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ABSTRAKT

Tato bakalafska prace se zabyva srovnavaci analyzou cCeské a anglické verze
hotkosladké komedie Vratné lahve se zaméfenim na to, do jaké miry mize byt preklad
titulkt bliz§i bud’ Ceskym, nebo zahrani¢nim divaktm. Rozbor se soustfed’uje
predev§im na kategorii vlastnich jmen, kterd po zohlednéni vnéjSich jazykovych,
kulturnich a dalSich pragmatickych oko Inosti, mohou v prelozeném textu naznacovat
dilezité informace o jeho plivodu. Teoretickd ¢ast prace definuje umélecky styl autort
Sveérdkovych a zakladni ptekladatelské postupy uplatiiované pti titulkovani a prevadéni
vlastnich jmen a vyrazl spjatych s danou kulturou. Praktickd ¢ast prezentuje analyzu
prekladu a provadi kvalitativni a kvantitativni rozbor technik ptiblizujicich titulky

kultufe ptivodniho, nebo cilového jazyka.

Kli¢ova slova: pickladatelstvi - porovnani piekladu a originalu - Vratné lahve -

Zden€k a Jan Svérakové - vlastni jména

ABSTRACT

This bachelor paper deals with the comparative study of the Czech and
the English versions of the bittersweet comedy Empties with the main emphasis placed
on a degree to which the translated subtitles can be closer to either the Czech or
the English viewers. The analysis is focused mainly on proper names, which can, after
the external linguistic, cultural and other pragmatic factors are taken into account,
signal in the rendered text important pieces of information about its origin.
The theoretical part of the paper defines the Svéraks’ film style as well as the basic
methods and principles of translation concentrated mainly on subtitling and transferring
culture-bound expressions and proper names. The practical part carries out
the qualitative and quantitative analysis of the techniques making the subtitles familiar

to either the source or the target language culture.

Keywords: translation - comparison of original and translation - Empties - Zdenék

and Jan Svéraks - proper names
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1. INTRODUCTION
“IN ORDER TO HAVE A GREETING,

FIRST THERE’SGOT TO BE A “GOODBYE”.”
(Zdenék Svérak, Empties)

Empties by Zden¢k and Jan Svéraks belong to the most successful films of
the contemporary Czech cinematography. Since its premiere in 2007, the film has been
awarded with many prestigious prizes and participated in both national and
international competitions and festivals?.

As both Svéraks point out (www.sverak.cz), Empties represent the last part of
their trilogy beginning with The Elementary School (Obecna $kola) investigating
childhood, then moving to adulthood with the Academy- Award-winning Kolya (Kolja),
and ending with Empties, which depict “the autumn of life, the last stage before decline
and death” (Z. Svérdk, DVD Vratné lahve). Moreover, Zden¢k Sveérdk admits (bonus
material, DVD Vratné lahve) that the scripts of all three motion pictures are based on
his own life and experience. The decisions made by his main characters are in fact
made by him and also their dialogues correspond with the words which would be in
reality said by Svérak. Thus the whole life of one of the most famous Czech actor and
screenwriter is pictured in three very popular films directed by his son.

Even though Empties were made in the Czech Republic, the story of an old
man, who does not want to experience a typical fate of a pensioner, is universal. On
the other hand, the style of its narration, characteristic of light and charming humour
combined with sentiment and bittersweetness, is typically Czech. As a result of
the film’s universality in contrast to its uniqueness, the problem of cultural
transposition has to be solved.

According to Knittlova (2000, p. 22), cultural transposition relates to different
degrees of deviation from literal translation, to which translators turn in order to
transfer the contents of the source text (henceforth ST) into the context of the target

culture. Concerning the translation of literary works, the problem of rendering culture-

! There are the awards won by Empties listed in Appendix 1.



or language-bound expressions is very complicated, nevertheless, film translation
poses, due to the restrictions applied to subtitling and dubbing, even more difficulties.

In consequence of the complex nature of both film translation and cultural
transposition, it is impossible for any study dealing with these phenomena to be truly
comprehensive. Therefore, this paper, with respect to its aim and limited space,
explores only a small part of these immense fields, a degree to which the source culture
can be reflected in the target text (henceforth TT). As this is still quite a wide area to be
covered, the selected group of expressions, proper names, is discussed here while
omitting the rest, such as greetings, idioms, compliments, reprehensions, etc., to
provide a deep insight into the analysed items.

