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Annotation:

The submitted paper deals with the personality tok@& Fischer and his theories about
translation. It supplies the reader with informatabout O. Fischer’s life, publications
and his theories. Basic information about transfgtiits linguistic methods and
processes is given. Attention is payed to the amalyf two Fischer’s translation pieces,
Macbeth by William Shakespeare and Eduard Il. byistispher Marlowe. The aim of
this work is to support Fischer’'s theories on théragets chosen from originals
compared to other translators” work and also tgiroa.
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Souhrn:

Predkladana prace se zabyva osobnosgtklpdatele Otokara Fischera. Seznamuje
¢tende s informacemi o ZivétO. Fischera, jeho publikacich a teoriich. Jsou tatté
vyswtleny zakladni pojmy jfekladatelstvi, jeho lingvistické metody a procesy.
Pozornost je &novana analyzdm Fischerovychekladi Macbetha od Williama
Shakespeara a Eduard Il. od Christophera MarlowigenCtéto prace je dokazat
Fischerovy teorie na vybranych aryvcich jeltelpadu, i gekladu jinych autat, a také

porovnani s originalni tvorbou.
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Introduction

In this work, | want to focus on the figure of Otok-ischer (1883-1938), the professor,
theater critic, dramaturgist and translator of lbeginning of 28 century. My research
is divided into three main areas. Firstly, the e¥adwill get a basic theory of what
translation is generally about, its processes amglistics methods. Secondly, | will
briefly mention Fischer’s life and work, and firyathe analyses of his translation of
William Shakespeare’s Macbeth and Christopher Magle Edward II. In conclusion |

will sum up Fischer’s contribution to the trangatarea.

In the second part, | used the information aboettltieory of translation from the books
written by Ji Levy, literary theorist and critic, (Wni prekladu, Ceské teorie

piekladu). He presented basic piece of work aboutrdneslation of art literature. He
perceived the development of translation and psesd translated work. This should

give a reader basic knowledge about this partidolaic.

The main chapter deals with Otokar Fischer’s opinédout translation itself. His
metric notes are summarized in this chapter. Theralso a subchapter about the

translation of Macbeth in Czech lands.

The main part is the analysis of Macbeth from tlselter’s point of view. The analysis
of Macbeth is compared to some other translatogs,Jesef Vaclav Sladek ilioska,

etc. to see the differences.

As the second translation work by Fischer, | hamesen Edward Il written by
Christopher Marlowe. According to Fischer’s thewriexplained in the previous
chapter, in this part, there are extracts from fhiy showing the methods Fischer
defined.

In conclusion, there is a summary of Otokar Fischeontribution to translation area

and his big influence on the following translators.



1 Otokar Fischer

1.1 Life (20" March 1883 — 13' March 1938)

Otokar Fischer was born in Czech Jewish family wlif{ on 28" March 1883. His
father was an owner of a small chemical factoryiciiiid not prosper. When he died,
the whole family moved to Prague, where they livedier bad living conditions. He
successfully finished the secondary school in Katémtinued the studies at the German
university in Prague and later at the universitgarlin, where he successfully read for
honors. He habilitated in the field of German histal literature (Die Trdume des
Grinen Heinrich) in 1909. When he achieved theattgidegree, he took the job at the
University Library, where he finished his senioctlgership. In 1927, he became an
honorary professor of the History of German literatat Charles University in Prague.
As an expert, he was often invited for congresses special seminars abroad. He
lectured at the universities in Paris and Stragipodee also visited Italy in 1935 and
Yugoslavia. His lifetime interest was theatre. Haswa dramaturgist in the National
Theatre in 1911 and 1912. In the autumn of 1935whe chairman of the theatre
committee and from 1937 he became a chief of ptbey.died on 1% March 1938
because of heart failure after he got the messhgatdhe occupation of Austria by

Nazi Germany.

1.2 Otakar Fischer’s publication

Otokar Fischer also published regularly in newsp&pehled (1907-1911)Ceské revue
(1910-1918), Narodni listy (1915-23), Pravo lidu928-1930) and Lidové noviny
(1924-1930) He also contributed to other magazines and was at editor. In 1930°s,
he participated in the antifascist movement. Heseisfly helped to German emigrants
and militant Spain. Fischer had merit in the intrciibn of advanced drama at the
National Theatre in Prague (antifascist plays ®gpek, Gorkij, Kornejuk, etc.).



Together with Antonin Fencl and Bohumikfének, he belongs to th& generation of
translators (beginning of #a@century).

O. Fischer always connected scientific parts wigmglator work, critical and artistic.
All these signs together lead to the uniformityhaf activity. As a literary historian, he
insisted on textual critique to which he was oredtl with studies of German positivist
philology. However, he connected philological ipretation with the modified
application of modern psychological processedeinrich Kleist a jeho dilo (1912),
Otazky literarni psychologie (1917), K Ohlasu pisaskych (1932) Henceforward,
Fischer observed a new tendency in the literarld f{ater on, it was also Marxist

literary field). He always judged it with certairsbelief to strict systematism.

He proceeded with specific methodology based omyesigc linking of scientific
analysis with artistic empathy and enjoyment. Thabfem of comprehension of both
procedures was his frequent subject of his themmletessays. He often chose
publications of complicated, romantically basedspealities for his scholastic and
translation works (e.gmonograph about Kleist, Nietzsche, Heine and titist of
their piecey. He was also concerned with special questions aof artistic
characterisation and poetics — e.g. Czech studieste&ezina’s rhyme and Kollar's
sonnets are brought together in FischBxise aslovo (1929)(Forst, 1985, p. 71)

He was interested in Czech and world dramatic prtol all the time. He wrote about
dramaturgy, theatre aesthetics, portraits aboubésndramatic poets and actors in his
another piece K Dramatu (1919)Otokar Fischer was all-round writer. His transhat
career began with a version of Goethe’s pieceso#imet famous documents. It was a
new beginning of the Czech translation. He ori@aatimself to the living quality of
world literature and the modern way of translatiéischer’s activity in the interwar
period was characterized by close continuity ofotastic and creative intentions with
humanism of his civic attitudes. He enriched omdjiaspects with a social aspect of
artistic activity in his scientific works. He alsextended the sphere of surveyed

problems to interliterary appearance: mostly Gewnalavonic -Slovo a s#t (1937)

During his life he was considered to be the magticant translators of the pieces of

western literatureversion of Heine’s and Villon’s poemBischer’s warm relationship



to national arts was demonstrated in his worksade€d to a classical heritage of Czech
literature -essays about K. H. Méacha, K. J. Erben, F.Celakovsky, F. X. Salda
(Saldovocesstvi 1936)and history of Czech theatr€ifohra Narodniho divadia do r.
1900. Fischer’s literature piece rose as a statemwmitehis spiritual and emotional
life. The first books of poetry were neo-romantscape to the empire of spirit and
symbolized author’s severance socially motivated @so with personal feelings of
ahaverism -Kralovstvi swta (1911). Temporary Fischer’s understanding of prewar
modernism did not show dramatically. New life-tinmspiration, which Fischer found
in family feeling and in the consciousness of aillee national belonging, was
enriched thematically and showed in sensible familrics and in epigrams Peeje
(1931), Hrst epigram (1935) Fischer reacted in drama’s work from mythologg an
history —Sestry (1912)KarlStejn (1916), Pemyslovci (1918), Herakles (1919), Orloj
swta (1921), Otroci(1925) and Kdo s koho (1928}o social development with a

repeated solution to individual relationship witlitional and social community.

His language was characterized by richness, magnife and also intelligibility. He
also translated pieces of William Shakespeare, Buli{ipling, Christopher Marlowe
and Moliere. In his pieces, he was always recurttnghe question of relationship of
individual to personal virtues. He searched fortecaity between past and present and

at the same time he connected cultural area withahsocial questions.

He wrote eleven books of poetiralovstvi s¢ta (1911), Ozéené okna (1915), Hici
ke* (1918), Léto (1919), Kruhy (1921), Hlasy (1923¥oVa (1930), Peje (1931),
Rymy (1932} epigrams in this garner were dignified continusiof K.H. Borovsky's
epigram,Podobizny basnik (1933), Poledne (1934), Hrst epigrdanfl935), Z Mého
Polabi (1935), Rok (1935), Host (1937), Poslednsrba(1938), Bas#i Otokara
Fischera (1925-26yvhich reflected his poetry and Czech languagerigeh the time of
wide bilingualism. German, French masters of verdey were very constricted close to

Fischer, are secretly presented in his poetry.



2 Definition and theory of translation

This chapter focuses on the explanation of tralsiand also gives basic information

about this topic.

Scott Arthur Finley defined translation &8:removing, transferring, from one place to

another. The turning from one language into andthéFinley, 1965, p. 295)

Voltaire’s definition of translation iS ranslations increase the faults of a work and
spoil its beauties.(Finley, 1965, p. 295)

The good translator should know the language, fndmnch he translates the language to
which he translates and the factual content ofsteded text, this means geographical,
cultural and historical background. The translasbould act as an artworkiiJievy

defined translation as:
“P reklad jako dilo je udlecka reprodukce,/gklad jako process jeigodni tv@deni”.

