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Anotace

Tato bakalafskd prace ma cil prelozit a vyhodnotit prelozitelnost a kulturni
prevoditelnost seminare divadelni hry Zaskok od Jary Cimrmana. Teoreticka Cast se
vénuje teorii prekladu, specifickymi metodami, ptekladem do nematetského jazyka a
popisem divadla Jary Cimrmana. Prakticka ¢ast je rozd€lena na pieklad samotného
seminafe a na jeho prekladovou analyzu. Analyza kategorizuje problémové jazykové
aspekty a vyhodnocuje jejich pielozitelnost. Prace také zohlednuje predchozi

prekladatelské pokusy od Cimrman English Theater a Sarky Nygrynové.

Klicova slova

Jara Cimrman, Zaskok, pieklad, prelozitelnost, kulturni pfevoditelnost,

komunikativni pieklad, idiomaticita



Abstract

This Bachelor's thesis aims to translate and evaluate the translatability and cultural
transferability of the seminar part of the theater play Zaskok by Jara Cimrman. The
theoretical part deals with the translation theory, specific methods, translation into a
non-mother tongue, and description of Jara Cimrman's theater. The practical part is
divided into the seminar translation and its translation analysis. The analysis
categorizes the problematic language aspects and evaluates their translatability. The
work also considers the previous translation attempts by Cimrman English Theater

and Sarka Nygrynova.
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1 Introduction

Almost every member of the Czech nation is familiar with Jara Cimrman, the
famous Czech dramatist, inventor, self-thought gynecologist, etc. This imaginary
genius has accompanied Czech citizens for over half a century, and his popularity
remains. Why is this non-existent protagonist still praised among Czechs, and why
would someone need to write academic theses about him? He reflects the Czech
spirit and gives the people a feeling of nationalism. After the struggling history of
oppression, uncertainty, and insignificance, it is great to have the concept of a
national hero outclassing all the great names. The Czechs affected by the Smoljak's
and Svérak's ingenious seriosity tend to play along. Their love for this phenomenon
pushes them to share it with others, for they know that life with such humorous
geniality is a paradise. However, it is generally known that Cimrman corresponds
only with the Czech nation and its mentality. Therefore, any attempt to share it with
other nations seems impossible. Despite that fact, some cannot keep such a
masterpiece to themselves and want others to benefit from this greatness. This thesis
is no different.

This bachelor thesis aims to see whether a specific piece written by Cimrman's
theater is translatable into English. More specifically, the focus will be translating the
seminar part of Cimrman's play Zaskok. This play is one of the most iconic and has
already had some translating attempts. The main aim is to evaluate this piece's
translatability and cultural transferability.

The theoretical part will first discuss translation theory alongside specific
methods. Translation into a non-mother tongue is rare, so one chapter will be

dedicated to this phenomenon. The last chapter will examine the Theater of Jara



Cimrman itself to comment more on the context and character of the artwork. After
these steps, the whole seminar will be translated through communicative translation,
focusing on idiomaticity. The problematic features will then be sorted into
categories, mainly regarding the lexical level and pragmatism, where they will be
analyzed and evaluated. Lastly, the evaluation will also consist of a comparison with
two previous translation attempts. All these steps will help define the piece's
translatability and cultural transferability.

The outcomes of this thesis should then help the English audience recognize
the Czech imaginary phenomenon. Furthermore, the evaluation could contribute to

the future translation efforts of Cimrman's plays.



2 About Translation

Translation is a process of converting the meaning of a piece into another
language. Therefore, The original meaning should be maintained according to the
author's intention (Newmark 1988, 5).

Translations used to be centered on literary aesthetics; however, the linguistic
approach became frequent in the late 20th century. These two styles then tend to
integrate, yet in the end, they focus primarily on the pragmatic aspect of translation.
It is a matter mainly of artistic literature. Today's translator's priority is to overcome
intercultural barriers and provide a safe passage for the reader (Knittlova 2010, 7).

Several works have been written regarding the linguistic approach, and the
problem of equivalence was seen as a main translation challenge. The focus was on
the transfer of all textual information from a source language (SL) into a text of a
target language (TL) despite the dissimilar grammatical systems of both languages
(Knittlova 2010, 7).

Oro Cabanas mentions that integrating translation and linguistics is essential
for sociocultural arguments, which cannot suffice. The translation is, therefore, to be
understood as a linguistic mechanism that transfers the nature of the language
through linguistic analysis (Oro Cabanas 2012, 93).

Catford claims that the theory of translation is a theory of applied linguistics.
This term incorporates the categories of general linguistics that characterize a
particular language (Catford 1965, 19).

However, nowadays, the functional approach is considered the basic principle

of translation. This means that it is not crucial whether the same or different
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language devices are used. More importantly, they regard the main purpose of a text
through the denotative, connotative, and pragmatic aspects (Knittlova 2010, 7).

The fundamental component of a text is its semantics, defined by the lexical
elements bound with the grammatical system. The denotative aspect defines the
literal or primary meaning of a situation. Alongside denotation is the aspect of
connotation, which signifies the text's implied meaning based on its expressiveness.
Lastly, the pragmatic aspect is interpreted as a relation between the words and the
participants of the communicative action. All these three features correlate together,
and particular translation methods are essential for their preservation in a text
(Knittlova 2010, 8).

The sociocultural context should be taken into account during the translation
process. The character of the message, as well as the author's intention and the type
of recipients, should not be excluded from the process. Therefore, the primary aim of
translation is to deliver the meaning and form. Translation ought to be oriented on
the equivalent recipient's reaction, thus accommodating the requirements of the TL,
its culture, communicative context, and recipient. It is crucial to choose the correct
word symbols and arrange them according to stylistics, for languages might have
different stylistic norms. However, it takes work to uncover the recipient's intake
corresponding with the effect of the SL. The common cognitive base can be only
assumed (Knittlova 2010, 9).

Translation could be perceived as a manner of communication in which
practicality is determined by the fact that the target receiver is "different" from the
source language's receiver. Adequate translation struggles to maintain the text's
pragmatics. Pragmatically correct translation adapts itself to correlate with the

pragmatic rules of TL. It does not recreate text through grammatical and semantic
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substitution but through pragmatic reconstruction. Therefore, the translator needs to
be familiar with the speaker's and language devices' relations in SL and TL
(Knittlova 2010, 11).

The translator also adjusts the text based on the situational context of the
experience. The issues with the words that refer to the objects connected with
history, culture, economics, and overall way of life that have no equivalents in TL
must be dealt with. Those are the names of institutions, newspapers, magazines,
national meals, clothing, dances, games, musical instruments, and school systems
whose equivalents do not evoke the proper meaning due to the addressee's lack of
experience. The differences are then overcome usually by adding the needed
information to the text and by omitting the redundant details as well. However,
adding the information may have a negative impact mainly on the art-based texts.
Higher explication shifts the text's effectiveness, and adding explanatory information
lengthens the text. The specification should only be used if the details are necessary
for proper text comprehension. Adding information should be alternatively
compensated with compression, which implies omitting elements comprehensible
from the context. Compression should not be used if the details are essential.
Generally, a particular reduction does not have to mean information loss (Knittlova
2010, 12, 13).

The pragmatic aspect does not only include literal information but also
respects the social conventions of the TL community, such as emotional state, social
cliché, or other speech signals. The translator's task is, therefore, to adjust the text,
considering not only the different facts but also the recipient's distinctive
background; hence, the final effect of the source and target text would be identical

(Knittlova 2010, 13).
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Preserving the semantic component in the translation process is considered
natural, yet the stylistic component is not adequately respected, and the pragmatic
aspect tends to stand on the edge. If the focus is only on communication, this aspect
could be neglected. However, if the task is to convey the optimal meaning of the
art-based piece, then it is crucial to maintain all the elements equally (Knittlova
2010, 14).

Since the '80s, a new orientation has been introduced in the theory of
translation. It is more focused on cultural transferability than on language. Therefore,
the stress is on the communicative component and not on the system of language
coding. The orientation is on the function of the target language, which is not an

isolated linguistic structure (Knittlova 2010, 14).
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3 Types of Translation

An adequate translation must fulfill specific requirements. The translation
process consists of many partial choices and decisions that may be reflected in the
final product. The translation is successful if the receiver does not recognize this
decision-making process in the piece. A good translation should be seen as
something other than a translation but as an original work written in a corresponding
language. Generally, a fine translation should follow these three rules:

1. Discourse in the TL feels completely natural.

2. The final element possesses the same meaning (or the most similar) in TL as
its original and has the same impact on a receiver as the original.

3. Discourse in the TL maintains the original dynamics. The translation should
evoke the same reaction as in the SL.

All the above-mentioned criteria are the conditions of a successful
transposition in TL; therefore, the final product is not deformed through the specific
language of the original (Knittlova 2010, 14,15).

The text being translated is characterized by its form and its meaning. Due to
this fact, there are two types of translation: form-based and meaning-based. Then, it
is possible to talk about formal and dynamic equivalence. The formal equivalence
represents the best agreement between the form and the content of SL and TL texts.
The dynamic equivalence tries to pass the same effectiveness to the TL recipient
(Knittlova 2010, 16).

The following types of translation consist of two formal-based types and two
meaning-based types. Some might be highly unsuitable, yet sometimes they can be

practically used:
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1. The interlineal translation is an extreme branch of literal translation. It does
not regard the grammatical system of the TL. This type maintains only the
linguistic information; therefore, it is used for metalanguage purposes.

2. The literal translation transfers lexical units without contextual usage yet
respects the grammatical system. However, the idioms, collocations, etc., are
losing their true nature in the TL. The text is grammatically correct, but the
choice of lexical units causes a feeling of unfamiliarity.

3. The free translation is the opposite of the previous types, for it does not
essentially regard the original text. It does not consider the stylistics or
connotative units. The information is transferred freely and usually
incorrectly.

4. The communicative/idiomatic translation is closely related to the
pragmatic aspect of translation. It is mainly used with conventional elements
(such as greetings), sayings, proverbs, idioms, and other conversation clichés.
The most essential part of this type is the fact that the context must be taken
into consideration (Knittlova 2010, 16, 17).

The literal/formal translation is not an appropriate form of communication
since the translator's main aim is to produce a text that has the same meaning as the
original, and simultaneously, the formal arrangement feels natural in the TL. It is
required to preserve the identity of meaning and not the identity of form. Those
translations are called communicative or idiomatic. It uses natural formal figures of
the TL, namely from grammatical structures to the selection of lexical units.
Eventually, the idiomatic translation should feel like an original work, which should

be the translator's main aim (Knittlova 2010, 17).
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In contrast to the literal translation is the unduly free translation. This type
adds information that the original piece does not possess, which shifts the meaning.
It may cause misinterpretation of specific historical facts or cultural frameworks,
thus ruining the original text. The exaggerated stress is based on the recipient's
reaction, yet the meaning might not correspond with the original meaning portrayed
in the TL (Knittlova 2010, 18).

The opinions on which translation approach is the most accurate have shifted
throughout time. Nowadays, translation must consist of three basic principles:
accuracy (meaning agreement), clarity (definite meaning and intelligibility), and
naturalness (formal interpretation of the TL). The work of academic literature might
comprehend the literal translation, for it respects the core meanings, unlike free
translation, which might be more natural but irresponsibly treat pieces of information
(this may cause translation loss). In contrast, the work of fine literature must neglect
the literal translation since it carries not only the informative aspect but mainly the
aesthetic one. The risk of translation loss is tolerated here because the work does not
have mainly informative purposes. The content adaptation is more acceptable than

the form deformation (Knittlova 2010, 18).