The first half of this paper opens with introducing the main features and
complexity of the typical Czech bittersweet comedy genre. It starts with defining
the term film genre itself, continues investigating main features of film comedy and
closes with the analysis of the Svéraks’ film styk and characterization of the audience
their films are targeted on. Subsequent chapter is devoted to translation with the main
emphasis placed on subtitling and dubbing. At first, the general overview of both
techniques is given, thereafter, the main restrictions related to subtitling are discussed.
Chapter 4 focuses on the translation strategies used for rendering culture-bound
expressions (henceforth CBES) in subtitles and the last part of the theoretical section
deals with proper names in translation.

The findings embedded in all these chapters break the ground for the second
half of the paper devoted to the comparative study of the Czech script and the English
subtitles?. All proper names occurring in Empties, including the title, are analysed in
this part, the main focus is on the strategies making the subtitles either more or less
familiar to the target language culture. Last pages of the paper evaluate the results of

the analysis.

% The comparative study has been carried out in cooperation with a native speaker from Ireland, Elaine
O’Sullivan.



2.THE SVERAKS’ ‘BITTERSWEET’ COMEDY GENRE

According to King (2002, p. 16), comedy is, like all popular cultural products,
“rooted to a large extent in the societies in which it is created and consumed”.
Structuralists (in Kucera, 2005) not only agree with his idea, they extend it to all
genres. They claim (in Kucera, 2005 ) that there is one predominating genre in every
culture or nation remaining there for a specific period of time and functioning as
a reflection of the society; this genre is influenced especially by historical, national and

supranational factors.

As the Sveraks’ film Empties represents a typical example of the Czech
tradition of bittersweet comedy (DVD Vratné lahve), the question of rendering thi
genre into other cultures is central. The first half of this chapter attempts to define
the terms film genre and film comedy; the second half analyses the Svérédks’ film style

and characterizes the audience their films are targeted on.

2.1. Film genre

Since genres originally referred only to literary texts, no films had been
subjected to genre analysis until the 1970s. By that time a need to classify motion
pictures according to some criteria, so that comparisons and judgements could have
been made, emerged. As a result of the close relation between cinema and literature as
well as the lack of definitions concerning ‘film types’, the film categorization was
borrowed from the literary context.

In compliance with Chapman (in Venosova, 2006, p. 2), literary genres are
defined by certain patterns which are typical of particular texts. Likewise, film genres
are based on similarities in the narrative, formal and stylistic elements from which films
are constructed. There are five phenomena, defined by Jean-Marie Schaeffer
(in Kucera, 2005), on which basis films are classified into genres: the content of
a particular film, especially if it is true (documentary film) or not (fiction); the function
of a film (for example, the main function of comedy is to make people laugh);
semantics which focuses on the specific features of a film/genre (themes,

actors/actresses, setting, etc.); and syntax which characterizes a film/genre in a more



general way (for example, westerns inwlve a conflict between civilization and
wilderness).

Even though there are a lot of lists enumerating the most common genres,
subgenres and their features®, Stam claims (2000, p. 14) that genre is a vague term
having no fixed boundaries. There are two facts functioning as the evidence for his
statement. The first one is the ambiguous nature of genre categorization according to
which (Stam, 2000, p. 14)

some genres are based on story content (the war film), some are borrowed from

literature (comedy), some from other media (musical), some are based on

location (westerns), some onracial identity (Black cinema), etc.
The second evidence, Stam (2000, p. 14) gives, is that there is an infinite number of
‘crossbreeded’ or hybrid films, which means that it is possible to identify more than one
genre inthem.

Dirks (2008a) partly agrees with Stam, however, is convinced that there is only
one genre predominating in every motion picture and that every film can be “by

isolating various elements” evaluated within this specific genre.

2.2. Film comedy

Comedy is considered to be the first work of fiction on the screen acknowledged
as a film so it has a very long tradition. In compliance with Dirks’ classification
(2008b), this genre is defined as “a light-hearted drama, crafted to amuse, entertain and
provoke enjoyment”. Its main function is to arouse an emotional reaction on the part of
the viewer and enable him/her to escape froman ordinary life.

Since an effect on the audience watching comedies is a very relative
phenomenon, to define what is the basis of it (what makes people laugh) is not an easy
task. The main problem lies in the fact that what is comic for a certain group of viewers
can be considered to be silly or even offensive by others. Moreover, some things are
comic only in particular situations or for particular reasons.