“Translation as a piece of work is an artistic rggtuction, translation as a process is

original creation.” (Levy, 1983, p. 401)

2.1 Linguistic methods and processes

The theory about translation used in this chapteccording to di Levy and Dagmar
Knittlova.

The empiricists defined what a translator shouldvknl) the language from which he
translates, 2) the language to which he transl&)ethe factual content of the translated
text (i.e. historical and geographical backgrouvakious author’s specialties and the
relevant field of literature). There is sometimedded information that translation
should act as an artistic piece of work. The ppleciof linguistic questions is

undoubtedly what both languages have in commonhatt differentiate them.

Concerning the formal linguistic stratification dhe language system, Catford

attempted to differentiate the translation proggss.inguistic Theory of translation —



An Essay in Applied Linguistics, London 1965). (ke1983, p. 24) He differentiated
between restricted translation and total trangtatiRestricted translation means a
translation within one language level, i.e. phogalal, lexical or grammatical
translation. Total translation is not limited tadar conversion within one grammatical
level; very frequently matches to the grammatiaalice of the original language, i.e.
the lexical device of the targeted language soitl@éeates functional advance from one

language to another.

Another differentiation was introduced by Jakobdde.distinguished three basic types:
a) intralingual translation — interpretation ofrtex in the same language, c) interlingual
translation — translation from one language to la@gtc) intersemiotic translation —

interpretation of signs in one semiotic system,interpretation of painting with words.

As most important aspect in theory and practicérarislation is considered to be the
functional aspect which examines which communieatiunction has individual
language elements and which can perform full fumctn their own language. In 1913
cofounder of Prague Linguistic Group, Vilém Mathessiformulate a functional aspect
of translation (Levy, 1983, p.25):

“...vlastni podstata febas@ni je Usili o vzbuzeni uteckého dinku i tFeba

jinymi literarnimi prostedky, nez jakych bylo uzito v originaldasto stejné —
nebo @iblizne stejné — progedky dociluji iznych dinki. Zasada, ZeidezitjSi

je rovnost urdeckého dinku nez stejnost ufteckych prostdki, dilezita

predevSim p prekladani basnickychet”

“...proper principle of version is an effort to awake artistic effect also with
other literary instruments, than it was used ingimal — often the same one — or
approximately the same — instruments reach difteresults. The principle, that
equality of an artistic result is more importantath uniformity of artistic
instruments, important in the first place when siating books of poetry.”

The translation theory is used fronii lievy — Unéni prekladu and Dagmar Knittlova —

Teorie gekladu.

Translation is communication. Exactly speakingnstator decodes the message, which
is involved in the text of original author and regdes it to his own language. Reader

decodes the message in the translated text.



1)

b)

reality choice formulation |—»

A 4

Translator Reader

—> reading translation reading concretization

A 4

(Levy, 1983, p. 42)

This chain with staging of translator theatricadqae of work is even more complicated.
Theatrical set decodes the translator text and snddeenew message, which is received
by audience later on. The semantic analysis o&thweork can be approached from two
aspects: a) communicative — the processes arel sthi happens when author tells the
notice to receiver, b) representative — means wWieafpiece of work embodies and in

which relationship is the concept according to autind scheme of factors.

There are three phases of translator’s work.
Understanding the draft — a good translator mustiime all a good reader
We have three levels:

Understanding the text, i.e. philological underdiag ( an equivocality of words can
lead to the errors)

The ideological and aesthetic values, i.e. ironmaltragical coloring — the translator
should be able to recognize it.

The magic number “three” and use of only odd numivesis considered characteristic

for fairies. Suppression of symbology depletes atiaristic value of magic formula.



3)

Understanding the art units, i.e. characters, ttedationship, background, the author’s

intention

Draft interpretation

With an incommensurability of both language matsri@womplete semantic match
between the expression and translation of the draibt possible.

It is very often case, that mother language issigificantly capable of translation such
as original. The translator must specify the meguaimd decide for one of the proximate
terms. And he needs to know the reality hiddenrmkine text. It is necessary to notice
three moments.

Finding an objective idea of the work - as muclpassible to suppress their subjective
interventions

Translator’s interpretative attitude

Interpretation of work’s objective values from thigitude - an artistic interpretation
must come from those idealistic virtues, which @scin work. In the concept of
translation is given to the foreground a theme,clwhwas secondary in an original text

and so the work appears in absolutely differentedn

Rewrite of the draft

There is a need of artistic valuable stylizatiorirad reality from the original author, on
contrary we ask for artistic rewrite of the drafvrh the translator. Therefore he needs
stylistic talent.

Language translation issue concerns following qoest

Connection of two language systems

Memory of original language in translation stylipat

Tension in the style of translation, which risesdese the idea is transferred into the
language in which it was created — discovering s@ldction start when the translator
has more stylistic options available and he musbsh between them according to the
draft’'s needs. The translator must have languagagimary and inventiveness.
Sophisticated translator’s knowledge of the workegithem more translation solution
to choose. The greater is his artistic and linguistient; the improved instruments to

this correct interpretation are given.



Dagmar Knittlova adverted to Canadian authors Viaag Darbelnet and their seven
basic processes of translation which includesrak)scription — a transcription of more
or less of the target language, 2) calque — aliteanslation, holding the same structure
of the vocable, 3) substitution — a replacemerntheflinguistic instrument with another
one — equivalent, 4) transposition - necessary graiical changes in consequence of a
different system og language, 5) supermodulatiora -€hange of an aspect, 6)
equivalence — an usage of the stylistic and strattimstruments different from the
original, mostly in the field of expressivity, 7)l@ptation — a substitution of a situation
described in original text with different adequsitation.

Knittlova also mentioned American theorist Geraziuez — Ayora and his strategical
processes suitable for a good translation pracéequéz — Ayora defined 8 processes:
1) transposition, 2) supermodulation, 3) equivadend) adaptation, 5) amplification —
an extension of the text, 6) explicitness — addemgositive information, 7) elision,
8) compensation (Knitia, 1995, p. 9)



3 Otokar Fischer and his theories

Information and theories are used from books biyL#vy —Umeni preklady Otokar
Fischer —K Dramatu; Du3e, slova swt and Jii Kudrn& — Ceska literarni kritika v
dotyku se strukturalismem (1880-1940).

Otokar Fischer claimed that the stage of transiadiothe poetic work should always be
worked up by two writers to take account not onbyr finguistic correctness,

faithfulness and poetry, but also for practical dibons. Transcriptions should be
related to translation of pentameter - a line abgeof five metrical feet (Scott, 1965, p.
216) and hexameter - a line of verse of six mdtfexat (Scott, 1965, p. 127) which are

very important for modern verse practice.

Dactylic pentameter is distant analogy of clasdexandrine. An alexandrine is in
French prosody a line of twelve syllables. It haerb the standard meter of French
poetry and the equivalent in English verse is #mehic pentameter. (Cuddon, 1977, p.
23). They are common in drama in English used bylidi Shakespeare and
Christopher Marlowe. It is rived in two halves ethastated by caesura. Caesura is a
break or pause in a line of poetry, dicated, ugully the natural rhytm of the language.
In most cases, caesura is indicated by punctuatiarks which pause in speech: a
comma, semicolon, a full stop, a dash etc. (Cuddd@y/, p. 96) This caesura in the
middle of the verse is so typical, that it cannet dvoided, skipped or moved in
translation. It is very difficult to find in the @zh language appropriate number of
monosyllables, that is why committee acknowledgedatdition to old transcript, the

new form with third disyllabic, which needs stropause, preferably punctuation”.

According to Fischer there were few translatorsour country, who assumed the
requirement, that in the conversation it should lo@trecognized whether Gallicism,
Germanism or Anglicism are used. The dialog shdlda as its author used native
language. Otokar Fischer emphasized that our &sosl should be able to represent

correct sense and internal rhyme of a dialog.

-10 -



Internal rhyme occurs in a single line of verseyiiRa should not be an impediment of
consequentiality and clarity; other way round thgme should be natural, as it is
natural to us to speak grammatical. Rhyme shoutdbea burden of a thought, but it
should help its birth. Who forms rhyme, connects sbul of two things, two entities,
two tones. (Levy, 1996, p. 128)

The most difficult task of translator was, accogdin O. Fischer, to translate the title of
the poem correctly. As an example he pointed batdase of attempts translating
William Shakespeare’s Taming of the Shrew. Sometiriteis necessary to use

paraphrase or even free compensation. (Levy, 129631)

Another problem is with pointing places in the poemhich besides its meaning also
has an independent existence of philosophy of cguthiat appear as a quotation in
other works or daily life. What he called the bganftthe poem was not only dependent
on metric system and succession of rhymes, butmibst important issue is given by
breathing pauses, especially the choice and suooest phonemen the middle of
individual verses. It was the issue of poetics lovexpress the sound succession, this

relations and series of vocals and consonants.

