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Introduction

“They may not have any legs of their own, but darned if those fuzzy creatures

aren'’t still standing, long after more full-bodied competition has bitten the dust.
Ben Brantley for the New York Times, 2009

Singing and dancing are integral parts of musical theatre. But what happens when
you add puppetry, screen projection and adult topics? On the first glance, Avenue
Q might not catch an adult’s eye. After all, the posters depicting fuzzy, colourful
puppets are more likely to attract children thinking these characters belong to their
favourite TV shows. Upon entering the theatre, one is surprised by songs that take
the audience back to the times they spent watching EImo on television and listening
to educational songs about the alphabet and equality within their friend group.
As one listens further, the laughter prevails, even though, at the end, one is laughing
at themselves rather than at the puppets and actors on the stage.

The original idea behind Avenue Q was simple — Robert Lopez and Jeff Marx
(authors of the songs) wanted to create a television parody show of the Sesame
Street (a 1969 children’s show with puppets) with an adult twist, full of songs
that would resemble the catchy educational tunes. The original concept
was transformed into a theatre release with the help of Jeff Whitty (author
of the libretto) and in the end, the author tandem “defied all conventions and broke
the mold of modern musical theatre” (Tom Millward, 2016).

The musical is unique for its fusion of human actors and puppets whose
puppeteers are fully visible, yet ignored by the actors and, to an extent,
by the audience. It adds short bits of projection which resemble the short
explanatory bits of the Sesame Street series. The whole idea of an educational show
resemblance grants Avenue Q an aspect of nostalgy, as, according to Brantley
(2009), “there are still plenty of young people around who were weaned
on the “Sesame Street” worldview and who still have its gentle melodies lodged
in their heads”. In the 2016 review, Tom Millward (2016) points out that this
resemblance allows the viewers to relate to what is happening on the stage, as “[...]
seeing humans living in harmony (or disharmony) together on the same street
joyously awakens the child within. But then you are reminded how adult you have

become, absorbing musical numbers about pornography, homosexuality, racism



and that quest we all undertake on a daily basis — finding your purpose in life”.
These are the problems both the fluffy and the human characters tackle during
the show. It is funny, smart, relatable and the topics stay timeless in the United
States even after fifteen years. But, despite the story being strongly culturally bound
to America, the topics deserve to be talked about in the Czech Republic, too.

The question of why this musical should be translated into Czech is in place.
Although it is easier to take a foreign motive and turn it into a new, original musical,
Avenue Q might find its audience in the Czech Republic because of the Internet.
Since the musical saw its premiere at the dawn of the Internet age, the songs turned
out to be an international viral hit amongst the English-speaking
millennials/generation Z, even though most of them never had the chance to see
the actual musical. The Czechs are familiar with the Sesame Street to an extent,
as it has been broadcasted in the Czech Republic, and those who missed
it are for sure familiar with its Czech counterpart — Studio Kamardd, which works
on similar principles. The musical should be able to wake up nostalgic feelings
in the Czech spectators, just like it does in the American ones. Because of that,
the adaptation might be suitable for broad audiences, even though those familiar
with the songs due to the previous Internet viral wave might be in advantage.

The aim of this thesis is to introduce possible approaches to musical theatre
translation and, subsequently, to create a translation of selected parts
of an American musical Avenue Q while applying the approaches and strategies
discussed in the theoretical part. Theatre translation, and especially musical
translation, is a field lacking theoretical materials. A musical translator
has no manual to follow when translating such a complex text. This thesis thus
combines theoretical approaches and methods from the theatre translation field and
the song-lyrics translation field, to create a unified work that future musical
translation works can be based on. These approaches and methods are then applied
to a translation of the Avenue Q musical.

The first chapter of this thesis focuses on the musical genre itself in both
American and Czech context. This allows better understanding of the genre,
its different backgrounds in the two cultures and the difference between musical
theatre and similar theatre genres such as opera or operetta.

Chapter two focuses on theoretical approaches to musical translation.

The topic of musical translation is often neglected and the number of works
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focusing solely on musical is not high. Even though there are translation theory
works focusing on drama translation and on song-lyrics translation separately,
they usually do not unify these two genres together to form a theory for musical
translation itself. For this reason, this chapter is divided into two parts focusing
on the theatre play translation and the song-lyrics translation separately. The first
part of this chapter focuses on theatre plays. It summarizes the current and previous
approaches to this kind of translation, as proposed by Windle (2011), it focuses
on “playability” and the approaches of Espasa (2014) or Bassnett (1985, 1991)
towards it. It also focuses on possibly needed changes in language, humour
and adaptation, as proposed by Link (1980) or Farrell (1996). This part
is to be applied on the translation of the musical libretto. In the song-lyrics
translation part, songs are first divided into genres, as proposed by Bosseaux (2011).
This part focuses mainly on “singability” and the Pentathlon principle. Franzon
suggests in his article for The Translator that “the ambiguous term ‘singability’ can
be defined as a musico-verbal fit of a text to music, and that this musico-verbal
unity may consist of several layers — prosodic, poetic and semantic-reflexive”
(2008, 373). He also suggests that, assuming a song has four properties and music
has three, a translator has, in theory, five options to choose from while translating
(2008, 373), all of which this thesis examines. Low’s Pentathlon Principle (2005),
on the other hand, describes the five characteristics of a song, which a translator
should take in consideration and balance as well as possible.

The third chapter of this thesis continues in the introduction of the Avenue Q
musical itself. This introduction of the musical’s background serves as a foundation
for the actual translation. It discusses the origins of the musical, from the opening
of the Off-Broadway production in 2003 through its most successful Broadway era,
to its final Broadway performance and the play’s resurrection as an Off-Broadway
production once more. It introduces not only the storyline and the structure, but also
possible adaptation problems, such as the multicultural cast that might
be problematic to achieve in the Czech Republic or the appropriate amount
of naturalization needed for the adaptation to work. It also mentions the approaches
other European theatre companies took in tackling such problems.

Chapter four contains the Avenue Q translation itself. This translation covers

scenes one to seven of the first act, except for the song “The Internet Is For Porn”



in scene five. The source text can be found as a loose attachment
at the end of the thesis.

The fifth chapter of this thesis is a translation commentary of the Avenue Q
translation. Based on the problems outlined in chapters two and three, examples
of problematic parts are provided in the commentary along with the translation
strategies used while dealing with them, this time in more depth.
Since this translation aims to serve as a possible theatre adaptation, the dialogic part
focuses on creation of lines that are easy topronounce in Czech
and on the naturalness of language. The song translation aims for balance of five
different criteria of the Pentathlon Principle — singability, sense, naturalness,
rhythm and rhyme, as suggested by Low (2005, 185). Solutions in the question
of extra-linguistic problems are based mostly on the approaches of other European
theatres which adapted Avenue Q for their audiences in the past.
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1  Musical Theatre

This chapter aims to define the musical genre and outline the differences
in its development between America, as the country musical theatre originated

in, and the Czech Republic.

1.1 General Information

The name itself, “musical”, is a shortening of the original genre name —
“musical comedy”, which is already not fitting, considering the first predecessor
of a musical play was, according to Van¢k (1998, 6), an 1866 joint production
ofaFrench ballet and a theatre play called The Black Crook, which
was not a comedy at all.* Glenn Litton admits he rather uses the term “musical
theatre” (1996, XII), which is a commonly used term today. In the Czech terms,
“muzikal” is commonly used to describe musical theatre and Vanck, aware
of the lack of a definition that is both accurate and brief, quotes the name of Ivan
Osolsobé’s tetralogy, Divadlo, které mluvi, zpiva a tanci — a theatre which talks,
sings and dances — in order to describe it (1998, 18).

1.2 Musical, Opera and Operetta

Along with The Black Crook, Van€k pinpoints seven different genres
that are thought to be the predecessors of American musical theatre — ballad opera,
féeric (or extravaganza), the minstrel show, burlesque, vaudeville, operetta
and revue, the oldest of which had its premiere in America in 1751 (1998, 6 -10).
For a modern theatre viewer, operetta and opera would seem like the two closest
genres to a musical. However, they are not interchangeable. While opera is a fully
sang performance (and sang in a specific way), operetta is shorter, lighter and uses
spoken word in between the songs. Musical, as opposed to opera and operetta, uses
not only acting and singing, but adds dancing as well. It can work with many
different music genres, as opposed to the classical music usually heard in opera.
In translation, this means working with different phrasing when it comes

to the song-lyrics.

! Vanék considers The Black Crook a thriller, while Smith calls it a “splashy combination of French
Romantic ballet and German Romantic melodrama” (1996, 2).
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1.3 History of Musical in America

The first play to be considered a musical by most of the experts is the 1927 Show
Boat written by Jerome Kern and Oscar Hammerstein and based on Edna Ferber’s
novel of the same name. According to Van¢k (1998, 15), it introduced music theatre
in a brand-new light. Until then, American society gladly accepted an easy plot
and light topics, since such plays were easy to understand. The uniqueness of this
play is best described by Nathan Hurwitz (2014, 112), who explains that, while
audiences were used to plays of the 1920s opening with a light-hearted up-beat
scene simply introducing the setting of the play, Show Boat struck the audience
right upon the opening of the curtain with Hammerstein’s lyrics about African
American workers at the Mississippi river. The opening scene alone foreshadowed
Show Boat would deal with topics unheard of in a musical before, starting
with racial struggles? and ending with addictive gambling (Hurwitz 2014, 112 —
113). In Hurwitz’s words: “Based on the success artistically and commercially
Show Boat should have set the next trend for the musical theatre, establishing
a model that other musical theatre artists would eagerly copy” (2014, 113).
Unfortunately, October 29, 1929 marked the start of the Great Depression,
as well as a decline of musical theatre popularity in favour of film. Musical theatre
production as set by Show Boat was too expensive, while everyone was able to save
up for a movie ticket.

Vanék points out that throughout the Great Depression, social criticism
started moving from drama to musical, the quality of which increased, and a big turn
came in 1943 with what is considers the first true musical theatre play (Show Boat
was still considered mostly an operetta by some) (1998, 15). According to Hurwitz,
the opening of Oscar Hammerstein and Richard Rodgers’ Oklahoma! was the main
event of musical theatre history of the 1940s, being the final play to unify
all the components (singing, dancing, acting) into one compact play (2014, 139).
Due to its heavy themes and precise execution, Van&k considers Oklahomal
the play to change musical theatre forever — musical theatre became a genre sui juris
and finally broke free from its reputation of frivolous fun (1998, 16).

As music genres evolved, musical theatre evolved with them. As generations

changed and the popularity of jazz was replaced by rock and roll, the premiere

2 According to Hurwitz (2014, 113), Show Boat was the first musical where people of colour were
portrayed with respect.
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of rock musicals such as George Ragni, James Rado and Galt MacDermot’s Hair
came in 1967, subsequently followed by Richard O’Brien’s Rocky Horror Show
of 1973 or Godspell, written by Stephen Schwartz with an opening night set in 1979
(Vangk 1998, 29). In the late 1960s and early 1970s, rock opera started mixing
with rock musical, which gave birth to plays such as the legendary Jesus Christ
Superstar.

Throughout the 20" century, theatre experienced a gradual decline
in popularity, which Oxoby attributes to its departure from light entertainment,
which was becoming the domain of film and television, and the high cost of tickets.
However, if we jump all the way to the 1990s, musical was actually the most
popular form of theatre of the period, mostly due to Broadway making an effort
to bring it closer to the general audience (Oxoby 2003, 197 — 198). However, Oxoby
also mentions that the audience mostly enjoyed plays from the 1980s, such as Cats
(Andrew Lloyd Webber) or Phantom of the Opera (Andrew Lloyd Webber, Charles
Hart, Richard Stilgoe), and after new original plays with quite disappointing
outcomes such as the Sunset Boulevard (Andrew Lloyd Webber) and Passion
(Stephen Sondheim), the true success of the 1990’s musical theatre only came
with the 1998 Broadway release of The Lion King (Tim Rice, Elton John) and Rent
(Jonathan Larson), which opened in 1996 and was one of the most successful
Broadways musicals ever (2003, 198 — 199). All these plays set the ground
for the success of later productions such as Avenue Q, with which this thesis deals

later.

1.4 History of Musical in the Czech Republic
Van¢k sets the arrival of musical theatre to the Czech Republic in 1928,
when Oldfich Novy, an actor, singer and director, presented a musical comedy
No, No, Nanette (Vincent Youmans, Otto Harbach and Frank Mandel). After that,
however, due to the German occupation of Czechoslovakia, which caused the ties
with America being cut, the Czech audiences had to wait for twenty years, until
Jiti Voskovec and Jan Werich presented their own version of Finian’s Rainbow
under the name Divotvorny hrnec (1998, 18 — 19).

Until then, according to Vané€k, Czech theatre was known mainly for operetta
plays. During the communist regime, various actors banned from drama plays

moved to operetta and musical and, since American plays would be considered
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a provocation to the regime, Italian musicals found their place on the stages
of Czechoslovakia, namely Un paio d’ali, which premiered in Prague in 1958 under
the name Kdyz je v Rimé nedéle, and Buonanotta Bettina, which premiered in 1960
under the name Dobrou noc, Bettino (both plays were created by Pietro Garinei
and Sandro  Giovannini) (1998, 21). My Fair Lady was successfully
introduced to Czech audiences in 1964, followed by Hello, Dolly two years later,
marking the arrival of American plays to the Czech Republic. As of Czech titles,
in 1967, Jan Schneider and Bohuslav Ondracek’s play Gentlemani premiered
in Musical Theatre Karlin, being the first musical to have a proper audition,
as Van¢k pinpoints, and discovering such musical stars as Josef Laufr, Vaclav
Neckat or Eva Pilarova. Musical comedy in film soon spiked, giving us such titles
as Kdyby tisic klarineti, Starci na chmelu, Dama na kolejich, adding Trhdk
or the very successful Noc na Karlstejné in the 1970’s. (1998, 24 — 25).

In the 1980s, musical theatre had its legitimate place on the Czech theatre
scene, however, as Vanck reminds us, it was kept alive mostly by the time-proven
successful plays, rather than from the addition of new pieces (1998, 26).
In the 1990s, adaptations of older plays such as Les Misérables (translated
by Zdenék Borovec) in 1992, Jesus Christ Superstar (translated by Michael
Prost&jovsky) in 1995 or Hair in 1998, shared the stage with new Czech musical
plays, namely, Dracula (Egon Kulhanek, Richard Hes, Karel Svoboda) in 1995,
or the controversial Krysar (Daniel Landa) in 1996. The musical theatre production
continues in the 21% century, bringing us original Czech titles such
as Johanka z Arku (Ondtej Soukup, Gabriela Osvaldova, Jiti Hubac), Kleopatra
(Michal David), or a new kind of musicals based on discographies of singers
and music bands, such as Déti raje (Michal David, Sagvan Tofi) or Osmy svetadil
(Elan, Boris Filan, Peter Pavlac, Jan Durov¢ik). In addition, present-day Czech

audiences seem to enjoy even musical plays that are not critically acclaimed.
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2  Musical Translation Theory

Discussing the musical theatre translation theory, Akerstrém (2010, 2) proposes
the idea that “translation” is not the correct word to use when it comes to working
with musical song lyrics and that “more apt descriptive phrases for this process
would probably be ‘text arrangement’ or ‘interpretation’.” Subsequently, Michael
Prosté&jovsky adds to this in the 2011 interview for a Czech theatre magazine
Musical-opereta, saying that “a ‘song-lyrics interpreter’ is a servant of three masters
— the author of the original libretto, the music and the Czech language,
which is the cruellest master of them all.”® According to Franzon, a professional
translator does not even come across a song translation as often, as for example
a songwriter (2008, 373 — 374). But, even though it seems like a difficult task,
“even a tone-deaf translator can learn something about it” (Low 2005, 193).

As of today, there is no comprehensive translation theory focusing strictly
on musical theatre plays. In the past, translation theory considering music in theatre
was opera-centric and “put emphasis on inviolable adherence to the music,
on the requirements of the singers, and on absolute respect for the composers”
(Franzon 2008, 374). Franzon also mentions Gorlée, Apton and Low, who have
dealt with the theory of music translation, of which Low starts distinguishing
between song-lyrics meant for paper and meant for stage (2008, 374).
Unfortunately, a modern song translation may require more fields of focus
than those listed above, and, unlike opera, musical theatre consists not only of song
lyrics to be sung, but also of dialogues to be spoken. There are works focusing
on translation of song lyrics in specific musicals, such as Akerstrom’s Translating
song lyrics, a study of the translation of the three musicals (2010), but even this
piece does not unify the song-lyrics translation with the translation of dialogue.
Thus, the following parts focus on song-lyrics translation and theatre play

translation separately.