In spite of these relative features of the comic effect, film theorists do not cease
to trying to define its basis. Dirks (2008b), for instance, suggests that “the comic effect

is based mainly on exaggeration of the situation, language, action or characters”.

% A list of film genres by Tim Dirks can be found in Appendix 2.



King (2002, p. 5) claims that comedy should be viewed as a manner of
presentation rather than genre and that this manner involves “departures of (a)
particular kind(s) from what are considered to be the ‘normal’ routines of life of
the social group in question”. According to his opinion (2002, pp. 5 — 16), the effect of
comedy genre is based on something being presented in a way that is not usual or
expected by viewers (for example a person from the 20" century appears in prehistory)
or when two frames of reference, absurd and logical, are presented simultaneously in
the film.

As it is stated in the introduction of this chapter, the main problem connected
with rendering comedy into other languages/cultures is its original cultural
‘embedment’. King (2002, p. 17) comments on this fact and asserts that to understand
“particular forms of comedy, or particular tendencies within more general forms”*,
the context and the specific times and places in which they appear have to be taken into

account.

2.3. The Svérak’s film style

The history of the Czech cinema dates back to the beginnings of the film itself.
Even though the pioneers of early Czechoslovakian motion pictures mostly followed
the western patterns, the historical circumstances, especially the world wars and
the German and the Soviet occupations, have brought about the creation of “a national
cinema with a maximum of individuality” (Hames, 2004, p. 6). The Svéraks represent
a classic example.

Zden€k and Jan Svéraks, the father and the son, the actor, humorist, scriptwriter
and the director, are ranked among the most popular Czech cultural personalities. They
have been working together in the field of film production since 1990s and despite their
cooperation has been remarked by many anargument, they have produced three unique
films well-known not only among Czech but also among foreign viewers. Their
common filmmaking involves The Elementary School (Obecna Skola) filmed in 1991,
Kolya (Kolja) made in 1996, and Empties (Vratné lahve), 2006.

* The most common forms and subgenres of comedy as well as some of the hybrid comedies can be
found in Appendix 3.



The Elementary School, “[a cinematographic] childhood [memory] of Zdengk
Svérak retold by hs son Jan” (www.sverak.cz), is a sweet, nostalgic movie reflecting
the atmosphere of the first year after the World War 11°. Although the story involves
kind and funny humour revolving around young Eda and his relationship with his father
and his teacher, the historical background of the film brings the audience dark feelings.
There is the reason why people feel more sorry than amused when watching
The Elementary School defined by Charvat in his review (1999):

The pupils are growing within the time background of the 1945 (end of the war)

and 1948 (Communistic overthrown) which makes [...] the movie somehow

dark from perspective that the viewer knows how bad future lies in front of
the m (the boys).

As for the genre, The Elementary School includes the features of a bittersweet
comedy and drama. On one hand, the plot involves kind and charming humour with
witty dialogues, on the other hand, its background is very serious and the characters and
setting realistic. Such attributes are typical of the Svéraks’ common films, they present
something real and serious in a funny way and keep a very thin boundary between
sentiment and humour.

Kolya is another example of the Svéraks’ bittersweet comedy depicting the life
of a middle-aged cellist who agrees to a marriage of convenience to gain money and
buy a Trabant, however, after his wife ‘skips town’, the man gains a five-year-old
Russian son (www.sverak.cz)®.

Even though some viewers find the story about a relationship of a small boy and
an old unmarried man produced with the only aim, to win the Academy Award, most
people love this humane and sad narration which includes “just right amount’ of
sentiment and kind humour and at the same time reflects serious historical events
(disintegration of the Soviet bloc, Velvet Revolution). These attributes mark
the Svéraks’ works off from other kinds of comedies or genres, which has not been
appreciated only by the audience, but also by the Academy of Motion Pictures, Arts
and Sciences.

® There is a summary of the story of The Elementary School in Appendix 4.
® There is a summary of the story of Kolya in Appendix 5.
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The third part of the Svéraks’ trilogy is represented by their film Empties . This
comedy with a sad and bitter undertone depicts the story about a retired teacher who
does not want to become ‘an isolated pensioner’ and therefore takes up a position at
a refundable bottles counter in the supermarket. Like in both previous Svéraks’ films,
the main aim of the story is to remind of a real experience, which is confirmed by Jan
Sveérak (www.sverak.cz) when characterizing Empties as

the love story [which] dramatises the formidable moments in life [based on his
father‘s experience with ageing], but [of which] humour avoids sentiment in
the style of a traditional Czech bittersweet comedy [...] It is personal, truthful
and sad and funny at the same time.