Otokar Fischer had few questions. What if the pémrses the musical appreciation, the
most important part? Would not be better to ledwe goem untranslatable? And if it
succeeded to leave her musicalness, to the prejugficcontent, is it all along the

translation at all? Fischer formulated those qoestto indicate that he fully understood
the antagonism of principle of many admirers okfgn poetry against attempts of its

transmission.

Fischer asserted that it was undoubtedly and for paupose important, that those
effects grew up from the spirit of certain languagpel that it cannot be transposed to
other without making changes. In other words, ilangethat the poem is needful to
compose from the spirit of new language. He saal thanslation of artwork has its
acceptance and justification only when it is anwvark itself. He supported that it can

become the real creative activity from an averaggnp

-11 -



To demonstrate the justification of this opiniondn#ically looked at several advanced
thoughts. In his publications he mentioned the sgjijon, enhanced by translation arts
(Tychon Mommsen, 1858), that it is always easiertremslate from the language
cognate to the language of original. Fischer opgpegéh an argument that closeness of

two languages have their difference, which are ewere substantial.

Another prejudice, which insinuated especial edstamslation where original is in
unbound speech. Otokar Fischer argued back thest mot off hand to talk about
simplicity. Rightly unbound speech has its own imerat rhythm, act, own personal
expression. It is even more apprehensible, thaaninot be displayed by scheme and
scansion. He mentioned that in English languageairsslated everindeed, I'm afraid,

truly, ratherby which the conversation in England is gradageevy, 1996, p. 135)

Fischer demarcated two opposite aspects of primcppoetical creation. First of all he
used Edgar Allan Poe’s expression, how Poe wrsteRaven” with artful forethought,
how consciously he behaved with refrain “nevermaed other components of poem.
The second one emphasized unpretentiousness,sagéss spontaneity of creation.
Fischer summed up both aspects to the conclusatrréispect to the poet is necessary
to complete with respect to the language. (Lev96l9. 136)

But there is lot of places where our native langugiyes an opportunity to compete
successfully with foreign language. When we consittee invincible difficulties

conditioned with the structure of foreign language the difference with ours, it is
needed that in translation abilities was found cengation coming from the spirit of
native language. Philological research must berabyubased on original and can use

the translation only with big guardedness.

Fischer defined point of concurrence between oaigaoetry and translation. He did not
accept the supposition, that sometimes the traoslatas equivalent to artistic creation
itself. Translation is a borderline activity, whiehises from synthesis of scientific and
artistic instinct. It cannot be compared to origimark, because it does not bring new

components in principle. Translating poetry meaasdferring it to different material,

-12 -



to material, which partly dictates itself own newanditions and sustains also necessary

variation from the dratft.

When Fischer himself tried to define good tranelatihe used a metaphor from the fine
art, explaining that translating is not the samekdj kdyZz se v galerii kopiruje stary
mistr; Ze BZi o odlitek; o napodobeni” (“as when the old msstre copied in the
galleries, neither as a casting nor an imitatioAcording to Fischer, that comparison
failed, because they ignored the basic fact: (L&2®6, p.136)

“...prekladat basnické dilo, to znamen#eipaset je do jiného materialu, do
materiélu, ktery si&asti diktuje své vlastni nové podminky, dvedhiuje tudiz i
nutné odchylky odiedlohy”

“...to translate poetic piece, is to transmit intoadiner material; into material
which partially dictates its own new conditions attierefore justifies the
necessary deviations from the original as well”

He also mentioned literal translation. It also litasown place: for school trainings,
studying languages, for “drawing cards”. But heaaated that it would be ridiculous if

literal translation would mean to translate truly.

To describe the sense, word change is needfd.ithportant to contemplate the whole
sentence, context and rhythm. Fischer asserted itha not possible to give

transcriptions; every piece of work must be solweth its own way. Each translator
should approach to his work with premises. He @efiassential sign of true translator

with two words:tact and selection.

Tactis needful, when translator recognizes the cagken personal or local name of
original needs home localization. Even the beststedor cannot avoid the fact, that he
would use something of his own work and use ithe fioreign piece of work. And so

those inevitable insertions are the most cogemt sigranslator’s effort.

Second principle is even more importaiie selectionEach and every verse exercise
so that we decide what is considerable and whiafesior, to reduce it. That means to
choose. But this is the spirit of translation. Traslation happens at continuous control
of vigilant consciousness. That means to searamsider and choose all the time. At

one point it is important to decide for the exdas@rvance of the words; on the other it
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is all about to catch the right mood, smell, andcdet, at last it is the point, pun and
jest.

When there is a plot, it is not admissible to cleanihe translator should know the plot
of original more brightly than it is expressed imetpoem itself. The moment of
selection is closely related to the exact sengmgdose. The translation is always made
for someone. Fischer said not any translation rigpiaceable so that it cannot be
improved. That translation from the Czech language made to show a little bit of
Slavonic world. He referred to the translation,ttitawas not all about showing
something new, but to give it in new form. It cam $aid that this was the moment of

Czech lyrics™ insight to the world.

Czech country was preferred to foreign country ublgation. Fischer claimed that
translation is subjugated to changes of individnatjonal and contemporary variances.
And that:

“Bésnické dilo ma i v fekladu podrzet rozen originalu”

“Poetry work should keep rhythm also in original.” (Levy, 1996, p. 142)

Rhyme is sensible only when it eases associatwimsn it occurs like apparent hint and
not like a resistancdt is very positive when a poet uses the languagaraartistic
value, the language which is his native. Here ¢e@tact point between original poetry
and translation. To avoid misunderstanding, itesessary to suggest that the contact

point does not mean identity either the level.

Another question Fischer mentioned in his publarativas, to what extent is our native
language capable to high and difficult translatiasks. He explained that translation
does not arise under the language, from which itasslated, but to the language to

which it is translated.
Concerning chronological division of translatiomsdher divided it to three epochs: 1)

Jungmann’s era — revivalist era, enthusiasm that b= expressed in the Czech

language. There were translations of Milton. 2)hieky’s era — swing of the language,
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rhetorical pathos, lyricism, and mostly “catchimg’ Europe, 3) The 2Dcentury era —

this era came with new requirements of speechvel@nce and revision.

The next influence, based on Fischer’s opinion, padical situation in Europe. It all
depended on the translators of that time, if treadrs about new Europe came true and
that they had powers in their hand to overcome distance between nations. To
overcome the distance was a question which Fisahewered, that it is the main

principle of translation.

4  William Shakespeare — “Macbeth”

Shakespeare’s tragedy Macbeth was issued posthlymousl623. A theatrical

performance is preserved from 1610. Shakespeamg dreinspiration from popular
tradition of witches and mostly from Holinsher’so8ish Chronicle, in which the
government of the historical King Macbeth (1040-1D%ells accordance to national
legend and where Shakespeare found the detailmdoder committed on Duncan. In
the first and the fourth act is a political con\aisn between Malcolm and Makduff.
(Fischer, 1947, p.3)

It is a literal echo repercussion taken from theooltle’s draft. The names and data are
diffracted just little. On the other hand in madtesf internal composition, poetry,
chronology, location and characterization retaimgdependence. Ballad structure of
Shakespeare’s Macbeth influenced by draft, staydind poetic intention showed that
drama was not structured equally. With suggestmpgressions are related that some
details could be taken in symbolic sense, otherslation to future storyline. Numerous

documents of ambiguity and dramatic irony wereseable.

Shakespeare showed more than his arts, in whicginingdtaneously described the dual
action in Macbeth: first, illustrated as the ondiickh can be seen and heard, second,
which can be only marked and sensed. The whole viak a poetic method of

suggestion and unfinished words. The unfinished dwomean the opposite to
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“unconsidered”. With pent technique and psycholalgdepth, Shakespeare gave the
possibility to supernatural powers to interveneriwtal s action.

He brought the light to the depth of human’s dragreibconsciousness and craziness.
He solved the deepest moral contradiction of gudtyd conscience on historical-
mythical basis. He demonstrated murderous act,hwlasulted from mental necessity
and carried out the bloody purgation on both oféesdaccording to irreconcilable

reverse of men’s and women’s character. The pl@&iojes from murder to murder.

The horror of Makduff’s family towed to death, cial victimization of two innocent
chamberlains stained with blood, are effectual sfipe and supplement of central
storyline, which is grouped around regicide comaittonly from ambition. What
preceded the murder and what is showed in monolagupainful ignition with
destructive demon of soult is dramatically compacted and royally arrogaomian

feeling, feeling magnetized with blood.