% Original quote: “’Pfebasnik‘ je viak sluhou tff panti. Tedy autora plvodniho libreta, hudby a
cestiny, ktera je pan ze vSech nejkrutéjsi.” Note that he uses the word “prebasnik’ for a translator of
song lyrics, for which I decided to use the term “song lyrics interpreter”, which is not by a long sight

as poetic as the Czech original but serves our purpose.
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2.1 Theatre Play Translation

Even though Windle (2011, 1) speaks about the importance of theatre and theatrical
texts in the human culture and notes that there are many significant works of drama
that have been translated into many languages, he also reminds us of Bassnett
and Lefevere’s (1998, 90, 107) pessimism about the theatre play field not getting
as much space in the world of translation theory as other genres do.

According to Windle, there are essential differences between the theatre play
translation and translations of other genres, but there are also differences
in the theatre play translation field itself (2011, 1). Link (1980, 24) speaks further
about some differences between prose and drama. According to him, even though
a drama play lacks a narrator describing and explaining the action, it gives
the audience a sense of presence and participation. However, because of the lack
of narration, a printed-out text of a theatre play is not a complete representation
of the play, as the narration is supposed to be given to the audience through
the production (Link 1980, 24). Windle argues that the changes necessary
for transferring a play from script to the stage might be so harsh that the “very term
‘translation’ acquires great elasticity of meaning, with some blurring at the edges”
(2011, 2). Terry Hale (2000, 65) mentions that a translator might apply cultural
adaptation and insert changes to a theatre play translation with a heavier hand
than to a novel translation, and, similarly, Joseph Farrel (1996, 54 — 55) adds
that such practice would not be acceptable in a novel translation, where
the translator would most likely be shamed for it, but with a theatre play, skipping,
re-writing and substituting happens so often, it is not such a big problem anymore.
In the theatre play translation field, Windle differentiates plays and translations
“written primarily for stage performance from those intended as much for readers
as for the stage” (2011, 1).

The following chapter focuses mainly on the translation for stage as the usual

reason for translating a play is for it to be acted out in a new production.

2.1.1 Naturalness, Playability, Speakability

The aim of a theatre play translator is, according to Espasa (2014, 53), to stay
invisible — she points out that a good translation acts like an original text,

which can be achieved only through the use of natural language that is easy
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to pronounce. She compares the arguments about text fluidity to similar arguments
in the theatre practice sphere about ‘naturalism’ and ‘artificiality’ in performance,
adding that “when literary critics comment on the quality of a translation, they tend
to do so interms of fluency. They tend to praise a fluid, transparent, invisible
translation, which hides the fact that it is indeed a translation” (Espasa 2014, 53).

Speakability in general is what Jerzy Zawiejsky discusses as working
with one’s ears instead of relying on the written word — reading the lines out loud
and focusing on the flow and naturalness of the dialogues (1955, 435).
The importance of speakability and naturalness of the dialogues is stressed out also
by Roger Shattuck (1961, 191), who complains about the lack of good performable
translations of French plays, or Sidney Monas (1961, 189), who comments
on a similar situation of English translations of Russian plays. Robert W. Corrigan
adds that “it is only when the sense of speakability is achieved that we have theatre”
(1961, 104). However, Windle points out that, in the past, this approach of putting
speakability on the first place came hand in hand with putting the playwright before
an actual translator and the “knowledge of the original language has at times ranked
low in the hierarchy of prerequisites for the task” (2011, 3).

On this behalf, Espasa (2014) mentions Susan Bassnett (1985, 91),
who proposes that a good theatre play translation is a collaborative translation
between either native speakers of both the languages used, or between the translator
and a person from the respective theatre company that will present the play,
as by this, “playability” will not be separated from the translation itself. Similarly,
Link stresses out the “necessity for co-operation between playwright, translator,
dramatic advisor, stage manager, and scholar” (1980, 24) for translation
and subsequent adaptation of a play. However, in her later article from 1991,
Bassnett contradicts her words by rejecting the concept of “playability” altogether,
as she sees it as an excuse to lower the status as a translator as opposed to a status
of a playwright — she gives an example of a translator being requested to do a word-
for-word translation, so that a well-known playwright could re-write the script
into its performable form (1991, 101). Espasa (2014, 58) thus concludes upon these
findings that playability of a theatre play might be easily decided by the highest-
ranked person in the theatre company, depending on what the company is looking
for. However, Zawiejski proposes a certain qualification of the theatre play

translator, as such translator should have “a sense of drama and a deeper awareness
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of the particular features of plays as a separate literary genre” (1955, 435)
and Farrell adds that “the best person to stand in for a playwright is another
playwright” (1996, 54).

Lastly, Stanisiaw Baranczak stresses out that the worst thing that can happen
to a translator is when the audience remains silent after a line that was supposed
to be funny. His approach to theatre play translation is that once there is humour
present, it automatically assumes the first place among all the other values
and characteristics — according to him, every comic relief and humorous remark
is placed in the original text for a reason and should be dealt with accordingly (1994,
197). He proposes a strategy in which, when dealing with such situation
in the translation, the original text should be put aside while the translator keeps
in mind the original intention of the text and tries to transfer this intention along
inits broader meaning into the translation (1994, 195). Windle, however,
adds that this approach might cause a significant shift from the original

as “Baranczak does not attempt to define any limits” (2011, 7).

2.1.2 Language

Considering the language-related aspects of theatre play translation, Gostand
(1980, 2) lists idiom, slang, tone and style as some of the examples
of what a translator has to deal with, adding that “irony, double entendre, word-play
and puns must be communicated if the spirit of the original is not to be lost”.
Link points out that communication between the actor and audience is not possible
only through spoken word, as “if the opera is sung in a language
| do not understand, | may still follow the outline of the plot in the acting
and in the music” (1980, 26). However, focusing on the language-based
communication, Link presents a good basic explanation as of what to focus on.

Considering the language of a play, according to Link (1980, 27)
it can be either poetic or non-poetic (either a non-poetic standard or a colloquial
speech), contemporary, archaic or a dialect speech. Needless to say, these qualities
should reflect in the target text according to their use in the source text (unless
the theatre company wishes otherwise). According to Link (1980, 25),
contemporary language can refer either to the language used during the time

the author writes the play, orthe language used during the play’s production.
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He also proposes an interesting idea that when the language contemporary
to the origin of the play becomes incomprehensible tothe new audience,
transforming the play into the present-day language isa process similar
to translation between two different languages (1980, 27). He notes the paradox
emerging from a situation where a language of a play can no longer be considered
a present-day language but is still understood by people — in this situation
the “translation” into a modern language is not advised (1980, 27).

As of the issues of poetic/non-poetic language, Link (1980, 28 — 29) states
that “to use poetic or non-poetic language on the stage is often a matter
of convention which isapttochange in time. Poetic language usually
does not change as fast as non-poetic language but the convention
to use it at all may become obsolete”. He adds that the less a non-poetic text
is stylized, the faster the language changes occur over time, and, the other way
around, standard language is the one to change the least. While Link points out that
poetic language allows the play to isolate itself from reality, non-poetic and mainly
colloquial and dialect speech allows characters to specify their reality to a detail
at a cost of falling from reality to the past as soon as the language changes.
In this case, Link recommends gradually changing the colloquial language
of characters according to the time the play is being produced, which is a strategy
practised even by actors themselves on rehearsals. Speaking of dialect on its own,
Link advises a dialect used in a source text should be translated accordingly,
as it usually adds to the characteristics of a certain character in the play,
or neutralized, if it is a dialect not spoken anymore or not necessary to translate
(1980, 28 — 29). According to Link, there is also asimilarity in tackling
the playwright’s intention to set a play in a historical era and the intention
to set a play in a different country. When it comes to archaic language, it can
be quite easily replicated in the target text, however, when it comes to the country
setting, one of the options is using a few words or lines in the foreign language
(Link 1980, 29 — 30).

In general, there is no particular problem with translating a source text written
in contemporary language into a target text written in contemporary language
as well. However, as Link (1980, 31) points out, the problem comes when
a contemporary language is to be translated in a later period of time and there might

be yet more problems when the text is to be translated for a different culture,
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especially when the author uses a lot of allusions. The amount of knowledge
the audience has to have in order to get the full experience out of a play can be quite
big, Link mentions for example the knowledge of a historical background
of a country the play is set in, its customs or traditions, which can even change over
time. This can cause trouble when a translator does not change these bits
for the target audience and “for the same reason, information of foreign countries,
is usually much more detailed” (Link 1980, 31). According to Link, there
is, however, a difference between allusions in a comedy play, where they serve
a purpose of causing a laugh, and in a drama play. In comedy, these allusions often
serve a purpose of bringing the audience back to reality for a split second, usually
by remarking something of interest of the group the play is presented
for (for example mentioning a place in the city the play is being performed at, even
though the play is set in a whole different time and place) and should be changed
accordingly. Link, however, also admits, that the easiest way to deal
with complicated allusions is to skip them (1980, 31 — 32).

2.2 Song-lyrics Translation

According to Bosseaux, not much attention had been given to song translation
inthe past (2011, 1). She, however, shows that even though this topic
did not get much space in the most significant translation theory publications,
lately, the topic of song translation is gaining importance, such as in Kuhiwczak
and Littau’s 2007 Companion to Translation Studies, which contains a chapter
about opera translation, or the Song and Significance: Virtues and Vices of Vocal
Translation from 2005, edited by Gorlée, which contains eight essays focusing
on vocal translation in different music styles (2011, 1).

Bosseaux (2011, 2 —7) divides the song-lyrics translation into types according
to the music style it deals with into translation of opera, popular songs, musicals,
sung poetic texts and surtitling. Since opera and sung poetic texts do not concern
us in musicals and surtitling serves as a non-singable text, further on we will focus

on songs in popular music and musicals.

2.2.1 Popular Music
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In relation to popular music, Bosseaux (2011, 4) mentions Peter Low and his
Pentathlon principle (2005). According to this principle, a song has five
characteristics ~ (singability,  sense,  naturalness,  rhyme  and rhythm)
which a translator should try to balance as best as possible. He also notes that
if “dramatic effectiveness” is added to the five characteristic, the new “hexathlon”
can be used for translating opera as well (Low 2005, 211).

Low (2005, 193) approaches singability as performability — the ability
to be sung by a singer. He points out that whether a song is easy or hard to sing
is easier determined by singers themselves than the translators, but even a translator
might find the spots causing difficulties by simply reciting the verses out loud
and knowing the properties of the language (2005, 193). He gives examples
of matching long/short tones with words containing long/short vowels and different
consonant clusters, as words with short vowels such as “the” have to be changed
to “these” when falling on a long note, or, similarly, the word “little” might
be replaced with “tiny”, which allows better singability (Low, 2005, 193). Another
aspect of singability is, according to Low (2005, 193), emphasizing certain words
— the emphasis might be put on the given word by the author in the music sheet
and the same word must fall on the same note in the translation due to the gradation
of the music piece. He considers the naturalness a “duty to the audience” as the song
translation is supposed to be understandable and effective right from the start
and on the first listen (2005, 195). As of sense, a certain adaptability is in place
(Low 2005, 194). In Low’s words:

“It is not that meaning ceases to be an important criterion (...).
However, our definition of acceptable accuracy can be wider
here than in other translating. Thus a precise word maybe
replaced by a near-synonym, a narrow term by a superordinate
term, a particular metaphor by a different one which functions
similarly in the context. (...) In a genre where syllable-count
is important, the need to stretch sense arises just naturally.”

(2005, 194)

Then, of course, the question of syllable-count is in place. Here Low (2005,

197) suggests that matching the syllable-count of the target text
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with the one of the source text is indeed sought, but changes in the count, when
done right, at the right spot and for a good reason, are acceptable. He even admits
a slight change in the melody might be a good idea, to which Franzon (2008, 384)
adds that “splitting, merging or adding notes and splitting or creating melismata
are minimal ways in which music can be adjusted to fit the lyrics”, but the change
should be always as minimal as possible and, as mentioned above, even such small
changes might not be allowed by the original creators in the end. Low (2005, 197)
also reminds us that a syllable-count is not to be mistaken for rhythm of a song.
You can translate a verse brilliantly with the same syllable-count and even
with the stresses at the same places when the verse is read out loud. But then
you might realize one of the long notes falls to an unacceptable place, such
as the middle of a word or on a consonant. That is why Low (2005, 197 — 198) says
that rhythm works differently with a song and with a poem. Low (2005, 199)
explains that it is good to free oneself from the idea of creating only perfect rhymes
at the exact spots where they can be found in the source text, as working with other
options such as half-rhymes or off-rhymes might open the door to many more valid
strategies that might be lost with the primary focus on perfect rhymes. Lastly,
Low’s approach to “logocentric”* songs is to “favour sense over singability
or rhythm because the words (and their author) deserve to receive high priority”
(2005, 200).

2.2.2 Musical

Unfortunately, Bosseaux admits that if there are only a few works dedicated
to translation of opera or popular music, there are even less works dedicated
to musicals (2011, 5).

She, however, pays attention to Johan Franzon’s functional approach, which
“singles out various functional units to be taken into consideration when translating
a stage musical” (2011, 6). These units then “raise the attention from the textual
surface to the level of the intentions of the original author and of the context where
it performs a function” (Franzon 2005, 267). To create a translation corresponding

to the source text in its “presentation as a staged narrative to music” (2005, 267),

4 “Logocentrism” is “a view defending the general dominance of the word in vocal music” (Gorlée
2005, 8)
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Franzon aims for transferring the “qualities of rhymes, vowel sounds, semantic,
stylistic, or narrative content” (2005, 266) of the source text into the translation.

The crucial question laying in front of a song translator is: “Is the translation
going to be singable or not?” (Franzon 2008, 374). This question helps the translator
decide what properties the translation must contain. For example, as opposite
to a musical play translation, a song translated in subtitles will most likely
not contain rhymes and might not even fit the syllable count, due to the restrictions
of a subtitle translation as a whole (such as a number of characters on the line
and the reader’s speed). It is important to note, however, that, according to Franzon,
singability is not only a matter of actually singing the song, it rather refers
to the way the song performs as a whole and is closely tied to the skopos theory
(2008, 375). Giving an example from the musical theatre perspective, a song
can be fully “singable” at arehearsal, but the Ilyrics can later turn
out to be unpronounceable by a performer who has to focus on dancing as well.
Another example might be a perfectly “singable” song not fitting into the narrative
of the musical due to the change of meaning in translated lyrics.

Franzon thus proposes five different choices in the song-lyrics translation:
“Leaving the song untranslated, translating the lyrics but not taking the music
into account, writing new lyrics to the original music with no overt relation
to the original lyrics, translating the lyrics and adapting the music accordingly (...),
adapting the translation to the original music” (2008, 376). The choice depends
not only on the languages used, but also on the contract between the translator
and the original creators of the song and the demand of the theatre company
or audience. For example, the idea of not translating song lyrics might seem strange,
but Akerstrom (2010, 6) gives an example of the MAMMA MIA! musical adaptation
in Sweden, where there was a specific demand for the famous ABBA songs to stay
untranslated. In the Czech context, Osmy svétadil has a libretto written in Czech
while the songs stay untranslated and are sung in Slovak because they are well
known. One way or another, the function and performance, along with the meaning
of the original lyrics, should be always taken in consideration while translating
a singable text (Franzon 2008, 389).

At first glance, the initial goal of a song translation seems to be matching

the translation with the original melody. However, especially with combinations
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of unrelated languages, fulfilling this task completely often becomes impossible.
As asong in a musical play usually needs to match the narrative and frequently
moves the narrative itself forward, the overall sense of the original lyrics should
stay unchanged. However, as Low suggests, a song translation is “a case where
mere loyalty to the source text will not produce good functional results” (2005,
186). There is no excuse for turning a wonderful musical piece into a random cluster
of notes in the score sheet for the sake of saving every single word of the source
text in the translation.

Based on the approach of Franzon (2005, 2008) and Low (2005),
the reasonable choice for a translator working with songs in a musical theatre play
seems to be matching the translation with the original melody and making slight
adjustments to the melody to make the target language work naturally in it, while
keeping in mind the supposed balance of all five aspects of the source text.
No matter what style the music is, “the emphasis is on performance” (Bosseaux
2011, 8). In other words, the translation can be as accurate and thoughtful
as possible, but if it is not singable and performable, it is not a working translation.

Bosseaux also mentions that next to the previously mentioned approaches
and works focusing on the words and music, there are also approaches working
with a “broader cultural or historical perspective, placing songs in a sociocultural
context” (2010, 8). Works implementing these approaches focus on placing
the songs “within the source and target cultures” along with the music and lyrics
themselves, which represents the “new turn that audiovisual translation has taken”
(Bosseaux 2011, 8). Such approaches are applied for example by Klaus Kaindl
(2005) in his polysystem theory (2011, 9), or Susam Sarajeva for whom a song

is “a format of intercultural communication” (2006, 255).
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3  Avenue Q

3.1 Brief Background

Avenue Q is a musical play in two acts, created by Robert Lopez and Jeff Marx
(original concept, music and lyrics), the librettist Jeff Whitty and originally directed
by Jason Moore. It premiered on March 19, 2003, as an Off-Broadway production
which Matthew Murray (2009) jokingly describes as “an adult riff on Sesame Street
with a cast of nobodies holding puppets for over two hours” and thus being
“the most unknown of quantities when it opened”.

