suse Wald.

“There you are,” said Wald dryly.

»Krakatit,” Septal, ,,to je... to je uplné nova
traskavina, ktera... ktera dosud...*

“Krakatit,” he whispered, “that is... that
is... a completely new explosive, which...
which up to the present...”
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,Hertzovymi vlnami,” vyhrkl Prokop s
ulevou.

“By Hertzian waves,” croaked Prokop
with relief.

,, Tetrargon?* ptal se profesor rychle.

“Tetrargon?” inquired the professor

rapidly.

»Jak se to dela? tazal se hlas podivné
blizce.

“How is it prepared?” inquired the voice,
this time extraordinarily close.

,,Co?“ mumlal Prokop neklidné.

“What?” mumbled Prokop uneasily.

»Neéco se ti zdalo,” Fekl TomeS a schoval
5
zapisnik za zady.

“You’ve got some strange idea into your
head,” said Thomas and hid the notebook
behind his back.

,,Poslyste, zacal

Smichu,...

poslyste,* S0 je k

“Listen, listen,” he began, ,,here’s a funny
thing,...

,,Poslys, starousi,” Fekl starostlive,. ..

“Listen, old chap,” he said with concern,...

o ) “What’s the time?” asked Proko
,,JKolik je hodin?* ptal se Prokop nete¢né. |. . ats ¢ Hme P
indifferently.
) ) “Who is that?” he asked aloud on
,,Kdo je to,” zeptal se hlasit¢ nazdaibtih,... chanZe 15 tha ©

,,Pit,” ozval se po chvili, ,,pit!“.

“Drink,” he said, after a moment, “drink.”

,,Bydli tady... pan Tomes§? ptala se spésn¢
a stisnéné.

“Does... Mr. Thomas live here?” she
asked rapidly and confusedly.

,Prosim,”“ Fekl Prokop a ustoupil ji z
cesty;...

“Please,” said Prokop and made way for
her.

,,Pan Tomes neni doma?* ptala se divka.

“Mr. Thomas isn’t at home?” asked the
girl.

,» Tomes odjel,* Fekl Prokop vahave.

“Thomas has gone away,” said Prokop,
with some hesitation.

,O boze, 6 boze, vypravila ze sebe
divka,...

“Oh my God!” said the girl,...

,Ja tam tedy pojedu sle¢no, Fekl tise.

“I will go there for you,” he said quietly.

v

»Skute¢ng,” vyhrkla radostné, ,,vy byste
mohl -?¢

“Could you really?” she cried joyfully,
“could you...?”

,Ja jsem jeho... stary kamardd, vite?*
vysvétloval Prokop.

“I'm an old... colleague of his, you see,”
explained Prokop.

,,Boze, vy jste hodny,*“ vydechla divka.

“You are really very good,” breathed the
girl.

,» 10 je malickost, slecno,* branil se.

“That’s nothing,” he defended himself.

,,Ani jak  bych...
dékovat, Fekla zmatené.

nevim, vam m¢éla

“I really don’t... know how to thank you,”
she said in confusion.

w

,,Neni tteba,” ekl Prokop rychle.

“There is no need to,” said Prokop quickly.

Prsi snad?* ptal se nahle...

[s it raining then?”” he asked suddenly,...
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,» 10 je dobfe,* minil Prokop;...

“That’s good,” said Prokop.

,»Ja to tu nemam,” Fekla vstavajic.

“I haven’t got it with me,” she said,
standing up.

Je to TomSova holka, Fekl si se slepym
vztekem.

“And she’s Thomas’s girl,” he said to
himself,

,»Jdi pryc, kri¢i Prokop,...

“Go away,” cried Prokop,...

,» 10 jste vy, Fekl Prokop tise...

“So it’s you,” said Prokop gently...

,,Prosim vas, nehnévejte se,” mluvila tise a
jakoby spéchajic,...

“Don’t be angry, please,” she said quietly
and somehow hastily,...

,,Pojedu,* sebe

chraptivé.

vypravil ze Prokop

“I will go,” said Prokop in a hoarse voice.

,Nesmirné rad,” vydechl Prokop...

“I shall be ever so glad to,” said Prokop...

»Dekuju, vam,” pokousela se také jaksi
nejistym hlasem,...

“Thank you, thank you,” she tried to say
in a voice which was also somehow
uncertain,. ..

Konec¢né pohnula divka rukou a zaSeptala:
,,1en balicek -

Finally the girl touched his hand and
whispered, “That parcel -”

,,Vy jste poranén,” vyhrkla.