Shakespeare deepened the mystery of evil andaokerd the existence of three witches
on Macbeth’s act. The evil was dignified to thenpiple of wielding the nature. He put
a human action to the symbols of characterizatiootjifs of human heart, intellect and
will. Witches” scenes are characteristic extereatdre of the whole piece. These and
other components of this work, unique in its draf&,purgative power, influenced

playwrights and philosophers in France, Germanyamndountry.

4.1 Translation of “Macbeth” in Czech lands

The materials used in this chapter are from theigatipns by Otakar Fischer —

Macbeth and K dramatu.

The tragedy of Macbeth did not endear that muah 8kakespeare’s Hamlet or Romeo
and Juliet. Macbeth is the first Shakespeare slatad drama, which was played on the
stage on 20 January, 1839. Shakespeare among others gotratsthe Czech letters.

New conception made by Jaroslav Kvapil in 1916 wersy famous event, because
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immediately after that Shakespeare’s cycle wasepglay the National Theatre. In 1851,
director Chauer began with Macbeth, the Shakesfpsrformance on Czech stages.

He also got into Czech letters.

That was in 1786 when K. H. Tham tried to CzecKihakespeare. It was a reflection of
current level of our literature and native languagleam’s draft was not the original,
neither good translation from Wieland and Eschegbinut theatrical elaboration.

Jungmann noted in his vocabulary HistoGieské literatury, that Tham translated
accordance with Schiller. But it was a mistake,dose Schiller translated Macbeth 14

years later after Tham. Tham had used translafiénJoFischer.

F.J.Fischer was an actuarfyPrague book censorship. In years 1777-8 he addptr
Shakespeare’s plays for the Prague theatre. Hankeeaamember of Wahr theatrical
company in Prague in 1788. He also worked for agldime in Germany and
corresponded with Goethe. Goethe appreciated haestavorth as: (Fischer, 1919, p.
235):

“Ale i tomu muzi, jenZ ndm pomahal zaloziti divadlachovame v@nou vzpominku.”
“But also we will perpetuate grateful memory to ammwho helped us found theatre. *

The same was said about his Prague adaptationshakeSpeare. Collected work
“Schauspiele von Shakespear fir das Prager thadagtirt”, which included Macbeth,
Merchant of Venice, and Richard Il. and Timon, ywablished in 1788.

Criticism of this work was not good. An adaptatwinMacbeth was very weak. There
was a reduction of number of characters, from 26Qowhen F.J. Fischer omitted the
figure of King Duncan (so his murder was misguideaddl also Lenoxx, Ross, Anguss,
Makduff's wife and others. Witches “scenes weranghd beyond recognition, Macbeth
became a coward and his wife became a harritlais. unshapely Shakespeare was the

first source of our literature.

There was a book published in 1782, in dictdiv Hradec, which was titled: “Makbeth,
Vidce Sottského vojska. Zsmecké Komedye Westinu pelozeny; V @ti Dilech, a
osmnacte smutnychi®lstavenich vyobrazeny”, (“Macbeth, leader of Egttsoop,

from German Comedy into Czech translated; in fiveblRations and eighteen
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sorrowful performances interpreted”). It is trulyigenced, that it was F. J. Fischer’s
adaptation, which was used.

In 1786, publication from Schonfeld was introducedPrague: “Makbet. Truchlohra v
péti déjstvich, od Shakespeara”, (“Macbeth, Tragedy ire facts, by Shakespeare”).
Karel Hynek Tham translated it into Czech. Thamvkiieat he was translated it at third
hand. It was obvious, that his translation did Inelbng to history of our relationship to
English literature, but it went back to the inflaenon German taste and bad taste.
Tham’s translation was similar to F. J. Fischerdadlation. Shakespeare’s translation

after bad elaboration did not show evidence oflalge ideas and high expectations.

Tham’s merit of Czech language could not be denkmbably F. J. Fischer’'s

translation was not the only source. Sometimes d@& $ome more Shakespeare’s
sentences added in his translation. Tham descMzateth’s death and Makduff's last
speech with sentimentalism, which did not appeathentext from 1777. Besides the
book, he also used some stage hologram. This sieggeeme translation mistakes,

explicable by oversight of bad copy.

As an example, in the seventh act Macbeth spokatakater of his “life” (“Zivota”)
instead of water of his country (“zéth — (german “lands” was read as “lebens”). Here
came a question, to what degree Tham understodceSeare. There is an evidence of
mistakes made by careless translator’s attituderigpnal text. On page 51 “dokud
veliky les Birnamsky na kopci Dunsyanském ng piitahne”, but it should be
translated “na kopec pro Dunsinaneskému”. Anoth&take is on page 53, when
Macbeth should see twdisska jablka” (reichsapfel), but Tham translatedsit‘rajska
jablka” (tomatoes). (Fischer, 1919, p. 240)

It was known, that in the ¥8century there were made theatrical manuscriptsdene
purpose according to Shakespeare. There was a ongriuaritten in gothic type,
untitled with era, saved in archive of the Natioffddeatre: “Makbet, dle Sekspira
z¢eSena trucholohra v 5ti jednanich H. Kuklou”. The draf this translation was
probably Tham’s translation. Kukla (a writer or aator, it is an unknown fact)
plagiarized word after word, but still did not degeonly on Tham. There were added

some characters, whereof Kukla's adaptation erdichieam. Kukla restored King’'s
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role, demonstrated Banquo’s murder and Makduffsauds on the castle according to
Shakespeare. Even though these complements wezd basthe German translation,

there was a tendency to return to more appropteate (Fischer, 1919, p. 240)

A big progress, in both rhythmical and poetic sideted J. V. Sladek’s translation. It
was released in 1896 as the book of “Sborntkcoséé poezie”, (“Memorial volume of
world literature”). Two years after it was releasesi the first book of Shakespeare’s
work issued by the Czech Academy. On April, 6902 Sladek’s translation was
introduced on the stage at the National TheatreeW8ladek announced his new
translation, he met by conservatives with refudéhen he came through and became a
translator at the National Theater, and Sladekdlit@ see enthusiastic, sometimes

uncritical appreciation.

His translation brought something new and valudil¢,he cannot be considered as the
best Shakespeare’s translator. Sladek himself ado@dafter thirty, fifty years would
be seen, as he looked on Tham: (Fischer, 19191§). 2

“Jsem si jist, Ze novy Shakespeare potom zas bogaatak nutnym, jako nové
preklady tSiny dramat..Kazdy novy &lomity peklad, & pochazi od

kohokoliv, své ovoce ponese, ani jeden neni aiyie’,

“I am sure, that the new Shakespeare will be ags®ary as the new translation
of the most plays...Every new conscientious tramsiatho matter from who it

comes from, it will fructified, neither one of th&ameedless.”

According to Otokar Fischer, Sladek’s Macbeth ditl sound very “macbethovsky”,
(“macbetish”). In Sladek’s Macbeth, character Reas, that “zést za z¥¢sti Slajak
krupobiti’ (“tidings after tidings went like hail-storm), ialder translation was likepo
pose”, (“by post”). Another example is when Lady Madhetas calling on ghosts: “K
mym Zenskym pien sgjte, sajte ZId tam za mléko”, this translation of “take my milk
for gall” was incorrectly considered as wrong tfatisn. It was more exaggerated
translation of words by Sladek. Otokar Fischer fbonly mistake at the end of th& 4
act, in Shakespeare’s Macbeth, Makduff said, teatduld boast and cry too, Sladek
translated wrongly with the past tense: “A ja jskrat moh kol Zeny svym&iona a
Sermovati chlubnym jazykem!”, which has lost thgartant Makduff’s confession.
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Occasionally by Sladek’s translation, the expressgs of the words was decreased, as
according to Kollar, his meaning of the word “bbbjovnik”, (“god’s warrior) was by
Sladek turned down to “bozi vojin”, (“ god’s sold)e Despite all these details, Sladek
excelled over his predecessors. Mostly where the® scenic lyricism, especially in
beautiful words about Macbeth’s life. Verses of #ie act best described what

“Sladkovsky” translation is.

Sladek’s version: Otakar Fisclserérsion:
“Jiz zhasni, mala svice, shasni jiz! ... Zhasni, sitylko!

Jest Zivot jenom putujici stin, Je Zivot stin jen bludny; bidny herec
jen herec ubohy, jenz chvili svou jenz chvili svou $adi na prknech

si vykrauje, fadi na prknech adyma se, a pak dost; jen bajka

a potom o Bm neslysi se vic. iz Wpravuje blb: v nfev a vztek,

To povidka, jiz vypravuje blb, l&€ smysl Zadny.

Jen hluk a ¥ava, nezné&ci nic.”

It is trenchant in expression, symmetrical of itgnoform. And also it is smart in its

endings. Here is the extract from original text:

....0ut, out, brief candle!
Life’s but a walking shadow, a poor player
That struts and frets his honour upon the stage
And then is heard no more: it is a tale
Told by an idiot, full of sound and fury.