In the same year, Avenue Q had its opening on Broadway and over the years
new versions of the production were staged in Las Vegas, England, Australia,
Portugal, Poland and Germany. Due to its success, Avenue Q School Edition
was released as an adaptation suitable for high school theatre departments.
The first and main production of the musical finished its long Broadway
run in 2009 and returned to the Off-Broadway production, where it remains until
today.

The original Broadway production won three 2004 Tony Awards in the Best
Musical, Best Book of a Musical and Best Original Score categories and received
several more award nominations including the 2005 Grammy nomination
for the Best Musical Show Album.

3.2 Structure and Story

The musical is divided into two acts and twenty-three scenes and contains twenty-
one musical numbers altogether. Dialogues and songs are interrupted by on-screen
cartoons in a form of explanatory sketches similar to those in Sesame Street. Despite
the play having twelve main characters, the number of actors (including puppeteers)
usually varies from seven to eleven, since some of the actors often play and voice

two or more characters.

3.2.1 ActOne

Act One consists of twelve scenes and there is a total of twelve musical numbers.
We meet Princeton (a puppet), a university graduate searching his life purpose
and for a place to live (“What Do You Do with a B.A. in English?”)

We are immediately introduced to the rest of the cast — a substitute teacher Kate
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Monster (a puppet), an unemployed wannabe comedian Brian (a human actor)
and his Japanese wife Christmas Eve (a human actress), the republican banker
and closeted homosexual Rod (a puppet) with his roommate and best friend Nicky
(a puppet), and the superintendent and former child TV star Gary Coleman
(a human actor, usually portrayed by a woman), who sing about their misfortunes
(“Tt Sucks to be Me”). We are also, in speech, introduced to the local pervert,
Trekkie Monster. Princeton decides to move in.

We witness the first argument between Nicky and Rod concerning
homosexuality and, before being interrupted by the Bad Idea Bears, Princeton starts
his journey on discovering the purpose of his life. In his hunt for answers about
other people’s purposes, he makes a faux pas when he asks whether Kate
and Trekkie are related because of their identical last name and we enter a musical
number explaining that “Everyone’s a little bit racist”. The growing relationship
between Princeton and Kate escalates on a date and leads to a night spent together,
which unfortunately leads to Kate losing her job as she oversleeps the next morning.
On Brian and Christmas Eve’s wedding, Nicky and Rod enter yet another argument
that leads to Nicky being kicked out of their apartment and, eventually, Princeton

breaks up with Kate.

3.2.2 Act Two

Act Two consists of eleven scenes and contains a total of nine musical numbers.

Act Two opens with Princeton being depressed due to the unemployment
and breaking up with Kate. After Brian’s attempt to cheer him up, he ends up going
home with Lucy. Kate tries to give Princeton a second chance, but her apology note
gets in Lucy’s hands and she discards it. After we see Nicky desperately trying
to find a new place to live, Kate waits for Princeton on top of the Empire State
Building, expecting Princeton to come as she asked him to in the note. At the same
time, under the Empire State Building, Lucy informs Princeton she is no longer
interested in him. Angry, Kate throws Princeton’s lucky penny down and it hits
Lucy in the head, knocking her out. Later, in the hospital, Kate realizes Princeton
did not receive the note and did not stand her up.

Princeton apologizes and confesses he still has not found the purpose

of his life. Kate confesses that she has to abandon her dream of a Monster School.
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At the same time Nicky tries to convince Rod for the last time to take him back,
but to no avail.

As everything on Avenue Q seems to be turning to worse, Princeton decides
to help Kate with her dream of a Monster School and starts collecting money.
In the end, Trekkie donates millions of dollars to help. The neighbourhood presents
the new school to Kate, who is moved by the effort, Christmas Eve and Brian
announce they are moving out of Avenue Q, Rod announces he is gay and Nicky
introduces Rod to Ricky (who looks exactly like Nicky but is gay),
so that he can move back in with Rod. Christmas Eve reveals that it was Princeton
who raised all the money and Princeton and Kate get back together. Princeton is sad
about not having a purpose in life, but the others assure him that it does not matter
as many never discover it anyways and he can be never sure what life might bring

him.

3.3 Problems to be Considered Before Translation

Avenue Q tries to make its story as relatable as possible, its cultural bounding
is undeniable and thus its adaptation brings several obstacles, whether
it is the cultural references in the script or problems with the adaptation production
itself. This chapter outlines some of the issues which will be dealt with in depth
in chapter five. It also gives some examples of solutions other European theatres
introduced when dealing with such issues.

As mentioned in the introduction, whether this translation is relevant
for the Czech audience and, subsequently, where it should be performed, was taken
into consideration. With its topics and presentation, Avenue Q might not attract
the classical theatre and classical musical lovers. However, in the Czech Republic,
the heavier topics of Avenue Q, such as racism and hate towards minorities,
homosexuality and immigration, are becoming relevant. We can only theorize
whether Avenue Q would be understood and accepted in the Czech Republic
at the time of its creation, but it seems like the society is, now more than ever, ready
for its heavy topics and black humour.

The original Avenue Q website states that the show is appropriate
for audiences from teenagers up, even though the exact age from which children
should be allowed to see it is not stated and is the parents’ responsibility.

This approach should be maintained in the Czech adaptation, too. Teenagers
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and university students are likely to be familiar not only with the cultural setting
and topics, but also with the musical itself due to its, already mentioned, Internet
fame. Despite this, with the right amount of naturalization, the overall meaning
of the musical remains understandable for broader audiences and thus,
no one is excluded from the experience (except for children, as this musical
contains vulgar language and adult topics).

On the question of location, Stephen Quigley in his article When Avenue Q
Goes Local: Racism and the Production of Plays that Joke about Race (2014)
explains that, as the story is set in New York, where many of the covered topics
are dealt with more openly, Avenue Q and similar plays might be received very
differently in other regions where the issues are still considered taboo. Avenue Q
might thus be more appropriate for bigger cities than for smaller towns and villages.

Avenue Q has the advantage of being partially a puppet show. This way,
it is insignificant whether the actress of Kate Monster has blonde or black hair
because the main focus goes to the puppet which stays the same. However,
with the human cast, a number of problems emerged with the different adaptations
due to the multiracial characters of the musical — there is Christmas Eve,
the Japanese immigrant, and Gary Coleman, a former African American child TV
star.

Staying in America, Quigley (2014) witnessed such a problem during a local
production in Greenville, South Carolina, where Christmas Eve was casted
as a white woman, probably due to a lack of Asian actors in the region. He points
out that “the actress, in pyjamas, heavy eye makeup, and with hair sticks spiking
out of her hair bun talked and sang with a high choppy tonal dialect short
on prepositions” and, upon watching the one Asian woman in the audience,
he noticed that she “did smile and nod at some of the jokes, but there was also
a great discomfort about her as well, and at times she looked away or failed to laugh
— perhaps a realization that she was the Other in the room. The joke was on her.”
He also pinpoints that the theatre company would in no way dare to do this
with Gary Coleman — an African American character.

In Europe, theatre companies also dealt with this issue, some more and some
less successfully. The German production of the Deutsches Theater Miinchen also
decided to give the role of Christmas Eve to a white actress. The same approach

was taken by the Musical Theatre them. D. Baduszkowej in Gdynia, Poland, where
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Christmas Eve was portrayed by a white actress, while Gary Coleman was fully
substituted by the character of Piotr S. — the only similarity with the original
character is that Piotr, just like Gary Coleman in the original production, is being
portrayed by an actress instead of an actor.® The best solution seems to come
from Portugal — in the 2017 adaptation of the Trindade Theatre in Lisbon,
Christmas Eve is fully substituted by a Muslim woman and Gary Coleman
by a national celebrity Saul Ricardo.

Noting that the Czech Republic is nowhere near as multicultural as New
York, where the musical originated, it is obvious that these casting problems
will emerge even in the capital city. Japanese is not the ethnicity Czechs have linked
to immigration and Gary Coleman is an unknown name in a country, where the TV
show Diff rent Strokes was never introduced. Therefore, substitution of these two
characters seems like a more logical and easier step than trying to find a suitable

cast for them.

® This adaptation fully naturalized the whole cast, giving the characters Polish names.
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4  Translation

DEJSTVI PRVNI

SCENA PRVNI — UVOD / PROMOCE / NA ULICI

Predehra doprovadzena videem

1 — Znéelka Avenue O

HLASY
SLUNCE SVITI A JE KRASNY DEN,
VSECHNY DETI BEZ{ HRAT SI VEN.
ALE NAJEM NEMAS ZAPLACEN —
CO NADELAS?
DRES JAK MEZEK ZA NiZKY PLAT,
V PRACI PREZIVAS JEN TAK TAK,
VECER NEZBYVA NIC NEZ SBOHEM VSEM DAT
A JIT NA AVENUE Q! ZPET NA AVENUE Q!
VSICHNI UZ JSOU TU.
MAS MLADI A JISTOTU: SVUJ BYT NA AVENUE Q!
BYT NA AVENUE Q.
SVUJ BYT NA AVENUE Q!

Prichazi Princeton v promocni Cepici.

2 — Uvod (K Semu mi je bakaldr z anglistiky / Tak té2ky to mdm)

PRINCETON
K CEMU MI JE BAKALAR Z ANGLISTIKY?
HLAVNE, ZE CHOMSKEHO ZNAM.
ZA CTYRIROKY A STRESY Z VYSOKY
JEN ZBYTECNEJ PAPIR TED MAM.
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BEZ ZKUSENOSTI SE NA CHVILI POSTIM.
SVET SE TAK STRASLIVY ZDA.

ALE STEJNE SI MYSLIM,

ZE CIZIM I MISTNIiM

ZIVOT ZMENIM PRAVE JA!

Reflektory osviti Avenue Q, prostou, zchdatralou ulici na nejvzdalenéjsim
vnéjsim okraji New York City. Na jedné z budov visi napis: ,, Byt
Kk prondajmu. *

Brian vynasi odpadky na ulici. Prichazi Kate Priserova.

KATE PRISEROVA

Dobré rano, Briane!

BRIAN
Nazdar, Kate PriSerova.
KATE PRISEROVA
Jak to jde?
BRIAN

Jsem zklamanej!

KATE PRISEROVA

Co se dgje?

BRIAN

Vyrazili mé z té cateringové agentury.

KATE PRISEROVA

To me€ mrzi!
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BRIAN
Mg taky! Koukni na mé! Uz je to deset let, co jsem dodé¢lal skolu, a vzdycky jsem

si myslel —

Zarazi se.

KATE PRISEROVA
Co?

BRIAN

Ale nic, je to hloupost.

KATE PRISEROVA

Ale no tak!
BRIAN
(zpiva)
KDYZ JSEM BYL MALY, JA MEL JEDEN SEN —
KATE PRISEROVA
Jaky?
BRIAN

ZE STANU SE TELEVIZNIM KOMIKEM.
TED JE MI DVAATRICET A PODIVEJ,
KDE JSEM. ACH JO.

TAK TEZKY TO MAM,

TAK TEZKY TO MAM,

KDYZ ANI PO TRICITCE

PORAD NEJSEM ZAMESTNAN.

TAK TEZKY TO MAM.
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KATE PRISEROVA
Ty si mysli§, Ze to mas tézky?
BRIAN

To si pis.

KATE PRISEROVA
Vzdyt to jsou jen prkotiny!
(zpiva)
JSEM PEKNE CHYTRA
A KRASNA SLECNA

BRIAN

To je pravdal

KATE PRISEROVA
Diky!

PO UMENI A HUDBE VZDYCKY LACNA.
MA LASKA K OSTATNIM JE NEKONECNA,

TAK PROC

JEN JA NEMAM CHLAPA?
KURVA!

TAK TEZKY TO MAM!

BRIAN
Ja taky!

KATE PRISEROVA
TAK TEZKY TO MAM.

BRIAN

TAK TEZKY TO MAM.
UZ NECHCI BEJT BRIAN —
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KATE PRISEROVA
A KATE —

BRIAN
BEZ ZAMESTNANI —

KATE PRISEROVA
BEZ PRITELE BEJT.

OBA
TAK TEZKY TO MAM.

Vchazi Rod a Nicky, hadaji se.

BRIAN

Hej, Nicky, Rode, mohli byste ndm s né¢im pomoct? Mate chvilku?

ROD

Jiste.

KATE PRISEROVA

Kdo maé horsi zivot, ja nebo Brian?

Nicky a Rod si vymeni pohledy.

NICKY A ROD
My dva!

ROD
BYDLIME SPOLU,

NICKY
DVA MLADICI TROUFALI.
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Jo?

ROD
NEJLEPSI KAMOSI —

NICKY
ODE DNE KDY JSME SE POZNALI.

ROD

PROTO VI ZE VSECH NEJLIP, JAK ME VZDY DOPALI!

KAZDY DEN JE UTRPENI!

NICKY
PREHANIS, TAK TO VUBEC NENT!

ROD
JSI NEPORADNY
A SPAVAS BEZ PYZAMA.

NICKY

A TY ZAS ZEHLIS SI
[ PONOZKY SE SLIPAMA.

ROD
TO KVULI TOBE SI U NAS PRIPADAM
JAK BLB!

NICKY
NEJSI SAM,

V TOMHLE PEKLE JSEM I JA!

ROD
TAK TEZKY TO MAM!
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NICKY
TAK TEZKY TO MAM!

KATE PRISEROVA

TAK TEZKY TO MAM!

BRIAN
TAK TEZKY TO MAM!

VSICHNI

JE TU NEKDO, KOMU ZIVOT SKVELY PRIPADA?
TAK TEZKY TO MAM.

Tanecni pauza.

KATE PRISEROVA
DA DA DA DA DA —

BRIAN
DA DA DA DA DA -

NICKY
DA DA DA DA DAA —

ROD
DA DA DA DA.

Opakuji ,, DA DA DA “ jesté jednou.

Z okna vystrci hlavu Lama.

LAMA

Briane! Co tam délas?!
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BRIAN
Do hije.

Okno se zavre, Brian pokrci rameny a tancuje ddl.

KATE PRISEROVA
DA DA DA DA DA —

BRIAN
DA DA DA DA DA -

NICKY
DA DA DA DA DAA -

ROD
DA DA DA DA.

Lama vychazi ze vchodovych dveri.

LAMA
Co se vSichni tak radujete?

NICKY
Nase Zivoty stoji za hovno!

LAMA

Vase zivoty stoji za hovno? To jako vazné? Ha!

BYDLIM V TETO ZEMI
UZ PRES DVACET LET
PRIJELA JSEM ZE SYRIE
KDYZ MI BYLO SOTVA PET
A TED NA ME POKRIKUIJ{
AT SE VRATIM ZPET
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PRY ME TU NECHTEJI

PRY JSME VSICHNI ZLODEJI

MEHO SNOUBENCE Z KAZDE PRACE VYLIJI

MAM VYSTUDOVANOU PSYCHOLOGII

ALE NECHODI MI KLIENTI

PROTOZE SE BOJi, ZE JE VYHODIM DO POVETRI!

TAK TEZKY TO MAM!

TAK TEZKY TO MAM!

A, VER MI, POD HIDZABEM VAZNE BOMBU NESCHOVAM
TAK TEZKY TO MAM!

Vehazi Princeton.

PRINCETON
Prominte?
BRIAN
Zdravicko!
PRINCETON

Nerad vas obtézuju, ale hledam misto k bydleni.

LAMA

Pro¢ zrovna tady?

PRINCETON
No, zacal jsem na Avenue A, ale zatim jsem nenarazil na nic, co bych si mohl
dovolit. Tady to ale vypada o moc levnéjsi! J¢, a kouknéte — tady zrovna nékdo

nabizi podndjem!

BRIAN

Musis si promluvit se spravcem. Hned ti ho zavolam.
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PRINCETON
Fajn, dékuju!

BRIAN
Hej, Gary!

GARY COLEMAN
Uz jdu! Uz jdu!

Na scéné se dramaticky objevuje Gary Coleman na pozarnim Zebriku.

PRINCETON
Ty blaho! To je Gary Coleman!

GARY COLEMAN
To si pis!
JSEM GARY COLEMAN,
DETSKA TELEVIZNI STAR,
MEL JSEM SPOUSTU PENEZ,
KTERY MI MUJ TATA VZAL!
TERCEM SPATNEJCH VTIPU OD VAS VSECH
JSEM SE STAL,
ALE JSEM TU
Vas spravce!

NA AVENUE Q!

