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ABSTRAKT

Predmétem této bakalaiské prace je komentovany pieklad romanu Nikdykde souCasného
Britského autora Neila Gaimana a jeho porovnani s ¢eskym piekladem. Translatologicka
analyza se zaméfuje na zpusob piekladu, jakym zplisobem se autorka ceské verze
vypotadala s prfekladem kulturnich odkazt, jazykovych deformaci ¢i tvoteni novych slov.

Hlavni diiraz je zde kladen na téma ekvivalence v prekladu.

Kli¢cova slova: Preklad, translatologickd analyza, romén, ekvivalence, Nikdykde,

prekladatelské postupy

ABSTRACT

The subject of this bachelor thesis is a commented translation of the novel Neverwhere of
the contemporary British author Neil Gaiman and its comparison with the Czech
translation. The translatological analysis focuses on the mode of translation, how the
author of the Czech version dealt with the translation of cultural references, language
deformations, or the creation of new words. The main emphasis is put on the issue of

equivalence in translation.

Keywords: Translation, translatological analysis, novel, equivalence, Neverwhere,

translation procedures
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INTRODUCTION

The main aim of this thesis is the analysis of the Czech professional translation, by
Ladislava Vojtkova, of the fantasy novel Neverwhere (2000) by Neil Gaiman and its
comparison with an amateur translation, provided by the author of this thesis, Petr
Dobesek. Neil Gaiman is a significant English writer and a winner of many literary awards.
His works are not only popular with the English-speaking audience but also with
everybody else. Translation is an important field worthy of studying, because, if it is done
well, it brings something new, interesting and enriching to a language, culture and society.
Trying to understand the original text and when translating it to create a text that, despite
being new, different and in another language, perfectly preserves the original idea of the
original work. This is the field to which this thesis wants to contribute to.

Tight deadlines pressure translators, to deliver translated works as quickly as possible
to the market, which often ends with lamentable quality in the translations of popular
works. Either the translators have stopped taking into account Jifi Levy’s (2013) tripartite
translation rules, and therefore bear the blame on their shoulders, or the fault lies with the
contracting authorities because they have transferred importance from quality to quantity.

The first part, theoretical, is divided into two chapters. The first one presents a
literature review on the theory of translation, in addition to the processes and procedures of
translating, according to Hrehov¢ik (2006), and Vinay and Darbelnet (1995), and their
types. An integral part of the translation theory are also strategies to deal with obstacles
and difficulties in translation. The difficulties a translator may encounter in a translation of
a literary text include, besides idioms and puns, also his awareness or unawareness of the
specificity of the translated text, and the effects it procedures.

Since Neil Gaiman uses a large number of phrases, idioms and newly coined words in
his novel, the second chapter is devoted to the problem of equivalence. The equivalence
both at the level and above the level of the word are described here, and practical examples
are attached thereto. The main literature in this chapter is /n Other Words (2011) by Mona
Baker.

When writing the theoretical part, I draw mainly from translation guides, for example
Jiti Levy’s Umeéni prekladu (2013), Teodor Hrehov¢ik’s Prekladatel'ské Minimum (2006)
and Dagmar Knittlova’s K Teorii i Praxi Prekladu (2000).

The analytical part is divided into four chapters. The first one is about the author

himself and his style of writing. There is also mention of his other works and Ladislava
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Vojtkova, a translator with whom I compare my own translation. Another chapter deals
with the book itself. It briefly describes the story and the characteristics of the protagonist
and main characters. When translating a literary text, it is important to understand not only
the text itself but also characters’ ways of thinking in the light of the unfolding
communicative practices, particularly the choice of words and their mutual relationships.
The third chapter represents a methodology, a short introduction describing the procedure
for translating selected parts of the chapters. The last chapter contains comments on
selected translations. I try to objectively evaluate Vojtkova’s translation and offer possible
translation adjustments and improvements.

The thesis concludes with summarizing of the insights gained from translating. The
conclusion is followed by my own translated parts of the selected chapters, list of
abbreviations and the bibliography.

As Levy said, the main aim of the translation is not to create a new piece of work, but
to keep the original and accurately capture and convey its original idea (2013, 27).
Translation is a process in which the translator constantly decides between a variety of
word variations and equivalents. The fact that I used different phrases or collocations in the
translation does not mean that this is the only correct translation option. The aim of this
thesis is to create a translatological analysis that preserves the specificity of the author’s
style both from the point of view of the language and from the point of view of the realities

and pitfalls the translator must face.
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I. THEORETICAL PART
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1 THEORY OF TRANSLATION

According to Juliane House, translation is a process of replacing an original text, known as
the source text (ST), by another text in a different language, known as the target text (TT)
(2018, 9). Teodor Hrehovc¢ik used the word translation referring to at least three different,
yet interrelated concepts. Namely (1) the process of replacing the ST by TT, (2) the
product in the target language which is the outcome of that process and (3) an abstract
concept which includes both, the process and the product. The general aim of translation is
to reach equivalent relationship between ST and TT, in other words, to ensure that both
texts contain the same information and ideas (2006, 10).

Strakova characterizes translation as the activity, consisting of oscillation between two
poles, the ST and TT. This oscillating character is caused by the fact that translating is an
activity mediating inter-lingual as well as intercultural communication. Strakova describes
it as a bridge in terms of language, culture, territory, and temporality (1994, 13).

According to Vadim Kadyrov (2014), text, from a writer’s point of view, has more
than just two types, it can be narrative, descriptive, argumentative, etc. However, from a
translator’s point of view, it differs as they may be divided into a literary or a non-literary
type. Each type of text has its own nature and requires different translation strategies.
Literary text is more time consuming and difficult. Translator of such a text needs to know
not only proper terminology and knowledge of SL and TL, but also he must be to be aware
of idioms and fully understand the text. On the other hand, the translator of a non-literary
text translates according to a given key, thus he must have a deep knowledge of the proper
terminology that is used in a given discipline (Paul Gill 2009, 7-8).

In terms of equivalents in technical texts, the search and placement of equivalents is
clearer. But that does not mean that translation of such texts is easier. There are still new
fields that do not have standardized terminology (Strakova 1994, 16). Translation of such a
text can be equally difficult and time-consuming as a translation of a literary text, however,
as Hrehov¢ik says, when translating literary text, the translator primarily focuses on the
idea or message of a text, not on the content as it is in the translation of the non-literary
text (2006, 43-44). Problems of equivalents in a literary text are described in more detail in
chapter 2. Since this bachelor thesis deals with the translation of the novel Neverwhere

(2000), more attention is paid to the description and rules of translation of the literary text.
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1.1 Procedures and approaches to translation

Even though there is an enormous amount of a different methods or procedures of
translating, such as Technical and Organizational procedures by Nida (1964, 241-47), or
Newmark’s (1991, 10-12) Communicative and Semantic translation methods, they are all
based on the same idea, they differ from each other only by emphasizing certain steps or
phases of translation. According to Jean-Paul Vinay and Jean Darbelnet, these methods can
be condensed to just seven steps. They can be used on their own or be combined with one
or more of the others. They continue to explain that there are two major methods of
translation, Direct (literal), and Oblique. Speaking of Direct translation, it is possible to
transpose the SL message element by element into the TL (Vinay and Darbelnet 1995, 30-
40) through three translation procedures: borrowing, calque and literal translation.
However, there can be a gap in a TL, which must be filled by a corresponding element.
The overall impression must be the same for the two messages in source and target
language (Vinay and Darbelnet 1995, 31).

But a situation may occure, in which there cannot be certain stylistic effects transposed
into the TL without disrupting the syntactic order or changing the lexis. In this case, more
complex methods have to be used; namely - oblique translation procedures (i.e.
transposition, modulation, equivalence and adaptation) which allow translator a flexible
conversion of the text while also preserving its stylistic effects (Vinay and Darbelnet,
1995, 31). The following chapters will present examples of both direct and oblique
methods and respective translation procedures.

For instance, according to Levy, translator’s work can be summarized in three basic
steps.

e The first one is the understanding of the original text, thus understanding the work
he translates. More precisely philological understanding, the correct reading of the
text and mediation of ideological aesthetic values and understanding of artistic
units, such as characters, their relationships, or plot environment.

e The second step is to interpret the original, therefore, the necessity of a translator to
understand the reality that stands behind the text.

e The third step is to recast the original text. Expectations from the translator to adapt
the resulting text using such language elements to make the initial translation act

for a reader in the same way as the original (2013,10).
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Hrehov¢ik, as opposed to Levy, divided the process of translation into 6 basic steps:

Preparation: divided into two types. The first one starts before the translation and
requires training in creative writing, in linguistic sensitivity and the principles of
translation. The second one is the study of core materials based on the characteris-
tics of the text.

Analysis: in which the translator is analyzing lexical units that appear to be key to
understanding the text.

Transmission: the process of transition, that takes place in the mind of the transla-
tor, from the analysis of semantic structures to the initial version of the translation.
First translation concept: a process in which it may be necessary to make a deeper
analysis of the text and hence return to Analysis and Transmission. Moreover, it
must be clarified to whom the text is translated.

Reworking of the First translation concept: it is done repeatedly after the transla-
tion of a larger unit. The translator reads the translated unit and looks for errors
such as unintended vagueness, grammatical lapses, inappropriate meaning effects,
and inadequate style.

Inspection of the translation: a process in which not only the translator but also
the consultants assess whether the TT is clear, accurate and sounds natural. Transla-
tion can be evaluated by a reverse translation into the SL, if all information are
equivalent or if the text is readable, faithful to the original or whether it is clear

enough and natural (2006, 65).

Furthermore, a translator must be familiar with the effective procedures as well as their

advantages and disadvantages, either according to Nida’s Technical and Organizational

procedures or Newmark’s Communicative and Semantic translation methods, and ap-

proaches to translations according to Hrehov¢ik, who continues and expands Levy’s (2013)

approaches to deliver a suitable or adequate translation. As a next step, the translator needs

to know how to work with the text influenced by a different cultural background, author’s

relation to audience and grammatical structures, their lexical content, thus the process of

translation.
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1.2 Process of translation
In her work, Knittlova states that a translation process takes place at two levels or points of
access, namely:

e Macro-access, a strategic decision that focuses on the cultural background, histori-
cal and local placement, literary cues, national studies, author’s relation to audience
and the subject of translation, type of audience, type of text and its function.

e Micro-access, a stage of detailed decision making, in which the translator takes
note of particular units, grammatical structures, and their lexical content, thus
building a definitive TT (2000, 21).

Knittlova continues that it is based on considerations of the distinctive features of the
translated text, which contains information about what genre the text belongs to and for
which recipients it is intended, besides what function it has and which factors need to be
most respected (2000, 21).

According to Hrehov¢ik, the translation process itself can be simply divided into:

e Text analysis — decoding the meaning and purpose ST.

e Text synthesis — encoding and reconstructing text to TL (2006, 23).