On the basis of the above mentioned features of the Svéraks’ films, the tradition
of the Czech bittersweet comedy, of which these two personalities are the classic
example, can be characterized. The term refers mainly to the films which involve
nostalgia, sentiment and humanity but also kind and charming humour with witty
dialogues. The core of the stories is mostly sad and truthful.

There is no specified group of people the Svérdks’ production is targeted on,
the audience involves viewers of various age, interests and even nationalities.
The movies are watched by those who like jokes and humour as well as by those who
are fond of more serious topics. They also attract people who are interested in

the Czech history.

Since the stories of the Svéraks’ films are based on reality, they are accessible to
a general audience and can be considered to be universal. On the other hand, there is no
genre in the general categorization which has the same formal features as the Czech
bittersweet comedy. Rendering the Svéraks’ production into other cultures thus

becomes a real challenge for translators.

" There is a summary of the story of Empties in Appendix 6.
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3. TRANSLATION

In compliance with Nida and Taber (1969, p. 1), the beginnings of translation
practice were typical of the entirely linguistic approach based on the correspondence of
meanings between the source and the target text units, regardless their function.
The extralingui stic factors and context had not been taken into consideration until
the 20™ century. In that time, the previous emphasis on the form was shifted to
a response of the target reader to the rendered message which should be the same as
a reaction of the original receptor. This view was supposed to serve the intention to
introduce the literary work not only in another language but also in the context of
another literature and even culture.

As Knittlova claims (2000, p. 8), Catford’s functional approach to translation
can be regarded as one of the most common translation solutions used these days.
According to his theory (in Knittlova, 2000, p. 8), the source language (henceforth SL)
and the target language (henceforth TL) items rarely have the same meaning in the
lingui stic sense, however, they can function in the same situation. Every transfer of
meaning thus involves some form of loss or change, nevertheless, if a particular
situation and its context are taken into account, these changes can be considered to be
insignificant. In addition, both the SL and the TL cultures play a very important role in
translating since, in compliance with Whorf (in Bassnett, 1991, p. 14), no language can
exist without being set in a particular culture, and no culture can exist without having

the language at its centre.

As a result of the fact that this paper deals with the analysis of proper names in
subtitles, the theoretical part concerning translation is focused mainly on this kind of
rendering cinematic texts. The first section of this chapter introduces the methods of
film translation, subtitling and dubbing; the second part defines main restrictions

related to subtitling.

3.1. Filmtranslation: Dubbing vs. Subtitling

When sound films were invented in 1929, people started to be interested in

the ways of presenting original dialogues to the audience speaking different languages.



These days, there are two methods of language transfer concerning the audio-visual
communication: dubbing and subtitling.

Dubbing can be defined as “any technique of covering the original voice in
an audio-visual production by another voice” (Coelh, 2003). When the filmmakers
decide that their film will be dubbed, the original dialogues have to be necessarily
changed since the viewers should believe that the actors/actresses are really speaking
the TL. The technique is typical of more colloquial and ‘natural’ expressions than
subtitles.

There are a lot of people who prefer a dubbed film to a subtitled one because of
the less effort they have to make to follow the dialogues. On the other hand, dubbing
requires many technicians, actors/actresses and the expensive equipment. Some people
also claim that a character’s voice is an important part of its authenticity, which is by
means of this method, inevitably lost.

One of the definitions of subtitling is that it is “the process of providing
synchronised captions for film and television dialogues” (Coelh, 2003). There are two
forms of subtitles (captions) based on Jacobson’s division of translation, “intralingual
and interlingual” (Spanakaki, 2007). Intralingual subtitles represent “a written
rendering of a dialogue in the same language to help viewers with hearing disabilities to
follow the [story]” (Spanakaki, 2007) while interlingual captions label “a written
translation of a dialogue in a foreign language” (Spanakaki, 2007).

Concerning the language used in subtitles, it has to correspond with
the main principles of this technique based on formal (space and time) and textual
restrictions. Both kinds of these restraints are discussed in the following subchapter.