3.1 Traditional Translation Methods

The translation process operates with various methods yet is heading toward
the same problem previously discussed. Today's linguists employ the seven basic
methods that deal with the lack of absolute equivalency in the TL:

1. Transcription (transferring a converted custom of the TL)
2. Calque (literal translation)

3. Substitution (replacing a language figure with an equivalent)

16



Transposition (necessary grammatical changes due to the different language
system)

. Modulation (change of perspective)

. Equivalence (use of a different expression to reformulate the same reality.

. Adaptation (substitution of a described situation with a different adequate

one) (Knittlova 2010, 18, 19)
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4 Translation into a Non-Mother Tongue

Translation into a non-mother tongue/native language/second language is
currently the object of many disputes and theoretical research. This form of
translation is considered as old as the translation itself. The translating work was
already evident in ancient Rome, where slaves did most of the translating, which was
connected to the administration of the empire. The lingua france of the Roman
Empire was Latin, and since the language of the slaves was predominantly Greek,
they were translating into a non-mother tongue. This practice was also used during
the Roman colonization, through which Latin spread across Europe, and most
translators in these areas were translating from their minor languages (Dubé&da,
Mracek and Obdrzalkova 2018, 18).

In the 21st century, translating into a non-mother tongue is a common practice.
One of the main factors that helped with its expansion is the role of English as an
international language for communication. Its growing significance helps the minor
languages that are not frequently translated. However, translation into a non-mother
tongue is also standard in countries with a shortage of native speakers. It simply
depends on the current market and whether the translators are available. Some
languages may also have similar features and, therefore, be culturally or
geographically related. Consequently, the translator would be suitable to translate
such language into a mother tongue even though one is not a native speaker.
(Dubéda, Mracek and Obdrzalkova 2018, 18).

The global position of the English language lowers the value of other

languages, for it is seen as a universally intelligible language that provides global
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communication; therefore, the translation into English as a non-native language is

part of modern life (Dubéda, Mracek and Obdrzalkova 2018, 21).

4.1 The Current View

Many leading figures in translatology view non-native translation as something
problematical. In contrast, the users of the final product feel the same in terms of
difficulty, for they are not familiar with the demands of the translation process
(Dubéda, Mracek and Obdrzalkova 2018, 23).

Generally, the authors of translatology express their skepticism and even denial
towards the non-native translation. They emphasize that the translator’s language
competence in the target language is insufficient. There are areas of a language that
the non-native speaker could never comprehend; hence, the native speaker would not
perceive the translation as an original work. The final translation would contain
small details preventing its language and cultural integration. A clear and natural
speech can only be achieved if the translator directs the work towards the mother
tongue (Dubéda, Mracek and Obdrzéalkova 2018, 26).

Newmark takes a strong negative stance against non-native translation. He
states that the translator should always translate into their language of habitual use,
for it is the only way for the translator to work naturally, accurately, and with
maximum effectiveness. Newmark mentions that many translators do translate into
non-mother tongues; however, these works should serve only as objects of
amusement (Newmark 1988, 3).

It may seem that non-native translation is a rugged, unnatural operation and,

therefore, undesirable. However, this practice is essential for minor languages, and
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even though the translation may not feel adequate, it can at least amuse specific

individuals.
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5 The Theater of Jara Cimrman

5.1 The Beginnings

Genious Jara Cimrman was first introduced to the Czech nation on the 23rd of
December in 1966 through the broadcast called Spider’s alcohol-free wine bar. It
used to be a fake live broadcast in a fictitious bar in Prague. Due to its seriousness,
the audience assumed they were listening to the events happening in an actual wine
bar. The cornerstone of Spider’s wine bar laid the foundations of Cimrman’s Theater
(Svérak 1993, 5, 6).

The idea of founding the theater of Jara Cimrman was first initiated by Jifi
Sebanek (co-author of the broadcast mentioned above). It was thought that the
unique humor of the broadcast could also be popularized in dramatic adaptation.
Sebanek shared his concept with Miloi Cepelka, Ladislav Smoljak, and Zdengk
Sveérak, stars of the Jara Cimrman’s theater today. It was received with a great deal of
humor because the plan was that they were to perform in theater as well. The result
of the first meeting was that Sebanek and Svérak would each write a one-act-play
(Svérak 1993, 6,7).

Due to the ambitious directing of Helena Philippova, the first performance was
arranged; therefore, the theater could start rehearsing its first play — Act. The second
play — The Home Pig Slaughter — that was supposed to be introduced alongside the
Act could not meet the deadline, and that is how the idea of seminars about the life
and work of Jara Cimrman came into being. This particular form is kept in all future
plays. On the 19th of June, the premiere took place in Malostranska beseda, occupied

mainly by family members, friends, and representatives of the National Theater
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Studio. After the performance, Phillipova announced that they were bought by the
studio, which then contributed to the official establishment of the Theater of Jara

Cimrman (Svérak 1993, 7, 9, 10).

5.2 The Mission

The experience with broadcasting, the naive urge to play theater, and the
pedagogical background of both main authors are the pillars on which the theater's
poetic stands. Therefore, the performances are a fusion of professional reports of
fictitious people and events, acting amateurism, and academic lectures. It is how the
phenomenon of Jara Cimrman, a fictional character whose awkward geniality has
been entertaining Czechs for half a century, was born (Smoljak and Svérak 2009, 7).

The laugh that can be heard from the Cimrman's theater is exceptional. The
comedic aspect is not only based on the comedy itself but also on "the sense of
knowing." To know, to see, to be aware of the theater's mystification is a concept that
gives the audience the feeling of collectiveness. Although people may stand outside
the box, they laugh collectively and enjoy the humorous lies that are thoughtfully
presented. Even during the Soviet occupation, when the Czech nation was at its
lowest, the theater's comedy still prevailed. Cimrman was a symbol of the nation's
glorification, and its humor secretly ridiculed the system for it had a form of the
Czech version of totalitarian utopia (Smoljak and Svérak 2009, 7,8).

Nowadays, the theater's intellectual mystification has transformed into popular
entertainment, and Cimrman has shifted from an allegoric character into a famous,
underappreciated genius. His character is connected with people's common aspects,

making him a popular comical hero (Smoljak and Svérak 2009, 10).
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The best way to describe Cimrman's essence might be through its own
externalism philosophy. Smoljak's externalism is based on the inverted existence: "If
I hold the chalk in my hand, then the chalk fills all of its surroundings except the
space where you can see it. The thing I am holding is some sort of empty bubble
inside of the consistent chalky massif." It is the key to Cimrman's theater. Most of its
features can be characterized as roads to nowhere. However, the empty destination
can also be the valid answer: "At the end of the learning process, we know nothing,
but we know it correctly.” The empty space does not mean it cannot be apparent in
the outer world, similar to Jara Cimrman. If there is more to know about Cimrman,
the more of his existence is disproved. Therefore, the research aims to find a place
where Cimrman is not, but simultaneously, Cimrman is everywhere else. In other

words, Cimrman is part of everyone but himself (Smoljak and Svérak 2009, 14).
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6 Translation of the Seminar Part

HAMLET WITHOUT THE HAMLET
Prof. Miloti Cepelka:

Good evening, dear friends. Tonight's
performance will take you to the
beginning of the last century, to the
times when Jara Cimrman, as a master
of an acting company, Lipany, traveled
from one place to another, providing
rural audiences with attractive and
dramatic forms of entertainment and
morals.

HAMLET BEZ HAMLETA
Prof. Miloti Cepelka

Dobry vecer, mili pratelé.

Dnesni pfedstaveni vas zavede na
zacatek minulého stoleti, do cast, kdy
Jara Cimrman jako principal herecké
spole¢nosti Lipany putoval od Stace ke
Staci, aby venkovskému publiku
pfitazlivou divadelni formou
poskytoval zabavu a pouceni.

Apart from his plays, he offered Czech
classics and the global repertoire.

Kromé her

ceskou klasiku i svétovy repertodr.

vlastnich nabizel také

Based the fragments of the
commemorator's testimonies and local
chronicles, let us try to trace in what
aspect was Cimrman's touring theater
special.

on

Pokusme se na zdkladé kusych
svédectvi pamétnikli a obecnich kronik
vystopovat, ¢im byl Cimrmaniv

kocovny divadelni podnik zvlastni.

It was mainly a small number of actors.
In times of the greatest popularity, it
had six members. If Cimrmran was to
put on the stage a play of his own, he
was keeping in mind the ensemble's
limits already in the writing process.

Ptedevsim to byl maly pocet hercti. V
dob¢ nejvétsiho zajmu publika mél Sest
Cleni. Pokud Cimrman uvadél hru
vlastni, pocital s omezenosti souboru jiz
pii psani.

It was more problematic when he
wanted to bring out a more challenging
piece from someone else. His theater
convoy renowned itself for how
ingeniously managed to overcome this
task.

wevr

kus z ciziho pera. Jeho divadelni
druzina se stala povéstnou pravé tim,
jak dimysin¢ se dokazala s timto
ukolem vypotadat.

After the
Ladislaus

lost legal dispute with

Stroupeznicky, whose
Loudmouths he performed with three
people when leaving the courtroom, he

shouted out: "Your Our Loudmouths

Po prohraném soudnim sporu s
Ladislavem  Stroupeznickym, jehoz
Furianty sehral ve tiech lidech, zvolal
Cimrman na odchodu
sin€:,,Vasi Nasi furianti mi mdzou byt

ze soudni
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can bugger off." From then on, he
primarily focused on foreign authors or
the ones who were securely dead.

ukradeni!* A od té chvile se zasadné
vénoval autorim zahraniénim nebo

bezpecné mrtvym.

For instance, in Chekhov's play, he
daringly lowered the number of sisters
to one; Alibaba and the forty thieves
were successfully presented as Alibaba
the Loner.

Odvazn¢ naptiklad snizil pocet sester v
Cechovové hie na jednu, Alibabu a
ctyficet loupeznikli uspésné uvadeél pod
nazvem Samotat Alibaba.

When there was no female role
representative, Cimrman didn't hesitate
to perform Ibsen's famous drama under
the heading A Ken's House.

V  dobé, kdy nemél zadného
predstavitele damskych roli, nevahal
Cimrman hrat slavné Ibsenovo drama
pod nazvem Nor.

He had to turn to more violent text
adjustments in more complex cases. A
particularly daring feat
discussed among dramatists was his
launch of Shakespeare's Hamlet without
the Hamlet.

extensively

vvvvvv

k drsngj$im textovym upravam. Piimo
husarskym kouskem, o némz se v
divadelnich kruzich dlouho mluvilo,
bylo jeho Shakespearova
Hamleta bez Hamleta.

uvedeni

So you can see how Cimrman wittily
managed this; we will first read you an
excerpt from the original piece. Dr.
Simon will read Hamlet, Dr. Svérak the
Queen, and Dr. Weigel the King.

Abyste nazorné vidéli, jak si Cimrman
vtipn¢ poradil, pfecteme vam nejprve
uryvek z originalni verze v ptekladu
Milana Lukese. Kolega Simon bude &ist
Hamleta, kolega Svérdk kralovnu a
kolega Weigel ptecte krale.

KING: But now, my cousin Hamlet and
my son, how is it that the clouds still
hang on you?

KING: Co ty, Hamlete, synovce a synu?
Coze t€ potad obestira chmura?

HAMLET: Not so, my lord; I am too
much in the sun.

HAMLET: Naopak: vzdyt jsem na
vysluni ptizné.

QUEEN: Good Hamlet, cast thy
nighted color off, And let thine eye look
like a friend on Denmark. Do not
forever with thy vailéd lids Seek for thy
noble father in the dust. Thou know’st
’tis common; all that lives must die.

KRALOVNA: Hamlete, odloZ kone¢né
tu Cern a pratelsky hled’ na dénského
krale! Nepatrej po svém urozeném otci.
Je to tak bézné: zivi musi zemfit.