Signifying nothing.
(Fischer, 1919, p. 231)

It has the same thought, but the form, structuré drythm are different. Sladek
translated literally. He could find an expressiandzech which matched the original.
On the other hand his style of translation resuitedmbiguity. In Macbeth he never
forgot to translate every “almost”, “very”, “scaf¢éis said” from original. (Fischer,
1919, p. 250-251)
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5  Analysis of Macbeth

In this part of the bachelor paper, the reader giMe an idea of Fischer’s theory
summarized in the previous chapter. There will ey extracts from William

Shakespeare’s Macbeth and Czech translation ofitiniature piece and Christopher
Marlowe’s Edward Il. also compared to the Czeclsiverof translation. The theory is

summarized in 8 main points followed by the exsantd analyses.

1) Quantity, which is meant by shortness and lergjtlunstressed syllables, is
important for O. Fischer in rhyme. He used it toive the language and avoid the
monotony. He placed this long-syllable word at ¢éimel of verse or in front of caesura.
Similarly, he used foreign words or pointed wordeids with the main meaning).

Ross: Lé& Makbeth, Zenich Valky, ob#m,
se nadj, rovny na rovného, vrh,
zbra proti zbrani, sila proti vzpda,
az zdeptal jeho vzdor.\dtézstvi

nam poslézipadlo.

Prva: Plavcova Zena kastanky ma v &lin
A mlask a mlask a mlask.idékla: “Dej!”

“Pr¢, straSidlo!"fve bababachrata. FHischer, 1947, p. 22)

There are pointed out the long-syllable words atehd of the verse in this extract to
prove the Fischer’s theory. First example is tlewbrd “vigzstvi” in the &' lineof the

first verse and secondly word “bachrata” at tfidiBe of the verse.

2) He emphasized the conversation of individualtigigants, when its purpose

does not result from individual words but from they of dialogue. Fischer used
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communication functions of notices separately ame¥olvedthe plot on its basis. He
used the literature figures of paradox, irony arditersation. Definition of irony is the
use of words, with humorous or satirical intentigo, that the meaning is the direct
opposite of what is actually said (Scott, 19651%1). Here is an example from Act 2,

scene 1:

Makbeth: Nevis? Ty sam.
Zdroj, temeni&tztidlo krve tvé
jsou ucpany; tvé krve pramen ucpan

Makduff: V&S otec, kral, je zavrazual

Malkolm:  O! Kym?

Lennox: Jak se zda, sluhy ve své loZnici.
Jich tvd, jich ruce krvi byly rudé,
jich dyky téz: ty, nedgeny, nasli
jsme na poduskach.

Zrak meli skelny, byli zdSeni:

Tém nici Zivot nengl byti swien!
Makbeth: O, ztivosti mé mi lito pec,

V niZ jsem je zabil.

Makduff: Tys je zabil? Pr®

Makbeth: Kdo spojit mize hiizu s moudrosti,

s \Wrnosti nedast, hrv s dobrotou?
Ma [ilis prudka laskaigdkehla

mij rozum liknavy. Zde lezel Dunkan,
krev zlatem lemovalaigbro pleti,
acerstvé rany byly glomem,

jimz prodira se smrt — Tam vrahové
v femesla svého batysedla krev

jim viala s dyk jakitasré necudné.
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Kdo moh’se zdrzet, v srdci maje lasku

i odvahu se k lasce znat? (Fischer, 1947, p. 42)

The cases of ominous dramatic irony are particulanportant for creating tension in
plays. When the audience understand the implicatidnmeaning of a situation on
stage, or what is being said, but the charactensatloThe usage of ambiguous motifs,

ironically showing into future, is famous in Macbdty William Shakespeare.

Here is an example, when Macbeth came to the legsmcastle and announced to his

wife, that King Duncan is coming. Lady Macbeth aassd:

Lady Makbethova: Tenifrhozi musi byt op#&tn! (Levy, 1983, p. 179)
(Translated by J. V. Sladek)

Lady Macbethova: Ten, kdo jde k nam, si zvlaS&egada! (Fischer, 1947, p. 31)
Lady Macbeth: He that’s coming must be provided for
(Shakesre, 2005, p. 34)

The reader can see the perfect example of dramnatig in this extract from Macbeth.
The meaning of the sentence “He that’s coming rhagprovided for” and its Czech
translation is ironically said. It does not meamttiKing Duncan will have special

treatment at the castle, but later on the King Rnnwill be murdered by Macbeth.
Ironical murder expressed by Fischer is more appdsan expression by Sladek.

At the beginning of third act, Macbeth invites Baodor feast at parting, and Banquo
promises, that he will come. Audience understahds as dramatic irony, and knows
that Banquo will be murdered and at the same tinseforeshadowing of ghost Banquo
at the feast. This act was better translated byegléhan Fischer.

Makbeth: Jen b hosting neschazejte nam.

Banquo: J4, pane, schazet nebudu. (Levy, 1983, p. 179)
(Translated by J. V. Sladek)

Makbeth: L& jiste prijd’

Banquo: Jafidu, pane. (Fsc, 1947, p. 47)
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Macbeth: Fail not our feast!

Banquo: My lord, | will not. (Shakespeare, 2005, p. 68)

Banquo at the moment when passing the hidden nsjrdaid, that it is going to rain,

“padat dég’. First murder ironically shouted, let the Bangabead fall.

Banquo: Dnes v noci dostanemettés

Prvni vrah:  Ma dai! (Levi983, p. 180)
Banquo: Dnes v noci bude prSet.

Prvni vrah: Jentaprsi! (Fischer, 19p4752)

But the ambiguity was best expressed by E.A. Saudek

Banquo: Mréi se na dé3

Prvni vrah: Tak @atedy spadne! (Levy, 1983, p. 180)
Banquo: It will be rain tonight!

First Murderer: Let it come down. (Shseare, 2005, p. 78,80)

3) Rhyme (is two or more words with the same sd@atter, 2001, p. 255) should
not break logicality and clarity of the storylineshould have a natural effect.

Makbeth: Byt,cim jsem, to neni nic,
le¢ bezpéng tim byt. Mam z Banqua strach,
adiavodny; to proto,kralovsky
Ze duch mu vrozeni®mnoho si troufa.
Le¢ nejen Ze ma mysl bez ba&zn
ma moudrost, neklamnou je#dkyni
jest jeho chrabrosti. Jen on ma cosi,
co strachu nahaniim je deptan je

mij genius, jak Oktaviem pry
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kdys Markus Antonius byl. On kéral
ty sestry, jak mne pozdravily kralem,
a chtl byt osloven; pak &tily

mu zdar, Ze krélzaloZi pry rod.

Mn¢ na skré neplodnou jen korunu,
mne Zezlo neurodné daly v dia

Z niz cizi ruka vyrve je, neb syn
mne nevydida. Je-li tomu tak,

pro Bangv rod ja poskrvrnil se, pio
ja laskaveho zabil Dunkana,

jen pro &jv ¢iSi svého miru zli
jsem nasypal a poklad&nosti

dal odwkému vrahdidstva, kréle
bych stvdil — krale z ledviBanquova
To stat se nesmi! Na zivot a smrt

Ja osud rag vyzvu v boj. Kdo tu? (Fischer, 1947 473)

The rhyme is shown for example in the third logighe verse “dvodry = kralovsK/”,

and “lidsva=Banquaa’ on the 22% and 2% line of the verse.

4) The title of the piece itself can be a big pewblfor the translators. The name of
the title is hinge for the writers. A main thoughty essential motif can be expressed
with the title of the piece. Also it may act as tkey to understand the piece.
Translator’s work is very important at this poilmcorrect translation of the title can
confuse the readers. The good example is translafi®hakespeare’s comedy Twelfth
Night, or What You Will into Czech language as ¢ée Trikralovy neb Cokoli chcete”
(translated by J. V. Sladek). Twelfth Night is colesed to be a reference to Epiphany,
or the twelfth night of the Christmas celebratidlar{uary E’S‘). The first part of the
English version of the title does not corresponthwZzech one. It is obvious that
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translator used the term which the Czech readellsuwderstand better than if the
author translated the title literraly. “Twelfth Nitj means in Czech “Dvanécta noc”.

With translation of Shakespeare’s Macbeth, Otoksaher did not have a problem. He
only adapted the name of main character to the IClatuage - “Macbeth” to Czech

version “Makbeth”.

5) Otokar Fischer faced the problem how to expidissns — a form of expression,
construction or phrase peculiar to a language &et possessing a meaning other than
its grammatical or logical one (Cuddon, 1977, dl)32n translation. Different sayings,
proverbs, comparison experienced in English languafpr Englishmen easily
understandable and obvious, may cause, with liteaaklating, problems to the Czech
readers. He denied translating idioms word by weétd.adapted their meaning to the

Czech equivalent.