Due to the fact that subtitling is far less expensive and much faster than
dubbing, it is used mostly in small countries. However, in spite of the dialogues
rendered by this method include a high degree of authenticity (the real voice of
a character can be heard), some people object to the use of this method. The main
reason is that watching a subtitled film requires a lot of cognitive effort in comparison
to dubbing - the viewers read the subtitles, listen to the original sound and also watch

the images at the same time.



3.2. Restrictions applied to translating subtitles

Many people claim that the quality of subtitles is in most cases very low,
nevertheless, there are several restrictions applied to this kind of film translation which
should be considered before starting any assessment. Prior to discussing these
restraints, which can be divided into formal and textual, the general aim of subtitling,
introduced in Karamitroglou’s theory (1998), should be defined:

The general practice of the production and layout of TV subtitles should be
guided by the aim to provide maximum appreciation and comprehension of
the target film as a whole by maximising the legibility and readability of

the inserted subtitled text.

3.2.1. Formal restrictions of subtitling

Formal restrictions of subtitling represent the most important reason for
reducing the content of a message conveyed by subtitles. On the basis of these
restraints, the translator has to decide which information should be transferred into
the TT and which can be left out. His/her decision depends mainly on the context as
well as on the amount of non-verbal information included in the images. At the same
time, the position, number and length of lines, the choice of typeface, the colour and
size of the font, timing, etc. belong to the main factors conditioning the legibility of
captions.

In compliance with Gottlieb (in Spanakaki, 2007), subtitles should be positioned
at the bottom of the screen, a maximum of two lines ofa text can be presented at a time,
each line consisting of around 35 characters. Karamitroglou (1998) supplements this
description and claims that the white-colour-Arial is a qualified typeface and that
the letters should be presented against “a grey, see-through box”.

The time subtitles remain on the screen usually depends ona particular film (on
the pace of the action), conventions valid in a particular country, or a kind of target
audience. An average exposure time of a one-liner is around 3 seconds, a two-liner is
exposed wusually from 5 to 6 seconds. The captions appear/disappear with
the initiation/end of the utterance because, as Karamitroglou (1998) points out, “[...]
subtitles are supposed to transfer the spoken text as faithfully as possible of both

content and time of presentation”.
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3.2.2. Textual restrictions of subtitling

Due to the above mentioned formal restraints, the authors of subtitles have to
make very important decisions concerning what parts of the original dialogue will be
retained in the TT and what parts will be omitted. At the same time, unambiguous,

legible and understandable captions should be produced.

A) The oral vs. written language

The main textual restriction related to both intralingual and interlingual
subtitling lies in its core - expressing spoke n utterances by means of the written
language.

According to the study Investigating English Style by Crystal and
Davy (1969, pp. 95 — 122), the oral language has the following features: informality,
inexplicitness, random subject matter, non-fluency and redundancy which is connected
with a great occurrence of gap fillers, unfinished sentences, overlapping and
simultaneous speech; its vocabulary is mostly simple in structure and colloquial.

Written  language is, on the other hand, characterized by
Rughes (in Kristiansen, 2008, p. 32) as having a pre-planned structure and using full
phrases and longer sentences; its vocabulary is complex and formal.

With regard to the aforesaid differences as well as the formal restrictions,
subtitles are typical of the formal, neutral language with a simple vocabulary and
syntax. Their content is usually very compact, which means that it misses most of

the details, nonetheless, the grammatical correctness is a must.

B) Omitting linguistic items of the ST

There are several groups of linguistic items which can be omitted when
translating subtitles. Their list introduced be low is based predominantly on two sources:
Karamitroglou’s Proposed Set of Subtitling Standards in Europe and Cekalova’s
Preklad a uprava cizojazy¢nych filma se zaméfenim na titulkovani. As an illustration,
each group is supp lemented by several examples from Empties.

According to Karamitroglou (1998), padding expressions functioning only as
a way of maintaining the speech flow represent the first group (for example Vite?, [...]

nebo co?).
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The second group, responsive expressions (Karamitroglou, 1998), can be left
out only when clearly uttered. Provided they are said colloquially, they should be
subtitled (jo, prosim, ne; mjo ~ yup).

Addressing (Cekalova in Véna, 2008, p. 13) does not appear in captions when
viewers are already familiar with the character (Bedrichu, dédo, Pepo) and greetings in
any case (ahoj, zdravicko).