HAMLET: Ay, madam, it is common.

HAMLET: Je to tak bézné, pani.
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QUEEN: If it be, Why seems it so
particular with thee?

KRALOVNA: A kdyZ je, pro¢ tobé se
to zda tak podivné?

HAMLET: °Tis not alone my inky
cloak, good mother, Nor customary
suits of solemn black, No, nor the
fruitful river in the eye, Nor the
dejected havior of the visage, Together
with all forms, moods, shapes of grief,
That can denote me truly.

HAMLET: Ten inkoustovy plast, ma
mild matko, ani ta Cerfi, co obvykle se
nosi, urodné¢ rozvodnéné oci, tvar
ptislusné sklicend — zadna z téch forem,
projevl, druhti smutku nemohou mé
veérné vystihnout.

KING: ’Tis sweet and commendable in
your nature, Hamlet, But to persever In
obstinate condolement is a course Of
stubbornness.’Tis

impious unmanly

grief.

KRAL: Ten cit t& §lechti, mily Hamlete,
ale setrvéavat v zaryté litosti je nemuzné.

Prof. Milon Cepelka:

Yes, that's enough. Thanks to the
preservation of the old notebook copy
of the play with Cimrman's cuts and
additions, we can read you the same
passage of the famous Hamlet without

Prof. Milon Cepelka:

Ano, to sta¢i. Diky tomu, ze se
dochoval stary seSitovy vytisk hry s
Cimrmanovymi Skrty a dopliky,

muzeme vam ted’ pieCist stejnou pasaz
slavného Hamleta bez Hamleta. Cili

the Hamlet. Thus, Dr. Simon is of no | kolegu ~ Simona  uz  nebudeme
use to us anymore. potiebovat.
QUEEN: Bad news, King! Hamlet has | KRALOVNA: Zla novina, krali!

hidden himself again.

Hamlet se ndm zase schoval.

KING: Pity, I was about to tell him: But
now, my cousin Hamlet and my son,
how is it that the clouds still hang on
you? As I could hear his response: Not
so, my lord; I am too much in the sun.

KRAL: Skoda, chtdl jsem mu zrovna
fict: Co ty, Hamlete, synovce a synu?
Coze t& potrad obestird chmura? Ale
jako bych slySel, co na to ftekne:
Naopak, vzdyt’ jsem na vysluni ptizné.

QUEEN: Yes, that's him all over. And
do you know what I would say? I would
say: Good Hamlet, cast thy nighted
color off, And let thine eye look like a
friend on Denmark. Do not forever with
thy vailed lids Seek for thy noble father
in the dust. Thou know'st 'tis common;
all that lives must die.

KRALOVNA: Ano, to je cely on. A
vi§, co ja bych mu na to fekla? Rekla
bych: Hamlete, odloz konecné tu Cerni a
ptatelsky hled na danského kréle!
Nepatrej po svém urozeném otci. Je to
tak bézné, zivi musi zemfit.
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KING: Good. And do you know what
he would say to you?

KRAL: Spravné. A vi§, co by ti na to
rek?

QUEEN: No.

KRALOVNA: Ne.

KING: He'd say: Ay, madam, it is
common.

KRAL: Rek by: Je to tak bézné, pani.

QUEEN: Yeah, yeah. That's his way of
copping out. But I wouldn't back off. I
would justly ask him: If it be, Why
seems it so particular with thee?

KRALOVNA: Ano, ano. Takhle on se
vykrucuje. Ale ja bych se nedala. Pékné
bych se ho zeptala: A kdyz je, pro¢ tobé
se to zda tak podivné?

KING: Blimey, you'd mess that up.
That would be grist to his mill. You
know what a big mouth he is.

KRAL: No, to bys tomu dala! To by
byla voda na jeho mlyn. Vi§, jak je
uzvanénej.

QUEEN: Horrific; I know exactly how
slyly he would respond to my question.
We talked about something
similar; those were the times when he
wasn't hiding that much, and do you
know what he said to me? I purposely
noted it down: 'Tis not alone my inky
cloak, good mother, Nor customary
suits of solemn black, No, nor the
fruitful river in the eye...

once

KRALOVNA: AZ hriiza. Vim pfesng,
jak Sroubovan¢ by na mou prostou
otazku odpovédél. Onehdy jsme o
nécem podobném mluvili, to bylo jesté
v dobé¢, kdy se tolik neschovaval, a vis,
co mi tek? Schvalné jsem si to tady
zapsala (Cte): Ten inkoustovy plast, ma
mild matko, ani ta ¢erii, co obvykle se
nosi, urodné rozvodnéné oci...

KING: Such a thesis. We shouldn't have
sent him off to school. The fruitful river
in the eye! Who the Hell wrote it?

KRAL: To je sloh! My jsme ho neméli
davat studovat. Urodné rozvodnéné oéi!
Kdo to ptelozil, prosim t&?

QUEEN: Some Shakespear. Listen to
more:

Nor the dejected havior of the visage,
Together with all forms, moods, shapes
of grief, That can denote me truly.

KRALOVNA: Néjakej Lukes.
Poslouchej dal: Tvar ptislusné skli¢ena.
Z4dna z téch forem, projevi, druhd
smutku nemohou mé¢ vérné vystihnout.

KING: Well, I don't know; I think I will
go find him and tell him: 'Tis sweet and
commendable in your nature, Hamlet,
But to persever
condolement is a course Of impious
stubbornness.' Tis unmanly grief. 'Tis
the same unmanliness as keeping on

In  obstinate

KRAL: Ja nevim, ja ho snad pajdu najit
a feknu mu: Ten cit t& Slechti, mily
Hamlete, ale setrvavat v zaryt¢ litosti je
nemuzné. Zrovna tak nemuzné jako
porad se schovévat jako malej kluk.
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hiding like a small child.

Prof. Miloti Cepelka:
Thank you, gentlemen.

You might be interested in how the
audience received Cimrman's
adaptation of Hamlet. In the thoroughly
kept chronicle of the town Kopidlno,
we found a memoir on the appearance
of his touring company Lipany in the
town hall on the 15th of October 1906:

Prof. Miloti Cepelka:
Dékuji vam, panové.

Mozna vas
Hamleta v

bude =zajimat, jak na

Cimrmanové  uprave
reagovalo publikum. V peclivé vedené
kronice mésta Kopidlno jsme nasli
vzpominku na hostovani jeho kocovné
spolecnosti Lipany v sale mistni radnice

15. fijna 1906:

— When a sign appeared in Mr.
Hoffmann's drugstore announcing that a
theater company would perform the
world-famous English piece Hamlet,
the public appreciated it.

— Kdyz se v lékarn¢ p. Hoffmanna
objevila cedule, ze herecky spolek u nés
sehraje  svétoznamy anglicky kus
Hamlet, bylo to vefejnosti ptizniveé

kvitovano.

The pharmacist Hoffman, who saw the
play last year in the National Theater in
Prague, personally recommended the
of the performance to all
customers, and to more literate, he
revealed the chemical structure of the

visit

poison which will be in the evening
inserted to the ear of the prince's father.

Lékarnik Hoffmann, ktery hru vidél
loni na Narodnim divadle v Praze,
osobn¢ doporucoval vSem zdkaznikim
navstévu predstaveni a vzdélanéjSim
prozradil 1 chemické sloZeni jedu, jenz
bude veCer vpraven princovu otci do
ucha.

The performance itself, wuntil the
intermission, observed with tension
whether Hamlet, whom everyone

looked forward to seeing, would finally
appear on the stage. Since he was still
hiding in the second part, pharmacist
Hoffmann formed a group of volunteers
to offer that they would find the prince.

Ptedstaveni samo az do pfestavky
sledovano s napétim, zda se Hamlet, na
kterého se vSichni tésili, konecné objevi
na jevisti. JelikoZ se vSak 1 v druhé
poloviné kusu nékde skryval, lékarnik
Hoffmann zorganizoval skupinu
dobrovolnikd, ktera se nabidla, ze

prince najde.

The gamekeeper Sodomka brought his
dog from the adjacent pub, asking for
any part of the prince's clothing so that
the Spaniel would detect a scent.

Hajny Sodomka pfivedl z pftilehlého
lokalu svého psa, Zadaje jakoukoli
soucast princova odévu, aby kiepelak
chytil stopu.

The actors, however, were against the

search for unknown reasons even

Herci se vsak z nepochopitelnych

divodl patrani branili, ackoli si sami
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though they constantly complained to
the audience that they could not find
Hamlet. After the fruitless exchange of
views between the podium and the
auditorium, the pharmacist Hoffmann

publiku neustale stézovali, Ze nemohou
Hamleta najiti. Po bezvysledné vyméné
nazor mezi jeviSttm a hlediStém
zorganizoval 1ékérnik Hoffmann druhou
skupinu, kterd se rozhodla vymahat

formed a second group that decided to | zpatky vstupné.
demand a refund of the ticket's money.
The master of the ensemble was trying | Principdl spole¢nosti se pokousel

to calm the growing turmoil down, but
no one could hear him because the
whole of Elsinore castle was gradually
carried away by some Gale from the
Mountains, which, as Mr. Pharmacist
was swearing blind, wasn't on the
National stage at all.

vzrastajici viavu utiSit, ale nebylo jej

slyseti, nebot cely hrad Elsinor
postupné odnesl jakysi vichr z hor,
ktery, jak se dusoval pan Iékarnik, na

Nérodnim vibec nebyl.

The performance literally ended in a
fiasco. In the end, not only couldn't the
Hamlet be found, but also no one from
the acting group, as they deserted the
town in haste, aiming for Jicin.

Divadlo skonc¢ilo doslova fiaskem.
Nakonec totiz nebyl k nalezeni nejen
Hamlet, ale nikdo z herecké tlupy, ktera
nakvap opustila mésto smérem k Jic¢inu.

The crowd of outraged audience who
rushed out from the hall to the square
will remember for a long time the

Zastup rozhoicenych divaki, ktery se
vyhrnul ze sdlu na namésti, bude
dlouho vzpominat na slova, ktera poslal

words that pharmacist Hoffmann | za prchajicimi herci 1¢kdrnik Hoffmann:
shouted at the fleeing actors: "You [ ,Jesté jednou sem pachnéte a uvidite,
show yourselves here one more time, | jaky vam dam kapky!“ Deékuji za
and you will see what kind of | pozornost.

medication I give you!" Thank you for

your attention.

PITCH-BLACK TMA JAKO V PYTLI

Assoc. Prof. Jaroslav Weigel: Doc. Jaroslav Weigel:

At the time of Cimrman’s travel acting, [ V. dobé  Cimrmanova  hereckého

most of the tavern’s concert halls and
gyms had already been electrified.
However, it happened
frequently that in the middle of the
performance, the electricity would be
cut off, and the whole theater would be

relatively

kocovani byla vétSina hospodskych sali
a sokoloven jiz elektrifikovana. Ale
pomérné Casto se stavalo, ze uprostied
predstaveni doslo k prerusSeni dodavky
proudu a celé divadlo se ponofilo do
tmy.
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submerged into darkness.

After the Brooklyn Theater Fire,
lightning candles or kerosene lamps
were strictly prohibited. Therefore, the
audience had to wait until the problem
was solved. For such unpleasant
moments of waiting, Cimrman wrote a
comic intermezzo that was played in the
dark the whole time.