VSICHNI
TAK TEZKY TO MAS!

KATE PRISEROVA
Jsi na tom nejhif!

VSICHNI

TAK TEZKY TO MAS
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BRIAN

Hned se cejtim lip!

GARY COLEMAN
PROC LIDI NA ULICI KRIC{ NA ME
,» 10 je ten cernoch z televize!*
(chvile ticha)

Uz je to stary.

VSICHNI
TEZKY TO MAS.
NA AVENUE Q (NA PRD JSEM JA)
NA AVENUE Q (NA PRD JSES TY)
NA AVENUE Q (NA PRD JSME MY)
ALE TED JSME TU SPOLU!
VSICHNI SPOLU JSME
NA AVENUE Q,
ZIJEM NA AVENUE Q,
VSICHNI UZ JSME TU!
NEZ DOSAHNEM SVYCH SNU,
ZIJEM NA AVENUE Q

PRINCETON
Tak tohle je Zivot!

VSICHNI
ZIJEM NA AVENUE Q

NICKY
Bude se ti tu libit.

VSICHNI
ZIJEM NA AVENUE Q
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GARY COLEMAN

Tady mas klice!

VSICHNI
VITEJ NA AVENUE Q!
Hudba konci. Nicky a Rod odchazi.

BRIAN
Tak jak se jmenujes?
PRINCETON
Princeton.
BRIAN

Nazdar, kamarade, ja jsem Brian. Tohle je moje snoubenka.

LAMA

Ja jsem Lama. A ty jsi roztomily! Sekne ti to! Mas né¢koho?

PRINCETON
Ne —

LAMA

(ukazuje na Kate)

Ona taky ne.

KATE PRISEROVA

(v rozpacich)

Ale no tak, Lamo!

BRIAN

To je Kate PtiSerova. Bydlime ve stejné bytovce.
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PRINCETON
Ahoj!

KATE PRISEROVA

Ahoj!

Rozleti se okno Trekkieho Prisery. Ten z okna vyhodi pytel odpadkii, ktery

S hlasitou ranou dopadne na chodnik.

GARY COLEMAN
Trekkie!

BRIAN

Dobré rano, Trekkie!

TREKKIE PRISERA

Na fe€i nemit ¢as. Mit praci.

Zabouchne okno.

BRIAN
A to byl Trekkie Prisera.
LAMA
Je to tichyl. Moc se s nim nezahazu,.
GARY COLEMAN

Pojd’ dovnitt, chlapce, ukdzu ti to tam.

PRINCETON

Parada!
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Béhem jejich odchodu

GARY COLEMAN

O tuto vybranou adresu uz vyjadfilo zdjem mnoho vyznamnych lidi.

PRINCETON
Fakt?!
GARY COLEMAN
To si pis.
Odchazi ze scény.
LAMA

Tak co tikas, Kate PiiSerova? Je roztomily, ze?

KATE PRISEROVA
Ano —

LAMA
Tak po ném sko¢! Muztim se libi agresivni Zeny!
(K Brianovi, kterého postrci.)
Ty! Najdi si praci!

BRIAN
Hned jdu na to!
Odbiha pryc.
LAMA
(ke Kate)
Vidis?
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Lama jde dovnitr, Kate se zadiva smérem, kterym odesel Princeton a poté ji

nasleduje.

2a — Za Nickym a Rodem
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SCENA DRUHA - U NICKYHO A RODA DOMA

Rod sedi ve svem elegantnim byte, cte si knihu.

ROD
Ach! Klidné odpoledne, jen ja se svou oblibenou knihou, ,,Nejlepsi muzikaly
sedmdesatych let*. Zadny spolubydlici, ktery by mé otravoval. MiiZe to snad byt

jeste lepsi?

Vesele vchazi Nicky.
NICKY
Nazdar, Rode!
ROD
Ahoj, Nicky.
NICKY

Hej, Rode, nevéril bys, co se mi rano stalo v metru. Byl tam jeden chlapek, co se

na m¢ usmival a trochu jsme pokecali —

ROD

Moc zajimavé.

NICKY
Byl fakt moc ptatelskej a, vi§, myslim, Ze po mé jel. Myslim, Ze si asi myslel, ze

jsem gay!

ROD

(nesviij)

Ehm, takZe, hm, pro¢ mi tohle 1ika§? Pro¢ by mé to mélo zajimat? Nezajima mé

to. Co jsi mél dnes k obédu?
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NICKY

Rode, nemusis se hnedka bra—

ROD
J& se nebranim! Pro¢ by mé mél zajimat néjaky homosexual, kterého jsi potkal?

Snazim se tu Cist.
Po chvili ticha se Rod vraci ke své knize.
NICKY
Nic jsem tim nemyslel, Rode, jen si myslim, Ze bysme méli byt schopni si o

tomhle oteviené promluvit.

ROD

Nechci o tom mluvit, Nicky! Tahle konverzace skoncila.

(zvukovy predél)

SKONCILA!

3 — Kdybys byl Gay

NICKY

Dobte, dobie. Ale jen abys védél:

JESTLI JSES GAY,

TO JE OUKEJ.

VZDYT JE TI HEJ,

TAK UZ TO NESKRY VELJ.

KDYBYCH JA SNAD

MEL CHLAPY RAD

TAK BYCH SE NESTYDEL

RICT, ZE JSEM GAY

(JA NEJSEM GAY).
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ROD

Nicky, prosim! Snazim se Cist...

(Nicky na Roda zira.)

Co?!

NICKY
KDYBYS GAY BYL,
JABYCH TE KRYL
A ZARIDIL,
ABY SES NETRAPIL
ViM, ZEITY
BYS TU BYL VZDY
KDYBYCH SE NESTYDEL
RICT: VIS CO? JSEM GAY'!
(JANEJSEM GAY)

JSEM STASTNY,
ZE TE TU MAM.

TAK PROC BY MI MELO VADIT,
S KYM SI VNOCI UZIVAS?

Ale, neni!

KDYBYS BYL GAY
VOLAL BYCH , HEJ!
ABYS VEN SEL

NA LASKU NEZANEVREL

BUDU Tl RAD
OPAKOVAT
JAK NA KOLOVRATKU,

47

ROD
Nicky —
Nicky, snazim se ¢ist!
Nicky —!
Al
Co?

Vazng?

Noc na Karlstejne,

Trhdk...

Nicky, to je nechutny!

Aaa!
Nech mé bejt!
Lalala la la!
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ZE JE TO VPORADKU,

A TY SE KLIDNE SMEJ,

A 'S KYM CHCES SI UNAS UZIVE]J,
JSES GAY!

NICKY
Kdybys byl gay.

ROD
Al
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SCENA TRETI - PRINCETONUV BYT

Gary nese dovniti* krabice a Stos dopisi. Princeton jej nasleduje.

PRINCETON

Hele, Gary, dékuju za pomoc se st¢hovanim!

GARY COLEMAN

V pohodé! A koukni, uz tu mas prvni postu!

PRINCETON
Pani, diky!

GARY COLEMAN

Co to v téch krabicich mas? Néco zajimavyho?

PRINCETON

Rodi¢e mi poslali vSechny véci z domoval

GARY COLEMAN
To je od nich milé! Tak tady k tomu mas ucet za ndjem, za energie, za kreditku,

internet, telefon, dopis ohledné studentsky ptjcky —

PRINCETON
Pane Boze!
GARY COLEMAN
Mas penize?
PRINCETON

No, zitra zaCinam pracovat —

Zvoni telefon. Gary ho zvedne.
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GARY COLEMAN

Gary Coleman.

(k Princetonovi)

To je pro tebe.

Preda mu telefon.

PRINCETON

(Slysime viravu na druhém konci linky.)

Ehm, hal6? Jé, dobry den!

(nadsené ke Garymu)

Volaji z prace!

(do telefonu)

Nemtizu se dockat, az zitra vSechny poznadm — pardon, skoro vas neslySim. Aha.

Rikate ,,snizovani stavi“? Ale jak mé miZete vyhodit, kdyZ jsem jestd ani ne —

Ne, pockejte, nezavésujte! Prosim! JAK MAM TAKHLE ZiT?

(Druha strana zavési.)

Halo?
GARY COLEMAN

No tak, chlapce, netvar se tak smutné. Dam ti radu. Nikdy nepodceniuj dlouhodobé

planovani. Kdyz t€ Zivot srazi na kolena, nesmi§ zstat sedét na zadku a nenech

zivot jen tak plynout. Vi§, co se fika — kdyz preskladas pismenka ve slové

»,hezaméstnany*, dostanes slovo ,,pfilezitost*!
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PRINCETON

Co?
Gary se usméje a odchazi.
PRINCETON
Mozna, ze to je prilezitost! Mozna, ze mi neni souzené sedét do konce Zivota
Vv n¢jaké pitomé kancelati! Mozna — mozna ma muyj zivot néjaky hlubsi smysl!

Z niceho nic ozije video obrazovka.

DETSKY HLAS

Co je to smysl zivota?

3b — Mald smysina hudba

HLAS
Smysl Zivota udava naSemu zivotu smér. Miize to byt prace, rodina, honba za
vzdélanim nebo penézi. Kazdy ma sviij vlastni smysl Zivota. Nejlepsi je, ze smysl

zivota dava tvému Zivotu vyznam.

DETSKY HLAS
Taky bych jeden takovy chtél!

4 — Smysl Zivota

PRINCETON

(zpiva)

SMYSL

DRZi TE NAD VODOU

ON PONDEL{ DO NEDELE

SMYSL

JEN TEN TI ZAPALI

KOUDEL PRIMO U PRDELE.
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KAZDY UZ SVUJ SMYSL NASEL,
TAK CO JE S MYM?

(Zvedne ze zemé desetnik.)

Hele, to je desetnik! A je z roku, kdy jsem se narodil! To musi byt —

ZNAMENI!

NEVIM, KDE HLEDAT MAM,

ALE SMYSL MUSIM NAJIT.

MUZE SE, KDE CHCE, SCHOVAVAT,
STEJNE HO ZKUSIM NAJIT.

PAK ZIVOT MUJ DOSTANE SPAD
NECHCI UZ CEKAT, JA MUSIM ZNAT
POSLANI SVE

A PAK BUDU RAD.

Pridavaji se Krabice.

KRABICE A OSTATNI
NAJDE SVE POSLANT{!

PRINCETON
NAJDU SVE POSLANT{

KRABICE A OSTATNI
NAJDE SVE POSLANT{

PRINCETON
POLICAIJT, UCITEL,
NEBO KONOPI PESTITEL!
ZA MESIC, ZA ROK SNAD,
BUDU SVUJ SMYSL ZNAT!
KONEC VSECH NESNAZI,
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VELKA ZMENA PRICHAZI!
NAJDU SVE POSLANT!

KRABICE A OSTATNI
NAJDES SVE POSLANT!

PRINCETON
NAJDU SVE POSLANI —
NEPOLEVIM, Z POSLEDNICH SIL
POBEZIM KLIDNE I STOVKY MIL.
SVE POSLANI NAJDU

A SNIM I SVUJ CiL.

NAJDU SVE POSLANT!

NAJDU NAJDU NAJDU!

JE JE!

A SNIM I SVUJ CiL.

Potlesk, odchod.

4a — Smysl: Odchod

KRABICE
NAJDE SVE POSLANT{
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SCENA CTVRTA — NA ULICI

Na platné: SMYSL ZIVOTA. Princeton hledi na pldtno.

Prichazi Lama.
LAMA

Smyslem mého zivota je pomahat lidem v nalezeni sebe sama.

Odchazi. Objevi se Brian.

BRIAN

Smyslem mého zivota je rozesmivat lidi. A pofadné na tom vyd¢lavat.

Brian odchazi. Objevi se Gary.

GARY COLEMAN
Nejvic se bojim toho, Ze uz jsem svého smyslu zivota dosahl. Ted’ mam radost,

kdyz mtzu vyjit na ulici aspon se Spetkou diistojnosti.

Gary odchazi. Svétla se rozsviti a miri na Princetona.

Prichazi Kate Priserova

PRINCETON

J¢é, ahoj, Kate PtiSerova!

KATE PRISEROVA

Princetone! Ahoj!

PRINCETON

Kate, miiZzu se t€ na néco zeptat?
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KATE PRISEROVA

Jasné!

PRINCETON

Jaky je smysl tvého zivota?

KATE PRISEROVA

Pani! No, jsem asistentka ucitelky v matetské Skole.

PRINCETON

Dobte, ale co je smyslem tvého Zivota? Tvij sen! Tvoje Zivotni mise!

KATE PRISEROVA

Takové véci nikdy nikoho nezajimaji!

PRINCETON

MeE¢ ano!

KATE PRISEROVA

(Cervenda se)

Tak kdyz uz se ptaS — Ne! Nemtizu. Vzdyt’ t€ ani neznam!

PRINCETON
Ale no tak!

KATE PRISEROVA
Tak dobra.

4b — Smysl Zivota Kate Priserové

(hovori do zvonivé hudby)
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Kdyz jsem jesté byla mala PriSerka, vzdy jsem si ptala mit zvIastni misto, kam
bych mohla jit. Zvlastni Skolu, ktera by byla jen pro PfiSery. Média zmifluji jen to
Spatné, co délame, ale praveé chlupati lidé jsou né€kterymi z nejproduktivnéjsich
osob nasi spolecnosti! Proto je mym snem oteviit specialni Skolu jen pro Piisery,
kde se malé ptiserky budou moci stat soucasti svétové komunity. To je ve zkratce

smysl mého Zivota.

(Hudba konci. Zvukovy predel.)

Ale nejsem zadna Sprtka! Miluju srandu a party —

PRINCETON

Takze té bere vSecko kolem PriSer, co?

KATE PRISEROVA
Mhm.

PRINCETON

Znas Trekkieho PtiSeru z druhého patra?

KATE PRISEROVA
Mhm.

PRINCETON

On se jmenuje Trekkie PtiSera a ty jse§ Kate PiiSerova.

KATE PRISEROVA
Ano.

PRINCETON

Jste oba PfiSerovi.

KATE PRISEROVA
Ano.
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PRINCETON

Jste ptibuzni?

KATE PRISEROVA
(v Soku)

Prosim? To jsi mé teda piekvapil, Princetone! Podle mé to je rasistické!

PRINCETON

Promin! Jen jsem se zeptal.

KATE PRISEROVA
Je to ozehavé téma. Ne, vSichni PfiSerové nejsou piibuzni. Co se mi tu snazis fict?

Vypadame podle tebe vSichni stejné?

PRINCETON

Ne, viibec ne. Omlouvam se. Asi to bylo trochu rasistické.
KATE PRISEROVA

To teda. M¢l bys byt mnohem opatrnéjsi, kdyz dojde na ozehava témata, jako je

rasa.

5 — Rasista je tak trochu kazdy

PRINCETON

A kouknéme, kdopak to mluvi!

KATE PRISEROVA

Co tim myslis?

PRINCETON

A co ta skola, o které jsi mluvila?
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KATE PRISEROVA

Co s ni?

PRINCETON
Mohl by tam chodit nékdo jako ja?

KATE PRISEROVA

Ne, nemame radi lidi jako jsi ty —

(zalapa po dechu)

PRINCETON
Vidiz?!
(zpiva)
JSI TROCHU RASISTICKA

KATE PRISEROVA
A RASISTA JSI I TY!

PRINCETON
ASI TEBE I ME SE TO TYKA

KATE PRISEROVA
A NE KAZDY SI TO SNADNO PRIPUSTI

PRINCETON
TO NENI FAMA

KATE PRISEROVA

A MEZI NAMA,
MYSLIM, ZE
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OBA
RASISMUS SE OBCAS TYKA KAZDEHO Z NAS
I PRES TO VSAK NEVOLIME UTOCNY HLAS
PTEJ SE JEHO, NEBO ME,

ALE KAZDEJ VIDI BAREVNE

RASISMUS JE NAPLN NASICH DNU

KAZDY Z NAS JE PLNY

PREDSUDKU

PRINCETON
Zadny velky predsudky, jako koho radsi zaméstname, nebo od koho si radsi
koupime kebab.
KATE PRISEROVA

Nel

PRINCETON
Ne, jen malé predsudky, jako, Ze Vietnamci ve veCerkach by se méli do prdele

naucit ¢esky!

KATE PRISEROVA

Presné!

OBA
RASISMUS SE DNESKA TYKA KAZDEHO Z NAS
ALE S KAZDYM CERNYM VTIPEM SE NAM HNED ZIJE
SNAZ
NEN{ PEKNE SE JIM SMAT,
ALE NEJDE TOMU ODOLAT.
KAZDY V SOBE TROCHU PRAVDY MA.
KAZDY CLOVEK ASPON
JEDEN ZNA.
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PRINCETON
Hele, zastav m¢, jestli uz tenhle znas. Pada letadlo a na palub¢ je jen jeden padak.