Lady Makbethova: #dte, duchove,
vy, ktegi smrtonosnych mysSlenek
jste pfivodci, a Zenstvi zbavte mne:
od hlavy k paté nejkrugjSi nech’ zlo

Mne prosakne! (Fischer, 1947, p. 30)

Lady Macbeth: Come, you spirits
That tend on mortal thoughts, unsex me here,
And fill mefrom the crown to the toetop-full

Of direst cruelty! (Shakespeare, 2005, p. 32)

In these extracts the reader can see that Otakelnd¥i did not translate the idiom “from
the crown to the toe” word by word (which will banslate it as “od koruny po palec”),
but used the Czech equivalent “od hlavy az k'pat
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6) O. Fischer considered the translation as aacadjactivity. It stands on the
border of scientific and artistic style. It can eeside original activity, because it does
not bring the new elements, it only transfers thgmmisforms. Translating poetry piece
means to transfer it to the new material, whichtlpampose conditions the translator
respects. It forms necessary variances from thi. dkecording to Otokar Fischer, an
authentic translation does not requrendage but freedom. Even the most accurate
translator inserts something of his own to theifprgiece, whether it is from language
or verse reasons. Those insertions are the masfisamnt proofs of translator’s efforts.

On their principles are recognizable different mensrof making the translations.

Prvnicarojnice:  Plavcova Zena kastanky ma v Kli#,
a mlask a mlask a mlask.i#kla: “Dej!”
“Pry &, straSidlo!” fve baba bachrata.
Muz jeji, kapitan, jel do Allepa.
Ja se mu v cestuipletu,
popluju za nim weSetu

jak mys, jak mys, jak bez ocasu mysS (Fischer, 1947, p. 22)

First Witch: A sailor’s wife had chestnuts in her lap,
And munch’d, and munch’d, and munch’d.
“Give me,” quoth I.
“Aroint thee, witch!” the rump-fed ronyon cries.
Her husband’s to Allepo gone, master o’the Tiger
But in a sieve I'll thither sall,
And, like a rat without a tail,

I’ll do, I'll do, and I'll do. (Shakespeare, 2005, p. 18)

Prvnicarocjnice:  Namoinikova Zena kastan pojida.
Chrousta ho, chrousta. Jéikam:
“Dej mil”

“K8a, ¢arodéjko!” zave baba na m
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Jeji kapitan ma za cil Afriku.
Budu ho stihat v cedniku
A jako krysa ské&im na ten pram.

To udélam, to udélam, to udélam. (Josek, 2005, p. 19)

Here the reader can see the freedom in translafach translator uses different
expression fot the original words. As an exampleriginal text, Shakespeare wrote in
the last line of this verse “I'll do, I'll do, I'Hlo”. Otakar Fischer translated this line as

My

“jak mys, jak mys, jak bez ocasu mys”. There icoonection to the original text at all.
Fischer used his own expressiorti Josek translated it as “to ¢ildm, to udlam, to

udélam”. But in this case the reader can see thakJodewed the original language.

7 According to certain theories, it is consideredbe a dogma, that poetic piece of
work should hold the size of original piece. Somneeses contrast the style of the draft;
however some verses reflect the poetic method oficpar Czech translators.
Generally, there are features which hold, markeexésrnal form — e.g. an arrangement
of strophe, a sequence of rhymes and metrical sehé&haracteristic features of
translators are mostly in an internal form — e.geaa of rhymes, proportional
representation of grammatical rhyme, purpose toas¢im pointing and purpose to a
certain sound coloring. One of the interests idede#it translation of onomatopoeic
words — the formation and use of words to imitadansls; it is a figure of speech in
which the sound reflects the sense (Cuddon, 197Z6¢). Comparing two translations
— Christopher Marlowe’s Edward Il and William Sheeare’s Macbeth, there are two
different types of blank verse used in the drafiefé is rhythmical regular syntactic
closed verse in Edward Il. and rhythmical freedtagtic opened verse — it has no
regular meter or line length and depends on nasype¢ch rhythms and the counterpoint

of stressed and unstressed syllables (Cuddon, §9288) - in Macbeth.

-28 -



Dvé pravd je vigeno:

Tot’ &astny proslov fed nadhernymdgjstvem
her kralovskych. — Dik, panové. — Ni zlé

to pokuSeni ssta onoho

byt nemize, ni dobré. (Fischer, 1947, p. 26)

Fischer did not use the regular rhytm in this vekse freely connected the words in no

particular scheme.

The usage of the onomatopoeic words:

Treti carockjnice: Ratatatam! isfher, 1947, p. 23)
Third Witch: A drum! A drum! (Shakespeare, 2005, p. 18)
Tieticarodtjnice: ~ Bumtarata! Bumtarata! (Josel)2 (. 19)

Otakar Fischer andidiJosek used in their translation onomatopoeicstetion of the

original expression “a drum, a drum” to keep thergbof the expression.

8) One of the most important poetic forms, whichpegred in the Czech
translations, is considered blank verse — vers@owit rhyme, especially the iambic
pentameter (Scott, 1965, p. 34) - primarily thealrblank verse. diLevy summarized
his opinion about using blank verse in his bookddimpiekladu. In the Czech verse is
more expressive structuring to the lexical uniisEnglish verse to syntactic units. The
Czech verse is composed of polysyllabic words, Wwhare phonetically and
unambiguous independent. A word can be considesednaindependent rhythmical

section of verse. Enclitics and proclitics are aception.

Makbeth: Byt / dokonano, // kdyz / to / vykonano,
pak / nejlépe // to / rychle / vykonat.
Ta vrazda // kdyby / sit/ zadrhla
nad nasledky // a jeho / nebytim
cil / zachytla // - by / pouze / rana ta, (Levy, 1983, p. 347)
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(Translation by J. V. Sladek)

Macbeth: If it were done / when “tis done, // tthétwere well
It were done / quickly: // if the assassination
Could trammel up / the consequence, // and catch
With his surcease success; // that / but this blow

Might be / the be-all / and the end-all here, (Shakespeare, 2005, p. 36)

Makbeth: Kdyby / to / jeho / koncem / skilio
V raz / radj / skoncovat. // Ta / vrazda // kdyby
VSe / dalSi / vsakla, // v jeho / nebyti
Cil /1 kdyby/ lezel, // tak, / Ze | skéita
By / navzdy / jedna/rana/ vSe, /l zde | #aspo (Fischer, 1947, p. 32)

In English verses, individual words are groupecktbgr into sentential section, usually
around one significant core. In the Czech versemntganced expressiveness of word
boundary; in English verses is enhanced expressegenf syntactic pause. From the
linguistic point of view is this distinction motited with differences between
grammatical language (Czech language) and lexacgiuage (English).

6  Biography of Christopher Marlowe (1564-1593)

Christopher Marlowe was born in the same year dbai Shakespeare, 1564He was
educated at King's School and awarded a scholanshi@orpus Christi College,
Cambridge. He was one of the University Wits, tloeing generation of writers who
were educated at the university of Oxford and Caoigler After Marlowe left
Cambridge in 1587, he wrote his first major woflamburlaine the Greatwhich was
performed in London that year. Marlowe’s career slast; he died violently in a fight
in a pub. But at the age of twenty — nine he waes tiost famous and successful
playwright of his generation. He wrofehe Jew of Malta, The Tragical History of
Doctor Faustus, The Queen of Carthage, The Massatiearis and Edward IIHis
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genres were tragedies and historical dramas, batsloewrote popular poetridero and

Leanderand The Passionate Shepheiltl.is difficult to evaluate Marlowe’s work, as
there are only few copies and many works were mehgublished. He was the first
author who used blank verse in drama, soon followedVilliam Shakespeare. The
Marlowe’s death was hidden in mystery. At the afjementy-nine, he was hit in the
forehead by his companion. One theory came to tmgace that well-educated
Christopher Marlowe was responsible for much of therk attributed to

Shakespeare.The play entered the stage on July, I8® weeks after Marlowe’s

death.

6.1 Analysis of Eduard II.

According to the Fischer’s theories explained ievimus part of the bachelor thesis,
this part will give short summary of the theoryléoved by the examples of the extracts

from another Fischer’s translation, Edward Il.
1) A placement of the long-syllable words at thd ef the verse.
Kral: Bud’, state, vitandesetisickrat!
Ta laska, Speis, poddansky ten cit,
To’ vzneSené tvé mystvédectvim.

Kralovna: Ach, neblahou mam &st.
Zde nej¥rnéjSi Levune, pitel nas
nam uastni nese vzkapisemny,
Ze kralovsky i bratrfrancouzsky
se zmocnil Normandie, jezto ty,
maj pane, nedbals lennidavazki.

Zde dopisy, zde posel stspm (Fischer, 1922, p. 66)
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There are several examples of long-syllable wordshis extract which proves the
Fischer's theory — “desetisickrat,édectvim, nas, pisemny, francouzsky, zawazk

4 ”

sam".

2) An emphasis of the conversation of individuattisgpants and the way of a
dialogue. An irony, paradox and tergiversation nwocur in the dialog between

individual participants.

Kralovna: Ne, Gavestone, tim mne urazis.