Zapalovat svicky ¢i petrolejové lampy
bylo po pozaru Narodniho divadla
piisn€ zakdzano. Muselo se tedy cekat,
az se zavada odstrani. Pro
nepiijemné chvile cekani
Cimrman vtipnou scénickou
ktera se celd odehravala potm¢.

tyto
napsal
vlozku,

When we found it in actor Ota Plk’s
heritage, we realized that long before
the invention of radio, Cimrman laid
the foundation for radio drama. See for
yourselves. Please switch the lights off.
(Lights are switched off)

KdyzZ jsme ji v poztstalosti herce Oty
Plka nasli, uvédomili jsme si, Ze tu Jara
Cimrman davno pfed vynalezem
rozhlasu polozil zéklady k rozhlasové
hife. Posud’te sami. Prosim, zhasnéte

svétlo. (Zhasne se.)

ACTOR: Dear audience, please remain
seated. Due to the malfunction of the
electrical lightning, we will perform the
humorous act "Pitch—Black. "

HEREC: Velevazené publikum,
zustante na svych mistech. V dasledku
poruchy elektrického osvétlent

sehrajeme vam vesely vystup ,,Tma
jako v pytli‘.

TAILOR: My wife, do you mind that I
am going away and leaving you alone
in our apartment, which is also the
tailor shop?

KREJCI: ManZelko, nevadi ti, ze
odchazim z domova a nechavam té tu
samotnou Vv nasem byté, ktery je

zaroven krej¢ovskou dilnou?

WOMAN: I don't mind. I know that
you, as a tailor, need to travel from
home to your customers when our lights
are cut off so often and you can't see
while working.

ZENA: Nevadi. Vim, e jako krejéi
musi§ za svymi zékazniky z domu,
kdyz nam tak ¢asto vypinaji svétlo a ty
tu nevidis na praci.

TAILOR: Farewell then, wife.

KREJCI: Tak sbohem, manzelko.

WOMAN: Farewell, husband. And
don't slam the door so that you won't
wake up Grandaddy, who is sleeping in
the adjacent room. He is gone. I was
almost afraid that he wouldn't leave.
My lover Thomas Edison will arrive
any minute now. He owns an electric
company and will cause a malfunction

ZENA: Sbohem, manZeli. A nebouchej
dvefmi, at' neprobudi§ dédecka, ktery
spi ve vedlejs$i mistnosti. Je pry¢. Uz
jsem se bala, Ze neodejde. Kazdou
chvili totiz pfijde milj milenec FrantiSek
Kitizik. Ma tovarnu na elektiinu a udéla
poruchu, kdykoli chceme manzela
vystrnadit z domu.
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anytime we want to push my husband
out of the house.

(A sound of knocking)

Is that you, darling? Come on in; the
coast is clear.

(Ozve se zaklepani.)
To jsi ty, milacku? Pojd’ dal, vzduch je
Cisty.

EDISON: My dear! I am finally holding
you in my arms — Ou, you have such a
solid waist.

KRIZIK: Draha! Koneéné t& drzim v
naruci. Och, jaké mas pevné boky.

WOMAN: But that is the tailor dummy,
Thomas.

ZENA: Ale to je krej¢ovskd panna,
FrantiSku.

EDISON: Sorry. And now? Is that you,
or are you a dummy?

KRIZIK: Promii. A ted? Jsi to ty?
Nejsi panna?

WOMAN: Oh, come on, Thomas!

ZENA: Ale Frantisku!

EDISON: I am recognizing you at last.
If you were a dummy, you'd have a
wooden pole from here and down to the
floor.

KRIZIK: Uz t& poznavam. Kdybys byla
panna, m¢la bys tady odsud k podlaze
difevénou Stangli.

WOMAN: Where are you, Thomas?

ZENA: Kde jsi, Frantisku?

EDISON: Right here, darling. May I
give you a kiss?

KRIZIK: Tady, miladku. Smim t&
polibit?

WOMAN: Give me a kiss, Thomas.

ZENA: Polib mé&, Frantisku.

EDISON: It seems to me that you have
a smoking pipe in your mouth.

KRIZIK: Mné piipada, ze mas v puse
fajfku.

WOMAN: Grandpa!? Are you here?

ZENA: Dédo!? Vy jste tady?

GRANDPA: Yeah, I'm looking for a
candle. Who 1s it here with you that
keeps smooching me?

DEDA: Jo. Hledam svi¢ku. Kdo to tu s
tebou je, Zze me¢ potad olizuje.

WOMAN: That's Steve, My man, and
your son. Go to sleep. I will find the
candle by myself.

ZENA: To je Venous. Mtij muz a tvijj
syn. BézZ spat. Najdu svicku sama.

GRANDPA:
night.

I'm going then. Good

DEDA: Tak ja jdu. Dobrou noc.

EDISON: Finally alone, my dear. I

KRIZIK: Kone¢né sami, draha. Cely
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would like to remain kneeling at your
feet like this all my life.

zivot bych ti chtél takhle klecet u
nohou.

WOMAN: Remain like that Thomas,
remain.

ZENA: Kleg, Frantisku, kleg.

GRANDPA: Hey, daughter-in-law. I've
returned. That doesn't feel
familiar. Is it really you, Steve? Where
are you? Oh, here. How is it that you're
so little?

voice

DEDA: Poslys, snacho, vratil jsem se.
Néjak se mi nezdd ten hlas. Jsi to
opravdu ty, Venous$i? Kde jsi? Aha,
tady. Co Ze jsi tak malej?

WOMAN: Grandpa, Steve has just left.
That is the neighbor's little Charlie. His
mother begs for vinegar again.

ZENA: Dé&do, Venous ted’ odesel. Tohle
je maly Mirek. Jeho
mamince zase doSel ocet.

sousedovic

GRANDPA: What do you need so
much vinegar for? You basically beg for
it every day.

(A sound of knocking)

DEDA: K &emu potiebujete tolik octa?
Vzdyt ses tu pro néj kazdej den.
(Ozve se zaklepani.)

WOMAN: Who is it?

ZENA: Kdo je?

CHARLIE: Good evening. It's the
neighbor's little Charlie. My mother
begs for vinegar again.

MIREK: Dobry vecer, jsem sousedovic
maly Mirek. Mamince zase dosel ocet.

GRANDPA: Well, I think I'm in a fog...
You've said that the neighbor's little
Charlie is the one I'm holding by the
hair.

DEDA: To jsem blazen... Rikalas, Ze
tady ten, co ho drzim za vlasy, je
sousedovic maly Mirek.

WOMAN: The neighbors have two
little boys, Grandpa.

ZENA: Sousedi maji dva malé chlapce,
deédo.

GRANDPA:
Charlie?

And both of them are

DEDA: A oba jsou Mirkové?

WOMAN: Yes. They have two little
Charlies. You can't hold any thoughts
anymore, Grandpa.

ZENA: Ano. Maji dva malé Mirky. Vy
uz taky nic neudrzite, dédo.

GRANDPA: Well, I was able to hold
one Charlie
(A sound of knocking)

DEDA: Jednoho Mirka jsem udrzel.
(Ozve se zaklepani.)
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WOMAN: Who is it?

ZENA: Kdo je?

MRS. NEIGHBOR: Good evening. I
am your Mrs. neighbor. Is our Charlie
here?

SOUSEDKA: Dobry vefer. Jsem vase
sousedka. Neni tady na§ Mirek?

GRANDPA: Both of your Charlies are
here.

DEDA: Jsou tu oba vasi Mirkové.

MRS. NEIGHBOR: Both of them? I
have only one Charlie.

SOUSEDKA: Oba?
jednoho Mirka.

J& mam jen

GRANDPA: You see, daughter-in-law.
Mrs. neighbor is younger, and she can
also hold only one Charlie.

DEDA: Vidi§, snacho, sousedka je
mladsi, a taky udrzi jen jednoho Mirka.

TAILOR: Well, I'm glad I haven't gone
to my customers and only pretended to
be leaving.

KREJCI: To jsem rad, Ze jsem neodesel
za svymi zakazniky a svlij odchod jsem
jen predstiral.

WOMAN: Husband, for heaven's sake,
you have been here the whole time.

ZENA: Probith, manZeli, tys byl celou
dobu zde?

TAILOR: Yes, I've finally learned why
our power is being cut off so often.
Come here, Edison! Where are you?
Ahbh, here you're kneeling.

KREJCI: Ano. Koneén& jsem
dozveédél, pro¢ nam tak casto vypinaji
proud. Pojd’ sem, Kfiziku! Kde jsi? A,
tady klecis.

S€

CHARLIE: It is Charlie

MIREK: J4 jsem Mirek.

TAILOR: Sorry, Charlie. So this is
Edison!

KREJCI: Promii, Mirku. Tak tohle je
Kiizik!

EDISON: It is also Charlie.

KRIZIK: Ja jsem taky Mirek.

TAILOR: Stop shooting the bull. There
is only one Charlie. The second one has

KREJCI: Nekecej. Je jenom jeden
Mirek. Druhej je tu na ocet. Ktiziku,

gone begging. Edison, remember that if | pamatuj si, jeSt¢ jednou vypnes
you cut off the power one more time... | elektriku...

EDISON: I promise that I won't, mister | KRIZIK: Slibuji, Ze nevypnu, pane
foreman. Today, I'm putting an end to | mistie. Se zalety jsem dneSkem

the philandering. I must simply choose
either the new Light bulb of my life or
the light of your life. And now, excuse
me, [ will go fire up the generator.

skoncoval. Musim si zkratka vybrat:
bud’ moje nova, obloukova lampa nebo
vase stard. A nyni m¢ omluvte, ptjdu
nahodit generator.
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(Lights are switched on)

(Rozsviti se.)

Assoc. Prof. Jaroslav Weigel:

You have seen, friends, well actually
heard, how Cimrman made use of the
power outage to amuse the audience.

Doc. Jaroslav Weigel:

Vidéeli jste, pratelé, respektive slySeli,
jak Cimrman vyuzil vypadku proudu k
pobaveni publika.

The sketch Pitch-Black was played by
his company for several years, with the
same thunderous applause that we have
witnessed today, up to 1913, when the

Scénku ,,Tma jako v pytli hrala jeho
spolecnost nékolik let se stejné
bouflivym ohlasem, jakého jsme byli
svédky dnes, a to az do roku 1913, kdy

theater performance was visited by | navstivil divadelni piedstaveni
Thomas Edison and his spouse. Frantisek Ktizik s choti.
Edison alone would have passed the | Sam Kiizik by byl piesel celou

whole matter humorously, but his
madam insisted that the sketch be
withdrawn from the repertoire and that

the power outages must stop.

zélezitost s humorem, ale jeho pani
trvala na tom, Ze scénka musi byt
stazena z repertodru a vypadky proudu
musi prestat.

THE CIMRMAN-STROUPEZNICKY
CORRESPONDENCE

Assistant professor Genadij Rumlena:

Cimrman, the dramatist, had been
setting his heart on one big dream: Live
to see his play being introduced on the
boards of The National Theater.

KORESPONDENCE
CIMRMAN-STROUPEZNICKY

Odborny asistent Genadij Rumlena:

Cimrman dramatik nosil na dné své
neklidné duse jeden velky sen: docCkat
se uvedeni vlastni hry na prknech
Nérodniho divadla.

The agony of this long-lasting desire is
revealed in the correspondence with
Ladislaus  Stroupeznicky, the first
dramaturge of our prime theater.

O sziravosti této mnohalet¢ touhy
svéd¢i jeho korespondence s prvnim
dramaturgem  naSi  prvni
Ladislavem Stroupeznickym.

scény

Stroupeznicky, obstinate in nature and
absolutely  inaccessible  to  the
opponent’s  arguments, mercilessly

discarded over five hundred theater
plays during his ten-year service in the
Golden Chapel.

Stroupeznicky, povaha uminénd a
argumentim  protivnika  naprosto
nepiistupnd, béhem svého desetilet¢ho
pusobeni ve Zlaté¢ kaplicce shodil
nemilosrdné ze stolu pfes pét set
divadelnich her.