In the first step, HrehovCik says the translator must understand the meaning and
purpose of the text to find and recognize specific translation units, also known as cognitive
units, such as unified words, phrases, parts of the text, or the whole work. A translator who
wants to decode the full meaning of ST must undergo a strenuous cognitive operation
which includes conscious and methodical interpretation and analysis of all ST properties
(2006, 23).

Such a process requires not only a thorough knowledge of SL grammar, semantics,
syntax and idioms but also a general overview of the realities of the country from which
the original text comes from. An equally important role is played by the translator’s
knowledge of TL (grammar, semantics, syntax, idioms and cultural overview), at the

moment when he wants to encode ST into TT (Hrehov¢ik 2006, 23).
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1.3 Types of translation

From a linguistic point of view, authors like Hrehov¢ik (2006, 20), Jakobson (1959, 232)

or Grygova (2010, 14) say that translation can be distinguished into three types, namely

according to Jakobson:

Intralingual translation, which is based on paraphrasing of a word or phrase in the
same language to explain its meaning.

Interlingual translation, also known as Translation proper in which linguistic re-
sources of SL are interpreted by the corresponding linguistic resources of TL.
Intersemiotic translation, also known as Transmutation, in which linguistic re-

sources are interpreted through non-verbal sign systems (1959, 232).

Grygova further defines the interlingual translation, according to the orientation either

to form or meaning:

Orientation to form

a) Interlinear translation: translation, that does not respect the TL grammatical
system, it retains only information.

b) Verbatim translation: a translation that respects the grammatical system, but
does not take into account context.

Orientation to meaning

a) Free translation: considered to be false, it is the opposite of interlinear transla-
tion.

b) Communicative translation: used when translating idioms and greetings

(2010, 16-7).

Furthermore, translation can be divided according to Vinay with Darbelnet (1995, 30-

40) and Hrehovcik (2006, 37-42) in terms of translation procedures, namely:

Adaptation: used when the message in SL is unknown in the TL culture. For a case
like this, a translator must create a new situation in TL that corresponds with the
original situation in SL and also must be considered as being equivalent.

Borrowing: this is the easiest translation method which translator usually used to
preserve or create a stylistic effect. An example of such a translation can be the
word tortilla, thanks to borrowing the meaning of the word will not be changed in
any way, on the contrary, a reader of such translation will be more closely draw

near to the culture, from which the word is taken over. However, it often happens



TBU in Zlin, Faculty of Humanities 18

that words which are taken over are so often used that they become a part of the re-
spective TL lexicon.

Calque: a special kind of borrowing whereby a TL borrows an expression form of
SL but then translates literally each of its elements.

Equivalence: a process in which one and the same situation can be described by
two texts using completely different stylistic and structural methods, thus by this
method, a translator is producing equivalent texts.

Literal translation: an act in which the translator attempts to reproduce the form
and linguistic features of SL. It is a word for word translation, in which grammati-
cal constructs of SL are transformed into their closest equivalents in TL. The lexi-
cal units are translated regardless of the context. Thanks to this a literal translation
has small communication value and therefore is useless to the readers who are in-
terested in the meaning of the text.

Modulation: consists of altering words or phrases, basically the form of the mes-
sage, which is different in the SL and TL to convey the same idea. Through a mod-
ulation, the translator will change the semantics and shift the point of view of the
SL. The translator will also avoid creating a sense of awkwardness.

Transposition: operates at the grammatical level and involves replacement of one-
word class with another without changing the meaning. The new transposed ex-

pression does not have the same value but will keep the meaning.

The mentioned list is not final because each author focuses on a different part of

translation. However, they all observe the movement of sensory components during

conversion from SL into TL.

Hrehovéik further mentions other methods used in translation:

Explication: this is the procedure whereby the translator adds words to TT that are
implicitly present only in the SL and thus extends the TT. Explication is further di-
vided into four types:

a) Obligatory: caused by missing grammatical categories in SL, for instance miss-
ing articles when translating from the Czech language to English. E.g. worker :
pracovnik/ce.

b) Optional: is based on differences in strategies used in text construction and sty-

listic preferences between languages. E.g. ladle : Zufanek.
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c) Pragmatic: is based on cultural differences. SL can use a name that is well
known to the SL audience but is completely unknown to the TL audience. The
translator can use an explanation by using another word. E.g. harvest home
dozZinky.

d) Inherent: attributed to the very nature of the translation process. Regardless
of languages, genres and registers, translation is usually longer than the original.

o Paraphrasing: in this procedure, the translator replaces the word in the ST
with an expression or a group of words in TT.

e Translator’s note: a footnote or a note at the end of the text, in which the translator
fills in the missing information (2006, 38-42).

1.4 The quality and difficulties of translation

One of the factors that affect the translator’s output is his influence. Influence might be one
hand deliberate, in which case the translator intentionally adds information to the text that
could facilitate the reader’s understanding, and, on the other hand he might be unaware of
his influence, which might be manifest in the target text due to the translator’s cultural
background or his personal taste.

Every translation is a decision process (Levy 2013), and therefore avoiding translator’s
influence is impossible, hence we can talk about the translator’s creativity. As a result of
this creativity in translation, certain shifts in meaning occur. These shifts are an inevitable
result of the tension between the language and the culture of the original text and the
translation. In the case of unaware editing of the text, translator’s creativity is a demanding
effect, however, the ideological and aesthetic values of the original text should be
preserved (Levy 2013, 6-10). If the translator ignores the stylistic values, he can get to the
point, where he lowers the quality of the translated text in terms of impoverishing certain
expressive means and/or stylistically amplifying others, by which he creates the so-called
stylistic leveling (Levy 2013, 6-10).

There is an enormous amount of influences which affect a translator, such as his
residence, the period in which he lives or his cultural background. However, the translator
must be able to process the stress he is facing in order to avoid a distorted text. A big
problem here is subjectivism that may lead to an inappropriate or incomplete
understanding of the original text in connection with his sociocultural and historical milieu.

The translator as well as the reader are influenced by many factors and therefore may have
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a tendency for the stylization of the translation into their own periods or worldviews (Levy
2013, 6-10).

According to Hrehov¢ik, the goal of translation is to ensure that the ST and TT
communicate the same information, taking into account the different constraints. Each
translation can be judged according to two main classic criteria:

e Fidelity — the extent to which the translator accurately mediates the ST information
without adding or removing additional information and without adding or removing
the intensity of information. A translation matching this criterion is called “faithful
translation”. It focuses on criteria such as the content of the original text, type,
function and usage of the text, the social and historical context, the artistic proper-
ties of the text and others.

e Transparency — the extent to which the native speaker perceives the translation as
the text originally written in TL, and to what extent he agrees with mediated gram-
matical, syntactical and idiomatic conventions. A translation matching this criterion
is called “idiomatic translation” (2006, 29).

One of the biggest translation problems is untranslatability. Bassnett is in her
Translation Studies (2002) mentioning that there are two types of untranslatability, which
are divided by Catford (1965, 94) into linguistic, which relate to problems in grammar,
lexical and meaningful ambiguity, and cultural, which relate to different situational
standards (2002, 39). Hrehov¢ik adds on the topic of untranslatability that it is not possible
to achieve a perfect translation. It is the one that does not bring any losses compared to the
original text. He also provides examples of three approaches by researchers who deal with
the untranslatability problem. The first approach is taken up by universalists, researchers
who believe that the existence of linguistic universals ensures the translatability of the test.
The second group of researchers are monads who assert that each language community
interprets reality in its own way, which makes translatability impossible. The third group
are analysts (deconstructionists) who perceive the translation only as information
transmission (2006, 33). The amount of problems with which the translator has to deal with
is inexhaustible, for example, Hrehov¢ik lists several examples:

e ST is unreadable, incomplete or superficially written

e Important information is missing in the text

e The text is a translation of a quote originally written in TL, but it is inaccessible and

literal translation is not possible
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e The text contains dialectical words and neologisms, unexplained acronyms and ab-

breviations, or little-known jargon

e The text contains rhymes, puns, poetry metres or very special cultural references
(2006, 32)

The quality of a translation highly depends on the translator’s skills, how he can deal with

dialecticisms and neologisms, make puns as funny in TL as the author made them in SL,

and if he can identify and make up the missing information in the text.
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2 EQUIVALENCE

As stated by Baker, for a problem of non-equivalence there is no ultimate guideline how to
deal with it. There are just suggested strategies which may be used under specific
circumstances. Equivalence is may occur at several levels, namely: equivalence at word
level, equivalence above word level, grammatical equivalence, textual equivalence and
pragmatic equivalence (2011, 17). Hrehov¢ik talks about equivalence as a definition of the
relationship between ST and TT, which allows TT to be called a translation (2006, 24-25).
With Popovi¢, Hrehov¢ik agrees on that there does not always have to exist identical and
structurally equivalent units in both languages. Then the translator has to consider and
decide which linguistic form should be used in the TL to preserve the meaning (Popovic
1976, 32-36). According to Strakovd, equivalence is a wide and multifaceted translational
problem. She points out that equivalence does not mean dictionary equivalence, but textual
equivalence (1994, 13). Pym adds, that it should not be interpreted as a language equality,
but as the equality of values of ST and TT (2014, 6).

According to the level at which the translating process takes place, Hrehovcik

according to Popovi€ identified the following types of equivalents:

e Linguistic — word for word translation, homogeneity of the units on the linguistic,
phonetic, morphology and syntactic level of both SL and TL texts. E.g. Let’s play
football : Pojdme hrat fotbal.

e Paradigmatic — superior stylistic category, which is not identical with lexically
synonymous equivalence. E.g. I have two dogs : Mam dva psy.

e Stylistic — functional equivalence of elements in TL and SL, which is directed to
expressive identity with an invariance of identical meaning. E.g. Brave as a lion :
Odvazny jako lev.

e Syntagmatic — equivalence in syntagmatic text construction, form and shape. E.g.
Once upon a midnight dreary, while I pondered weak and weary : V piilnoci kdys v
soumrak ciry, chory bdeél jsem sam a siry (1976, 32-6).

2.1 Equivalence at word level

According to Knittlova, the methodology that is being used for analyzing and describing
lexical units must distinguish between grammatical from ungrammatical and ordinary from
the professional vocabulary. It must take into account the specific unit and a general and

special link system in each unit, and the relationship between text and language (2000, 33).

According to Baker, semantic fields have multiple sub-divisions which contain words and



TBU in Zlin, Faculty of Humanities 23

expressions which are sometimes called lexical sets. These lexical sets have further sub-
divisions. For instance, in the field of speech in English, there is a sub-division called verbs
of speech which contains general verbs such as ‘speak’ and ‘say’. These verbs have
another sub-division with more specific variants such as ‘mumble’ or ‘whisper’. It is
reasonable to believe that there will be a greater difference between words from the same
semantic field if SL has this field more developed than other languages (2011, 18-19).
Knittlova says that the translation counterparts basically distinguish between the three
types of equivalence, namely absolute equivalence, partial equivalence and non-

equivalence (2000, 33). The following subchapters give more detailed view of each type.