A je tam rabin, knéz, a...

KATE PRISEROVA
A CERNOCH!

Gary Coleman vykoukne zpoza plotu.

GARY COLEMAN

O ¢em to mluvis, Kate?

KATE PRISEROVA
Ja—

GARY COLEMAN

Ty vypravis vtip o ¢ernochovi!

PRINCETON

Ale, Gary, kazdej prece vypravi vtipy o ¢ernosich.

GARY COLEMAN

Ja ne.

PRINCETON

Jasné, Ze ty ne, ty jse§ Cernej. Ale uréité vypravis vtipy o Zidech!

GARY COLEMAN

Jasné.

(rozesméje se)

Pitomi Zidi!
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PRINCETON

A nemyslis si, Ze je to trochu rasisticky?

GARY COLEMAN
A sakra, no asi jo.

KATE PRISEROVA
JSI TROCHU RASISTICKY.

GARY COLEMAN
A RASISTAJSIITY.

PRINCETON
BYLI JSME TAKOVI VZDYCKY

GARY COLEMAN
A DOKONCE I JA SI TO PRIPUSTIM

PRINCETON A KATE
JE TO SMUTNY FAKT,

GARY COLEMAN
JSME LIDSKE BYTOSTIL A TAK
RASISTA JE TAK TROCHU KAZDY—

[JA!
KATE PRISEROVA
[JA!
PRINCETON
[JA!
GARY COLEMAN
[JA!
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NENAVIST UZ DAVNO NENI JENOM BILA

VSICHNI
KDYZ SI PRIZNA KAZDY Z NAS,
ZE S RASISMEM SE ZIJE SNAZ,
HNED NAM SPOLU BUDE MNOHEM LIP
STACI JENOM JEDEN
SPATNY VTIP

PRINCETON

vvvvvv

GARY COLEMAN

Jo, to byl aspon potadnej, poctivej Cernoch.

PRINCETON
Kdo?

GARY COLEMAN

Jezi§ Kristus!

KATE PRISEROVA
Ale Gary, Jezis byl bilej!

GARY COLEMAN

Ne, Jezi§ byl ¢erne;j.

KATE PRISEROVA
Ne, Jezi§ byl bilej!

GARY COLEMAN

Ne, jsem si docela jistej, ze byl Jezi§ Cerne;j!
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PRINCETON
Décka — Jezi§ byl Zid!

VSichni se sméji, vchazi Brian.

BRIAN

Nazdar, ¢emu se tak sméjete?
GARY COLEMAN

Rasismu!

BRIAN
Bomba!

Na scénu vstupuje Lama.
LAMA

BRIANE! Mazej zpatky a konecné zalij ten dorodendoron!

PRINCETON

Co to ma bejt?

BRIAN

Fhm. Nas rododendron.

VSichni se sméji.

Hej, nesméjte se! Kolik jazykid umite vy?

KATE PRISEROVA

Ale, nech to plavat, Briane!

RASISTA JE TAK TROCHU KAZDY —

63



BRIAN

Ja ne!
PRINCETON
Ze ne?
BRIAN
Ne!

KOLIK ORIENTALNICH ZEN MAS TY?

LAMA

Coze? Briane!

PRINCETON
HELE, KAMO, DOBRE VIS,
7ZE TUHLE V JEDNU Z NAS NEZMENIS

LAMA
VIM, ZE NEMYSLIS TO NIJAK ZLE,
ALE SLOVO , ORIENTALNI]*

ME FAKT STVE!

BRIAN
Promin, milacku! Miluju té.

LAMA
A ja miluju tebe.

BRIAN
Ale ity jsi rasista.

LAMA

Ano, j& vim.
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ZID OPLYVA PENEZI
A BELOCH ZASE MOCI
A CIGANA SE BOJIM, KDYZ JDU KOLEM METRA V NOCI

PRINCETON
Ja taky!

KATE MONSTER
Jé taky!

GARY COLEMAN

Ja taky, a to mné€ ani nemé co ukrast!

VSICHNI
RASISTA JE TAK TROCHU KAZDY, I TY
A STEINE JAKO TY UZ JE S TiM KAZDY SZITY.
KDYZ SI PRIZNA KAZDY Z NAS,
ZE S RASIZMEM SE ZIJE SNAZ,
A S KOREKTNOSTI NEBUDES SE SRAT,
0TO
BUDES
VSECHNY
MIT VIC RAD

LAMA
Rasista je tak trochu kazdy.

Dohra.

5a — Rasisticka dohra
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SCENA CTVRTA a) - POKRACOVANI

Princeton je sam.

PRINCETON

Citim, ze dneska se svému smyslu zivota vazné blizim.

5a — 1 — Policista na piechodu (a spol.)

DETSKE HLASY
Policista na piechodu!

PRINCETON

Ne, to pfece nejsem ja.

Vidime Princetona, jak v salonu déla staré pani manikuru.

DETSKE HLASY
Manikérka!

PRINCETON
To taky ne.

Vidime Princetona jako klauna na détskeé oslave.

DETSKE HLASY

Klaun!

PRINCETON

Skoro, ale potad neni to ono —
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5b — Skoro...

(zvoni zvonek)

Pockat — Myslim, Ze je to tu! Uz to skoro mam! Smysl mého zivota! Je to — Je to —

5¢ — Potouchove

MEDOVE POTOUCHOVE

Nazdar, Princetone!

MEDVEDICE

To jsme my!

PRINCETON

Co jste zac?

MEDOVE POTOUCHOVE

Jsme Méd’ové Pot'ouchové!

MEDVEDICE
Jsme tvoji kamaradi!
MEDVED
Kam se chystas?
PRINCETON

Jsem na mizin€. Takze, zatimco budu hledat smysl Zivota, najdu si i praci!

MEDVEDICE

PtiSly ti penize od vaSich?
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PRINCETON
Jo.

MEDVEDICE
Tak to mas spoustu pen¢z!
MEDVED
M¢l bys oslavovat!
MEDVEDICE

Musis si néjak udélat radost. Kup si pivo!

MEDVED

Jo! Kup si pivo!

PRINCETON

Nemél bych utracet penize rodici za pivo.

MEDVED

(velmi smutny)

Aha. No tak dobra.

MEDVEDICE

Jsem moc smutna, kdyz pomyslim, Ze si neuzije§ zddnou zabavu.

MEDVED

Chce se mi brecet.

MEDVEDICE
(place)

Jsem moc smutnd. Obcas si preju byt mrtva.
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PRINCETON

Vite co? Mozna bych si par piv koupit mohl.

MEDOVE POTOUCHOVE

Hura!

MEDVEDICE
Pro¢ ne rovnou basu?
MEDVED
Basu piv!
PRINCETON
Nemuizu si koupit celou basu!
MEDVEDICE
Ale mas maly rozpocet!
MEDVED

Prod¢las, kdyz je budes kupovat po jednom!

PRINCETON

To mas pravdu. Pani, dékuju! Koupim si celou basu!

MEDOVE POTOUCHOVE

Hura —! Tak zatim, Princetone!

Medvédi odchazi.

PRINCETON

Zatim! Teda, ti jsou roztomili. Je dobré védét, Ze mate ptatele, kterym na vas

zalezi.
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SCENA PATA — BYT KATE / NA ULICI

5d — Hovor pro Kate

Dvakrat zazvoni telefon, Kate hovor prijme.

KATE PRISEROVA

Prosim?

Na druhé strané scény se objevi stard, scvrkla pani.

PANI KAKACOVA

Dobré rano, Katetino. Hovofti tvoje §éfova.

KATE PRISEROVA

Dobré¢ rano, pani Kakacova!
PANi KAKACOVA

Jak zajisté vis, pristi tyden mne ceka transplantace srdce a potiebuji, abys rano

ucila v mé tfide. Nejspis budu potiebovat na zotaveni Cas alesponi do obéda.

KATE PRISEROVA

Budu je ucit uplné sama?

PANI KAKACOVA

Véiim ti, Katefino. A mizes si i vybrat, co je budes ucit.

KATE PRISEROVA
Péni — Dékuji, Lydie!

PANI KAKACOVA

Katetino, kdyZ mne oslovuje§ kiestnim jménem, klesa mi u déti autorita.
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KATE PISEROVA

Omlouvam se, pani Kakacova.

PANI KAKACOVA
Dékuji.

Pani Kakacova zmizi.

KATE PISEROVA
(k publiku)

Koneéné!
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SCENA SESTA — NA ULICI

Na scéné jsou Lama a Rod.

LAMA
Ahoj, Rode, jak zijes?

ROD

Dostal jsem pozvanku na vasi svatbu, Lamo!

LAMA
A pijdes?

ROD

Tady maS mé potvrzeni ucCasti.

Podava ji obalku. V okné se objevi Brian, v ruce drzi pozvanku.

BRIAN

Milacku? Co to tady Ctu, ze se budeme brat?

LAMA
Ber to jako oslavu s pieckvapenim.
BRIAN
Parada!
Zavre okno.
ROD

(trochu smutné)

Je skvélé, ze mas v zivoté nékoho, koho milujes.
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LAMA

Je vSechno v poradku, Rode?

ROD
Lamo, ty jsi psycholozka, ze?
LAMA
Maém dva magisterskeé tituly!
ROD

Takze pomahas lidem s riznymi problémy, ze?

LAMA
Nikdo ke mné pro pomoc nechodi. Vzdycky nékdo piijde, hodinu si povidame,
pak odejde a uz se nikdy nevrati. A ja si fikam: Pro¢? To zvladnu kazdého
napravit béhem jedné schlizky? Mozné jsem moc dobra. Mozna musim pomahat

postupné. Proc¢ se ptas, Rode? Potfebujes pomoc?

ROD
No, mam jednoho kamarada —
LAMA
Nickyho?
ROD

Ne, ne — jiného kamarada. A madm dojem, Ze ma velky problém. Mam dojem —

Mam dojem, Ze je

(zasepta)

gay.
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LAMA
A co je na tom Spatného? Podivej, Rode, gayové obohacuji nase zivoty o uméni,

filozofii a literaturu uz stovky let.

ROD

Ale mtij kamarad neni umélec — je republikén. A investi¢ni bankéf.

LAMA

Aha. No, tak mu fekni, at’ to nikomu nefika, takhle je ndm k nicemu.

Chvile ticha.

ROD
Tak dobte! Vyborng! D€kuju za radu!

LAMA

Jo, ale ja bych takového kamarada teda nechtéla.

ROD
Jesté jednou diky!
LAMA
Mgj se.
Jde domui.
ROD
Ty taky!

(Zvukovy predel. K publiku:)

Do hje.
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SCENA SEDMA — BYT KATE

7-CD

Kate je sama.

KATE PRISEROVA

Ach, Princetone.

(zpivd)

LiBIM,

JA SE MU LIBiM.
ALE ZNAMENA TO,
ZE MA ME RAD?
ZAJEM BY MEL,

TO ZJEVNE JE.
BUDEME MILENCI
NEBO PRATELE?

Zvonek.

KATE PRISEROVA
Dale!

Vehdzi Princeton.

PRINCETON
Nazdarek, Kate!

KATE PRISEROVA

Princetone! Ahoj!
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PRINCETON
Hele, prochazel jsem stary alba a naSel jsem par pisnicek, co by se ti mohly libit,

tak jsem ti je vypalil.

KATE PRISEROVA

Jé, to je milé! Mizu ti néco nabidnout? Piti? Néco k jidlu?

PRINCETON
Vlastné¢, mohl bych si u tebe odskocit?

KATE PRISEROVA

Jasné€, klidn€ béz.

PRINCETON
Dékuju!

KATE PRISEROVA
CEDE
ON MI DAL CEDE.
ON PRO ME OBETOVAL
SVUJ VOLNY CAS!
OBCAS, KDYZ NEKDO
TE V LASCE MA,
PAK NAZVEM PiSNE
TI VODITKO DA.

Podivejme...

,PRITEL GUMP*
L, KAMARAD*
,MAS VE MNE PRITELE*

Do haje...
Ale koukej!
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,LASKY CAS“
,,CO DRIMA V NAS*
,,Z JEDNE POSTELE*

Ach, Princetone! Tak pifece m¢ ma rad!

L, KRECEK A KRTEK*
,SPEKOUNI PRYC*
,ZIT ANECHAT ZIT*
CO TO MA BYT?

Princeton se vraci

PRINCETON
Heled, Kate, byt tebou bych tam ted’ na chvilku nechodil.

KATE PRISEROVA

Princetone, dékuju za ty pisni¢ky. Zrovna jsem koukala na prvni pilku.

PRINCETON

A uz ses dostala ke druhé?

KATE PRISEROVA

Jeste ne.

PRINCETON
Ta druhad je super! Koukej:

KATE PRISEROVA
,STIN KATEDRAL*
LZEJITRA MAM*
,JEN PRO TEN DNESN{ DEN*

Miluju Kristidna!

77



PRINCETON

Dalo se to.

»1AK RUKU MI DEJ*

KATE PRISEROVA
L YESTERDAY*

PRINCETON
,DLOUHA NOC* A , SEN*

Ten od Lucie, ne od Erika a Barbary.

KATE PRISEROVA

Stejn€ neznam ani jeden.

,,CHTEL JSEM MIT*

PRINCETON
,JEN S TEBOU BYT*

KATE PRISEROVA
,STUJ, PRI MNE STUJ*

Pékny vybér.

PRINCETON

Jesté je tam jedna...

L,CHTEL BYCH BYT VIC NEZ PRITEL TVUJ*

KATE PRISEROVA
Princetone, to je tak milé! Nikdy jsem od Zadného kluka nic tak krasné¢ho

nedostala.
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PRINCETON

To mam radost, Ze se ti libi. Ale uz budu muset jit. Chci udélat jedno taky pro

Briana a Lamu a Garyho a pro Nickyho a Roda a Trekkieho Pfiseru a pro

vSechny!
KATE PRISEROVA
Aha...
PRINCETON
A, no —
KATE PRISEROVA
ANo?

PRINCETON

Co délas dneska vecer?

KATE PRISEROVA

Budu opravovat slohovky. Ale psali je pfedskolaci, takze budou kratké. Proc¢?

PRINCETON
Vsichni se chystaji do kavarny na koncert jedné takové zpevacky, nechces jit se

mnou?

KATE PRISEROVA

Jako na rande?

PRINCETON

Jasné! Na rande. Bude to bozi.

KATE PRISEROVA
Moc rada pfijdu!
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Tak se tam uvidime.

Fajn!

Fajn, tak ahoj.

Ahoj!

Ahoj!

Odchazi.

Ma mé rad!

PRINCETON

KATE PRISEROVA

PRINCETON

KATE PRISEROVA

PRINCETON

KATE PRISEROVA
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5 Translation Commentary

5.1 Libretto and Adaptation Changes

This chapter focuses on the libretto translation, which is based on the theoretical
approaches to theatre play translation discussed previously in chapter 2.1. However,
this chapter will be partially focusing on the adaptation changes as well, as these
have to be considered before the process translation itself begins.

When there are too many exotic elements in the translation or when
the translation is linguistically too similar to the source text, Popovi¢ proposes
that the audience might view it as suspicious. He proposes the term “translativity”,
which is a form of equivalence between the source text and the translation, thanks
to which the audience can realize the relation between the domestic and the foreign
culture. These relations are usually polar opposites and Popovi¢ gives the example
of neutralization and exoticization or folklorization and urbanization (Popovi¢
1975, 31, 63, 64). The story of Avenue Q takes place in New York, USA. Because
the Czech audience of the 21% century is to an extent familiar with American
culture, the goal is not to fully transfer the story into Czech environment, but rather
to find balance between the American and Czech culture, so that the audience
is not overwhelmed by neither of them. The play should not make the audience feel
like they are watching a story of Americans about Americans. The audience should
feel at home and should be able to relate to the story. For this reason, even though
the setting, along with some cultural references, is maintained, a lot of the jokes
are applied on the Czech environment, as this way the audience can feel involved
with the story. In other words, in terms of translativity, the balance between

exoticization and naturalization is in place.

5.1.1 Characters

Changes in the cast might be required considering the characters of Christmas Eve
and Gary Coleman.

In this translation, the Japanese character Christmas Eve was substituted
by a Muslim woman Lama, in the manner of the Trindade Theatre in Lisbon
(the 2017 production), where the character was replaced with Muslim Mary.
This character is more topical to the contemporary Czech society and its perception

of immigrants and racial/religious issues.

81



The character of Gary Coleman stays untranslated and unchanged. Even
though many celebrities, both Czech and international and of different ethnicities
(such as Dominik Feri, Ben Cristovao, Rey Koranteng, Radoslav Banga or Lindsay
Lohan), were considered for the translation, the final substitution will most likely
require cooperation of the translator and the theatre company aiming for adaptation,

as it will depend on the company’s casting possibilities.