A significant part of that pile of rejected
manuscripts involved the works of Jara

Znacnou cast t¢ hromady odmitnutych
rukopist tvofila dila Jary Cimrmana,
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Cimrman, Adalbert Kolinsky, and
Eliska Kutnohorska, which were

Cimrman’s pseudonyms.

Adalberta  Kolinského a  Elisky
Kutnohorské, coz byly Cimrmanovy
pseudonymy.

With the favor of the Theater
Department of the National Museum,
we can now look inside the heated
letters exchanged between the two great
spirits of the Czech theater in 1890.

S laskavosti Divadelniho odd¢leni
Narodniho dnes
nahlédnout do vasnivych dopisi, které
si dva velci duchové ceského divadla
vymeénili v roce 1890.

muzea muzeme

This correspondence is also valuable to
us, as it provides evidence about the
lost mythological play.
Czechs reaching the Rip Mountain. [
will read the letters from Jara Cimrman,
and my colleague KaSpar will read
sheets from Ladislaus Stroupeznicky.

Cimrman’s

Tato korespondence je pro nas cenna i
proto, podava  svédectvi o
Cimrmanové ztracené bdajeslovné hie

zZe

Cechové na Ripu. J4 budu ¢&ist dopisy
Jary Cimrmana, kolega KaSpar listy
Ladislava Stroupeznického.

In Caslav 12th of January 1890
Far-famed mister.

[ am writing to you from the town
where Jan Zizka was buried and where
my theater company gave yesterday my
historical piece Czechs reaching the Rip
Mountain in front of the sold
auditorium.

V Céslavi 12. ledna 1890
Slovutny pane,

pisi Vam z mésta, kde byl pochovan Jan
Zizka a kde moje divadelni spole¢nost
pied  vyprodanym
hledistém mdj historicky kus Cechové
na Ripu.

davala  vcera

I offered you the manuscript of my play
with songs last year, and it appears to
me that it is buried there, similarly to
Zizka here. 1 would be grateful for a
message regarding whether you have
read my drama and what you think ofit.

Rukopis této své hry se zpévy jsem
Vam pted rokem nabidl a zd4 se mi, zZe
je u Vas pochovan podobné jako Zizka
zde. Byl bych Vam vdécen za zpravu o
tom, zda jste mé drama cetl a co o ném
soudite.

Kaspar:
In Prague 6th of February 1890
Dear Sir,

Unfortunately, I have

dramatic attempt.

read your

Kaspar:
V Praze 6. tnora 1890
VézZeny pane,

Va§ dramaticky pokus jsem bohuzel
Cetl,

I indeed do not know what to criticize

Nevim véru, co Vam vytknouti diive,
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first, whether it is a flimsy plot, the
character’s drowsiness, or all the
transgressions against the laws of
drama, which you managed to perform
already during the first act. Not to
mention how the audience would
respond to your peculiar concept of the
dawn of our national history.

zda chatrny d¢j, matoznost postav, ¢i
veskeré prohieSky proti zdkonim
dramatu, které jste stihl uciniti jiz
béhem prvniho jednani. A to nemluvim
o tom, co by feklo publikum Vasi
predstavé o usvitu na$i
narodni historie.

svérazné

The way that on the sacred mountain
arrives not only forefather Czech but
also forefather Jew and forefather
German. When, in the end, the Czechs
find out that also forefather Gypsy is
heading towards the mountain from
Roudnice, I am consternated. Do you
realize, besides other things, that there
was no Roudnice back then?

Tomu, jak na posvatnou horu ptichazi
nejen praotec Cech, ale i praotec Zid a
praotec Némec. KdyZ se v zavéru Vasi
hry Cechové dovédi, ze od Roudnice
mifi k hote také praotec Cikan, byl jsem
konsternovan. Uvédomujete si mimo
jiné, ze tenkrat jest¢ zaddna Roudnice
nebyla?

I do not know what you are trained to
be or what your field of specialization
is, but I may recommend you with a
clear conscience to leave behind the
dramatic attempts and to engage in
work of any kind but this one.

Nevim, ¢im jste vyucen ¢i v jakém
oboru vyskolen, ale s Cistym svédomim
Vam mohu doporuciti, abyste pokusi
dramatickych zanechal a vénoval se
praci jakékoli, ale jiné.

Rumlena:
In Cimelice 10th of march 1890
Dear Mr. Stroupeznicky

Your letter from the 6th of February
confirmed to me that even you, such a
good writer, did not understand my play
Czechs reaching the Rip Mountain.

Rumlena:
V Cimelicich 10. brezna 1890
Vézeny pane Stroupeznicky,

V4as dopis z 6. unora mne utvrdil v tom,
ze ani Vy, tak dobry spisovatel, jste
mou hru Cechové na Ripu nepochopil.

We people who push theater on wheels
in the countryside perceive life
certainly differently, unlike you people
in Prague, where you sit in isolation.
The fact that I let the forefather
German, forefather Jew, and
browned  forefather

m

soon-to-arrive
Gypsy in a covered wagon full of stolen

My, ktefi tdhneme kéaru Tylovu po
venkove, vidime arci zivot jina¢ nez vy,
co v Praze sedite jako ve skleniku. Ze
jsem nechal pfijiti na horu Rip i praotce
Némce, praotce Zida a bliziti se i
osmahlého praotce Cikdna v krytém
voze plném kradenych slepic, ma sviij
vychovny smysl.
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hens come to Rip Mountain has its
educational purpose.

If you are aware, it is not only Czechs
who live in the Czech cradle. Together,
there must also live descendants of
other forefathers. Those are welcomed
in my theater as well, and I would like
you to see how they joyfully receive my
interpretation of history.

V ceské kotling, jestli Vam to neuslo,
nezijeme jen my Cechové. V
pospolitosti zde musi ziti i potomci
jinych praotcti. Také oni jsou v mém
divadle vitani a ptal bych Vam vidéti,
jak radostn€ miy vyklad déjin piijimayji.

I much appreciate your remark on
Roudnice. It really did not exist back
then, and I admit that it is a horsecrap.

Jsem Vam velice vdéCen za postieh o
Roudnici. Ta tenkrat jesté nebyla a ja
uznavam, Ze to je kravina.

Kaspar:
In Prague, 5th of November 1890
Dear Sir,

After your visit here in Prague when I
could not return you the manuscript of
your play Czechs reaching the Rip
Mountain, for the simple reason that a
mound of rejected texts by authors such
yourself is and the
theater’s attendant who could have
sought it out had shingles, I am
returning you this one through the mail
and simultaneously announcing that I
am terminating our correspondence for
good.

as €normous

Kaspar:
V Praze 5. listopadu 1890
Vazeny pane,

po Vasi navstévé u mne v Praze, kdy
jsem Vam nemohl vratit manuskript
Vasi hry Cechové na Ripu z toho
prostého ditvodu, Ze halda zamitnutych
rukopist. Vam podobnych autort je
obrovska a divadelni sluha, ktery by
Vam jej mohl vyhledat, mél pasovy
opar, vracim Vam tento poStou a
zdarovenn Vam sd€luji, Ze nadobro
ukoncuji nasi korespondenci.

Please do not take this personally. I am
ending the correspondence by the same
token, for instance, with Mr. Adalbert
Kolinsky, and with Mrs. Eliska
Kutnohorska. Only you three, as I have
counted, deprived me of 96 working
hours, that is to say, four full days of
my life. Hence, you have outpaced
gentlemen Zeyer and Vrchlicky.

Neberte to prosim osobné. Stejnym
zpusobem ukoncuji dopisovani
naptiklad s p. Adalbertem Kolinskym a
s pi. Eliskou Kutnohorskou. Jen vy tfi,
jak jsem spocital, jste mne pfipravili o
96 pracovnich hodin, to jest o plné Ctyfi
dny zivota, ¢imz jste predstihli pany
Zeyera i Vrchlického.

Sincerely, “Do not write to me; if

S pozdravem ,NepiSte mi a pokud
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possible, do not write at all.”

Ladislaus Stroupeznicky

mozno nepiste vitbec

Ladislav StroupeZnicky

Rumlena:
Dear Ladi,

Why aren’t we on first-name terms
already, you old-timer? I read in Lumir
magazine that you had been going to
Realschule in Pisek for two years. I also
studied there, so we are schoolmates.

Rumlena:
Mily Lado,

pro¢ my si dadvno netykdame, ty starad
vojno? Docetl jsem se v Lumiru, Zes
chodil dva roky na readlku v Pisku. I ja
jsem tam chvili studoval, jsme tedy
spoluzéci.

I would like to brag to you about
something. We are now performing
with my company in Moravia. There
was a big shortage of personnel in the
pig slaughter business.

Rad bych se Ti nécim pochlubil.
Hrajeme ted s mou spolecnosti na
Podébradsku. Byl zde velky nedostatek
pracovnich sil pro sklizeii cukrovky a
pro celou fepnou kampan.

[ slightly remade my play Czechs
reaching the Rip Mountain with regard
to the advice of the head farmer, Mr.
Hlusina. We currently write Rip on the
signs with b instead of p.

Na radu feditele cukrovaru v
Dymokurech pana HluSiny jsem svou
hru  Cechové na Ripu mimé

piepracoval. Na cedulich to ted” piSeme
s malym t.

The ending song, in which the title
Czechs, reach the Rib! Czechs, reach
the Rib! is sung repeatedly in a choir,
affects the audience so potently that the
number of slaughtered pigs is bigger
than ever. And thanks to my theater,
even five Germans, two Gypsies, and
tentatively one Jew applied for the job.

Yours Jara Cimrman

Zavéredna pisef, v niz se titul Cechové
na fipu! Cechové na ¥ipu! opakuje ve
sboru, strhuje divdky tak mocné, Ze
cukrovar jede naplno jako nikdy. A do
prace se diky mému divadlu ptihlésilo
dokonce pét Némcl, dva Cikdni a
zkusmo i jeden Zid.

Tvlj Jara Cimrman

TEN
ACTING

COMMANDMENTS OF

Dr. Zdenék Svérak:

Dear friends, we have familiarized
ourselves with several curiosities of
Cimrman's touring theater. There were
more distinctive features, though. The

HERECKE DESATERO
Doktor Zdené&k Svérak:
Mili pratelé, seznamili jsme se s
nékolika  zvlaStnostmi Cimrmanovy

kocujici herecké spolecnosti. Osobitych
ryst bylo vSak vic. Ansambl naptiklad
proslul nezvykle rychlymi piesuny.
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ensemble was renowned, for instance,
for its uncommonly fast relocating.

At a time when a bicycle was the
indulgence of the upper ten thousand in
Europe, the device of weirdos in our
country, and the object of fierce debates
in  anarchist groups in Russia,
Cimrman's ensemble was using a
two-wheeler quite commonly. At what
speed were actors leaving the places
behind, this collective was unattainable.

V dobé, kdy jizdni kolo bylo v zapadni
Evropé prepychem hornich deseti tisic,
u nds aparatem podivinti a v carském
Rusku pouze predmétem vasnivych
debat v anarchistickych krouzcich,
pouzival Cimrmaniv umélecky soubor
bicyklu zcela bézn€. V rychlosti, s
jakou herci opoustéli jednotlivé Stace,
byl tento kolektiv nedostizny.

The ensemble's noteworthy
phenomenon was its protagonist, the
versatile Otto Plk. He belonged to those
types of actors who were experiencing
their roles too profoundly. Every

character fully absorbed Otto Plk.

Pozoruhodnym fenoménem souboru byl
jeho protagonista, vsSestranny Ota Plk.
Patiil k tomu typu herct, kteti své role
prilis silné prozivaji. Otu Plka kazda
postava zcela pohltila.