2.1.1 Absolute equivalents
According to Knittlova, absolute equivalents represent words with almost the same
orthographic structure as well as with nearly identical denotational and connotative
meaning, including the same stylistic function. E.g. eye : oko or bottle : lahev. This group
includes even those words that have more or even many possible counterparts, which are
monosemantized by a grammatical, lexical, situational or pragmatic context (2000, 33-35).
If there are words in the translated text that have their counterparts in TL as absolute
equivalents, it is the best option for translators. Knittlova further states that the most
common types of absolute equivalents are:

e Substantives: anthropocentric consideration predominates, words from categories
such as body parts, people, animals, objects and time. E.g. knee : koleno or cat :
kocka.

e Verbs: primarily action verbs describing the human activity or processes that sur-
round a human being, e.g. drive : Fidit or read : cist. It should be borne in mind that
the Czech verbs contain more information than English verbs, therefore a translator
should use it for the benefit when translating into Czech.

e Adjectives: here prevails the designation of objective properties, E.g. black : cerny
or empty : prdzny.

e Adverbs: expressions connected with a place. E.g. he was at home : byl doma
(2000, 33-35).

2.1.2 Partial equivalents
In contrast to absolute counterparts, Knittlova says that partials equivalents are occurring at

a higher rate. This is mainly due to the fact that Czech and English are languages
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typologically, culturally, historically, socially and geographically different. Knittlova also

mentions here the types of differences that occur in combinations of two or more types:

Formal: the problem of multi-word and monotony, because English has more mul-
ti-word expressions than Czech language (e.g. poor man : chudadk) or explicitness
and implicitness, manifest by more or less information (e.g. fetch off one’s hat :
smeknout).

Denotative meaning: most common difference between SL and TL is a meaningful
component, it can contain extra information. For instance, English movement
verbs. E.g. go home : jit/jet domii.

Connotative meaning: Connotation components may gain predominance over de-
notational components. It is a highlight of the statement and it intensifies the impact
of the language unit on the perception of an addressee. E.g. mug : hrnek/hrnicek.
Pragmatic: differences caused by the fact that the translator took into account both
linguistic and non-linguistic differences between SL and TL. E.g. academic

building : Skola or Dr. Pepper : limonada.

The translator should be well-informed about their functions; otherwise, they can

cause many difficulties in a process of translating (2000, 35).

2.1.3

Non-equivalents

Non-equivalence at word level means that the TL has no direct equivalent for a word

which occurs in the ST. Bassnett adds that for the case of non-equivalence, the translator

must take in consideration the question of meaning and translation for specific units, which

are culturally bound, like idioms and puns (2002, 32). Baker provides a list of some

common types of non-equivalence at word level:

Culture-specific concepts.

The SL concept is not lexicalized in the TL.

The SL word is semantically complex.

The SL and TL make different distinctions in meaning.
The TL lacks a superordinate.

The TL lacks a specific term.

Differences in physical or interpersonal perspective.
Differences in expressive meaning.

Differences in form.
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e Differences in frequency and purpose of using specific forms.

e The use of loan words in ST (2011, 21-26).

Hrehovcik adds that the following strategies can be used to solve problems listed
above:

e Use a more general word.

e Use a more neutral word.

e Cultural substitution.

e Paraphrase using a related word.

e Dismiss the word.

o [llustration.

e Explanation.

e Transliteration.

e Footnote.

e The glossary at the end of the book (2006, 35-6).

2.2 Equivalence above word level

From the syntactical point of view, words rarely occur alone. They rather occur in the
company of other words and under specific restrictions, and in combinations to convey
meaning. Because words occur in specific groups, such as collocations, idioms, and fixed
expressions, it is usually a tricky task for translators due to cultural and linguistic
differences between SL and TL, especially in metaphors (Baker 2011, 47). Baker (2011,
47-78) recognizes equivalence above word level in the form of collocations and metaphors

on one hand, and idioms and fixed expressions on the other (cf. Kufnerova 1994).

2.2.1 Collocation and metaphors

Collocation can be taken as a tendency of certain words to co-occur in a given language.
The patterns of collocation are largely arbitrary and independent of meaning, “they reflect
the preferences of specific language communities for certain modes of expression and
certain linguistic configurations” (Baker 2011, 49).

Term is heavily bounded to collocations is a collocational range in which certain
words are compatible and likely to co-occur with others. Some words have wider
collocational range than others. Moreover, the collocational range is not fixed, new
collocations can be created through a process of analogy, thus naturally, or created on

purpose (Baker 2011, 49-52).
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Baker concludes by saying that words cannot occur in free variations, they have a
certain tolerance of compatibility. Due to a fact that collocations can be culture-specific
and they carry a meaning and they have largely arbitrary nature, and so many challenges
may occur for translators in the process of translating such collocations (Baker 2011, 63).

Similarly, in translating the metaphors, Kufnerova, emphasizes the interpretation of
the particular metaphor in all its value elements. Therefore, before translating, the
translator must understand not only the substance content of the metaphoric imagery, but
also its degree of commonality, and it does not matter whether the metaphor or collocation
is completely original, established or cliché, or whether it is generally understandable or

rather obscure with respect to SL’s cultural environment (1994, 113).

2.2.2 Idioms and fixed expressions

One of the biggest translation problems are idioms and fixed expressions. Idioms are based
on a cultural background. In the process of translation, Bassnett states that an idiom from
SL may be substituted by an idiom from TL. However, the substitution is not based on the
linguistic elements in the phrase or on a similar image contained in the phrase, but on the
function of the idiom, thus the phrase from SL is replaced by a phrase from TL that serves
the same purpose in the TL culture (2002, 32).

Baker adds that idioms and fixed expressions are at the extreme end of the scale form
collocations in their flexibility of patterning and/or transparency of meaning. The meaning
of one word depends on the meaning of the second word with which it occurs. In idioms,
individual meanings of words cannot be taken into account, as the sum of individual
meanings would not make sense (2011, 63-64). Idioms might be culture-specific with
mostly opaque meaning (2011, 68).

On the other hand, fixed expressions have fairly transparent meaning. The resulting
meaning of a fixed expression is more than a combination of the meaning of individual
words, “the expression has to be taken as one unit to establish meaning” (Baker 2011, 64).
Then she continues that the translator will encounter many difficulties when translating
these units, because SL and TL scarcely have direct equivalents in idioms and fixed
expressions. For this reason, Baker recommends that the translator should translate from a

foreign language into his mother tongue (2011, 64).



TBU in Zlin, Faculty of Humanities 27

2.3 Grammatical equivalence

Factor, as a lexical resource, is not the only one, through which we analyze and report
experience. Another one is the grammatical system of our language that determines the
kind of distinctions we regularly make in reporting experience (Baker 2011, 82-83).
Knittlova approaches grammatical equivalence on two different levels: morphological and

syntactic (2000, 93). The following subchapters give more detailed view of each level.

2.3.1 Morphological point of view

Morphology is the study of language at a word level, particularly the structure and forms of
individual words and relationships between them in a given language. In translation, it is
important with respect to how their form changes to indicate a category in the grammar
system. The morphological structure determines the basic information that must be
expressed in the given language (Baker 2011, 83).

Knittlova says that the problem arises where there is a significant difference in the
development of the grammatical category between SL and TL. The translator then has to
deal with problems caused by differences in the category of numbers, grammatical gender,
person, tense, aspect or voice. If such a category is non-existent, impoverished or no longer
used in TL, it is possible to use lexical means at the expense of unnecessary emphasis on
the translated meaning (2000, 92-94).

Knittlova also lists the most common differences between English and Czech:

e Number and countability: E.g. clock : hodiny or talk nonsense : mluvit nesmysly.

e Grammatical gender: E.g. cook : kuchar/ka or lawyer : advokat/ka.

e Person: the question of vykani and tykani (TV distinction). E.g. you : ty/vy.

e Tense: misinterpretations of tenses that the Czech language does not have or ne-

glects (2000, 92-94).
2.3.2 Syntactical point of view
Syntax is the study of language at a sentence level, particularly the set of rules, principles,
and processes that govern the structure of sentences in a given language. Each language
has certain syntactic restrictions that need to be taken into consideration in translation
(Baker 2011, 83-84).

According to Knittlova, equivalence at the syntactic level is incomparably more
complicated, be it thanks to gerund, infinitive, participant constructions, word order or, for
translators more important, segmentation into phrases, single verbal sentences or non-

verbal sentences. Generally, many problems arise due to analytic character of English in
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contrast with synthetic character of Czech, especially in verbal forms and in connecting

sentences both syndetically and asyndetically (2000, 94-95).

2.4 Textual equivalence
Textual equivalence deals with text organization, information structure, coherence, and
cohesion. There is also a problem for translators, particularly deciding whether adapt the
text to the principles of TL or to maintain the specificity of the SL. English and Czech
languages are typologically different, so they put different emphasis on the new and old
information (Knittlova 2000, 96). Baker named this problem as thematic structure in which
she distinguishes between new information (rheme) and a given old information (theme).
Through theme, the sentence is connected with the previous piece of information and
serves as a springboard to connect with the upcoming new information (2011, 121-122).
Drawing on the typological linguistic distinction, more precisely the fact that “English
is isolating/ analytic, while Czech is a synthetic/fusional language” (Veselovska 2009, 46),
Knittlova states that Czech places the theme at the beginning of the sentence and rheme at
its end in a non-marked structure. *On the other hand, placing theme at the beginning of a
sentence would mark a contrast, emphasis or new, potentially important information that
may change the whole perspective. It is different in English due to its analytic character
that demands more or less fixed word order as opposed to its flexible counterpart in
synthetic Czech. Because of this, English has limited means to emphasize a new piece of
information, which include, for example, cleft and pseudo-cleft structures (Knittlova 2000,
96-98; cf. Baker 2011, 120). The theme-rheme distinction is crucial in translation since a
translator needs to identify new and emphasized information in order to place it adequately

in TL.

2.4.1 Coherence

According to Knittlova, coherence is a net of relationships which co-create and organize a
text, making it meaningful. If the text is coherent or not also depends on the reader’s
expectations and life experiences, whether the given knowledge is related to the knowledge
of the reader (Knittlova 2000, 99). “Stretches of language are connected by virtue of

conceptual or meaning dependencies as perceived by language users” (Baker 2011, 218).