The last two groups involve repeated expressions and interjections (Cekalova in
Vana, 2008, p. 13). Repeated expressions are not essential in subtitles since they cause
redundancy (Zase? Zase., To snad neni pravda. To snad neni pravda.). Interjections do
not have to be written on the screen because they are conveyed via the face-play of

the actor/actress (Baf!, Prokristapana!).

C) Retaining linguistic items of the ST

Concerning retaining linguistic items of the ST in subtitles, there are two basic
principles. The first one is quite general and refers more to literary translation than
subtitling. It prescribes that to avoid any loss of meaning, the translator should try to
render as much information and as many features of the ST into the TT as possible.
The second principle applies directly to film translation and specifies the set of
linguistic items which should appear in captions.

These items, described by Karamitroglou (1998), have the similar forms both in
the source and target languages, which means that one language has borrowed
a particular word from the other one or that they have both borrowed the same
expression from the third language. Such words are translated word-by-word since

when such linguistic items are recognised by the viewers, the exact literal,
translationally equivalent items are expected to appear in subtitles
(Karamitroglou, 1998).

Several examples from Empties illustrate the use of this rule:

seizmograf ~ seismograph;

film ~ film;

literatura ~ literature;

jogurt ~ yoghurt.
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4. TRANSLATION OF CBEs

As PowejsSil claims in his article Jak se jazyk origindlu odrdzi v jazyce
piekladu (in Kufnerova, 2003, p. 78), a degree of the original ‘foreignness’ rendered
into the TT depends solely on the translator. Because the linguistic items indicating
the strange tone in the TT are usually related to the social aspect of communication,
translators, when dealing with them, have to consider not only differences between
the languages, but also between the two cultures in question. Such expressions are
classed as culture-bound, “specific national expressions, closely connected to one
culture [which] carry a degree of localand national colour” (Kocova, 2007, p. 11).

Because of the fact that the theory of subtitling is very ‘young’ and not enough
research has been done in this field so far, the translator, when dealing with CBEs in
subtitles, has to use techniques from the literary context and apply them on this kind of
film translation. The choice of the right strategy depends not only on a particular
expression, but also on the context and images occurring together with the subtitled
dialogue. There is a list of the most frequent methods introduced below.

Substitution, defined by Pederson (2005, pp. 6 - 9), is identical to
Karamitroglou’s cultural transfer (1998) or Newmark’s wuse of cultural
equivalents (in Kocova, 2007, p. 17). All terms refer to removing the ST CBE and
replacing it by the TT CBE, which is very common especially when an immediate
comprehension of a dialogue is needed. As the most important function of substitution
is to match the impact of the ST expression on the source viewer with the impact of
the TT expression on the target viewer, the change in meanings of the two items in
question can be neglected.

Both Karamitroglou (1998) and Pederson (2005, p. 9) refer to omission,
the second technique, using the same term, Newmark (in Koc¢ova, 2007, p. 20) calls it
deletion. Its core lies in leaving the SL CBE out in the TT and due to the formal and
textual restraints of subtitling, it sometimes presents the only option translators have.

Pederson’s retention (2005, p. 4) corresponds to Karamitroglou’s
transposition (1998) and Newmark’s transference (in Kocova, 2007, p. 17) and is based
on transferring the SL word into the TL in its original or a slightly modified form. It

brings a great deal of local colour into the TT.
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Specification is defined by Pederson (2005, p. 4) as a method

leaving [the CBE] in its untranslated form but adding information that is not

present in the ST, making the TT [CBE] more specific than the ST [CBE].

Ths strategy is identical to Karamitroglou’s transposition with
explanation (1998), however, with respect to the main features of subtitling and
the space consumption of this technique, it is not used very often.

The term generalisation relates, according to Pederson (2005, p. 6), to
“replacing a CBE referring to something specific by something more general”. On
the basis of this definition, the method can be compared to Newmark’s use of
functional equivalents (in Kocova, 2007, p. 19), “culture-free words [which] neutralise
or generalise the SL word”.