5.1.2 Names

Names such as Brian, Rod or Nicky do not necessarily require a translation as they
do not carry any characteristic traits and they can be used in Czech and with Czech
pronunciation without problems.

The names of Kate Monster and Trekkie Monster carry a characteristic trait
—their last name Monster distinguishes them from other puppets. The Monsters are,
as it arises from the dialogue preceding the “Everyone’s a Little Bit Racist” musical
number, a different race. While the names Kate and Trekkie® are usable in Czech
as they are, the last name was translated, creating a clear understanding of who Kate
PiiSerova and Trekkie PtiSera are. The -ova form of Kate’s last name was chosen
to bring the character closer to the real world, as “Kate PtiSera” sounds like a fairy
tale character rather than a real-life Czech human being. In Scene Five, Kate
is called by her full name by her boss. In this particular case, the Czech equivalent
of the name — Katefina — is used, as “Katherine” is not easy to pronounce
with a Czech pronunciation and the English pronunciation would sound intrusive.

Princeton falls into the same category as Kate and Trekkie — Princeton being
the name of a University, it signalizes the character is a freshly graduated university
student. However, following this method in Czech, it seems too clumsy to translate
the character as “Masaryk”, “Bata”, “Palacky” or simply Karel. For this reason,
Princeton stays Princeton in the translation, maintaining the connotation for the part
of the audience familiar with American culture.

The Bad Idea Bears and Mrs. Thistletwat require a full translation.
In the musical, the Bad Idea Bears are creatures that talk others into bad behaviour

and foolish action and this expression found its way into the every-day English

® According to the puppet wikia website, Trekkie was originally supposed to be a Star Trek fan, but
this idea was later dropped due to possible copyright claims from Paramount. Despite that, his name
was unchanged in the final version.
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language. They were translated as Méd’'ové Potouchové, the expression “potouch”
originating in the 2010 Milo§ Kratochvil’s children book Modry Potouch about
a creature of the same traits as the Bears. Mrs. Thistletwat’s name serves as a joke
in the script. Picking up a real Czech last name that would appear as both funny
and inappropriate, Mrs. Thistletwat became pani Kakacova. Her first name Lavinia
is only mentioned once in the musical and the decision to replace it with a Czech
name was made because the English first and Czech last name do not sound natural
together and the unusual English name could be overheard by the audience.
Mrs. Thistletwat is supposed to be an old woman, as mentioned in the script notes,
thus an old Czech name Lydie was chosen.

The last name requiring attention is Christmas Eve. The name
is not translated, as the character is fully replaced in this translation by a Syrian
woman. The new character got the name Lama, a real Arabic name that sounds

similarly ridiculous in Czech as Christmas Eve does in English.

5.1.3 Naturalization

Even though the translation does not aim for a full transfer of the play to the Czech
environment, some of the references to American culture have to be changed,
in most cases to maintain a joke that would not be understood otherwise.

Such occurrences emerge for example in Scene Two, where Rod talks about
reading his favourite book — “Broadway Musicals of the 1940’s” and later
references two of the musicals, High Button Shoes and Pal Joey in the song “If You
Were Gay”. In this case the book was changed to “The Best Musicals of the 70’s”
and the two musicals, which would be most certainly unknown to the audience,
were switched to Noc na Karlstejné and Trhdk, two Czech television musicals
at least one of which the audience should be familiar with.

In the song “Everyone’s a Little Bit Racist”, the jokes about Polacks
are replaced by jokes about Jews, which are closer to the Czech environment,
and the remark about smelly taxi drivers is replaced by a remark about gypsies,
which is also a stereotype specific for the Czech Republic.

The whole song “A Mix Tape”, consisting almost entirely of song titles
that have to be substituted for Czech ones, requires special care. This song

will be discussed in depth in chapter 5.2.7.
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5.1.4 Language

The language used in the libretto is non-poetic, non-stylized and the majority
of the characters uses colloquial American English, which is replicated
in the translation to achieve language naturalness, as suggested by Espasa

in chapter 2.1.1 considering the naturalness, playability and speakability.

(Lopez, Marx, Whitty 2003, 12)
(1) NICKY:

Hey Rod, you'll never guess what happened to me on the subway this morning. This guy was
smiling at me and talking to me —

ROD:
That's very interesting.

NICKY
He was being real friendly, and you know, I think he was coming on to me. I think he might've
thought | was gay!

NICKY

Hej, Rode, nevéril bys, co se mi rano stalo v metru. Byl tam jeden chldpek, co se na mé usmival
a trochu jsme pokecali —

ROD

Moc zajimavé.

NICKY
Byl fakt moc pratelskej a, vis, myslim, Ze po mé jel. Myslim, Ze si asi myslel, Ze jsem gay!

In Nicky’s lines, as demonstrated in (1), there are expressions of colloquial
Czech, such as “chlapek” or “pokecali”’, “he was coming on to me” is translated
as “Ze po mé jel”, instead of a more standardized “mél o mé& zajem” or “libil jsem
se mu”. The morphology of the word “pratelskej” is also non-standard, as it uses
the suffix “-ej” instead of the standard “-y”.

Similarly, Princeton speaks quite casually during the talking parts
in Everyone’s A Little Bit Racist. It is logical to use colloquial Czech in this case,

as everyone is having fun and laughing in this situation. In (2), Princeton’s lines
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again use morphology to create a more colloquial language, such as in the word

“kazdej” instead of “kazdy” found in standard Czech, and, similarly, “jse

of “jsi”.

(@)

(Lopez, Marx, Whitty 2003, 23)
PRINCETON:
Well, yeah, Gary, but lots of people tell black jokes...

GARY COLEMAN:
I don't.

PRINCETON:
Of course you don't. You're BLACK! But | bet you tell Polack jokes, right?

PRINCETON:
Ale, Gary, kazdej prece iika vtipy o cernosich.

GARY COLEMAN:
Ja ne.

PRINCETON:

Jasné, Ze ty ne, ty jses cernej. Ale urcité Fikds vtipy o Zidech!

X9

S

instead

On the other hand, Kate Monster tends to slip into standard English,

for example in her monologue about the dream school she wishes to open. Standard

English is also used during the video projections which try to mimic the style

of children’s TV

shows and where the adult voice gives explanations

and definitions. These parts are translated into standard Czech. Standard Czech

is used also in the case of Mrs. Thistletwat.

)

(Lopez, Marx, Whitty 2003, 30)

MRS. THISTLETWAT:

As you may know, | have an appointment for heart replacement surgery next week, and I need you

to teach my class in the morning. I will probably need until the lunch break to recover.

PANI KAKACOVA

Jak zajisté vis, pristi tyden mne cekd transplantace srdce a potrebuji, abys rdno ucila v mé tride.

Nejspis budu potirebovat na zotavent cas alespon do obéda.
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In (3), Mrs. Thistletwat’s speech is translated into standard Czech, using
words such as “zajisté” and “alesponi”, which are not frequently used in spoken
language — the more frequent choices would be “jist¢” and “aspon”. Similarly,
the language is marked by morphology as well, as the word “potitebuji” uses

the right suffix “-i” instead of the more frequent suffix “-u”, commonly heard

in spoken Czech.

(Lopez, Marx, Whitty 2003, 20)
(4) KATE MONSTER:

[...] Somy dream is to start a special school, only for Monsters, where little Monsters can become
part of the global community. So that, in short, is my purpose.

[-.]
But I'm not an egghead! | like to have fun, and party

KATE PRISEROVA:
[...] Proto je mym snem oteviit specialni Skolu jen pro PriSery, kde se malé priserky budou moci
stat soucasti svétové komunity. To je ve zkratce smysl mého Zivota.

[...]
Ale nejsem Zdadna Sprtka! Miluju srandu a party —

In (4) we can see the end of Kate Monster’s speech about her purpose.
The speech itself seems like something Kate memorized after thoroughly thinking
about it, picking the best and most fitting words. Thus, it is translated in standard
Czech, as demonstrated on the word “moci” in this excerpt. It is, again, the ending
“-1” that gives the speech a formal feel. However, here, the standard Czech version
of the modal verb was used because of the pronunciation issues as well — “moct
stat” contains a consonant cluster ¢ —t — s —t, which would be harder to pronounce
and restrict the natural flow of the language.

As a contrast, after this well prepared, cultivated speech, Kate slips into more
colloquial language to convince Princeton she is not boring. The word “egghead”
was translated as “Sprtka”, a feminine gender form of “Sprt”, into Czech. “Miluju”
takes the ending “-u” instead of “-i” and “party” is not translated as a “vecirek” but
takes the English-based form “party”, which is more casual.

The language-related needs of a character, as mentioned by Espasa (2014, 55

—56), can in this case be applied to Christmas Eve and Trekkie Monster. However,
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Christmas Eve does not concern the translator as her character, along
with her Japanese dialect, was replaced by Lama, whose language in the translation
is also colloquial Czech.

(Lopez, Marx, Whitty 2003, 10)
(6)

TREKKIE MONSTER:
Me no time to talk. Me busy.

TREKKIE PRISERA:

Na reci nemit ¢as. Mit praci.

Trekkie Monster, on the other hand, speaks ungrammatically, uses wrong
pronoun forms, omits auxiliary verbs and uses mostly present tense’ to express even
past and future. Similar effect was achieved by using infinitive verb forms

in the translation, as demonstrated in (6).

5.1.5 Humour

Preservation of jokes in Avenue Q is crucial. Even though the musical works
with serious topics, the humour is prevalent in most parts, in both the song lyrics
and the libretto, and erasure of the jokes might mislead the audience into thinking

some of the controversial topics are discussed in a serious manner.

(Lopez, Marx, Whitty 2003, 16)

(7) GARY COLEMAN:

[...] if you rearrange the letters in "unemployed”, it spells “opportunity!"

GARY COLEMAN:

[...] kdyz preskladas pismenka ve slové ,, nezaméstnany “, dostanes slovo ,, prilezitost !

In (7) Gary tries to give Princeton a life advice after Princeton loses his job.
Rearranging letters to get words fitting such joke is a complicated task, however,

as Gary’s joke is already purposefully nonsensical in the original, there is no need

’ Trekkie’s speech improves in the songs, where he uses more tenses, however the songs were not
translated in this thesis.
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for such work and the words “unemployed” and “opportunity” can be translated

directly into “nezaméstnany” a “ptilezitost”.

(Lopez, Marx, Whitty 2003, 22)
(8) PRINCETON:

No, just little judgments like thinking that Mexican busboys should learn to speak goddamn

English!

PRINCETON

Ne, jen malé predsudky, jako, Ze Vietnamci ve vecerkdach by se méli do prdele naucit cesky!

As Czech audience has no experience with Mexican busboys, Princeton’s
remark would not be understood. In this case, even though the setting of the musical
is New York, it is fitting to proceed according to Link (1980) and a bring
the audience back to their own reality by a joke aimed at their own environment.
Thus, in (8) the Mexican busboys become Vietnamese shopkeepers known for their
bad knowledge of Czech.

(Lopez, Marx, Whitty 2003, 25)
(9)  CHRISTMASEVE:

BRIAN! You come back here! You take out lecycuraburs!

LAMA:
BRIANE! Mazej zpatky a konecné zalij ten dorodendoron!

While Christmas Eve speaks with a Japanese dialect in English, Lama, living
in the country since she was a child, lacks such dialect. In (9) she, however,
has to make a mistake so that the others can laugh at her and Brian can object
that she speaks more languages and should not be laughed at. As a result, instead
of sending Brian to take out the trash, Lama wants him to finally water their
rhododendron and has trouble pronouncing the word, which is a likely problem
a non-native speaker would have in Czech.

Lastly, even though the captions in the script do not find their way
to the audience, in this musical they can make the work more enjoyable

and entertaining for the actors, as some of them are witty and original.
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In (10) the caption announcing a background music to be played is a pun
on Mozart’s Little Night Music and was translated accordingly. Similarly,
the “Racist Playoff” (Lopez, Marx, Whitty 2003, 26) is translated as ‘“Rasisticka
dohra”.

(Lopez, Marx, Whitty 2003, 16)
(10)
3b — A Little Purpose Music

3b — Mala smysinad hudba

5.1.6 Expressivity

Levy (2011, 114) proposes that “translators generally tone down the expressive
tendencies of the original [...]; however, it is the psychology inherent in the activity
of translating that is behind the tendency for translators themselves
to opt for generalisation, neutralisation and repetition.” When translating
from English into Czech, vulgar language would usually be toned down in the target
text, mainly because the curse words in the two languages, though having a similar
meaning, possess different levels of vulgarity. This phenomenon can be observed
on the first curse word present in the musical — Kate Monster’s “fuck” in her part
in “It Sucks To Be Me”. In normal circumstances it would be translated as “sakra”,
a curse word not as strong as “fuck” but serving the same purpose of a complaint
or expressing annoyance. However, In Avenue Q, the vulgarisms are put
into opposition to its cartoon-like stylization and they serve as one of the factors
differentiating the show from the children’s TV shows. Many times, including this
particular Kate Monster’s use of “fuck”, they add a shock value. For this reason,
some of the vulgarisms of the original are translated with strongly wvulgar
expressions in Czech as well. However, in cases where the shock value
was not intended or needed, the expressivity was toned down, such as with Brian’s
“oh, shit” in “It Sucks To Be Me” being translated as “do haje”. Similarly to other
aspects considered in regard to the translation, the aim was to achieve balance
by toning the expressivity down in some cases as well as emphasizing it in other

Cases.
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5.1.7 Exclamations

The English original, being a text meant for being spoken out, is full
of exclamations and interjections, most of which can and should be translated.
In this case it is important not to focus on translating the word itself, but to find

an acceptable counterpart in Czech which can be used in a similar situation.

(Lopez, Marx, Whitty 2003, 10)
(11) PRINCETON:
No kidding!

PRINCETON:
Fakt?!

In example (11), Princeton is left in disbelief after Gary tries to convince him
the address he is about to move to is an interest of many important people.
In the translation, the exclamation changed into a question. Even though a more
accurate translation would be “Kecas!” (“You’re kidding!”), it is unlikely
for Princeton to use it since he appears to be polite and grateful in the opening
scene. “Kecas!”, along with expressing surprise, accusing Gary of lying, which
is not desirable here. Instead, “Fakt?!”, a spoken Czech version of “Opravdu?”
(“Really?”) is used.

(Lopez, Marx, Whitty 2003, 20)
(12) PRINCETON:

Aww, come on!

PRINCETON:

Ale no tdk!

When Princeton tries to convince Kate Monster to share her dreams with him,
he uses an expression of endearment “aww”, which does not have a Czech
counterpart. In (12), the expression “Ale no tak!” is used, giving the same sense
of urgency as the original “come on”. However, the long vowel of “aww”
is replicated at the end of the Czech line by making the usually short “a” in “no tak”

long. This way the urgency of the expression is made even stronger.
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(Lopez, Marx, Whitty 2003, 25)
(13) BRIAN:

Cool!

BRIAN:

Parada!

Prior to the exclamation in (13), Brian is told he is getting married
with Christmas Eve/Lama. He is not surprised, he simply accepts the information,
being excited as his fiancée advises him to “think of it like a surprise party” (Lopez,
Marx, Whitty 2003, 25). In the translation, expressions such as “Bomba!”
or “Super!” were considered. However, “Bomba!” could be easily overheard,
as it contains “m” followed by “b”, which might be harder to pronounce loudly.
“Super!” works better, but the translator was looking for a Czech word
for the translation. “Parada!” on the other hand contains three syllables with three
open vowels that are easy to pronounce loudly, which eliminates the risk of being
overheard.

(Lopez, Marx, Whitty 2003, 29)
(14) BAD IDEA BEARS:

Yaaaaay!

MEDOVE POTOUCHOVE

Hura!

(Lopez, Marx, Whitty 2003, 29)
(15) BAD IDEA BEARS:

Yaaaay! See you around, Princeton!

MEDOVE POTOUCHOVE:

Hura —! Tak zatim, Princetone!

The Bad Idea Bears use the exclamation “Yaaaay!” to express joy. In the first
case it is as a reaction to Princeton promising he would get some beer, in the second
case to celebrate the fact Princeton would get a whole six-pack. Two translations

were considered for this expression of joy in Czech — “Jupi!” and “Hura!”. At first,
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the two possibilities were altered in examples (14) and (15). However,
the “Yaaaay!” is a signature phrase of the Bad Idea Bears and should thus remain
the same in all (or at least most) cases. Although, “Hura!” is used in Czech more
often as a congratulatory cheer (similarly to the English “hip hip hooray!”), the Bad
Idea Bears’ purpose is to be as loud and annoying as possible and since “Hura!”
contains an open vowel at the end it allows for a loud and long exclamation

for the actors.