2.4.2 Cohesion
By the words of Hoey, cohesion is usually defined as “the way certain words or

grammatical features of a sentence can connect that sentence to its predecessors and
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successors in a text” (1996, 3). A simpler explanation is “cohesion is a surface structure
linkage between the elements of a text” (Tarnyikova 2002, 30). According to Knittlova,
cohesion contributes to a better comprehension of the text, as it ties parts of the text
lexically and grammatically together (2000, 103). In a contrast to coherence, Baker says
that cohesion is the principle by which “stretches of language are connected to each other
by virtue of lexical and grammatical dependencies” (2011, 218).
Halliday and Hasan (1976) divided cohesion into five classes, namely:
e Conjunction: formal signal showing how the sentences and paragraphs are related.
Conjunctions and linking expressions.
e Reference: represent a reference to the term used in the text. For example, the use
of cataphore links, reference pronouns, synonyms or hyperonyms and others.
o Substitution: refers to a replacement of full-featured units with a substitute expres-
sion.
¢ Ellipsis: stands for omitting part of the sentence.

e Lexical cohesion: consists of repetition of lexical units such as synonyms, hypo-
nyms, hyperonyms or paraphrase.

2.5 Pragmatic equivalence

Pragmatics deals with language in use, meaning that pragmatic equivalence is secured
when utterances are used in communicative situations are translated in a way that they are
interpreted with the same effect both in SL and TL. The translator has to pay attention to
the aspects of cohesion and coherence and how the connect with in specific situations and
contexts. Failure to account for pragmatic aspects of the text may result in wrong
translation and/or misinterpretation of the text by the reader. In terms of pragmatic
equivalence, the translator should be able to discern language-specific and culture-specific
elements in a SL and present adequately in the TL even at the cost of substantial morpho-

syntactic changes (Knittlova 2000, 104).



TBU in Zlin, Faculty of Humanities

30

II. ANALYTICAL PART
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3 NEIL GAIMAN

Neil Gaiman, born on November 10, 1960 in Hampshire, UK, is one of the top ten living
post-modern writers whose works crosses genres and reaches audiences of all ages,
according to Dictionary of Library Biography. Although he is best known for his comic
books and graphic novels, his writing career includes also poetry, film, prose, journalism,
and drama (Neil Gaiman n.d.).

Gaiman’s writing career started in England as a journalist. In 1984, he wrote his first
book — the bibliography of the band Duran Duran, which was followed by another book in
1987 inspired by Douglas Adams: Don’t Panic: The official Hitch Hiker’s Guide to the
Galaxy Companion. He describes himself as a “very good at taking a voice that already
existed and parodying or pastiching it” (Neil Gaiman n.d.).

Thanks to love for libraries and books from his childhood, Neil became one of the
most popular creators of modern comics, who is honored with many awards, including four
Hugos, six Locus Awards, one World Fantasy Award, two British SF Awards and much
more. His best known work is Sandman (1989), a work that has become the first comic
book ever to receive a literary award, the 1991 World Fantasy Award for Best Short Story.
As a child, Neil was strongly influenced by authors like J.R.R. Tolkien, Edgar Allan Poe,
Ursula K. Le Guin and James Branch (Neil Gaiman n.d.).

Gaiman is a writer who is able to write for people of all ages. From books for young
readers like The Day I Swapped My Dad for Two Goldfish (1997) or M is for Magic (2007)
to adult audience with novels like Neverwhere (1995), American Gods (2001) or Fragile
Things (2006). He is also active in a field of television and film. He wrote the screenplay
for the original BBS TV series of Neverwhere (1996) and written and directed two films, 4
Short Film About John Bolton (2002) and Statuesque (2009) (Neil Gaiman n.d.).

3.1 Style of writing

In his works, Gaiman uses allusions and parallels to mythologies and historical periods.
For instance, his comic book Sandman is based on allusions to Shakespeare’s A
Midsummer Night’s Dream and The Tempest (Vorwerk 2002). In another book, The
Graveyard Book (2008), Richard Bleiler allusive patterns to Walpole’s gothic novel The
Castle of Otranto and Jackson’s novel The Haunting of Hill House (Bleiler 2011, 269-78).
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3.2 Author of the Czech translation

Gaiman is popular among Czech readers not only because of his specific style of writing,
but also thanks to the dexterity of Czech translators who are able to work with his word
turnovers, complex and colourful thoughts, and especially the playfulness of the language
and to give to the Czech reader a satisfactory translation. The most famous Czech
translators who translate Gaiman’s works are Viola Somogyi, Viktor Jani§, Richard

Podany and Ladislava Vojtkova (Kosmas n.d.).

3.2.1 Ladislava Vojtkova

Ladislava Vojtkova is a Czech translator working under the Polaris publishing house. For
several years she has been regularly translating Gaiman’s works. Her translations are very
popular among Czech readers. From an interview about Gaiman’s translations for the
internet portal VI¢i Bouda she states that the first novel she translated from Gaiman is
Neverwhere. Despite the fact that she has never been into a fantasy literature, thanks to
Neverwhere and the way it was written she became interested in it. She also said in her
interview that she was dealing with one problem after another. Mainly the names of places
and characters, phonetic plays such as homonyms Knightsbridge and Nightsbridge, and
mixed language expressions (Kohoutek 2013).



TBU in Zlin, Faculty of Humanities 33

4 NOVEL NEVERWHERE

Richard Mayhew, the main protagonist, who recently moved from Scotland to London so
he can continue the successful career of a businessman. But everything changes when a
small, bleeding weak girl falls out of the wall right at the moment when he goes with his
fiancé to dinner to meet with her boss. Richard is a good-natured man, and so instead of
the dinner, he helps that little girl. This marks the end of the world he knows and enters
another world, a world full of dangerous things.

Next morning, he gets from the now fully recovered girl called Door instructions to
find a character named Marquis de Carabas, a man who is able to help her. Richard later
discovers that the girl is chased by two infamous assassins named Mr. Croup and Mr.
Vandemar. Once he had managed to contact the Marquis and bring him to Door to take
care of her and leave his apartment, he begins to realize the consequences of his actions.
He has become overlooked, almost invisible to people from the real world as his friends
and colleagues fail to recognize him, and not even a single taxi stops at his sign.

So he sets out for an adventurous trip on which he tries to find a girl he had helped,
and to put things back in the right way, as he wants to go back to the world of real people.
On his perilous journey, he meets Old Bailey, an old man who helps him to talk with a rat-
speaker and find a way to the Floating Market, where he meets again with Door and
Marquis de Carabas. Thus begins Richard’s adventure across London Below, the place
under the city of London. With his new friends and Hunter, their bodyguard, they tried to
find killers of Door’s family, and to escape the assassins named Croup and Vandemar, who
are trying to kill them, and mainly to contact the Archangel Islington who has information
about the slaughter of Door’s family, the information about who killed them and why

(Gaiman 2013).

4.1 Definition of fantasy
Fantasy literature is often considered as an attempt by both author and reader to escape
from reality into the world of unlimited fantasies. According to The Concise Oxford
Dictionary of Literary Terms by Chris Baldick, word Fantasy is defined as “a general term
for any kind of fictional work that is not primarily devoted to the realistic representation of
the known world” (Baldick 2001, 95).

As it already was mentioned in the previous chapter, the book Neverwhere belongs to

a category of literary texts, more precisely, urban fantasy novel, which denotes — “the
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subgenre of stories set in an alternate version of our modern world where humans [...] and
supernatural beings [...] interact via adventure, melodrama, intrigue and Sex” (SFE, 1997).
It is vital to know the genre of the translated novel because every kind of novel carries its

own customs, vocabulary, environment, and especially character behaviour.

4.2 Motives

For the translator, motives are important as well, because through them, the translator is
able to understand to the depths of characters’ behaviour, how and why they are going to
act in certain situations, and what kind of language they use.

One of the most noticeable motive is ignorance - the protagonist is ignorant towards
the world around him. Only when everyone starts to ignore him as well, and he is at the
risk of life, does he realize that he must open his eyes and begin to perceive the world
around him. Another noticeable motive is homelessness - in contrast to London, where
protagonist was employed and has his own flat, in London Below, the place where most of
the story takes place, he was homeless. The motive of heroism plays its role too because
despite the fact that the protagonist was a coward, at the end of the story he killed the Beast
of London and was declared a hero of London Below. Finally, the motive of trust needs to
be mentioned for the fact that even though the protagonist did not know Door or Marquis
de Carabas, he was forced to believe them, otherwise he would have died in London

Below.

4.3 Characters

To provide an adequate translation of the novel, translator must know the inner workings
of its characters, their mutual relationships and how they feel in certain situations. The
main character of this novel is Richard Mayhew. Explicitly characterized person, who had
rejected the fantastic reality of the London Below at first, but later on accepted it and
helped Lady Door with her task. At the beginning of the story, when he is a normal person,
using a formal language. After the situation with Door, he becomes disturbed, which is
also reflected in his way of speech, as fear and confusion are visible.

Another prominent character is Lady Door, oscillating between the position of
confidant and protagonist. With the ability to create and open a portal basically everywhere
to anywhere. She is trying to figure out, who killed her family. Despite the fact that she is

very young and her behaviour is juvenile, here style of speech is more like a speech adult.
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Marquis de Carabas, an assistant hired by Lady Door. He is her guide through London
Below and a character with information. His style of speech is adequate to his position. His
erudition and thirst for knowledge are evident in his interest in foreign words, metaphors
and exotic/literary references, as he wants to make it known that he is omnipotent.

Mr. Croup and Mr. Vandemar are assassins, working for the angel Islington. Their
task is to bring Lady Door to him. There is a big difference between Mr. Croup and Mr.
Vandemar in their communicative practices. Mr. Croup loves to play with the language,
which includes creating new words, describing situations or places in a lyrical style. His
dialogues, monologues and notes are more challenging for translation. On the other hand,
Mr. Vandemar’s vocabulary is more austere. He is rather the man of action, as he does not
like to speak much.

Angel Islington, the antagonist of this novel used to be a guardian angel of Atlantis but
now he is imprisoned in his chamber. Only with the help of Lady Door he is able to escape

his prison. His style of speech is more pompous, but his anger is noticeable.

4.4 Time and space

Story timeline is only about a few weeks long. The order of events is mostly ab ovo except
for a few non-linear narrative techniques such as analepsis in a form of Door’s memories,
and a prolepsis in a form of Richard’s future events.

The story takes place in London, mostly in London Below - the London subway
system, consisting of old discarded and inaccessible metro stations for the public; in other
words, fictional parts constituting together an underground world reminiscent of a big
maze or a complex temple compound divorced from the laws of physics. London itself
seems to be normal, clear, but from the point of view of the protagonist, the city is
changing. At the end, the protagonist prefers to stay in a world that makes no sense, the

London Below, instead of going back to a corrupted city of London, full of fake people.
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S METHODOLOGY

Translation of the amount of 2 562 words went on from October 2017 to February 2018.
During the translating process, I used Anglicko-Cesky Cesko-Anglicky slovnik and Pravidla
Ceského Pravopisu. From the internet dictionaries, I used especially the Cambridge
Dictionary and Oxford Dictionary.