While other actors simply stepped out
of the part by removing their makeup,
Otto Plk used to remain in his roles
long after the curtain-fall. Actually, this
actor never lived his own life. He
literally resided in a character that he
was representing that day until the new
task allowed him to move into a
different persona.

Zatimco ostatni herci z ulohy prosté
vystoupili tim, ze se po piedstaveni
odlicili, Ota Plk zustaval ve svych
rolich jesté¢ dlouho po spadnuti opony.
Tento herec vlastné vibec nezil svij
zivot. Doslova bydlel v charakteru,
ktery toho dne pfedstavoval, nez mu
nova uloha dovolila prestéhovat se do
postavy jiné.

The audience applauded this absolute
act, but the theater's management
usually suffered from it. For example,
after the performance of Gogol's
Government Inspector in Chocen Ota
Plk disappeared for a few days, and the
colleagues, to their surprise, reunited
with him later on a train to Ceska
Trebova where he was inspecting their
tickets.

Divaci tomuto absolutnimu herectvi
aplaudovali, ale provoz divadla tim
Casto trpé€l. Napiiklad v Chocni se po
piedstaveni Gogolova Revizora Plk na
nékolik  dni piekvapeni
kolegové se s nim setkali az ve vlaku,
kdyz jim cestou do Ceské Tiebové

kontroloval jizdenky.

ztratil a

Otto Plk was also successfully cast in
female roles as well. His performance
as Lady Macbeth was so stirring that

Ota Plk byl s uspéchem obsazovan i do
damskych roli. Jeho vykon v Maryse
byl tak strhujici, ze plakalo nejen
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not only the audience was crying but
also the actors. The performance had to
be even paused for a few minutes
because the prompter, Stanely Krecek,
was crying as well.

obecenstvo, ale 1 herci. Predstaveni se
jednou muselo dokonce na nékolik
minut pferusit, protoze plakal i otrly
napovéda Standa Kiecek.

However, the authenticity by which
Otto Plk depicted the wretched Lady
Macbeth had a consequence that after
the performance, no one wanted to grab
a drink with him.

Ovsem opravdovost, s jakou Plk
neStastnou MarySu podal, méla za
nasledek, Ze s nim po predstaveni nikdo
nechtél jit na kévu.

Everyone was relieved when Macbeth
disappeared from the repertoire. Otta
Plk assumed the role of a bard and thus
stopped being a danger to his
surroundings. Apart from that, his
periodically repeated days of nervosity
and hysteria had also ended.

VSichni si  oddechli, kdyz Marysa
zmizela z repertodru. Ota Plk se
prestéhoval do Svandy Dudéka, a tim
prestal byt svému okoli nebezpecny.
Kromé toho skon¢ily i jeho periodicky
se opakujici mési¢ni dny nervozity a
hysterie.

An interesting method was how
Cimrman introduced his plays. Before
the start, actors would always stand
behind the closed front curtain and sing
various important information through
some well-known melody: who wrote
the play, how the story ends, when and

where it will be played next, and so on.

Zajimavym zpisobem uvadél Cimrman
sva predstaveni. Herci si vzdycky pied
zaCatkem stoupli za zavienou oponu a
na néjakou znamou melodii zazpivali
rizné dilezité informace: kdo hru
napsal, jak pfibéh dopadne, kde a kdy
se ptisté hraje a podobné.

Another typical feature of Cimrman's
crew was a substantial number of
untalented actors. We do remain faithful
to this tradition as well.

DalSim  charakteristickym  znakem
Cimrmanovy druziny byl znacny pocet
netalentovanych herci. Této tradici

zustavame vérni i my.

Experienced actors usually
leaving the penniless Lipany company
and a quick replacement had to be
found. Cimrman put together some
basic ten commandments of acting for

these untrained beginners:

Wwere

Zkuseni herci chudou spoleCnost

Lipany casto opoustéli, a bylo nutno

hledat rychlou nahradu. Pro tyto
neskolené¢  zacatecniky =~ Cimrman
sestavil  jakési  zdkladni  herecké
desatero:

1. Remember that you are named
differently on stage than in life. It is
good to know the names of others.

1. Pamatuj, Ze na jeviSti se vétSinou
jmenujes jinak nez v zivoté. Je dobré
znat 1 jména ostatnich.
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2. Express the emotional utterances
rather turned back to the audience. Both
laughter and weeping are portrayed best
by jerking with shoulders.

2. Citova hnuti vyjadiuj radéji zady k
publiku. Jak smich, tak pla¢ udélas
nejlépe skubanim ramen.

3. Don't thank for the objects thrown on
stage.

4. Don't repeat everything after cueing.
Some of the lines belong to colleagues.

3. Za predméty hazené na jeviste
nedékuj.

4. Po napovédé¢ neopakuj vsechno.
Neékteré véty patii kolegm.

5. Go to the bathroom before the
performance so you won't be caught
short during the play.

6. If you play the devil, remember that
you have a tail before sitting down.

7. Don't bow when there is applause
during the performance. It presumably
belongs to someone else.

5. Na zachod jdi pred predstavenim, at,
potom pii hie necouras.

6. Hrajes-li cCerta, uvédom si pied
usednutim, Zze mas ocas.

7. Pii potlesku na oteviené scéné se
neuklanéj. Patii patrné¢ nékomu jinému.

8. Remember that some of the doors are
just illustrations

9. Don't eat during the feast on the
stage. Everything is rubber

10. During the curtain call, bow deeply
so it is not visible that it is you who
shouts "bravo."

8. Pamatuj, ze nckteré dvefe jsou jen
namalované.

9. Pfi hostin€ na jevisti nejez. Vse je
gumove.

10. Pii zavérené dékovacce se uklon
tak hluboko, aby nebylo vidét, ze jsi to
ty, kdo vola “bravo”.

And now, dear friends, we will travel in
time and place on the back of
Cimrman's play: to the boards of a
traveling theater company that 1is
guesting around 1910 in one
anonymous Czech town.

A nyni se, mili pratelé¢, na kiidlech
Cimrmanovy hry pfeneseme v misté i v
Case: na prkna kocujici herecké
spole€nosti, kterd ncékdy kolem roku
1910 hostuje v jednom nejmenovaném
ceském méste.

BONUS:

1. Don't drink to give yourself Dutch
courage. Even a drunkard is better
performed sober.

BONUS:

1. Nepij na kuraz. I opilce zahraje 1épe
stiizlivy.
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7 Translation Analysis

This part deals with the overall translation analysis of Zaskok's seminar. The
translation itself consists of many problematic language features that are difficult for
the translation process, which in this work mainly regards the partial differences of
equivalents. With the aim of evaluating translatability and cultural transferability,
this work collects all these aspects. It sorts them into appropriate categories: Formal
differences, denotation, connotation, pragmatic differences, collocations, and idioms.
One group will also deal specifically with explicit cultural differences, names, and
titles. Each category and its sub-categories are introduced theoretically, and the
representative translated aspects are presented. Then, the difficulties and possible
strategies are discussed. Lastly, the work offers a brief comparison with previous
translation attempts to help establish the translation potential of the seminar. These
are namely The Stand In by Cimrman English Theater and Zaskok by Sarka

Nygrynova as part of her master's thesis.

7.1 Formal Differences

7.1.1 Multiple-Word Expressions — Single-Word Expressions

Although the main focus is on the text, the core translation concerns the words;
therefore, it is called equivalency at the word level (Baker 1992, 11).

English is characterized as an analytical language, unlike Czech, which is more
synthetic-based. It means that English possesses more analytical multiple-word
expressions, which tend to be more explicit than Czech equivalents. The English
multiple-word expression usually consists of the core unit, which needs a modifier

that carries the overall meaning, including denotation and connotation. In contrast,
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the Czech language more commonly uses single-word structures (Knittlova 2010,

42).

One of the dominant representatives of the multiple-word phenomenon is

English phrasal verbs, and they are richly used in the translation:

odnesl : carried away
zhasnout : switch off
probudit : wake up

prestéhovat se : move into

Phrasal verbs are examples of the analytical character of the English language.
Finding appropriate phrasal verbs for the English language was not significantly

difficult; they possess the clear equivalents of the above-mentioned Czech verbs.

However, Czech is a verbally rich language; the verbs can possess many
forms, and English cannot satisfy all demands; therefore, the more implicit phrasal

verbs are used:

Zvolal : shouted out
Zanechat : leave behind
VWhledat : seek out
Nahlédnout : look inside

Doveédi se : find out

The English also offers more variations, and those are used, usually due to

contextual reasons, to compensate for the Czech verbal superiority:

Uvadel : put on the stage
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Uvést : bring out

The seminar authors focus on the richness of the Czech language and work

with its variety. The following examples represent the Czech's synthetics.

Informal speech:

Whkrucuje se : his way of copping out
Davat ho studovat : send him off to school
Loni : last year

Na narodnim: on the National stage

Fajfka: smoking pipe

Nouns:

Psani : writing process
Vstupné : ticket's money
sal : concert hall

opona : front curtain

dekovacka : curtain call

The Czech language can also be analytical, primarily when it does not possess
the proper equivalent. There are a few examples of Czech multi-word expression in
the piece, but most of them are used to simplify the text and to compensate for the

TL text's enlargement:

zdjem publika : popularity
stala se povestnou : renowned itself

scenickou viozku : intermezzo
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zuistante na svych mistech : remain seated
kocujici herecké spolecnosti : touring theater
Jizdni kolo : bicycle

Pasovy opar : shingless

7.1.2 Explicitness — Implicitness

This category relates to the previous one, for the multi-word expressions tend
to be more explicit. Several word units used together representing one meaning

usually provide more information (Knittlova 2010 44):

uvadel : put on the stage

davat ho studovat : sent him off to school

More explicit equivalents are also used to ensure the translation's flow and

clarity:

my, (kteri tahneme karu...) : we people...

setkali se s nim : reunited with him

Some English equivalents of the Czech words possess a compound form that is

more descriptive than the original word:

lékarna : drugstore

chudou (spolecnost) : penniless

The true meaning of chudy in this context stresses the money shortage;

therefore, penniless is used to describe the situation explicitly.
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The explicit units, usually multi-word structures, lengthen the text, which is
not ideal and must be compensated with text compression. However, it results in

more implicit equivalents (Knittlova 2010, 45).

The following examples are implicit English equivalents due to the redundancy

or the Czech language richness.

sehrajeme : perform
docetl jsem se: I read

v carskéem Rusku : in Russia

7.2 Denotative Differences

The denotative differences represent the meaning-based nature of the words.
The situation described is the same, but the languages may have different attitudes

towards the expressions. (Knittlova 2010, 47).

7.2.1 Generalisation

The Czech expressions tend to contain more semantic components than
English. Therefore, the TL is more generalized, which is the result of substitution by
hyperonym. It relates to English's nominal character and Czech's verbal character.
The Czech verb carries the main meaning, unlike English, where verbs are used as
meaning connectors and, therefore, are not as specified as Czech ones (Knittlova

2010, 48):

putoval : traveled
sehral : perform

zorganizoval : formed
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vymahat : demand
pochovan : buried
vytknout : criticize
prozivat : experiencing
oupoustet : be leaving

preneseme se : we will travel

The form of the Czech verbs also focuses on language aesthetics. This
phenomenon is present throughout the whole work, and most of the above-listed
verbs are carefully chosen with regard to the rich Czech vocabulary. The generalized
English verbs are then chosen carefully with regard to the context, and in order to

represent the core meaning, they are complemented with modifiers.