5.2 Song Lyrics
The aim of the translator was to create a singable translation so that the original
melodies could be used in the Czech adaptation. This was achieved through
following the rules set by Franzon (2008) and Low (2005) in the theoretical part.
This chapter starts with a short part focusing on rhyme, as advised by Low
(2005), as the decision about the right use of rhymes is crucial for the translation
process itself. Then the commentary focuses on the songs separately. Following
Franzon’s five choices in song-lyrics translation, there were only two choices valid
in this case. As the lyrics had to maintain its meaning and conform to the original
melody, the mixture of translating the lyrics with adjusting them to the original
music and translating the lyrics while changing the music accordingly was used,
with the former approach prevailing overall. The interventions in the original
melody usually include no bigger changes than adding/removing a single tone
orrearranging the tones to move the stress toadifferent syllable.
There are, however, also occasions calling for more significant changes,
such as adding a whole verse of lyrics and melody into the song. Remembering
Low’s approach to adaptability in song lyrics, the translator’s goal was to transfer
the over-all idea, not the meaning of each word, and thus to maintain the same
function. How this was achieved will be demonstrated on the songs and their

problematic parts.

5.2.1 Rhyme

As demonstrated in the following part, rhymes form a significant portion

of the original text. Rhymes used in the translation are in many cases,

as demonstrated for example in (17), not perfect rhymes. This decision is based
92



on Low’s findings described in chapter 2.2. Low (2005, 199) notes that focusing
solely on creation of perfect rhymes can lead to failure in conveying the overall
meaning of the piece. Perfect rhymes are thus sacrificed in order to keep the story
of the translation as close to the original as possible.

5.2.2 “What Do You Do with a B.A. in English?”

This song acts as an introduction for Princeton. The melody did not require
any changes after the translation, but the first two verses were changed
into an inside joke originating at the translator’s university. Note that the text
in the brackets next to the Czech translation is an English back-translation
(this applies to all examples in chapter 5.2).

(Lopez, Marx, Whitty 2003, 1)

(16) PRINCETON:

WHAT DO YOU DO WITH A B. A. IN ENGLISH?
WHAT IS MY LIFE GOING TO BE?

PRINCETON:
K CEMU MI JE BAKALAR Z ANGLISTIKY? ~ (WHAT IS THE B.A. FROM ENGLISH GOOD FOR?
HLAVNE, ZE CHOMSKEHO ZNAM THE MAIN THING IS THAT | KNOW CHOMSKY)

Princeton is a student of English studies, which fits to the Czech stereotype
that students ofthe Faculty or Arts cannot find a job afterwards.
Because of his study field, a remark about the American linguist Noam Chomsky
could be inserted as a reminder of the translator’s own studies. This addition
does not change the overall meaning of the song, Princeton remains just as hopeless

in Czech as he is in English.

5.2.3 It Sucks To Be Me”

To better demonstrate the approaches mentioned in 2.2, mainly Low’s (2005)
approach to the use of rhymes, let us look at the beginning of Brian’s part in this
musical number.

In the example (17), the main idea of Brian’s life story is maintained
in the translation — he was a child hoping to become a comedian on TV, he is thirty-

two, his dream did not come true and he feels like being Brian is not easy.
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(Lopez, Marx, Whitty 2003, 2)
(17) BRIAN:

WHEN | WAS LITTLE

| THOUGHT | WOULD BE

A BIG COMEDIAN ON LATE NIGHT T.V.

BUT NOW I'M THIRTY-TWO AND AS YOU CAN SEE
I’'M NOT. OH WELL.

IT SUCKS TO BE ME...

BRIAN:

KDYZ JSEM BYL MALY (WHEN | WAS LITTLE

JA MEL JEDEN SEN | HAD ONE DREAM

ZE STANU SE TELEVIZNIM KOMIKEM TO BECOME A TV COMEDIAN

TED JE MI DVAATRICET A PODIVEJ NOW | AM THIRTY-TWO AND LOOK
KDE JSEM. ACH JO. WHERE | AM. OH WELL.

TAK TEZKY TO MAM... | HAVE SUCH 4 HARD LIFE...)

On this part, we can also demonstrate Low’s approach to rhymes.
The combination “sen” — “komikem” — “jsem” forms assonance, the words
(and the last syllable of the middle word) contain the same vowel, but different
consonants. It is not a perfect rhyme, but in this case, it allows for a bigger choice
of words and helps cover the already set topic without losing the overall meaning.
Such thing would be more disturbing in a poem, but the sung form conceals
the imperfection just enough not to bother the listener. The use of half-rhymes
and assonance applies to the whole translation.

One of the main challenges in this song is translating the punch-line. “It sucks
to be me” could be more accurately translated as “Byt mnou stoji za prd”
or “Je to na nic, byt mnou” in Czech. However, both these expressions come across
as clumsy, both language-wise and pronunciation-wise, and they do not match
the original melody. Proposed shortened versions “Je na nic byt ja” or “Je na prd
byt ja” both match the syllable count and “ja” at the end of the verse is easy to sing
on the long note. However, they were rejected because they do not go with Low’s
idea of naturalness of language and the latter option contains a hard to pronounce
consonant cluster p-r-d-b. In the end, “Tak tézky to mam” was chosen as it conveys
the original meaning, it does not contain clusters of consonants which makes it easy

to pronounce and has a long vowel at the end to be sung on the long note.
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There are no differences in melody as of changing the pitch, however,
the Czech translation needs to be phrased differently. In line four, the “two”
in “thirty-two” is the longest syllable and the note that belongs to the word
“and” in the original has to be added to the end of the word “dvaatticet”
in the translation. The long tone cannot fall on the syllable “tti”, as the phrasing
would be unnatural to Czech. The best option would thus be to remove
the tie between the eight and quarter note on the syllable “two” and join the notes
together in two quarter notes and two eight notes with a rest at the end of the line,
as demonstrated in (18).

(Lopez, Marx, Oremus 2003, 5)
(18)

56 57

i —— — —
—_— Ty —g——

thir -ty - two, and

Figure 1: It Sucks To Be Me - original

—J—O—.J——

dva-a-tiicet

g

Figure 2: It Sucks To Be Me - translation

Similar situation emerges with the last line. The original melody is divided
into two couples of notes — “it sucks” and “to be”, where the long “sucks” and “be”
match the syllables “t€Z” and “to” in the translation. The phrase “tak tézky” cannot
be sung to the original melody, as there is a consonant cluster Kk-t,
which does not allow such a quick change, and the word “tézky” cannot be split
with a tie between the notes, as it, again, creates phrasing unnatural for Czech.
The possible solution is presented in (19), where, in the translation, the quarter
and eight notes alternate, allowing to put stress on the beginning of words

and creating natural word flow.
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(Lopez, Marx, Oremus 2003, 6)
(19)

It sucks——

1o be

—

Figure 3: It sucks to be me — original 2

5

" S—

tak-t€Z-ky-to - mam

Figure 4: It sucks to be me — translation 2

This musical number introduces the majority of the characters to the audience.

One of the challenges was introducing the new character Lama, whose life story

had to be changed to fit not only the narrative, but also the language

use of the character.

(20) LAMA:
[...]
BYDLIM V TETO ZEMI
UZ PRES DVACET LET
PRIJELA JSEM ZE SYRIE
KDYZ MI BYLO SOTVA PET
A TED NA ME POKRIKUJI
AT SE VRATIM ZPET
PRY ME TU NECHTEJI
PRY JSME VSICHNI ZLODEJI
MEHO SNOUBENCE Z KAZDE PRACE
VYLIJI
MAM VYSTUDOVANOU
PSYCHOLOGII
ALE NECHODI MI KLIENTI
PROTOZE SE BOJI, ZE JE VYHODIM
DO POVETRI!
TAK TEZKY TO MAM!
TAK TEZKY TO MAM!
A, VER MI, POD HIDZABEM
VAZNE BOMBU NESCHOVAM
TAK TEZKY TO MAM!
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(I'’VE LIVED IN THIS COUNTRY
FOR MORE THAN TWENTY YEARS
| CAME FROM SYRIA

WHEN I WAS LESS THAN FIVE
AND NOW THEY YELL AT ME

TO GO BACK

THEY SAY THEY DON’T WANT ME HERE
THEY SAY WE'RE AL THIEVES

MY FIANCE GETS FIRED FROM
EVERY JOB

I HAVE GRADUATED

IN PSYCHOLOGY

BUT | HAVE NO CLIENTS
BECAUSE THEY'RE WORRIED
I'LL BLOW THEM UP!

I HAVE SUCH A HARD LIFE!

I HAVE SUCH A HARD LIFE!
AND, TRUST ME, I CAN'T HIDE

A BOMB UNDER A HIJAB

I HAVE SUCH A HARD LIFE!)



This translation is loosely based on the 2017 Portuguese adaptation. Even
though the full musical is not available on the Internet, the theatre company has
published the song “Na Merda Estas Tu” (“It Sucks To Be Me”) on YouTube in late
2017. Luckily, it is the song where the characters introduce themselves and thus
we know that the Portuguese version replaced Christmas Eve with Muslim Mary,
a woman who came to Brazil with her parents when she was a child and has been
dealing with racism and accusations of being a terrorist ever since. The character
lacks any dialect®. The translation drew inspiration from this change and instead
of Japan, Lama comes from Syria, acountry known to the Czech audience
for producing refugees heading to Europe. Lama moved when she was a child
as well, thus the problem with Christmas Eve’s Japanese dialect does not apply
to her (even though she has a problem pronouncing the word “rododendron”
in the musical number “Everyone’s a Little Bit Racist”). A structural change
was also made according to the Portuguese version — the verse “Protoze se boji,
ze je vyhodim do povétii” was added for the song to cover all the topics needed
to understand Lama's situation and to provide a bigger gradation before dropping
back to the playful chorus.

This musical number also introduces Gary Coleman, which is convenient

mainly for those audiences unfamiliar with the actor.

(Lopez, Marx, Whitty 2003, 7)

(21) GARY COLEMAN:

I'M GARY COLEMAN

FROM TV'’S ‘DIFF’RENT STROKES’

| MADE A LOTTA MONEY THAT GOT

STOLEN BY MY FOLKS!

[...]

TRY HAVING PEOPLE STOPPING YOU TO ASK YOU
“What you talkin’ ‘bout, Willis?”’

GARY COLEMAN:

JSEM GARY COLEMAN, (I'M GARY COLEMAN,

DETSKA TELEVIZNI STAR, A CHILD TV STAR

MEL JSEM SPOUSTU PENEZ, | HAD A LOT OF MONEY
KTERY MI MUJ TATA VZAL! THAT WERE TAKEN BY MY DAD

8 A loose translation of the song from Portuguese to English was made by Marcos Sous.
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[.] [.]

PROC LIDI NA ULICI KRICI NA ME WHY DO PEOPLE ON THE STREET YELL AT
ME
,, To je ten cernoch z televize!* “That’s the black guy from TV!”)

The initial strophe serves as an introduction, which is replicated
in the translation, however, the TV show Diff’rent Strokes 1is crossed
out as the show was never introduced in the Czech Republic and is very little know.
Generalization is used, and Gary becomes a former “child TV star” instead.
A similar problem emerges later when Gary mentions people repeatedly reminding
him the catch phrase his character used in the TV show. Again, as the TV show
is unknown, and the catch phrase was never translated into Czech, generalization

was used and people meeting Gary on the street simply recognize him as an actor.

5.2.4 “If You Were Gay”

The only noticeable issue in translating this song was, again, the punchline
at the end of every strophe.

(Lopez, Marx, Whitty 2003, 13)
(22) NICKY:

[..]

BECAUSE YOU SEE

IF IT WERE ME

| WOULD FEEL FREE

TO SAY

THAT | WAS GAY

(BUT I'M NOT GAY)

NICKY:

[...]

KDYBYCH JA SNAD (IF, PERHAPS, |

MEL CHLAPY RAD LIKED GUYS

TAK BYCH SE NESTYDEL I WOULDN'T BE ASHAMED
RICT, ZE JSEM GAY TO SAY | WAS GAY

(JA NEJSEM GAY) (1 AM NOT GAY))
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In (22), Nicky speaks about his own homosexuality and a potential coming-
out, only to negate his words at the end of every strophe. The last verse is joined
to the rest of the strophe with a conjunction “but”, which maintains coherence
of the text, but is unusable in the Czech translation. The Czech conjunction “ale”
would add two syllables to the verse and the verse would become hard to sing.
However, this can be solved by the acting. In the original production,
at the end of every strophe, Nicky turns to the audience and whispers the last verse
to them. As there is a break in the acting, the break in lyrics is fitting.

5.2.5 “Purpose”

“Purpose” used in the context of this musical, means the purpose of life. The closest
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counterparts in Czech are “smysl zivota” and “Zivotni poslani”. As demonstrated

in the examples, both these expressions are used in the translation in different parts.

(Lopez, Marx, Whitty 2003, 16)
(23) PRINCETON:

PURPOSE:

IT’S THAT LITTLE FLAME

THAT LIGHTS A FIRE

UNDER YOUR ASS

PURPOSE:

IT KEEPS YOU GOING STRONG

LIKE A CAR WITH A FULL TANK OF GAS

PRINCETON:
SMYSL (PURPOSE

DRZI TE NAD VODOU IT KEEPS YOU ABOVE THE WATER
ON PONDELI FROM MONDAY

DO NEDELE TILL TUESDAY

SMYSL PURPOSE

JEN TEN TI ZAPALI ONLY THAT WILL LIGHT

KOUDEL PRIMO U PRDELE. THE TOW AT YOUR ASS)

In (23), the word “smysl” is used, as it matches the syllable count
with “purpose.” Unfortunately, standing alone, “smysl” loses its meaning

of the “purpose of life”. However, as the purpose of life — “smysl zivota”
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is discussed in the video projection before the song, the meaning of the word
“smysl” should be apparent to the audience even when it is used alone here.

The first and second half of the strophe is switched meaning-wise
in the translation. The reason is that the use of a vulgarism in the first part sounds
too harsh, while in the second half it creates a gradation.

In (24) “poslani” is used to better match the syllable count, again, without
the adjective “Zivotni”, but, again, the meaning is apparent from the context

of the song.

(Lopez, Marx, Whitty 2003, 17)
(24)  PRINCETON:
[..]
GOTTA FIND OUT, DON'T WANNA WAIT!
GOT TO MAKE SURE THAT MY LIFE WILL BE GREAT!
GOTTA FIND MY PURPOSE
BEFORE IT'S TOO LATE.

PRINCETON:
PAK ZIVOT MUJ DOSTANE SPAD (THEN MY LIFE GAINS A MOMENTUM
NECHCI UZ CEKAT, JA MUSIM ZNAT I DON'T WANT TO WAIT, I MUST KNOW
POSLANI SVE MY PURPOSE

A PAK BUDU RAD. AND THEN I’LL BE HAPPY)

Due to the changes in phrasing, “Purpose” was a song containing subtle

melody changes.

(Lopez, Marx, Oremus 2003, 5)
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pur pose.___

Figure 5: Purpose - original
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mu - sim  znit poslani - své - &

Figure 6: Purpose - translation

As demonstrated in (25), the four syllables of “life will be great” are reduced
to three in the Czech “musim znat” and the A note falling on “will” in the original
is fully crossed out. Instead, the G note is stretched further for the syllable “sim”
in Czech. The four syllables of “gotta find my” are again reduced to three
in “poslani” and the original structure is replaced by three eighth notes. Finally,
the last word “purpose” is replaced with a one-syllable word “své”, which

is stretched over two notes to avoid more melody changes.

5.2.6 “Everyone’s a Little Bit Racist”

Despite trying to avoid consonant clusters and hard-to-pronounce words,
the translation of “Everyone’s a Little Bit Racist” is the song most demanding
on proper pronunciation. In the translation the words “rasista” and “rasisticky”
are unavoidable and verses such as “ale s kazdym ¢ernym vtipem se nam hned Zije
snaz” are hard to pronounce in the high speed. According to the score, the song
should be played in Moderato and when sung with the original Broadway
production recording, it is singable and understandable, despite
that, a recommendation to slightly slow the song down for the Czech adaptation
is in place.

In this song there were also two instances where switching the position
of a rhyme was necessary. In (26) the original rhyme group “do” — “true” — “you”
is split in the translation. “Ptipusti” stays paired with the rhyme two verses above —

“i ty”, while the next two verses propose a new rhyme “fdma” — “ndma”.

(Lopez, Marx, Whitty 2003, 22)

(26) PRINCETON:
YOU'RE A LITTLE BIT RACIST

KATE MONSTER:
WELL, YOU'RE A LITTLE BIT TOO!
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PRINCETON:
1 GUESS WE'RE BOTH A LITTLE BIT RACIST

KATE MONSTER:
ADMITTING IT ISNOT AN EASY THING TO DO

PRINCETON:
BUT I GUESS IT'S TRUE

KATE MONSTER:
BETWEEN ME AND YOU

PRINCETON:
JSI TROCHU RASISTICKA (YOU'RE A LITTLE BIT RACIST

KATE PRISEROVA:
A RASISTA JSI I TY! AND YOU ARE A RACIST TOO!