To review and propose changes to the Czech translation, it was necessary to firstly
read the whole book in order to avoid misunderstanding of the relationships between the
characters, their specific manners, and the way they speak. During translation, I proceeded
according to publications as Uméni prekladu from Jiti Levy and Prekladatel'ske Minimum
from Teodor Hrehov¢ik. In the follow-up translation procedures, I was working with the
publication Comparative Stylistics of French and English: A Methodology for Translation
from Vinay and Darbelnet. I have solved the problems of equivalence, which were listed in
chapter 2 by Bassnett and Baker, and by recommended methods from Teodor Hrehov¢ik in

his publication Prekladatel'ské Minimum.
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6 TRANSLATION TRANSFORMATION

This chapter contains comments on the translation of selected parts from the chapters of
the book Neverwhere, including the suggested adjustments to the original translation and
their justification. Since the translation of a literary work is based on continuous decision-
making in a myriad of possibilities, the proposed translation does not necessarily have to
be the best possible solution and therefore does not mean that Vojtkova made a marginal

mistake.

6.1 Name of the book

The title of the book is the first thing the reader comes into contact with. The name should
tell the content of the book, or at least give some idea before the reader opens it and starts
reading. For the translation of the name Neverwhere Vojtkova used calque, she literally
translated it as Nikdykde.

This translated version, as same as the original, clearly describes and correlates with
the story. The word Never in the title serves as an introduction to the fact that what is
happening in London Below can never happen to people from London (Above) unless they
fall into it through a crack in the ground. The word where is used to describe where the
story is going. This place is non-existent for people from London (Above), thus nobody
knows where it is. In the Czech translation Nikdykde, the words Nikdy and kde have the
same meaning as in the original text. I would not recommend changing the title of the

book. The calque has been used correctly here.

6.2 Formally graphical equivalence

The issue that should not be neglected is the formally graphical equivalence of the form
and the content of the translated text. As Hrdlicka mentions, to make a translation
adequate, it must include a functional conversion of formally graphical characteristics,
such as typological means (color, shape, and size of the font), punctuation marks, and
spatial textual structure (line spacing, paragraphs indentation) (1995, 28).

Both Czech and English use italics in order to mark technical terms or foreign words.
However, English has another use for it, especially in prose. Through italics, English
highlights the word or part of the text, which should be more prominent, thus to attract
attention. Italics plays a role of a medium, through which is increased the theatricality or

the story is replenished (Svozilek 2014).
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To the question of punctuation marks, English and Czech have a similar inventory of
graphical tags. The biggest problem occurs in the using of commas in sentences. English
does not separate all sentences and conjectures by a comma. In the case of short sentences,
a comma is not used, however, if the sentence or conjecture is long, a comma is used,
mainly to improve the clarity and understanding of the sentence. Whether the sentence is

long or not is questionable (Vit 2006).

(1A) Caesar as Prospero, thought the Marquis the Carabas.
(1B) Caesar jako Prospero, pomyslel si markyz de Carabas.

(1C) Caesar jako Prospero, pomyslel si markyz de Carabas.

In this case, the italics should also be used in the Czech language because Gaiman
does not just emphasize the simile Caesar as Prospero, but because he uses the foreign
word Prospero. Vojtkova correctly preserves the italic font here and in the other parts as
well. But the thing that she does not follow is keeping paragraphs in their original form,
from time to time she divides them. It cannot be considered as a major mistake, moreover,
the text for the Czech reader is more welcoming and easier to understand, but it is a
violation of the formally graphical equivalence. Personally, in my translation, I am trying
to respect it at all levels, thus keeping the paragraphs sorting structure.

In relation to the simile Caesar as Prospero. This passage is from the moment when
Lady Door and Marquis de Carabas will enter into Lord Portiko’s, the father of Lady Door,
study to find Portico's journal. At the entrance to the room, a bust showing Lord Portico’s
head is on the table. Marquis commented on it without any link to the previous text Caesar
as Prospero. This is an example of intertextuality alluding to the Shakespeare’s play The
Tempest (1564-1616). At first reading this intertextuality was unknown to me, so I
translated it with the Latin word prosper, in Czech uspésny, as Uspésny jako Caesar.
Instead of intertextuality, in the words of Carabas, I described the Lord Portico as a
successful person like he was, instead of pointing out the fact that just as Caesar and

Prospero, Lord Portico was betrayed and murdered by his kin.

(2A) Economies had closed the deep tunnels completely in the early 1990s.
(2B)  Usporné diivody nakonec zaviely hluboké tunely na pocdtku devadesdtych let.
(2C) Na pocatku devadesatych let byly zekonomickych davodi hluboké tunely

kompletn€ uzavieny.
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In the following example, with Vojtkova, we both intentionally violated the formally
graphical equivalence. Instead of using digits in in the early 1990s we used the numerals
na pocatku devadesatych let. The reason for the change is to bring the reader closer to the
text, the numbers expressed in words are much more pleasant to look at, even though we

are giving the reader a way how to read it.

6.3 Translation at word level

This chapter contains comments on translations that deal with the equivalence at word

level.

6.3.1 Character names
This chapter focuses on translating and working with the names of the protagonists,

especially Lady Door and Richard.

6.3.1.1 Lady Door

Lady Door, a protagonist with a very controversial name. It is atypical for both English and
Czech language. Gaiman used this name especially because of the fact that all members of
the Door’s family had supernatural abilities to create and walk through doors wherever
they wanted. So everyone was given by the names that show this magical ability, E.g. Lord
Portico, from the word port, a result of morphological clipping in feleport.

The translation of the name Door can be described as one of the most difficult tasks in
translating this novel. Not only does the translator have to keep the word, through which he
will show to reader Door’s magic ability, but also to use a Czech equivalent that will fit
into the context. Her name is spelled in several occasions. For instance, in chapter two,
where Richard is confused by her name and wants from her to explain what kind of name it
is.

A possible alternative for Vojtkova’ Czech equivalent Dvirka is Branka. This name
equally as Dvirka shows the magic ability to create and go through doors basically
everywhere. For more, this name has Slavic origins and it is a feminine counterpart to
commonly used male name Branislav. Another possible alternative is a diminutive form of
the name Dorota (i.e. Dorka) which is a name of Hungarian origin. However, using
established names would cause several problems. The first one is with a respect to a
phonetic similarity to the English word ‘door’ which makes it stylistically marked, and not
all Czech readers have the knowledge of the basic English vocabulary, and so the

markedness or specificity of the names would be lost. The second problem arises when
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Lady Door talks to Richard, and he wants her to spell her name because he does not

understand what this name means and how can someone call a child as a door.

Richard: “How do you spell it?”

Door: “D-0-o-r. Like something you walk through to go places.”

6.3.1.2 Richard
In the book, the protagonist Richard is often approached by the English diminutive version
Dick, but for Czech readers, it is rather unknown and unnatural. That is why I am dealing

with the diminutive version Dick and recommend to replace it with Richie.

(3A)  Sylvia was now standing next to him. “Dick? The Wandsworth Report?”
(3B)  Sylvie uz stala vedle n¢ho. ,,Dicku? Ta Wandsworthova zprava?“

(30) Sylvie uz stala vedle ného. ,,Richie? Ta Wandsworthova zprava?

In her translation, Vojtkova has kept for the name Richard its own original diminutive
version Dick. For Czech audience, it may sound strange. Name Richard is used in both
English and Czech, and its abbreviated, diminutive versions are also available. But there is
another reason why I think the translator should not keep the original diminutive version,
even if there is an absolute equivalent in TL, RiSa. It is about the overall expression of the
text. By using the name Risa, the text would, in my opinion, be softened (i.e. nivelized).
Therefore, I suggested using another diminutive version, which is also used in English,

Richie, and for the Czech audience, it should be more natural.

6.3.2 Culturally-specific items

This chapter focuses on translation of culturally-specific items.

(4A) Door reached into the darkness, and removed something roughly the size and shape
of a small cannonball.

(4B) Dviika sahla do tmy a vytahla cosi velikosti i tvarem pfipominajiciho kriketovy
micek.

(4C) Dyvirka Séhla do tmy a vytahla néco, co zhruba svou velikosti 1 tvarem pfipominalo

malou délovou kouli.

In this excerpt Vojtkova used a substitution. She replaced the word cannonball by
more general word cricket ball, in Czech kriketovy micek. Cricket ball in itself carries the

information that it is usually small. Thanks to that Vojtkova omitted the adjective small. In
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my translation, I used the calque, so I translated a small cannonball as mala délova koule.

Vojtkova’ translation is not bad, but unreasonable and unnecessary.

(5A) She relit her candle-in-bottle, and then she opened a workman’s door, and closed it
behind them.

(5B) Znovu zapalila svicku. Oteviela dvefe pro femeslniky a zaviela je za nimi.

(5C) Znovu zapalila provizorni lucernu, poté oteviela dvere pro femeslniky a zaviela je

za nimi.

The word candle-in-bottle means a low-cost homemade lantern and does not have a
specific term in the Czech language. Vojtkova thus replaced it by using a more general
word svicka. The translation is not wrong, but it is omitting the technical description
invoking the intended imagery. With the word svicka, a Czech reader can imagine a simple
candle, which must be constantly protected against even a slight breath of wind. In my
opinion, Gaiman wanted to show through this collocation not the poverty but the ingenuity
of the people of London Below. I used the word provizorni lucerna, which could be
described as explicitation, through which I tried to get the reader closer to the image of the
homemade lantern. The main reason, why I used this translation is that the homemade
lantern can easily be made from accessible items such as a candle and a bottle, which are

used in the original text.

(6A)  “Well, what about the Upworlder? Why can’t we kill him?”
(6B)  ,,A co s tim z Horniho? Pro¢ ho nemiiZzeme zabit?*

(60) »A co s tim vrchoslapem? Pro¢ ho nemiizeme zabit?*

In this part, Gaiman created a completely new word, upworlder, which has no
equivalent in the Czech language. It is a specific term created directly for this work.
Vojtkova solved this problem by using a substitution and transposition, which resulted in a
change of the word for word Horniho, which is a place description. Following the author, I
opted for a brand new word, vrchoslap, that would match the meaning as well as a form of
the original. This word describes a person, who belongs to the normal London, thus the
place above London Below. Instead of inventing a new name, Vojtkova changed the part
of speech of noun Upworlder to adjective Horniho. Another reason why I think the usage

of Horniho is wrong is based on the context. The sentence (6A) is said by Mr. Croup, who
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loves to play with a language. To preserve his character, it is more reasonable for me to

create a new word.

(7A) “I’'m afraid your bodyguard idea went down like a dead baboon ... Varney? Yes,
He’s quite dead.”

(7B) ,,Obavam se, ze vas napad s osobnim strazcem Sel ke dnu jako chciply pavian ...
Varney? Ano, je Gpln¢ mrtvy.*

(7C) ,,Obdvam se, ze Vas ndpad s osobnim strazcem pohorel jako Hindenburg ...