“You are wounded,” she burst out.

,» 10 nic neni, ujis§t’oval rychle,...

“It’s nothing,” he assured her quickly;...

Pro¢ nejdete k 1ékati?* Fekla prudce.

“Why don’t you go to a doctor?” she said
abruptly.

,»Vzdyt uz se to hoji,* branil se Prokop,...

“It’s healing already,” said Prokop....

,Hledte , sle¢no, spustil horlive,...

“Look here,” he said hotly,...

,,At si fikaji, Ze maji nové teorie,” drmolil
Prokop horec¢né;...

“It’s all very well for them to say that they
have new theories,” muttered Prokop
feverishly...

Nevéite mu,” mluvil naléhave,. ..

Don’t trust him,” he said earnestly,...

Vy jste tak krasna,” vydechl nadseng.

You are so beautiful,” he breathed

enthusiastically.

,Ano, fekla divka vahave, ,ale vy prece
nemuzete -

“Yes,” said the girl with some hesitation,
“but really you must not-*

,,Nechte mne, Fekl tise,...

“Leave it to me,” he said quietly,...

,Ja vam tolik dékuju,”“ ¥Fekla rychle,
,,Sbohem!“

“Thank you so much,” she said quickly,
“good-bye!”

,2Mam mu - vyfidit... pozdrav?“ optal se
Prokop s kifivym usmévem.

“Am | to . . . to convey any greeting to
him?” asked Prokop with a wry smile.

,Ne,”“ vydechla a rychle na ng pohlédla.
,,na shledanou.*

“No,” she said quietly and gave him a
quick glance. “Au revoir.”

...zvon a n¢kdo volal: ,, Tynice, Duchcov,
Moldava, nastupovat!*

...and someone shouted... “Tynice,...
Duchcov,... Moldava! Take your seats!”
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Co chce? zhrozil se Prokop.

“What does he want?” said Prokop, terror-
stricken.

,»Prosim vas, vemte mne do Tynice,” Fekl
Prokop.

“Will you take me to Tynice, please?” said
Prokop.

»Nejde,“ odpovédél po chvili.

“Can’t be done,” he answered after a
moment.

,Neni uz misto, Fekl postak zrale.

“There’s no more room,” said the postman,
having considered the matter.

,,No, hodinu,* iekKl.

“Well, an hour,” he said.

Ja musim k doktoru TomsSovi!*
protestoval Prokop zdrcen.

I’ve got to get to Dr. Thomas’s!” protested
Prokop, crushed.

,»Mn¢ je zle?* zamumlal Prokop;...

“I feel bad,” mumbled Prokop;...

,,KdyZ to nejde,” ozval se konecné¢.

“But it can’t be done,” he said finally.

,» Tak si tam sednéte,” ekl posléze.

“Sit down there,” he said finally.

,,Kam?* ptal se Prokop.

“Where?”” asked Prokop.

,»HY, povida.

“Hey,” said he.

...Clovék jde po silnici a povida ,,dobry
vecer*.

...a man passing along the road and
wishing them good-night.

»lak tady bydli doktor Tome$“ povida

“This is where Dr. Thomas lives,” said the

poStik. postman.
.. e “Well, here we are,” said the postman
,INo, uz jste tady,* povida postak znovu. again

Uvnitf zufivy Stékot, a mlady hlas vola:
,,Honziku, ticho!*

Inside there was to be heard a fierce
barking and a young voice called out:
“Honzik, quiet!”

...a st€Zi hybaje jazykem pta se Prokop:
,,Je pan doktor doma?*

...scarcely able to move his tongue, Prokop
inquired, “Is the doctor at home?”

Chvilku ticho; pak ¥ekl mlady hlas:
,Pojd’te dal.

A moment of silence; then the young voice
said, “Come in.”

...Jde k Prokopovi a povida: ,,Tak copak
vam schazi?*

...came over to Prokop and said: “Well,
what can I do for you?”

»Ja.... totiz...,*“ zacal, ,,je vas syn doma?“

“I... that is to say...” he began, “is your
son at home?”

wirka... Jifi,* mruéel Prokop,...

“George...” mumbled Prokop,...

»Jirka je v Praze,” prerusil ho stary pan.

“George is in Prague,” the old gentleman
interrupted him.

,»Anicko, zidli,” krikl stary pan podivnym
hlasem.

“A  chair, Annie,” shouted the old
gentleman in an extraordinary voice.
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