PRINCETON:
ASI TEBE I ME SE TO TYKA I GUESS IT APPLIES TO YOU AND ME

KATE PRISEROVA:
A NE KAZDY SI TO SNADNO PRIPUSTI AND NOT EVERYONE ADMITS IT EASILY

PRINCETON:

TO NENI FAMA THAT’S NOT A RUMOUR
KATE PRISEROVA:

A MEZI NAMA AND BETWEEN US)

The second case is located at the repetition of the melody of the first strophe.
As demonstrated in (27), here, instead of rhyming all three verses or, again,
only the last two, the rhyme is at the first and the last verse instead.
This, too, illustrates the use of half-rhymes and off-rhymes as advised by Low
(2005, 199).

(Lopez, Marx, Whitty 2003, 23)

(27) GARY COLEMAN:
| THINK THAT | WOULD HAVE TO AGREE WITH YOU.
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PRINCETON & KATE MONSTER:
WE'RE GLAD YOU DO,

GARY COLEMAN:
IT'S SAD, BUT TRUE!

GARY COLEMAN:
A DOKONCE I JA SI TO PRIPUSTIM (AND EVEN | ADMIT IT TO MYSELF

PRINCETON A KATE:

JE TO SMUTNY FAKT, IT’S A SAD FACT
GARY COLEMAN:
JSME LIDSKE BYTOSTI WE'RE HUMAN BEINGS)

5.2.7 “Mix Tape”

The biggest challenge naturalization-wise was the song “A Mix Tape”. Firstly,
the name of the song is changed to “Cédé” in the translation. This is based
on the step the original Off-Broadway production has taken recently — replacing
the outdated cassette in Kate’s hand by a CD as a way of actualization
of the musical (Kuehn 2013).

The song consists almost solely of song names, the majority of which,
unfortunately, is unknown to a Czech viewer. The task here was rather

to appropriately substitute than translate the song names.

(Lopez, Marx, Whitty 2003, 39)

(28) KATE MONSTER:

“YOU'VE GOT A FRIEND”
“THE THEME FROM ‘FRIENDS’”
“THAT’S WHAT FRIENDS ARE FOR”
[..]

“4 WHOLE NEW WORLD”

“KISS THE GIRL”

“MY CHEIE AMOUR”

[..]

“I AM THE WALRUS”

“FAT BOTTOM GIRLS”

“ YELLOW SUBMARINE”

103



WHAT DOES THIS MEAN?

KATE PRISEROVA:

“PRITEL GUMP” (“FRIEND GUMP”

“KAMARAD” “A FRIEND”

“MAS VE MNE PRITELE” “YOU'VE GOT A FRIEND IN ME”
[..]

“LASKY CAS” “TIME OF LOVE”

“CO DRIMA V NAS” “WHAT SLUMBERS IN US”’

“Z JEDNE POSTELE” “FROM ONE BED”

[..]

“KRECEK A KRTEK” “A HAMSTER AND A MOLE”
“SPEKOUNI PRYC” “AWAY WITH FATTIES”

“ZIT A NECHAT ZIT” “LIVE AND LET LIVE”

CO TO MA BYT? WHAT’S THAT SUPPOSED TO BE?)

The lines are divided into thematic groups. On the example (28) we see
that the first three lines cover songs about friendship, the next three cover the theme
of love and the next three are thematically random, with the second one being taken
as a remark on her weight by Kate (in the original adaptation (2003), Kate looks
at her bottom, horrified, after this line). The task to substitute the song names
with Czech ones required searching through Internet song databases and looking
for Czech love songs. Some of the original songs, such as “A Whole New World”,
do not hold their meaning in their name, but are so iconic the audience has them
linked with love. As much as the chosen songs in translation might not be as iconic
as those mentioned in the original, their names are self-describing and serve
the purpose of showing Princeton’s feelings.

In (29), the first line references the title song of the movie Titanic. Despite
both the movie and the song being well-known in the Czech Republic,
in the translation they were replaced by a 1939 Czech movie Kristiin
and its romantic title song “Jen pro ten dnes$ni den”, as such a major reference kept
in English might seem distracting in a song where everything else is Czech.
On the other hand, The Beatles’ hit “Yesterday” is kept in the translation,
asthe song is so well known in the Czech Republic is already embedded
in the Czech vocabulary, it does not carry any special meaning that needs
to be explicitly explained in the song and can be well pronounced even with Czech

pronunciation.
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(Lopez, Marx, Whitty 2003, 41)
(29) KATE MONSTER:

“MY HEART WILL GO ON”
| loved Titanic!

PRINCETON:
It was all right.

“SHE’S GOT A WAY”

KATE MONSTER:
“YESTERDAY”

PRINCETON:
“GOODNIGHT SAIGON”
From the Russia concert!

KATE MONSTER:

Don’t know that one.

KATE PRISEROV A:
“JEN PRO TEN DNESNI DEN”’

Miluju Kristiana!

PRINCETON:
Dalo se to.

“TAK RUKU MI DEJ”

KARE PRISEROV A:
“YESTERDAY”

“PRINCETON:
“DLOUHA NOC” A “SEN”
Ten od Lucie, ne od Erika a Barbary!

KATE PRISEROV A:

Stejné neznam ani jeden.

“Goodnight Saigon” was replaced by two in the translation, the latter acting

as a base for the following line. Instead of having Princeton enthusiastically explain

that the song was played at a concert in Russia, the translation uses the fact that

there are two famous songs called “Sen”, one by the Slovak duo Erik and Barbara,

and the other by a Czech band Lucie. Kate, however, does not know any of them.
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Conclusion

Avenue Q is a 2003 American musical written by Robert Lopez, Jeff Marx
(songs) and Jeff Whitty (libretto). Through the use of puppets, video projections
with explanations and catchy tunes in the musical numbers, it tries to mimic
a children’s TV show, such as the Sesame Street. With its placement in New York
and with the topics covered in the story, the musical is deeply culturally bound
in the American culture. Despite being fifteen years old, the musical has never been
introduced to the Czech audiences, but the right time might be just now,
as the Czech Republic is getting more familiar with the topics discussed
in the musical, such as homosexuality, racism and immigration. However, to do so,
there are certain steps that need to be done during the translation process to allow
the Czech audience to fully understand and enjoy the musical. And such steps
should be considered not only with this particular case, but with every musical
translation.

The aim of this thesis was to introduce possible approaches to musical
translation and to apply them to the translation of selected parts of the Avenue Q
musical. However, upon researching papers relevant to the topic, the realization
about the lack of a complex approach considering musical translation was made.
Works of authors such as Johanna Akerstrdm (2010) do deal with musical
translation, however, they focus on specific musical plays. There is a significant
lack of a summary of theoretical approaches to such kind of translation.
For this reason, the approaches discussed in chapter two had to be divided
into two parts — one concerning the theatre play translation and the other
concerning the song-lyrics translation, to reflect on the fact that a musical script
consists of a libretto and song lyrics.

The theoretical part concerning theatre translation used Windle’s (2011) work
to give an overview of the translation approaches and then it focused on Espasa’s
(2014) approach to naturalness of language in a theatre play along with Link’s
(1980) methods of working with allusions or the language of a play. Among others,
it also outlined the possible methods in translating humour according to Baranczak
(1994) or methods used in adaptation itself. In the song-lyrics translation part,

the overview was given by Bosseaux (2011), who, among others, introduced Johan
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Franzon (2008) introducing his five choices in song-lyrics translation and Peter
Low (2005) introducing his Pentathlon principle.

Subsequently, all these approaches were either applied to the translation,
or they were at least considered during the process of translation. In the particular
case of Avenue Q, the stress was put on creating a natural sounding, playable
translation, as suggested by Espasa (2014) or Bassnett (1985, 1991, 1998).
The translation also worked with Link’s (1980) approach to allusions
and Baranczak (1994) approach to humour when translating and maintaining
the original jokes. As of translativity, the goal was set to find a balance between
naturalization and exoticization, so that the musical is easy to understand
by the Czech audience, but so that its story can still be set in America, rather
than being transferred to the Czech Republic. The translation also acknowledged
some adaptation changes that are closely tied to the translation itself, mainly
a change of one of the characters — Christmas Eve — into a brand new one — Lama
— under the influence of the Portuguese 2017 adaptation. Following Low’s (2005)
approach to rhymes in translation, the choice was made to free the translation
of the strict use of perfect rhymes which lead to the creation of more translation
possibilities and a bigger chance of maintaining the main thoughts of the original
text. Low’s (2005) Pentathlon principle and Franzon’s (2008) choices in song-lyrics
translation were the most used approaches in the song-lyrics translation,
which is considered in the commentary. As of Low’s (2005) Pentathlon principle,
achieving harmony between the five aspects - singability, sense, naturalness,
rhythm and rhyme — was the main goal. As of Franzon’s (2008) choices in song-
lyrics translation, two of the offered choices were used in this case: translating
the lyrics with adjusting them to the original music and translating the lyrics while
changing the music accordingly. Due to this approach, the translation had to be,
in some cases, adjusted to fit the original melody, while in other cases the melody
was adjusted to fit the new text. Even though there was no need for creation
of brand new melodies, there was a need for different stress placements in the Czech
songs that were worth noting down along with the examples of problematic parts
of the translation itself.

The aim of this thesis was to introduce possible approaches of musical
translation and, subsequently, to apply them to a translation of selected parts

of the musical Avenue Q. The theoretical part served as a great building block
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to base the translation on. Through combining the newly acquired theoretical
knowledge with the practical work, better decisions could be made as of which
of the approaches were useful and truly applicable on translation. Despite only
scratching the surface of all the possible issues, this thesis can now serve as a unified
introduction to the musical translation and demonstrates how the introduced
theoretical approaches and methods can be, to a degree, applied. At the same time,
this thesis created a partial translation that, after finishing, can be used for a future
adaptation of the Avenue Q Czech release.
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Summary

Avenue Q je Americky muzikal, ktery se ostatnim muzikalovym produkcim
vymykd nejen propojenim zivych herct a loutek, jejichz loutkovodici jsou plné
viditelni publiku, ale i tragikomickym pojetim vaznych témat, jako je rasismus,
homosexualita a dospivani. Cilem autorského dua Roberta Lopeze a Jeffa Marxe
bylo vytvofit produkci, ktera by svou vizazi a chytlavymi melodiemi ptipominala
détské potady typu Sezame, otevri se, avsak urCenou pro dospivajici a dospélé
publikum. Za pomoci libretisty Jeffa Whittyho se jim to nakonec v roce 2003
podatilo. D& muzikalu se odehrava v New Yorku, a zatimco néktera témata jsou
univerzalni, jind zase siln¢ vychazi z americké kultury. I presto, ze tento muzikal
slavi jiz patnacté narozeniny, na ¢eskych podiich doposud nebyl oficialné uveden.
Nyni by mohl byt spravny ¢as na ¢eskou adaptaci, jelikoz ¢eské publikum je dnes
vic nez kdy jindy seznameno s americkou kulturou a za¢ina se otevirat témattim,
0 kterych tento muzikal pojednava.

Nicméng, preklad muzikalu neni jednoduchym tkolem, o to vice, kdyz jde
0 hru plnou narazek na odliSnou kulturu. Proto si tato prace dava za cil vytvofit
souhrn teoretickych ptistupt k piekladu muzikalu a aplikovat je na pireklad casti
muzikalu Avenue Q, jmenovité obrazli jedna az sedm, s vyjimkou pisné ,,Internet
Is For Porn* z obrazu patého.

I piesto, e autofi jako Johanna Akerstrdm (2010) pracuji ve svych pracich
s tématem muzikalového piekladu, vénuji se vétSinou piekladu urcitého muzikalu.
Vzhledem k chybé&jicim materialim, které by celistvé shrnovaly teorii piekladu
muzikalovych her, je druha kapitola rozdélena na dvé ¢asti, z nichZ jedna se vénuje
piekladu divadelnich textii a druha piekladu texth pisiiovych.

V teoretické ¢asti pojednavajici o piekladu divadelnich textti nam se shrnutim
piekladatelskych pristupt pomaha Windle (2011). Déle se tato ¢ast zabyva tématem
hratelnosti a pfedstavuje autory, jako je Eva Espasa (2014) zaméfujici se mimo jiné
na piirozenost jazyka a Franz Link (1980), pojednavajici o praci s jazykem
a narazkami v textu. Tato ¢ast také zminuje mozné metody ptekladu humoru podle
Baranczaka (1994). Pojitkem této Casti je pojem hratelnost, ktery v ni je také
vysvétlen. V ¢asti o pisinovém piekladu podava shrnuti Charlotte Bosseaux (2011),
a dale jsou predstaveni mimo jiné také Johan Franzon (2008), ktery pojednava

0 peti moznostech pii prekladu pisiiového textu, a Peter Low (2005) se svym
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Principem péti — tedy udrzenim rovnovahy mezi pfirozenosti jazyka, vyznamem,
zpévnosti, rymem a rytmem. V celé casti se odrazi problematika zachovani
zpévnosti vychozich texta.

Nasledovné jsou tyto postupy zvazeny a patficné¢ aplikovany na pieklad
samotny. V ptipadé¢ muzikdlu Avenue Q je kladen diiraz na vytvofeni pfirozené
znéjiciho a hratelného prekladu, tak jak spravny divadelni pteklad popisuje Espasa
(2014) ¢i Bassnett (1985, 1991, 1998). Pieklad dale pracuje s Linkovym (1980)
pristupem k aluzim a uplatiuje i Baranczaktv (1994) postup pii zachovani
a prekladu vtipti. Z hlediska ptekladovosti panuje snaha docilit rovnovahy mezi
domestikaci a exotizaci tak, aby byl pifeklad Ceskému publiku srozumitelny,
ale zaroveni zachoval americké prostfedi bez nutnosti piesouvat cely déj do Ceské
republiky. Pieklad se dale zabyva nékterymi adaptacnimi zménami, které jsou
s piekladem tizce propojeny, zejména zménou jedné z hlavnich postav (Christmas
Eve) na postavu nové vytvofenou — muslimku Lamu. Ktéto zméné doslo
pod vlivem portugalské adaptace z roku 2017. Z hlediska rymu je piekladatelsky
proces oprostén od piisného dodrzovani pouziti dokonalych rymi, coz vede
k vytvoteni vice piekladatelskych moznosti a k lepSimu zachovani hlavnich
myslenek originalu. V ¢asti prekladu pisnovych textl je nejcastéji vyuzit Lowlv
(2005) Princip péti spolu s Franzonovymi (2008) péti moznostmi pickladu
pisiiového textu. Z téchto péti moznosti jsou na pieklad muzikalu Avenue Q
aplikovatelné¢ dvé — preklad pisnovych texti a uprava piekladt tak, aby byly
aplikovatelné na melodii, a preklad pisnovych textii s ipravou melodie tak, aby byla
aplikovatelna na novy text. Nékteré ¢asti piekladu jsou proto upraveny tak, aby byly
aplikovatelné na ptivodni melodii, zatimco jiné ¢asti vyzaduji ipravu melodie tak,
aby byla aplikovatelnd na novy text. Piestoze nebylo zapotiebi vytvaiet zcela nové
melodie, ne¢které casti prekladu vyzadovaly rozdilné umisténi dirazu a ptizvuku,
coz je v komentéii zaznamenano po boku ostatnich piekladatelsky problematickych
¢asti. Diky dodrzovani Lowa (2005) Principu péti je dosazeno alespon ¢asteéné
rovnovahy mezi zpévnosti, vyznamem, piirozenosti, rytmem a rymem. Aplikovany
jsou také postupy Linka (1980) v ohledu adaptace narazek a vtipt. Ty jsou
v piekladu bud'to ponechany, jelikoz pisobi univerzalné pro ob¢ kultury, nebo jsou

domestikovany, a to vzdy tak, aby bylo docileno rovnovédhy mezi témito dvéma

piistupy.
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Cilem této prace je predstavit existujici ptistupy k prekladu muzikalu a dale
je aplikovat na preklad muzikalu Avenue Q tak, aby byla zachovana zpévnost
a hratelnost textu a aby byl text adaptovatelny v Ceské republice. Kombinace
teoretickych znalosti a praktického piekladu vede k lepSimu uvédoméni toho, které
Z ptistupt jsou aplikovatelné v praxi. I presto, ze se tato prace dotyka daného
tématu pouze relativné povrchné, muze slouzit jako sjednoceny uvod
do problematiky ptekladu muzikalu a demonstruje jakym zptisobem a do jaké miry
mohou byt zminované teoretické pristupy uplatnény. Zaroven je Vramci prace
vytvofena Cast prekladu, ktery by po dokonceni mohl slouzit jako vychozi text

k adaptaci muzikalu Avenue Q v Ceské republice.
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