Other structures are generalized for contextual purposes and to maintain the

text's flow:

sal : hall

zavada : problem
vychovny : educational
divaci : the audience

obecenstvo : the audience

Some of the examples might also be culturally determined, and the pragmatic

aspect must be considered:

zachod : bathroom

sokolovna : gym
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7.2.2 Specification

The English language could also be more specific in some instances. There are
a few examples in the piece where the Czech word is substituted with a hyponym
because the direct English equivalent would not be able to carry the exact meaning

of the word:

prestavka (in theater) : intermission
spolecnost (theater/art) : ensemble
mistr (master craftsman) : foreman
spoluzaci : schoolmates
e Cimrman and Stroupeznicky were not in the same class.
predstaveni (divadelni hra) : play

udelas (vyobrazit) : portray

The specification might also be used if the general word of SL does not have

an equivalent in TL that is equally general:

Cert : devil

7.3 Connotative Differences

Every national language has its unique word connotation, described as
emotional word associations created by our consciousness. No two languages can
have the same connotation, so the translation process cannot be absolute. The
connotations can also differ within the nation, as many factors affect the individual.
This is due to family, social, group, and area differences. The languages are diverse,

and the individual speakers do not use them identically. The works of fine literature
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embody a distinctive style based on the author's language perception (Knittlova
2010, 62).

The connotation includes expressive features and stylistic ones. Expressive
connotation represents highlighted utterances where the overall meaning of the
lexical unit is strengthened. It may characterize the emotional state, whether it is
positive-oriented or negative-oriented. These can influence the speaker's approach
towards the described reality (Knittlova 2010, 62).

Finding the proper connotative equivalents is as vital as the denotation to
preserve the SL's effect. The communicative translation strategy focuses on the
accurate conversion of the connotative aspects, making the text more readable and

idiomatic (Knittlova 2010, 64)

7.3.1 Expressive Connotation

It is rather difficult for the translation into a non-mother tongue language to
portray the connotative aspect correctly. The method is to find the equivalents in
dictionaries and then analyze their usage in context. The most accurate equivalent is

used in the translation:

vtipné : wittily

uzvanenej : big mouth
Sroubované : slyly

Dédecka : Granddady

vasnive dopisy : the heated letters
chatrny déj : flimsy plot

kravina : horsecrap

vasnive debaty : fierce debates
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Strhujict : stirring
Skubanim ramen : jerking with shoulders

Some expressive equivalents could not be found, and for that reason, the

broader alternatives are used:

prchajicimi : fleeing

Skrty : cuts

kvitovano : appreciated
herecka tlupa : acting group

pdachnout sem : show yourselves here

The emotional shift is also apparent in addressing the people, which is usually

complimentary:

milacku : darling

draha : my dear

The Czech does not also use as many interjections in everyday speech as

English:
Poslys, snacho : Hey, daughter in law

7.3.2 Intensifiers

The expressive units might transform into intensifiers that express a great

intensity of a particular state, feeling, or emotion:

Drsnéjsi : more violent

viava : turmoil
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rozhorceny : outraged

Tma jako v pytli : Pitch-black
bourlivy ohlas : thunderous applause
sziravost : the agony

velci duchové ceského divadla : great spirits of the Czech theater

Sometimes, the whole intensity cannot be translated because it could feel

unnatural for the speakers of the TL:

Velevazené publikum : dear audience

7.4 Pragmatic Differences

The translator must also consider the partial equivalences determined by SL
and TL speakers' dissimilar language and non-language experiences. The analysis
aims to introduce the reality and experiences of the SL to the TL speakers.

Four methods deal with the pragmatic differences in the translation: addition,

omission, substitution by analogy, and explanatory transcript (Knitltova 2010, 92).

7.4.1 Addition

Adding information is necessary when the message is not understandable or
unknown to the reader or when the meaning needs to be particularized (Knittlova

2010, 92):

v Lumiru : in Lumir magazine
e [t is unlikely that the English audience would know that the name
Lumir refers to the famous Czech magazine.

sousedka : Mrs. Neighbor
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e The gender needs to be specified for the correct translation.

7.4.2 Omission

In contrast to the addition, the omission is used when the information is
redundant for the reader. The translation also uses omission in order to ensure the

proper contextual flow (Knittlova 2010, 93):

odchdazim z domova : going away
periodicky opakujici se mésicni dny : priodically repeated days.

az hriiza : horrific

7.4.3 Substitution by Analogy

The most common solution for dealing with pragmatic differences is to omit
the Czech aspect and replace it with a piece of more appealing English information.
This method is mainly used in dealing with the problematic aspects of the seminar

translation (Knittlova 2010, 93):

Kolega Simon piecte Hamleta : Dr. Simon will read Hamlet
e The equivalent of kolega is colleague; however, addressing the person
with the title feels more natural.
to je sloh : such a thesis
Jjako malej kluk : like a small child
e The word child is used to stress Hamlet's childish behavior.
radnice : town hall
krejcovska dilna : tailor shop
nezda se mi : doesn't feel familiar

nekecej : stop shooting the bull
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e the informal word is replaced with the English idiom to support the
translation's idiomaticity
Obloukova lampa nebo vase stara : Light bulb of my life or the light of your
life
e The Czech expression stard is amusing in this context because it
refers to the old lamp and the tailor's wife; therefore, it provides a
humorous aspect. The expression "light of your life" is used to
preserve this ambiguity and humor, for it also refers to the tailor's
spouse and the light itself.
nahodit : fire up
dockat se : live to see
s pozdravem (in letter) : sincerely
tykani : first-name terms
e Since English does not recognize formal and informal addressing, this
phenomenon is substituted with first-name terms, which also
overcomes the formal barriers.
desatero : ten commandments
na kridlech : on the back
pocital (s omezenosti souboru) : keeping in mind
e This substitution has the contextual reasons.
ja bych se nedala : I wouldn't back off
kle¢ Frantisku klec : remain like that Thomas, remain
e The imperative form of kle¢ does not have an accurate equivalent in
English. The closest is the word kneel; however, it would have a

different meaning (poklekni), and the equivalent keep kneeling would
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not sound natural. Therefore, the verb kneel is substituted with the
verb remain.
probiih : for heaven's sake
realka : Realschule
e The closest equivalent to "redlna Skola" would be high school, but
that would cause generalization. The German word Realschule
includes the primary meaning, and the form compensates for the

informal aspect of "realka."

Lastly, the academic titles and their abbreviations are called differently in each

of the languages; therefore, they need to be also replaced:

Doc. : Assoc. Prof.

odborny asistent : assistant professor

7.4.4 Explanatory transcript
The last method of pragmatic translating is replacing the unknown aspect with

an explanation (Knittlova 2010, 95):

odlicit se : removing their makeup

Potlesk na oteviené scéne : Applause during the performance

7.4.5 Collocations

Another problematic language feature is collocations, which are word
structures that co-occur in a language. Words together may carry a meaning
irrelevant to the meaning of the individual components; however, this is more

common for idioms (Baker 1992, 47).
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Cabanas states that the collocational process could be perceived as a general
linguistic process. He implies that the translator needs to consider linguistic
differences at different levels when dealing with collocations. The main problem is
that the expressions are unique and different due to socio-cultural inferences (Oro

Cabanas 2012, 93).

It is relatively simple to analyze the collocation's true meaning in the SL since
it is a mother tongue; however, it is more challenging to locate its proper equivalent.

There are some examples where colloquialism is maintained in the equivalents:

kocovny divadelni podnik : touring theater
bouchat dvermi : slamming the door

pojd’ dal : come on in

vypadek proudu : power outage

spadnuti opony : curtain-fall

vypnout elektriku : cut of the power

Sometimes, the colloquial form might be challenging to transfer, but the

translation tries to find the closest equivalents.

vymeéna nazori : exchange of views
historical kus : historical piece
divadelni druzina: theater convoy

zld novina : Bad news

prvni scéna : prime theater

cisté svédomi : clear conscience
povaha uminénd : obstinate in nature

zaverecna dekovacka : curtain call

55



The authors use all areas of the language and somehow collocate words that

feel formally archaic:

povaha uminénd : obstinate in nature

citova hnuti : the emotional utterances

7.4.6 Idioms and Fixed Expressions

Idioms and fixed expressions represent a great challenge for the translator's
work, for they are less flexible than collocations. Their pattern is solid and cannot be
easily broken. Their typical characteristic is that the overall meaning cannot be
deduced from the individual components. It is impossible in idioms to change the
order of the words, delete words, add words, replace words, or grammatical

structures. Otherwise, the meaning would be incomplete (Baker 1992, 63).

The optimal strategy for idiom and fixed expression translation is finding the
exact variation in the TL that carries the same meaning and has the same form. Such

examples are rare, and there are none in the seminar. The closest ones are:

voda na jeho mlyn : grist to his mill

vzduch je Cisty : coast is clear

A more common strategy is to find a similar idiomatic expression in the TL
and then slightly adjust the phrase to reach the right equivalency and to maintain the

text's idiomatic characteristic:

Vasi Nasi Furianti mi muzou byt ukradeni : Your Our Loudmouths can bugger

off
to jsem bldzen : I think I'm in a fog

druhej je tu na ocet : the second one has gone begging
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nosil na dné své neklidné duse : had been setting his heart on
stra vojno : old-timer
necourds (need to use the bathroom) : be caught short

nepij na kuraz : don't drink to give yourself Dutch courage

There are also examples where the idiomatic equivalent could not be found;

therefore, only the core meaning is translated, and the idiomatic effect is lost:

kus z ciziho pera : piece from someone else

shodit ze stolu : discarded

7.5 Cultural transfer

Smoljak's and Svérdk's Cimrman significantly reflect the Czech culture. It
operates with the Czech general knowledge usually acquired in high school to amuse
the audience. This comes from the pedagogical experience of both authors, and the
seminar possesses a few of these aspects. However, it is not easy to transfer the
cultural reality. The reality of the SL needs to be substituted with the reality of TL,
which will have the same effect on the reader. It is a complex process where the
translator must show creativity and have an excellent cultural background in both
languages.

The most challenging examples are selected from the text and listed below,

including the description of the translation process:

V' dobé, kdy nemeél ZzZadného predstavitele damskych roli, nevahal
Cimrman hrat slavné Ibsenovo drama pod nazvem Nor.
When there was no female role representative, Cimrman didn't hesitate

to perform Ibsen's famous drama under the heading A Ken's House.
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Ibsen's famous play A Doll's House (Domecek pro Panenky) is known in the
Czech Republic as Nora (named after the play's female protagonist). This title is
commonly used among Czechs, and the Smoljak/Svérak used it to amuse the
audience. When the last letter is omitted, the meaning of the word shifts. It does not
represent the female name. On the contrary, “Nor” stands for a male member of the
Norwegian nation.

The English translation maintains the original title, A Doll's House. Although
the word doll is not gender-specific, it is usually considered a girl toy, and among
girls, the famous doll is Barbie. To ensure the proper translation, which needs to
include the shift from the female aspect to the male one, Barbie's male equivalent is

Ken; therefore, the name Ken replaces the word doll in the title.

Kral: ...Urodné rozvodneéné oci! Kdo to preloZil, prosim te?

Kralovna: Néjakej Lukes

King: ..."The fruitful river in the eye!" Who the Hell wrote it?

Queen: Some Shakespear.

The Czech version amuses the audience by breaking the fourth wall and
referring to the detailed translation of Shakespeare's rich language. However, the
English translation cannot work like that because Hamlet was initially written in
English. The English translation, therefore, consists of breaking the fourth wall in
order to complain about the language directly to Shakespeare. The original meaning

is lost, but the effect is partially maintained.

Zapalovat svicky ci petrolejove lampy bylo po poZaru Narodniho

divadla prisné zakazano.
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After the Brooklyn Theater Fire, lightning candles or kerosene lamps

were strictly prohibited.