Since employing official equivalents (Pederson, 2005, p. 3) or, in other words,
using accepted standard translation (Newmark in Kocova, 2007, p. 18) consists in
following the prescribed rules of translating, it does not offer much space for
the translator’s  creativity. This strategy is very close to direct
translation (Pederson, 2005, p. 5) or literal translation (Newmark in Kocova, 2007,
p. 21), which is grounded in adding and subtracting no material to/from the original

expression.
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5. RENDERING PROPER NAMES IN TRANSLATION

Basically, nouns can be divided into common, nouns referring to a class of
entities, and proper, those which have a unique referent. There are the main attributes of
proper nouns (called also proper names or names) based on Séarkka’s Translation of
Proper Names in Non-fiction Texts (2007) stated below:

1. theydo not accept demonstrative pronouns as determiners;

2. theydo not accept restrictive adjectives or restrictive relative clauses;

3. opposition between definite and indefinite is neutralised in these linguistic
items.

Although the aforementioned features are typical of proper names, there are
many situations in which to decide whether a given noun belongs to the first or
the second group poses a serious problem. Sarkkd’s (2007) example Randolph was
a true Churchill illustrates this assertion because the surname Churchill is in this
sentence used in the sense ‘a member of the Churchill family’, which means as

a common noun. For this reason, an article can be put in front of the name.

As Vermes mentions in his study Proper names in translation (2003, p. 90),
there are various approaches to rendering these expressions.
Sciarone (in Vermes, 2003, p. 90), for instance, claims that proper nouns have no
meaning and, therefore, do not have to be translated into other languages.
This statement is elaborated on by Vendler (in Vermes, 2003, p. 90), who, apart from
other things, defines the main reason for these items not having any meaning, which is
that they are mere labels attached to persons or objects.

In contrast to these attitudes, there are some theorists who believe that not all
proper names are meaningless, for example Strakova (in Kufnerova, 2003, p. 172).
According to her article Prekladani a vlastni jména (in Kufnerova, 2003, p. 172), as
many names as possible should be translated into the TL; this process is supposed to be
undertaken with regard to the graphic structures of languages in question, a degree of
frequency and adaption of the name, and conventions. Other factors conditioning

the translation process of proper names are, in compliance with S&rkka (2007):
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“the purpose of a translation, the expected audience and [...] a distance between
the source and the target cultures”.

Summarizing both of these views, Vermes (2003, p. 95) affirms that the names
with an empty logical entry are usually retained in the TT while those with at least
some logical content are translated. He also presumes (2003, p. 95) that the existence of
an established TL correspondent generally eliminates the use of any other technique

and requires the substitution of this correspondent for the SL name.

Concerning the classification of proper nouns, Vermes (2003, p. 96)
distinguishes twelve groups:

names of persons; geographical names; names of institutions and organisations;

titles of paintings, books, periodicals, newspapers, etc.; brand names; names of

nationalities; names of events; names of temporal units and festivals; names of
abstract ideas; names of animals; names of species; other names.

Sarkka’s list (2007) is much simpler, it involves only place names (names of
countries and regions, settlement names, names of buildings and streets and
subdivisions of towns), personal names and the group called other names.

The categorization of the names analysed in the practical part of this paper has
been carried out on the basis of both divisions, however, due to the fact that various
kinds of these items appear in the film, some groups have been modified and some have
been left out. The classification thus involves the study of a title, geographical names,
characterizing names, and personal names.

In spite of the fact that proper names are considered to be culture bound (they
label persons and objects from certain cultures), not all of them carry these features to
the same degree. The group of expressions which are deeply embedded in one culture
called culture specific names is, therefore, included in the division.
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6. THETITLE

The translation of a film title is a very important process since this word/phrase
is the first ‘characterization’ of the work the viewer encounters before starting to watch
it. Moreover, the title usually carries the main message of the film it labels. According
to the basic rules of translating these items summarized by Kufnerova (2003, p. 152),
the TL title should be as similar as possible to the SL one concerning their form,
meaning and also the impact on the audience.

The denotative meaning of vratné lahve is returnable (empty)
bottles (Fronek, 2007, p. 1382, p. 168) so the name of the film has been transferred into
English by the use of direct translation. Even though this method usually renders only
an explicit sense of a word/phrase, in this case, the translation contains the original
symbolic meaning as well. For this reason, both titles not only represent the bottles
Tkaloun works with in the film, they also stand for the last stage of human lives typical
of feelings of emptiness and sadness that there is nothing more to come. The film also
addresses the question of emptiness in marriage after 40 years when “it is too late to
live apart however much the couple “irritate” each other” (bonus material, DVD Vratné
lahve).