Varney? Ano, je tak n&jak mrtvy.*

For the word dead baboon Vojtkova used the calque, she literally translated it into
chciply pavian, which is well-known collocation mostly for everyone. By this translation,
she depicted a character named Varney as a baboon, not a very intelligent creature with
large shoulders and chest, probably as Gaiman intended. Varney is a character, who was
hired by the angel called Islington to accompany Door to him and protect her on the way.
Varney, despite having a clear chance of winning, lost in the competition to win Door’s
bodyguard position. I resorted to the comparison with a fall of the airship Hindenburg,
which was an airship that accidentally burned down in a wrong attempt to land. This
sentence is told by a character named Mr. Croup, who is an assassin and likes to play with
words and language in general. Taking into account his nature, it is more natural for me to
use the substitution and use fall of Hindenburg in the Czech translation as the metaphor.
There was a lot of expectation from it, like from Varney, but the result was disastrous. [ am
aware that not everyone knows about the fall of Hindenburg and thus this metaphor can be
misunderstood. But as I mentioned earlier, it is said by Mr. Croup and he, like Marquis de

Carabas, loves to have information that nobody else has, to ensure a position of power.

6.4 Translation above word level
This chapter contains comments on translations dealing with equivalence above word

level.

(8A) She glowered at him. Then she closed her eyes, and put her finger and thumb on
each side of the bridge of her nose. Meanwhile, the Marquis examined the objects
on Lord Portico's desk. (...) Door lowered her hand from her face. She looked

puzzled and confused.
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(8B) Zlostné na ného hledéla. Pak zaviela oci a stiskla si ukazovakem a palcem kotfen
nosu.
Markyz si prohlizel pfedméty na stole Lorda Portika. (...) Dvirka sklonila hlavu.
Vypadala zmaten¢ a rozpacite.

(8C) Mracila se na nej. Poté zaviela o¢i a ukazovakem a palcem si zmackla kofen nosu.
Markyz mezitim prozkoumal véci na Portikové pracovnim stole. (...) DviFka

spustila ruku z obliceje. Vypadala zmaten¢, rozpacite.

Here, Vojtkova breaks pragmatic equivalence, as she omits an important detail that
affects overall context. She has completely changed the character’s stance. From Door
lowered her hand from her face, she made Door lowered her head, in Czech Dvirka
sklonila hlavu. Thus, she might potentially evoke a misconceived idea that Door bows her
head while she is still holding her nose. My recommended translation is Dvifka spustila
ruku z obliceje, which firmly corresponds with ST. Another problem lies at the level
formally graphical equivalence in terms of splitting the paragraphs.

The sentence she glowered at him Vojtkova translated as zlostné na ného hledéla.
Such a translation sounds very unnatural to me. The word zlost raises the idea that the
person is already so angry that he wants to hurt someone, but that is not the case in the
given context. Lady Door is angry, but not that she would want to hurt someone at the
moment, she is rather exhausted and poisoned by Caraba’s inappropriate notes and
provocations. That is why I recommend using mracila se na néj. By this phrase, in my
opinion, her mental state will be adequately portrayed and will correspond with what is

happening at the moment.

(9A) “Knightsbridge,” repeated Richard, and he began to chuckle, gently.
(9B) ,.Knightsbridge,” opakoval Richard a zacal se tichounce smat.
(9C) ,,Knightsbridge,” opakoval Richard a zacal se tichounce hihnat.

Here Gaiman is using the homophony of words knight and night. In the context, it
creates a comical effect of misunderstanding, when one speaks about the dreaded place
Nightsbridge and the other one about the harmless subway station Knightsbridge.
However, this homophony cannot be translated into Czech. Vojtkova correctly used a
translator’s footnote, which I also used.

Original chuckle, gently Vojtkova translated as tichounce smat. Underneath this

colocation, I imagine a rather evil, malicious laugh, rather than the sincere, silent giggle
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that is to come from the situation. Richard does not laugh at Anaesthesia but laughs at the
misunderstanding that occurred. He thinks that Anaesthesia is afraid of the subway station

Knightsbridge. So I recommend using tichounce hihnat.

(10A) Economies had closed the deep tunnels completely in the early 1990s.
(10B) Usporné diivody nakonec zaviely hluboké tunely na pocdtku devadesdtych let.
(10C) Na pocatku devadesatych let byly zekonomickych davodi hluboké tunely

kompletné uzavieny.

Unlike Vojtkova, I changed in my translation the position of clauses. The text will
come to me more seamless in this way. Moreover, instead of usporné divody, 1 used
ekonomické duvody. The point is that, like Gaiman, I do not want to tell the reader that
deep tunnels were closed because of the conservation, but I want the reader to derive it
from the context itself. Another reason why her translation sounds unnatural is that she
uses active voice where the agent usporné diivody seems to be containing inanimate noun
actually incapable of such procedure, whereas I used passive voice in which the agent is

omitted, as it is generally known, which removes this discomfort.

6.4.1 Collocations, metaphors, idioms and fixed expressions
This chapter focuses on translation and works with collocations, metaphors, idioms and

fixed expressions.

(1TA) “Best way to scare crows,” said Mr Vandemar, “you just creep behind them and put
your hand around their little crow necks and squeeze until they don’t move any
more. That scares the stuffing out of them.”

(11B) ,,Nejlepsi zplsob, jak vyplasit vrany,” navrhoval, ,,jednoduSe se pfiplizite zezadu,
chytite je rukou kolem krcku a tisknete, az se piestanou hybat. To z nich vyplasi i
streva.*

(11C) ,,Nejlepsi zpusob jak vyplaSit vrany,” navrhoval, ,jednoduse se k nim zezadu
pfipliZite a chytite je rukou kolem krcku a stiskem drZite, tak dlouho, dokud se

neprestanou hybat. To z nich vyplasi i streva.*

Vojtkova’ translation of scares the stuffing out of them used a metaphor to z nich
vyplasi i streva, which is in my opinion adequate equivalent when we take into account the
personality of the character Mr. Vandemar who is the author of that sentence. Mr.

Vandemar is a character who rather does things than just talk about them, and so he uses
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simpler language. Just like Vojtkova, I also omitted the word crow from the collocation
little crow necks, because 1 acknowledged it as appropriate that it is not necessary to
announce to Czech readers that we are talking about a crow neck since it is clear from the

context.

(12A) “At present, as you requested, she is walking around, free as a daisy.”
(12B) ,,V téhle chvili, jak jste zadal, se tady prochazi, volna jako sedmikraska.*
(12C) ,,V téhle chvili, jak jste zadal, se tu prochazi po okoli, volnd jako ptacek.*

In this case, Vojtkova used for free as a daisy - a literal translation, in Czech volna
Jjako sedmikraska, while there is an available equivalent in the Czech language that does
preserve the stylistic function. More specifically, the informal idiomatic phrase volny jako
ptacek, fulfills this function in my opinion. It is not always appropriate to stick to the
original text when there is an adequate equivalent in the TL. The Czech reader appreciates
it more, and he does not have to think about how a daisy can be free when such a metaphor
is not used in Czech. As another translation error in this example, I find a translation she is
walking around as se tady prochdzi. In this case, the context indicates that Lady Door is in
the immediate vicinity of Mr. Croup and Mr. Vandemar, which is not true. Lady Door was
in a completely different place at that time. That is why I suggest that the translation se tu
prochazi po okoli because it keeps the main idea of the sentence, namely that Lady Door is
nearby. She is in a completely different place, but Mr. Croup and Mr. Vandemar know
where she might be and they do not find it difficult to trace her quickly. That is why I

recommend keeping the word around, in Czech v okoli.
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CONCLUSION

The subject of this bachelor thesis was the translatological analysis of the novel
Neverwhere by the author Neil Gaiman. The aim of the first part is to define the concept of
translation and to describe translation procedures and approaches. The analytical part then
deals with the procedures used by the Czech professional translator Ladislava Vojtkova,
where she could have been potentially misunderstood in translation and which parts were
nicely done. The relevant parts of the text from the selected chapters are commented and
adjustments or alternations are proposed. This novel was chosen not only because it is my
favorite book by Gaiman, but also for its readable and easy to follow content.

During the writing of this bachelor thesis, I have encountered several difficulties,
finding the same versions of the original text and the translation. Gaiman has released
Neverwhere in several versions that differ from each other by supplementary information
or even a change of whole paragraphs, as well as the translation itself.

After introducing and stipulating what the translation means, there are subchapters in
which I am discussing this term further. By combining insights from different linguists and
theoreticians of translation, the thesis employs several procedures and approaches to
translation in a meaningful way in order to arrive at more precise or adequate translation.
When translating the Neverwhere novel, it was mainly the frequent use of calque, the
untranslatability of the Knightsbridge homophony, which had to be solved by a footnote,
and the lack of proper equivalents as for instance candle-in-bottle. To which is the next
theoretical chapter connected, equivalence. This section focuses on both equivalences at
word level and above word level. The main literature here was In Other Words by Mona
Baker.

For a better understanding of the translated work, I devoted another chapter to the
work itself. I outlined the story and main plot, the characteristics of the main characters,
and where the whole story takes place. This makes it easy for the reader to look inside the
character’s mind and understand how they think and what kind of speech are they using.

The theoretical contributions of Jiti Levy and Mona Baker proved instrumental in
commenting on (A6) in the chapter Culturally-specific items. The biggest translation
problem was to find an adequate translation for the name Lady Door. Also, the name of the
book itself was not an easy task. When writing this thesis, I have established that
translatology is a demanding science that is not based only on the perfect knowledge of SL

and TL, but also on the knowledge of the cultural studies of both languages, the perfect
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understanding of the text in the original text and the timing of the translation process itself.
I found out by the first-hand experience how the translation in the time press is unpleasant

and the result is of a poor quality.
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TRANSLATION OF SELECTED PARTS

Kapitola 1, 7-27 (7-7)

Uz ¢tvrtym dnem byla na Gtéku, odvazné napii¢ chodbami a tunely. Byla hladova a
vycerpand, vic nez by lidské télo mélo byt schopno zvladnout. Kazdé dalsi dvete bylo ¢im
dal tim téz$i oteviit.

Po ctyfech dnech zbésilého tutéku si nasla skryS, malickou kamennou noru,

v podzemi, kde byla v bezpeci, nebo se v to alespont modlila, no pfinejmensim spala.

Kapitola 1, 7-27 (15-15)

Sylvie uz stala vedle ného. ,,Richie? Ta Wandsworthova zprava?*

Kapitola 1, 7-27 (21-21)

»Slava, pane Vandemare, uz zpomaluje.*
»Zpomaluje, pane Croupe.*

»Musi ztracet hodné krve, pane V.

,»Puvabné krve, pane C. Pivabné vlhké krve.*
,,UZ to dlouho trvat nebude.*

Cvak: zvuk bezduchého, osamélého a temného cvaknuti péra vystielovaciho noze.

Kapitola 2, 29-55 (35-35)
SLYSI NA JMENO DOREEN.
KOPE A KOUSE. UTEKLA.
DEJTE NAM VEDET, POKUD JSTE JI ZAHLEDLI.
CHCEME JI ZPET. ODMENA JISTA.