The National Theater Fire is a Czech catastrophe well-known among Czechs.
A similar case had to be found in the English-speaking world to ensure the sentence's
effect. The fire needed to be famous; the closest equivalent was the Iroquois Theater
Fire in Chicago. However, this unfortunate event happened later (1903) than The
National Theater Fire and might not correspond with the period when the
Pitch-Black play was introduced. Therefore, the less known catastrophe, Brooklyn

Theater Fire (1876), is used as an equivalent.
Kazdou chvili totiz prijde miij milenec FrantiSek KiiZik.
My lover Thomas Edison will arrive any minute now.

Thomas Edison replaces the famous Czech inventor FrantiSek Kiizik. Luckily,
both men engaged in the light bulb invention; therefore, the equivalency is relatively

accurate.

Na radu reditele cukrovaru v Dymokurech pana Hlusiny jsem svou hru
Cechové na Ripu mirné prepracoval. Na cedulich to ted’ piseme s malym ¥.

Zavérecnd pisen, v niz se titul Cechové na ¥Fipu! Cechové na ¥ipu!
opakuje ve sboru, strhuje divaky tak mocné, Ze cukrovar jede naplno jako

nikdy.

1 slightly remade my play Czechs reaching the Rip Mountain with
regard to the advice of the head farmer, Mr. Hlusina. We currently write Rip on

the signs with b instead of p.
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The ending song, in which the title Czechs, reach the Rib! Czechs, reach
the Rib! is sung repeatedly in a choir, affects the audience so potently that the

number of slaughtered pigs is bigger than ever.

One of the most complex translations was the situation around the play Czechs
reaching the Rip Mountain, for it develops in the text. The title plays a crucial part in
the last Cimrman's letter, where he describes his success in Podébrady region. The
highlight of the whole story is the realization that the new title Czech on the rip
mountain (the name of the mountain is decapitalized) used in a song shifts into an
imperative form that orders the harvest of the sugar beet. The most amusing aspect
of this is the significant change in meaning with almost no change in the form. This
was also the aim of the English translation.

Instead of the Pod¢brady region, where the sugar beet business thrives,
Cimrman performs with his company in Moravia, where cattle farming is
widespread, and workers are needed for the upcoming pig slaughter. The overall
name of the play is slightly remade (Czechs reaching the Rip Mountain); thus, the
song would have imperative form. The mountain's name then shifts from Rip to Rib;
therefore, the song encourages the people to "reach" their favorite dish: pork ribs

(this meal is popular in English culture).

Ovsem opravdovost, s jakou Plk nestastnou MarySu podal, méla za

nasledek, Ze s nim po predstaveni nikdo nechtél jit na kavu.

However, the authenticity by which Otto Plk depicted the wretched Lady
Macbeth had a consequence that after the performance, no one wanted to grab

a drink with him.
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Marysa is a famous female protagonist in Czech classical literature. She is only
well-known among Czechs, and the English-speaking audience would not
understand the references. The closest equivalent to Marysa is Lady Macbeth. In
Shakespeare's Macbeth, this female character is depicted as evil (nest'stna Marysa :
wretched Lady Macbeth). Similarly to Marysa, she contaminates a drink to
decapitate her opponents, although Marysa's substance is poison poured into the
coffee, and Lady Macbeth's is a drug inserted into the wine. Hence, in the English
translation, the Ota Plk's co-workers do not want to grab a drink with him

(alcohol-based) instead of coftee.

7.5.1 Names and Titles

Lastly, the translation issues of names and titles are to be discussed. These are
also culturally determined, and the translation needs to consider the situation of both

languages in order to preserve the text's authenticity.

Venous : Steve

Maly Mirek : little Charlie

The chosen names should not be translated by finding their form of the TL.
The authors of the Seminar use names that have some implicit effect and are
typically Czech. The strategy for translating the names listed above is to determine
the frequency of use and match the position with the English equivalents. For
instance, the name Mioslav is the eleventh most frequent Czech name, and the
eleventh English name is Charles. The name Véclav is, however, sixteenth, while
Stephen is seventeenth. It is because the sixteenth English name is Donald, and
unlike Stephen, Donald possesses primarily diminutive nicknames that aesthetically

do not correspond with Venous.
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Nasi Furianti : Our Loudmouths

A "furiant" is someone who excessively displays confidence and must be the
most prominent person in the community. The most corresponding equivalent is an

English Loudmouth, someone who talks and brags a lot.

Samotar Alibaba : Alibaba the Loner
Hamlet bez Hamleta : without the Hamlet

Tma jako v Pytli : Pitch-Black

The Czech simile that refers to the absolute dark is replaced with the English

adjective.
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7.6 Comparison with Previous Translation Attempts

7.6.1 The Stand In by Cimrman English Theater

The Cimrman English Theater made the first official translating attempts of
Jara Cimrman's plays. This ensemble was founded in 2014 and is part of Zizkovské
divadlo, where their plays can be seen. Their repertoire comprises six of Cimrman's
plays, all performed in English. Apart from the Zaskok (The Stand In), which was
their first attempt at introducing Jara Cimrman to the English audience, they also
perform Akt (The Act), Hospoda na Mytince (The Pub in the Glade), Svestka
(Plum), Dobyti severniho pélu (The Conquest of the North Pole) and Dlouhy, Siroky
a Kratkozraky (Long, Wide and Short-sighted). The ensemble consists of
English-speaking actors from many different countries, and in 2017, they went on a
tour to the United States (Zizkovské divadlo Jary Cimrmana 2024).

Zaskok (The Stand In) is the first attempt at translating Cimrman's play. The
authors are Emilie Machalova and Brian Stewart, and the whole process took them
over a year. It was a complex task that several people took part in, including Zden¢k
Svérak, who sent it to his daughter, an English teacher. After her evaluation, Svérak
agreed to stage the play (Frankova 2014).

Unfortunately, the translation's text is not available. Luckily, several YouTube
videos show small parts of the performance. The translation itself appears to be very
professional, and it is clear that the translators spent a great deal on it. Judging by the
short videos, it is a very detailed work. The language is reasonably adjusted for the
English audience; therefore, the play can easily flow on the stage. However, it might
result in some more specific meanings being omitted in favor of the overall picture.

In contrast, this thesis's translation is more focused on the exact meanings where
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possible. There are also some differences in the cultural transfer where Cimrman

English theater maintained the original form:

After the Brooklyn Theater Fire = fire of the National Theater

Thomas Edison = Francis Krizik

Similarities between both translations can be found in the language: The title
of the sketch Pitch Black. Other similarities are usually at the basic word level.

To conclude, the translation of the Cimrman English Theater is a complex
work with a clear purpose of being played on the stage. Therefore, unlike this thesis's
translation, it does not concern itself with every single meaning; it is more focused
on the fluency on the stage. The theater's success with Cimrman's Zaskok supports
the play's translatability. However, it must not be omitted that the overall translation

required a significant amount of time.

7.6.2 Zaskok by Sarka Nygrynova

The next translation that is to be discussed is created by Sarka Nygrynova. It is
part of her master's thesis at Masaryk's University of Brno concerning Zaskok's
translatability. The work of Nygrynova inspires the topic of this bachelor thesis;
however, there is no intention of copying it. Before writing this thesis, the work of
Nygrynova was briefly overviewed; however, her translation was not fully read, for
it would have affected the original and individual aspect of this bachelor thesis's
translation (BTT). It is right to say that some of the elements of Nygrynova's
translation (NT) were read especially out of curiosity before translating. Despite that,
it can be declared that there was a great effort not to be influenced by this translation.

The master's thesis, including the translation text, is publicly accessible online,

offering a more comprehensive comparison. Both translations possess few
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similarities in language and cultural aspects; however, the differences are more
frequent.

Firstly, the differences in the language level shall be discussed. The language
of the NT is exact and high-level. It is fluent and professional and adjusts meanings
for better comprehension. In contrast, similarly to the previous translation, the BBT
is more centered on the meaning specification. There are examples of meanings that

are preserved in BBT but omitted, most likely due to practical reasons, in the NT:

davat ho studovat = sent him off to school = have let him study

Zrovna tak nemuzné = 'Tis the same unmanliness = As it is equally imipous

sousedka = Mrs. neighbor = neighbor

spoluzaci = schoolmates = classmates

The language similarities are usually cases of simple usage of English or cases

that do not offer much variability:

nejveétsiho zajmu publika = biggest popularity = biggest popularity

tykani = first name-terms = first name terms

¢ert = devil = devil

However, there was an aspect that could not be overcome in either of the

translations:

z ruky ciziho pera = from someone else = by another author

Next are the differences in cultural aspects, which include mainly the

translation of titles and names. The NT is very creative; therefore, the translations
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may differ significantly. For instance, the NT substituted Ibsen's A Doll's House with
a completely different piece of art, Flaubert's Madame Bovary (Mad Man Bovary).
Stroupeznicky's Loudmouths are translated as Dandies and Alibaba the Loner as
Alibaba the Solitaire. The most significant difference is in the most challenging part
of the seminar, Cechové na Fipu. Instead of the pig slaughter business by BTT, NT
talks about the inappropriate local women's clothing, and the song in the form of
Check on rip makes women wear crinolines again. The NT also translates some
names not translated in BTT: Ota Plk as Otto Blab and Sodomka a Sodommie.

Despite all these differences, there has been one agreement on the translation
of Marysa: Both translations use Lady Macbeth as an equivalent, for there are not so
many famous female protagonists in the English literature that pour dangerous
substances into someone's drink.

To conclude, the NT is a phenomenal, fluent piece with a high-level language.
In contrast, the BTT is more exact in terms of specific meanings. The overall
comparison proves that every author possesses a different type of creativity;
therefore, the translations are unique. Due to the many pragmatic aspects, any other

translation attempts will naturally be different.
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8 Conclusion

The translation of the seminar dedicated to Cimrman's play Zaskok turned out
to be quite a challenge. One of the differences between these two languages is the
synthetic and verbally rich Czech, which is difficult to translate. Due to the richness
of the Czech language, the English translation had to compensate where necessary,
yet still, the English version is slightly longer than the Czech. The idiomatic and
colloquial language, typical for the Cimrman works of Smoljak/Svérdk, also
appeared complicated. Despite these problematic features, the translation managed to
find the corresponding equivalents. The pragmatic differences were frequent, and the
substitution usually had to be used. This required a great deal of creativity. However,
the most significant changes that had to be made were in the field of cultural aspects.
The essential modifications had to be made to maintain the effect and the humor.

Although translating this piece is difficult, most of its true meanings were
preserved. The translation attempted to translate as many items as it could precisely.
Unfortunately, this effort might not have made the language sufficiently fluent.

However, this thesis and previous translation attempts prove that
Smoljak's/Svérak's piece could be successfully translated. The Czech-specific
aspects complicate it, and the translator must be creative to transfer the problems,
especially cultural elements. On the other hand, consequently, this issue makes every
translation attempt unique as every translator is differently creative.

One of this thesis's primary limits would be translating into a non-mother
tongue. The Smoljak's/Svérak's texts are complex and not ideal for translating, for
they are written for the Czech audience only. The Czech translator will be able to

comprehend the text beautifully; however, translating it into a foreign language may
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be problematic, for the translator's knowledge of the language will not be equal to
that of a native speaker. In contrast, the English translator might find it challenging
to understand the original fully. The best way would be most likely to translate it
together with a native speaker. Therefore, the problematic aspects could be
discussed, and the effect of the translation would be as precise as possible. However,
the accurate translation would undoubtedly require a tremendous amount of time.
The translation is a process of connecting the two different cultures. In
Cimrman's case, the contact is much more evident than in other literary translations
because it is strongly linked to the Czech mentality. Providing the artwork to a
foreign audience requires much work and determination. However, Cimrman's
phenomenon, the treasure of the Czech drama, should entertain as many people as

possible.
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