Coz nemas dost, ze krale zkazils mi

a jeho choutek stal ses kuph —

ty zleltovat si troufas i modest?
Gaveston: Ne, odptismilosti. To nechdl jsem.
Krél: Jsi s Mortimeremiidis davérna

a tebou Gaveston je vypuzen.

Ja zadam, bys mi lordy s,

sic nikdy se mnou nests se uz.
Kralovna: Tva vysost vi, Ze neni to v mé moci.
Kral: Pry, nech mne tedy. — Gavestone,dxoj
Kralovna: Ty bidny, tys mi kréle uloupil.
Gaveston: Ne! Vami, pani, jsem oloupen.
Kral: Jiz na ni nemluv. Asi jenom Stka.
Kralovna:  Cim jsem se provinila, panetijf

Jsou mymi stdky haky pl& a hruf,

jez puka, pane, zalem nad tebou;

ja negastna, 0, jak&tmiluiji.
Kral: Mn¢ swdkem nebe, jakétv lasce mam:

Jen pla si; pokud vracen nebude

mi Gaveston, mhnecha’ na @i. (Fischer, 1922, p. 28)
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There is a tergiversation used in this extract ftbemEdward II, when the King blamed
the Queen that Gaveston should come back to himh that time, the King and the

Queen should not see each other.

3) The usage of rhyme, which should not break Hdic and clarity of the
storyline.

Spenser mladsi: Svlec tedy hofmistraij Baldocku,
a jako dvorsky kavalir si de
To nenierny kabat s limi&em
a samet lemovany hedvabim,
tu nepomzecichat kekvitk am
a v rozpacich si s kapeskemhrat
a vdene rozplyvat se p stole
a komplimenty seka&lechtiaim
a doh hleckt, oci privirat
atikat “prosim, milosti, jak réte”:
tim @izre velkych par neziskas.
Bud’ smely, vtipny, odhodlan a hrd
a nelekni se bodnout, nutno-li. (Fexgl922, p. 40)

There is an example of rhyme with words “kvitk — Slechti@m” and “hrat — pivirat”.

4) O. Fischer translated the title in the same aayMacbeth. He czechifies the
name of the main character and translated the dacptitle literally. “Edward Il, The

Troublesome Reign and Lamentable Death of EdwaedScond, King of England,
with the Tragical Fall of Proud Mortimer” was tréaied to Czech as: Eduard Druhy,
bouliva vliada a Zalostna smrt Edvarda Druhého, Kralgliekého, s tragickym padem

hrdého Mortimera.”
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5) An expression of the sayings, proverbs and idiand the adaption of the

meaning of the idioms to the Czech equivalent.

Kent: Ja, lordi, z lasky k rodné zemi své
se davadm k vam a krale opoustim;
chci v sporu naSem, statu na prasp

byt prvy, kdosvij Zivot v sdzku da. (Fischer, 1922, p. 53)

Kent: My lords, of love to this our native land,
| come to join with you, and leave the King,
And in your quarrel, and the realm’s behoof,

Will be the firstthat shall adventure life. (Edward I1)

Baldock: Je marno truchlit, marny, pane, vzdor,
Nam zbyva pokohti s bohem dat.

Nam kostky vrzeny. Mam strach, tvé téz. (Fischer, 1922, p. 88)

Baldock: My lord, it is in vain to grieve or storm
Here humbly of your face we take our leaves.

Our lots are cast | fear me, so is thine. (Edward I1)

The translation of English idiom “that shall adwet life” Fischer did not translate
word by word but used the suitable Czech expressiaij Zivot v sazku da”. And also

“our lots are cast” Fischer translated to Czecthas kostky jsou vrzeny”.

6) The freedom in the translation. It is shown éfferts of the translators to create

the most significant and original translation.

Lancaster:  Ja na severu mnoliatpl mam.-
Bud’, pane, zdrav povol, sic tvij tr @n
se krvi zatopi, a na hlavu

ti rozhytkanou hlavu hodime,
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to hlavu odporného mil&ka. (Fischer, 1922, p. 14)

Lancaster: And northward Lancaster hath many disen
Adieu, my lord; an@ither change your mind,
Or look to see the throne, where you should sit,
To float in blood, and at thy wanton head

The glozing head of thy base minion thrown (Edward II)

Otakar Fischer freely translated “either changeryuoind” to Czech version “a povol
sic twij tran” and “the glozing head of thy base minion thrown"Czech language as

“to hlavu odporného mitka”.

7) A comparison to the rhythmical freed syntaajpened verse which Otakar
Fischer used in Macbeth. In Christopher Marlowe@lsv&rd 1., Fischer used regular

syntactic closed verse.

Zti na Londyn

muj vyhnanecky zor,

jak byl bych v Elysium zavital:

ne z lasky k nsstu nebo r&stanim,
vS8ak Ze tu zije on, jejz mam tak rad —
muj krdl, jenZ svirej mne v své néiy

nechlt sebevic mne nenavidi&y (Fischer, 1922, p. 9)

In the rhythmical regular syntactic closed verse iareach line of the verse the same

numbers of syllables.

8) An existence of the blank verse. The word in@zech verse can be considered

as an independent rhythmical section of the verse.

Kral: On/ odeSel // a/ zanechal mi/ zal;

tak / pative // mne / nebolelo / nic
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jak / nyni / ztrdta / mého / méiéa;
a / kdybych / za poklady / modsévi
ho / dostal / 1, // ja | nepatelim / svym
bych / dal / je / rad, // a byl / by / to fi zisk.
(Fischer, 1922, p. 34)

The reader can see, in this Czech version of EdWatdinslated by Fischer, that each

word stands separately and stand as an indepeselgitn of the verse.

Edward: He’s gone, // and for his absence / thusadurn.
Did never sorrow go / so near my heart
As doth / the want of my sweet Gaveston?
And, / could my crown’s revenue / bring him hack
| would freely give it / to his enemies,
And think | gained, // having bought /so de#niend.
(Edward I1)
On the other hand, in the English version, the wandthe line of the verse are divided

to the syntactic units.
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Conclusion

Otokar Fischer as a literary historian, theatricalic and theorist, mostly translated
from German, French, Flemish and English. He wasgaificant representative of
Czech Germanics. He was concerned with the bohieraisti comparative problematic,
focused mainly on style and psychological analgéigerature piece of work. He was a
creator of modern Czech translation. Theater wa$onig-life interest.

Eduard Goldsticker used quotation from Friedrichl&gel to express opinion about
Fischer | must totally agree with: (Fischer, 196510)

“On sam je hoden vic nez vSechny jeho talenty.”
“He himself is more worthwhile than all his talsrit

Otokar Fischer was a person of consequence. Heevalmout necessity of work on
history of Czech translation, in 1929: (Fischer63,9p. 198)

“P rekladatelské usili naSeho 19. stoleti zasluhovgl@ddrobné a soustavné
monografie; zrél by se v ni asi, ve zkratce, cely vyvoj naseh@ého
bésnictvi.”

“Translation effort in our 18' century should deserve detailed and methodical
monograph; it will reflect the whole progress of mew poetry.”

In that period of time did not exist any type of mographs in our country, neither

abroad.

Fischer had an influence on Vaclav R€ti911 — 1973), poet and translator to many

languages. As Fischer’s student and admirer, kenfetl his theories.

Fischer was ahead of his time when he approachedlating and made a revolution in
this area. Fischer’s translation of “Makbeth” wasaedled a high value. It was

appreciated long after Fischer’'s death and it isicered to be a breaking point in the
history of Czech translation.
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Resumé

Cilem této prace je uvéstende do problematiky jgkladatelstvi (konkréthpreklady
Otokara Fischera). Otokar Fischer bykegevSsim béasnik a jeden ziegdnich
piekladated, ktery mél nemaly vliv na budouci igkladatele. Otokar Fischer (20. 3.
1883- 12. 3. 1938), byl divadelni kritik, profesbistorie rmeckeé literatury na
Univerzit Karlovy v Praze, novifadramaturg Narodniho divadla gegladatel v prvni

tfeting 20. stoleti.

Pravidel publikoval v novinach fehled, Ceska revue, Narodni listy, Pravo lidu a
Lidové noviny. Aktivie se z@astoval antifaSistickych hnuti, kde hlavrpomahal
némeckym emigraritm a zbrojicimu Spaisku. Otokar Fischer spojilddeckou¢innost
s praci pekladatele. Byl orientovan na¢émeckou positivistickou jazyk@du. Také
spojoval jazykowdny vyklad s modernimi psychologickymi procesy -vEe shrnul v

teoretické eseDtazky literarni studie.