Kapitola 2, 29-55 (38-38)
»A jsi ... Doreen?*

Zakroutila hlavou. ,,J4 jsem Dviika, Richardrichardmayhewrichie. Mléko a cukr?*

Kapitola 2, 29-55 (41-41)
,»lakze to je zdrobnélina pro Doreen?* zeptal se.
,Co?

,» V€ jméno.*
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,.Ne. Prosté Dviika.“
»Jak se to pise?

,D-v-i-f-k-a. Jako to, ¢im projdes, kdyz chces nékam jit.*

Kapitola 3, 57-70 (65-67)

»Pokud mi faxem poslete podrobnou smlouvu do kancelare-*“ fekl muz s chraplivym
hlasem. Pak se za nimi zabouchly dvete a Richard zustal stat v pfedsini uz ne svého bytu a
v tichu se tfasl zimou. ,,Tohle,” oznamil svétu, v pfimém rozporu s tim co mu davalo
smysl, ,,se mi snad zda.“ Jeho firemni telefon zacal blikat a pronikavé zvonit. Richard ho
opatrné zvednul. ,,Hal6?*

Z telefonu se ozyvalo praskani a Suméni, jako by hovor ptichdzel odnékud z daleka.
Hlas na druhé strané byl neznamy. ,,Pan Mayhew?* zeptal se. ,,Pan Richard Mayhew?*

,»AN0,*“ odpoveédel. Poté radostné pokracoval, ,,Vy mé slysite! Diky Bohu. Kdo jste?*

»Ja a muj spolecnik jsme se s Vami setkali v sobotu, pane Mayhew. Sbiral jsem
informace o misté pobytu urcit¢é mladé damy. Vzpominate si?** Hlas volajiciho byl slizky,
nepiijemny, ulisny.

»Aha. Ano. To jste vy?*

,,Pane Mayhew. Rekl jste ndm, ze Dviika s vami nebyla. Mame diivod véfit, Ze jste si
pongkud vice nez trosku prizpiisobil pravdu k obrazu svému.*

,»NO, vy jste zase tvrdil, Ze jste jeji bratr.*

,» V8ichni lidé jsou bratfi, pane Mayhew.*

,UZ tady neni. A nevim kde je.*

»10 vime, pane Mayhew. Jsme dokonale obezndmeni s obéma skuteCnostmi. A
mam-li byt velkolepé upiimny, pane Mayhew — a jsem si jist, Ze chcete, abych k vam byl
upiimny, Ze ano? — byt vami, tak uz bych si o tu mladou damu nedé€lal starosti. Jeji dny
jsou secteny a €islo, o kterém se bavime, neni ani dvojciferné.*

,»A pro¢ mi volate?*

»Pane Mayhew,” ekl pan Croup ochotné, ,,vite, jak chutnaji vase jatra?* Richard
mlcel. ,,Protoze pan Vandemar mi slibil, Ze vdm je osobné vyfizne a nacpe vam je do ust
jeste pred tim, nez vam podfizne ten vas nest’astny tenky krk. Takze to brzy zjistite, ze?*

,,Volam na policii. Takhle mi nemtizete vyhrozovat.*

,»Pane Mayhew. MuzZete zavolat, komu jen budete chtit. Ale zcela jist¢ bych nebyl
potésen, kdybyste si myslel, Ze vdm vyhrozujeme. Ani pan Vandemar, ani ma malic¢kost

tohle nedélame, Ze ne, pane Vandemare?
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,,Ne? Tak co to sakra délate?*

»Slibujeme,* fekl pan Croup skrze praskajici zvuky a Sumici ozvénu v telefonu. ,,A
vime, kde bydlite.* Pak zavésil.

Richard pevné sviral sluchatko a hled¢€l na n¢j. Pak tiikrat zmackl devitku: Hasici,
Policie a Zachranka.

,»Lisnové volani, ozval se operator. ,,Kterou sluzbu volate?*

»Miuzete mée spojit s policii, prosim? Pravé mi nékdo vyhrozoval zabitim a nemyslim
si, Ze se jednalo jen o vtip.*

Nasledovala pauza. Doufal, Ze ho spojuji s policii. Po n¢kolika vtetfinach se operator
znovu ozval: ,, Tistiové volani. Hal6? Je tam nékdo? Hal6?* Po té Richard polozil sluchatko
a odesel do loznice, obléknout se, protoze mu bylo zima, byl nahy a vydéSeny a protoze uz

nic jiného ani udélat nemohl.

Kapitola 4, 71-105 (89-93)

»Ahoj, tati,* fekla Dviika tiSe.

Prsty se dotkla bysty svého otce a hladila ho po tvafi.

Hubeny, asketicky muz, téméf plesaty. Uspésny jako Caesar, pomyslel si markyz de
Carabas. Bylo mu drobet nevolno. Ten posledni obraz bolel. Nu co, byl v pracovné Lorda
Portika. A fo je nejdulezité;si.

Markyz vstoupil do mistnosti, pohledem prozkoumaval vSech ny detaily. Vycpany
krokodyl visici ze stropu. Knihy v koZenych deskach, astrolab, konvexni a konkavni
zrcadla, podivné védecké nastroje. Na sténach byly mapy zemi a mést, o kterych Carabas
nikdy neslySel. Stil pokryty ru¢né psanymi dopisy. Bild zed’ za pracovnim stolem byla
pospinéna ¢ervenohnédou skvrnou. Na stole byl maly obrdzek Dvif€iny rodiny. Markyz se
do ngj zahledél. ,,Tva matka a sestra, tvilj otec a tvlyj bratr. VSichni mrtvi. Jak se # podaftilo
utéct?* zeptal se.

Zpustila ruku z otcovy bysty. ,,Mé&la jsem S§tésti. Byla jsem par dni na prizkumu ...

Markyz o tom nevedé€l, coz ho iritovalo. ,,Hmm. Kolik?*

Pokrcila rameny. ,,Par desitek. Myslim, ze to byli dezertéii z Devatenacté legie.
V latin€ plavu. Kazdopadné, kdyz jsem se sem vratila ... Odmlcela se, polkla, jeji opalové
oc¢i se zalily slzami.

»Vzpamatuj se,” fekl markyz odmeétené. ,,Potfebujeme denik tvého otce. Musime

zjistit, kdo to ud¢lal.”
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Zamracila se na n¢j. ,,Vime, kdo to ud¢lal. Byli to Croup a Vandemar-*

Otevrel dlan a béhem toho co mluvil, si protahoval prsty. ,,Oni jsou jen paze. Ruce.
Prsty. Musi tu byt hlava, ktera to ptikazala, ktera chce, abys i ty byla mrtva. Ti dva nejsou
levni.* Rozhlédnul se po preplnéné pracovng. ,,Jeho denik?* ptfipomenul markyz.

»Neni tu,* odpovédéla. ,,Uz jsem ti to fekla. Hledala jsem ho.*

,»Nejspis jsem zil v milném domnéni, ze tva rodina dokaze najit dvefe at’ uz zjevné,
¢1 nikoliv.*

Mracila se na néj. Poté zaviela o¢i a ukazovédkem a palcem si zmackla kotfen nosu.
Markyz mezitim prozkoumal véci na Portikové pracovnim stole. Kalamaf, Sachova
figurka, kosténa hraci kostka, zlaté kapesni hodinky, n¢kolik psacich brk a ...

Zajimave.

Byla to malé soska divocéka, nebo kr¢iciho se medvéda, nebo mozné byka. Tézko
fict. Velikosti odpovidala velké Sachové figurce a byla hrubé vyfezana z Cerného
obsididnu. Néco mu to pfipominalo, ale nemohl si vzpomenout co.”“ Nedbale ji zvednul,
obratil vzhliru nohama a sevtel v dlani.

Dvitka spustila ruku z obli¢eje. Vypadala zmatenég, rozpacité. ,,Co se d&e?* zeptal
se.

»Je to tady,” odpovédéla prosté. Divala se ze strany na stranu béhem toho, co se
prochézela po pracovné. Markyz nenapadné schoval figurku do vnitini kapsy.

Dvirka stala pied vysokou skiini. ,,Tam.“ Natahla ruku: ozvalo se cvaknuti a oteviel
se maly panel na bo¢ni strané skiiné. Dvitka $adhla do tmy a vytdhla néco, co zhruba svou
velikosti 1 tvarem pfipominalo malou délovou kouli. Podala to markyzovi. Byla to koule
vyrobena ze staré mosazi a leSténého dieva, osazend lesklou médi a sklenénymi ¢ockami.
Vzal si ji od ni.

,, Tohle je ono?*

Piikyvla.

., Vyborng.*

Vypadala vazné. ,,Nechépu, jak jen jsem to mohla pfed tim nevidét.*

»Byla jsi rozrusend,” tekl markyz. ,,.Byl jsem piesvédcen, Ze to tady bude. A jen
ziidka se mylim. Ted’ ...“ zvednul malou difevénou kouli. Svétlo se zachytilo v lesténém
skle a blyskalo se v mosazi a médi. Otraveny faktem, Ze musi pfiznat nevédomost, se

zeptal. ,,Jak to funguje?*
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Anastazie vedla Richarda pfes park na jizni strané feky, pak doli po kamennych
schodech podél zdi. Znovu zapdlila provizorni lucernu, poté oteviela dvete pro femeslniky
a zavrela je za nimi. Pokracovali v cest¢ doll, obklopeni tmou.

»Existuje divka jménem Dvitka,” promluvil Richard. ,,Je od tebe trosku mladsi. Znas
Ji7e

,Lady Dvitka. Vim, o koho jde.*

,»No, ehm, do kterého baronstvi patii?“

,D0 Zadného. Je z rodu Archi. Jeji rodina byvala velice dulezita.

,»Byvala? Pro¢ uz neni?*

,»Nekdo je zabil.*

Ano, ted’ si matn¢ vzpomenul, Ze o tom markyz néco fikal. Pfes cestu jim pfeb¢chla
krysa. Anastazie se zastavila na schodech a hluboce se uklonila. Krysa se také zastavila.
,»M1Uj pane,* oslovila divka krysu. ,,Ahoj,” pozdravil Richard. Krysa se na n¢ na okamzik
zadivala, pak se rychlosti vystieleného Sipu rozbéhla doli po schodech. ,,Takze,*
pokracoval Richard. ,,Co je pohyblivy trh?*

»Je hrozné veliky,” odvétila. ,,Ale krysomluv¢i se tam jen malokdy dostanou.
Popravd¢ feceno-““ zavéhala. ,,Ale nic. Smal by ses mi.*

,»Nesmal, fekl Richard upfimné.

N0, zacala ta hubend divka. ,,Trochu se bojim.*

,»,B0ji8? Trhu?

Dostali se na konec schodl. Anastdzie zavihala a pak zahnula doleva. ,,To ne. Na
trhu vladne ptiméti. Kdyby tam nékdo nékomu ublizil, cely Podlondyn by se na néj sesypal
jako tuna splaskt.*

,» Lak ¢eho se bojis?*

»Jak se tam dostaneme. Pokazdé se kona na jiném misté. Cestuje po okoli. A dostat
se tam, kde se kona dneska v noci ...“ nervozné otacela koralky kolem krku. ,,Budeme
muset projit opravdu osklivym mistem.* Hlas se ji tfasl strachem.

Richard potlacil nutkani ji obejmout. ,,A to je co za misto?* zeptal se. Obratila se
k nému, odhrnula si vlasy z o¢i a fekla mu to.

,Knightsbridge*, opakoval Richard a zacal se tichounce hihnat.

Divka se od n¢j odvrétila. ,,Vidi§?* povzdechla si. ,Rikala jsem, ze se budes smat.*

Hluboké tunely, které mély byt vyuzity pro vysokorychlostni vlaky Severni linky

Londynského metra, byly vykopany ve dvacatych letech minulého stoleti. B€hem druhé
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sveétové valky zde byly ubytovany tisice vojaki, jejich splasky se musely pumpovat za
pomoci kompresori do kanalizace, kterd lezela mnohem vys. Ob¢ strany tunelli byly
lemovany kovovymi palandami, na kterych spavali vojaci. Kdyz valka skoncila, palandy
tam zistaly a na jejich draténych rosStech se uskladnily krabice. Kazda z nich nacpana
dopisy, slozky a papiry: tajemstvi toho nejnudnéjsiho druhu, ulozeny v hloubce, uloZeny
k zapomnéni. Na pocatku devadesatych let byly z ekonomickych divodi hluboké tunely
kompletné uzavieny. Krabice plné tajnosti byly odvezeny, aby je naskenovali do pocitact,

nebo sesrotovali Ci spalili.

Kapitola 6, 135-148 (143-146)

Centralni nemocnic¢ni dvir pant Croupa a Vandemara byla zatuchlé a ponuré misto.
Bujna trava zde prorlstala opusSténymi stoly, gumovymi pneumatikami a kusy
kancelarského nabytku. Celkovy dojem, ktery tato oblast vyvolava, piisobi jakoby pted
desetiletim (snad z nudy nebo frustrace, nebo mozna jako vyjadifeni postoje nebo aktu
uméleckého vykonu) skupina lidi vyhazela obsah svych kanceléii ven z oken vysoko nad
mistem, kde je nechali na zemi shnit.

Bylo tam 1 rozbité sklo, nadbytek rozbitého skla. Také nc€kolik matraci. Z jakéhosi
tézce vysvétlitelného divodu nékteré znich byly nezndmo kym v urcitém momentu
zapaleny. Nikdo nevédél pro¢, nikoho to nezajimalo. Trava prorustala pruzinami. Cely
ZivocCisny svét se rozvijel kolem okrasné fontany stojici uprostfed dvora, kterd uz davno
nebyla ani okrasnou, ani fontanou. Nedaleka protékajici praskld vodovodni trubka, ktera
s pomoci destové vody proménila fontanu v chovnou stanici pro skupinku Zabicek, které tu
poskakovaly a t&Sily se z toho, Ze jsou v bezpeci pred jakymkoliv pfirozenym nepftitelem.
Na druhou stranu vrany, kosi a ob¢as i rackové povazovali dvir za bez-koc€i¢i lahtidkarstvi
specializované na Zabi pochoutky.

Slimaci se lin€ tdhli pod pruzinami spalenych matraci, hlemyzdi za sebou
zanechavali lesklé stezky napfic¢ rozbitym sklem. Velci Cerni brouci pracovité cupitali po
rozmlacenych Sedych telefonech a podivné zmrzacenych panenkéach Barbie.

Pan Croup a pan Vandemar se sem piisli nadychat Cerstvého vzduchu. Pomalu se
prochazeli po obvodu dvora, pod nohama jim kiupalo rozbité¢ sklo. Ve svych Cernych
roztrhanych oblecich vypadali jako stiny. Pan Croup byl v zapalu vzteku. Chodil dvakrat
tak rychleji nez pan Vandemar, obihal kolem n¢j, az skoro tancoval zlosti. Chvilemi, kdyz
uz nebyl schopny v sobé udrzet vztek, se pan Croup vrhnul na nemocni¢ni zed’, kterou

nasledné fyzicky napadnul jak péstmi, tak kopanci, jako by to byla ubohé ndhrazka realné
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osoby. Pan Vandemar, na druhou stranu, jednoduse chodil. Jeho chiize byla velice
dasledna, ptilis pravidelnd a neuprosna na to, aby se dala povazovat za prochdzku. Smrt
chodi stejnym krokem jako pan Vandemar. Pan Vandemar bezduse sledoval pana Croupa
jak kopnul do sklenéné tabule, kterd byla opiena o zed. RoztfiStila se s uspokojivym
ttisknutim.

,Ja, pane Vandemare,“ ekl pan Croup pii prozkoumavani vysledku své prace, ,,Ja
osobné¢ uz toho mam tak akorat dost. Opravdu. Az pfiliS opatrnd, bezvyznamna,
nanicovaté, nerozhodna ... bleda ropucha — nejradéji bych mu palcem vytlacil oci...«

Pan Vandemar zavrtél hlavou. ,Jesté ne. Je to nas $¢éf. Pro tuhle praci. Az ndm
zaplati, tak si mozna doptejeme trochu té zabavy.*

Pan Croup si odplivl. ,,Je to nanicovaty vyumélkovany kretén ... Méli bychom tu
svini vykuchat. Anulovat, zrusit, pohibit a nechat shnit.*

Telefon zacal hlasit¢ zvonit. Pan Croup a pan Vandemar se po ném zmaten¢
rozhlizeli. Nakonec pan Vandemar telefon nasel uprostied hromady sutin na vrstvé vodou
nasaklych lékafskych zaznamii. Ze zadni strany mu tréely zptetrhané draty. Zvedl
sluchatko a ptedal panu Croupovi. ,,Pro Vas.* Pan Vandemar nemél telefony rad.

»Pan Croup u telefonu,* fekl pan Croup. Poté serviln¢ dodal, ,,Ach, to jste vy, pane
...° Odmlcel se. ,,V téhle chvili, jak jste zadal, se tu prochazi po okoli, volna jako ptacek.
Obavam se, ze VaS napad s osobnim strdzcem pohotel jako Hindenburg ... Varney? Ano,
je tak n&jak mrtvy.* Opét se odmlcel.

»Pane, za¢inam mit jisté koncepcni problémy s tim, jakou roli s mym spole¢nikem

(13

v téhle Sarad¢ zastdvame.“ Nasledovalo tieti mlceni a pan Croup zacal blednout.
,Neprofesionalni?* zeptal se tise. ,,My?* Zat’al ruku v pést, kterou nasledné ponékud tvrdé
bouchnul do stény cihlové zdi. AvSak ton jeho hlasu zistal beze zmény, kdyZ odpovédél:
»Pane, se v§i uctou, dovolte mi Vam pfipomenout, Ze pan Vandemar a ja jsme vypalili
mésto Trojské. Ze jsme pfinesli do Flander &erny mor. Zavrazdili jsme tucet krald, pét
papeza, pul sta hrdinG a dva akreditované bohy. NasSe posledni zakazka, ptfed touhle,
obsahovala umuceni celého klasterniho osazenstva v Toskansku v Sestnactém stoleti. My
jsme profesionalni skrz na skrz.*

Pan Vandemar, ktery se bavil chytanim malych zabicek a zkouSenim, kolik si jich
dokaze nacpat do ust, nez bude muset zacit zvykat, fekl s plnymi tsty: ,,Bavilo m¢ to...“

,»Co tim chci fict?* zeptal se pan Croup a ze svého oSuntélého ¢erného obleku smetl
par imaginarnich smitek. AvSak Ty redlné na ném ignoroval. ,,Chci tim fict, Ze jsme

vrahové. Jsme hrdlofezi. My zabijime.“ Poté opét chvilku naslouchal. ,,A co stim



TBU in Zlin, Faculty of Humanities 60

vrchoSlapem? Pro¢ ho nemtizeme zabit? Pan Croup sebou trhnul a znovu si odplivl a
kopnul do zdi- jak tam stal a v ruce drzel zrezivelé naptl znicené sluchétko.

wPostrasit ji? Jsme zabijaci, ne straSaci.“ Pauza. Zhluboka se nadechl. ,,Ano,
rozumim, ale nelibi se mi to.” Jenze osoba na druhé strané¢ uz davno zavésila. Pan Croup
hled¢l doli na telefon. Pak ho jednou rukou zvedl a zacal s nim metodicky ttiskat o zed’, az
z n¢j 1étaly kusy plastu a kovu.

Pan Vandemar pfiSel bliz. Nasel velkého ¢erného slimaka s oranZzovym bfichem a
zvykal ho jako naduté lékotficové cigaro. Slimak, ktery nebyl aZ tak bystry, se snaZzil
odplazit po jeho bradé. ,,Kdo to byl?* zajimal se pan Vandemar.

,Kdo to sakra asi tak mohl byt?*

Pan Vandemar pifemyslivé Zvykal, poté toho slimaka vcucnul, jak kdyby to byla
tlustd, lepkava ¢erno-oranzova Spageta. ,,StraSak?* odvazil se.

,,Nas chlebodarce.*

,» 10 byla ta druhd moznost.*

»otrasak, odplivl si znechucené pan Croup. M¢nil barvy zrudé naStvanosti
k olejové Sedé trucovitosti.

Pan Vandemar polkl obsah svych st a utiel si pusu do rukavi. ,,Nejlepsi zpisob jak
vyplasit vrany,* navrhoval, ,,jednoduse se k nim zezadu pfipliZite a chytite je rukou kolem
krcku a stiskem drzite, tak dlouho, dokud se nepiestanou hybat. To z nich vyplasi 1 stfeva.*

A pak ztichnul. Kdesi v dalce nad nimi slySeli krakani hejna naStvanych vran.

,Vrany. Celed corvidae. Podstatné jméno hromadné,“ notoval si pan Croup a
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vychutnaval si zvuk toho slova: ,,vrazdéni.

Kapitola 10, 199-225 (199-203)

»Pijete vino* zeptal se.

Richard ptikyvnul.

»Jednou jsem méla kapku vina,* fekla Dvitka védhavée. ,,M0;j otec. On. Pti veceti. Dal
nam ochutnat.*
And¢l Islington zvednul lahev. Vypadala jako karafa. Richarda zajimalo, jestli je ta lahev
ze skla. Velice zvlastné lamalo a odrazelo svétlo svicek. Mozna to byl néjaky druh
krystalu, nebo tfeba obrovsky diamant. Dokonce se diky tomu zdalo, Ze vino uvniti zafi,

jako by bylo vyrobeno ze svétla.