DalSim jeho vyznamnym dilem, kde shrnuje oblastm@ttargie, divadelni estetiku, a
zminuje se o vyznamnych dramatickych basnikach a Hercdilo s ndzvenK
dramatu Napsal spoustu monografii, fiégpad monografie o Nietzschem a jeho
pieklady. Nemé& vyznamnym dilem, v kterém se Zije o ¢eskych studiich

Brezinova rymu a Kollarovych sonetech, je Fischerbu8e a slovo

Byl povazovan za jednoho z nejvyznafjsich gekladatel zapadni literatury (Heine a
jeho basm). Ale nezapominal i na svou rodnou zem a napsaustp eseji o
vyznamnychéeskych autorech (K. H. Macha, F.Celakovsky). Pekladal i anglickou
literaturu a to dila od Williama Shakespeara a €€bphera Marlowa. Jeho jazykova

tvorba byla charakterizovana bohatosti a velkolgpos

V druhé casti secten& seznamuje s problémemielladatelstvi. Je zde definice

piekladatelstvi, stitny popis lingvistickych metod aekladatelskych procés

DalSi ¢asti této prace jsou Fischerovy teoriekpadatelstvi. Fischer tvrdil, Ze jevistni
pieklad literarniho dila by vZzdy ¢hbyt preloZzen d¢ma pracovniky, aby nedochéazelo k
chybam. Také se snaZil, abji piekladu rozhovoru nebylo rozpoznat, zda se jedna o

gallicsimy, germanismy nebo anglicismy. Dialog byl mplynout jako by se jednalo o
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matesky jazyk. Vnitni rym by nendl byt prekdZkou v loginosti a jasnosti. Kdo two

rym, spojuje duse dvousui.

v v s

dila. Nekdy je nutné najit opis nebo volnou nahradu. Jakklgul je v praktick&asti
uveden peklad Shakespearova dila — Twelfth Night. Spéamcéestiny by peklad n#l
znit Dvanacté noc, ale autaiegladu pouZil nazev \ber Trikralovy.

Fischer si polozil otazku. “Nebylo by lepSi ponectdo nepgelozené?” Tuto otazku,
formuloval, aby dokazal, Ze mnrozumi protikladu zdsad mnoha obdivatedizi
literatury a jeji pokusy o jeji podani. Trval nanpze base je poteba tvdit z ducha

noveho jazyka.

Fischer odporoval ndzoru Tychona Mommsena, Zedeo@ussi fekladat do jazyka
piibuzného pvodnimu. RiSel s argumentem, Zefipbuznost dvou jazyk maji své

odliSnosti, které jsou mnohem vice podstatné. Dakdsudek o fekladatelstvi, ktery
O.Fischer vyvratil, byla zvlastni jednoduchosteldadu, kdy v originadlu jde o
nevazanoue¢. Domnival se, Ze dialog matgwlastni rytmus, & a vlastni vyraz. Podle
n¢j je témeét nemozné, aby dilo bylo vyjéeho schématem adiienim verd. Zminil se,

Ze pgevazré v anglickém jazyce je iplozeno kazdé itideed, truly, rathey které

anglickou konverzaci stuipiji.

Podle O. Fischera dava nas nisity jazyk ilezitost Uspsre soupdit s cizimi jazyky.

Jayzyko¥dné badani musi bykipozers zaloZeno na originalu a Kgkladatelstvi musi
pristupovat s velkou opatrnosti. Fischer definovaut&ovost mezi originalem a
piekladem. Nefijal domrénku, Ze peklad nize byt rovnocenny s utteckou tvorbou.

Prekladat poezii znamen&gkladat ji do jiného materialu. Do materialu, kteiysam

diktuje své podminky a ktery si zanechavaemiou obrdnu vici predloze.

KdyZz se Fischer snazil definovat co je dobriekpad, pouzil metaforu z oblasti
vytvarného umini, kdy grekladatelstvi je “jako kdyz se v galerii kopirujary mistr; ze
bézi o odlitek; o napodobeni”. Kratce se také zmindoslovném fekladu. Podle &

mé& své misto - jakorpstudovani cizich jazyk vytvaeni “tahdk”. Ale bylo by velice
naivni tento zppsob gekladu povaZovat zaskny preklad.
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Pi prekladu je dleZité zvazovat celouét, obsah a rytmus. O.Fischer prosazoval, ze
neni mozné, aby vznikaly opisy. Kazd§ekladatel musiigkladat podle svého uvazeni.

Hlavnimi znaky dobréhoipkladatele, Fischer definoval @i slovy: takt a vybr.

Takt je dilezity, kdy se pekladatel setkava stipady, Ze je nutno upravit osobni a
mistni nazvy. | ten nejlepSitgkladatel se alas nevyhne tomu, Ze pouZije&co
vlastniho a zakomponuje to do originalniho textuwtorl jsou vyznamné rysy
prekladatelovy snahy.

Druhy dilezity princip @i pirekladu je vybr. Prekladatelstvi se & za plynulé
kontroly wdomi. A to vzhledem k Fischerovym naé&or znamenalo: hledat, uvazovat a
vybirat. Na jedné str@nto znamenalo dodrzet stejnygdaed slov a ver§ vzhledem k

originalu, na druhé str&nslo o to vystihnout spravnou naladu a melodii.

Prekladatel by il znat &j origindlu mnohem podroléi, nez je vyjadeno v dile
samotném. feklad je vzdy vytveéen pro gkoho. Fischer tvrdil, Ze Zadnyeklad neni
nenahraditelny tak, aby nemohl byt zdokonalovaniSiDatazkou, kterou se Otokar
Fischer zabyval ve svych publikacichglendo jaké miry je nas masky jazyk schopen
reagovat na vysoké pozadavkyekladatelstvi. Vysitloval, Zze peklad se nerodi z

jazyka, z kterého jerpkladan, nybrz z jazyka do kterého jekiadan.

Z casoveho hlediska, Fischer refil prekladatelstvi nafit obdobi. Prvni byla
Jungmannova éra, kde byly hlgvpreklady Miltona, druha byla Vrchlického éra, ve
které se objevovalyecnicky pathos, lydnost, a snaha ,dohnat” Evropu, a posledni

bylo obdobi 20. stoleti, s ktero@gly nové pozadavkyecnictvi, opros&ni a revize.

Nemaly vliv na pekladatelstvi, @ podle Fischera, politicka situace v Evéop/Se
zaviselo na fekladatelich té doby, jak se poperou s otazkoupijekonat , vzdalenost”
mezi narody v Evrop Fischer piSel s odpovdi, Ze pekonavat tyto vzdalenosti mezi
narody je hlavni zasadotgkladatelstvi.

DalSi ¢ast této prace je émovana otazce ipkladu dila “Macbeth” od Williama
Shakespeara ¥eskych zemich. Prvni koncepce tohoto dila, wgma Jaroslavem
Kvapilem, v roce 1916, byla vyznamnou udalosti. tHnpoté se zdy hrat

Shakespearovy hry v Narodnim divadle. Shakespeatlayse také dostaly d@skeho
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pisemnictvi. O p&eseni Shakespeara se postaral K. H. Tham, v roce 1J&8ko
predlohu pouzil peklad F. J. Fischera. Ten zadaptovbiii Shakespearovy hry pro
prazské divadlo. Kritika jeho dila nebyla dobraaptdce Macbetha byla velmi slaba.

V osmnactém stoleti se objevil divadelni rukopisgpsany Svabachemiasow
nezaazeny a ulozeny v archivu Narodniho divadla, s edwiMakbet, dle Sekspira
zceSené truchlohra v 5ti jednanich H. Kuklou”Predlohou byl pravépodobr Thamiv
preklad. H.Kukla opsal slovo od slova.

Velky pokrok, v rytmické a basnické strance, zazeaah ekladatel Josef Vaclav
Sladek. V roce 1906, byl Slaik preklad Macbetha, fipdstaven na jevisti Narodniho
divadla. Kritici ho nefijali velmi vlidné, az kdyz se stalipkladatelem v Narodnim
divadle, dékal se nadSenych ovaci. Jehelpady ginesly rico nového, ale neiie
byt povazovan za nejlepSihdegladatele & Williama Shakespearea. Dle nazoru O.
Fischera, Sladk pieklad nez&l moc ,macbethovsky”. J. V. Sladekigkladal

doslovre, ale struktura a rytmus byly odliSné.

Hlavnim cilem této prace, bylo dokazat na rozbotekladi Fischerovych dramat
(Macbeth, Eduard II), jeho teoretické nazory mekfad. V prvéfack sectend seznami

s rozborem Macbetha. Rozbor je réleth do osmi bodl Kazdy bod obsahuje problém,
ktery Fischer zntioval ve svych dilech, a které jsou podréwmyswtleny v gredchozi
casti. Ke kazdému bodu je jakoikhz pedloZzen aryvek z dila. To samé je v

piedposlednéasti, a to rozbor Eduarda Il. od Christophera Mado

V zawru je popsan celkovyifnos osobnostifgkladatele Otokara Fischera této oblasti.
Jeho vliv na budouciipkladatele byl nemaly, a jeho monografie i@kadatelstvi

nently v té dolg Zadnou konkurenci.
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