When a comparison between a human life and ‘a life of a returnable bottle’ is
drawn, it is possible to find several similarities. Human lives are, as bottles, “filled” at
the beginning, which means that people are born. During the time, people grow older
and start to feel emptiness both inside them and in their marriages. This happens in
parallel with bottles being emptier and emptier. The following stage is, as Tkaloun
claims (Z. Svérak, DVD Vratné lahve), called an “autumn of life” and equals
the situation when bottles are almost empty. The cycle is ended with “decline and
death” (Z. Svérak, DVD Vratné lahve), bottles have been emptied, and begins again
with birth of other people, which is comparable to bottles being returned, collected and

filled again.

Because of the fact that there are so many similarities between the story

depicted in the film and the meaning of both the original and the translated titles,
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the filmmakers as well as the official translator of the film Blanka Bartoova® could not
have made up a better name. Vratné lahve and Empties have the same form and

meaning (they are direct counterparts), they involve the same message too.

8 As aresult of the fact that Kathleen Hayes performed, during translating Empties, only the role of an
advisor, Blanka BartoSova is referred to as the official translator of the film in this paper.
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7. GEOGRAPHICAL NAMES

Generally, geographical names represent the CBEs translated most often in
the form of their official counterparts. On the other hand, there is a very thin boundary
between the use of standard accepted translation and retention as it is the case that
a less “important’ name becomes well-known and its conventional equivalent is created.

A corpus of dialogues involving the geographical names occurring in Empties

can be found in Appendix 7.

7.1. Names of countries/continents

All names of countries/continents which occur in Empties are transferred into
English by the use of standard accepted translation: Afrika is rendered as Africa
(Fronek, 2007, p. 668), Amerika as America (Fronek, 2007, p. 671), and Japonsko is
substituted for its English counterpart Japan (Fronek, 2007, p. 810). Although these
names do not have any logical meaning and some theorists could rank them among
the linguistic items which should have the same form both in the source and the target
texts, the existence of their TL correspondents eliminates the use of any other method.

The names make the subtitles closer to the TL audience.

7.2. Settlement names

Praha labels the most important and largest city in the Czech Republic so
the official English counterpart Prague (Fronek, 2007, p. 1093) is used for its
translation in all six dialogues in which the name appears in the film. BeneSov,
anexample of a ‘less important” settlement, which does not have a direct counterpart in
the TL, remains in the subtitles in its original form, only modified according to
the English graphic system, Benesov. The first name is more familiar to the TL

audience, the second one reflects the Czech culture in the translation.

7.3. Names of buildings, historical sights, streets and subdivisions of towns

According to Sarkka (2007), the translation of names of buildings, historical
sights, streets and subdivisions of towns depends on “the sophistication of
the audience”. Since Blanka BartoSova presumes that Thomayerova nemocnice v Krci

is not familiar to the TL audience, its translation The Thomayer hospital occurs in
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the film. The individual parts of the name are transferred by retention (the adjective in
the possessive case Thomayerova ~Thomayer), direct translation (the noun nemocnice ~
hospital (Fronek, 2007, p. 947)) and omission (the adverb v Kr¢i ~ no equivalent).

Even though Thomayerova nemocnice is used in the film also in the colloquial
form familiar mainly to people living in Prague, Thomayerka, it is subtitled as in
the previous dialogue. The main reason is that retaining informality could cause
problems with comprehension among foreign viewers. Both traslations make
the captions closer to the TL audience.

Another example of loss of the Czech origin in the subtitles is the pair of names
Zamecké schody (the shortened form of the official label Staré zamecké schody
(www.atlasceska.cz)) and The Prague Castle Steps. In this case, Blanka BartoSova
renders the part zamecké schody by direct translation as castle
steps (Fronek, 2007, p. 1212, p. 1454) (despite the fact that the official translation
prescribes the use of the collocation castle stairs (www.atlasceska.cz)) and specifies
the place where the stairs can be found by adding the attribute Prague. The name of this
historical sight is thus changed from the official label Staré zamecké schody ~ Old
Castle Stairs (www.atlasceska.cz) to the appellation Zamecké schody ~ Prague Castle
Steps.

As for the names of streets are concerned, the context, in which they appear, is
very important. The viewers watching Tkaloun working as a messenger certainly know
that his work involves delivering letters and parcels around Prague since the former
teacher mentions the name of the city several times in the film. The proper names
belonging to this category are, therefore, transferred into the subtitles without adding
any descriptor: Beru Polskou a VrSovice. ~ I’ll take Polska and Vrsovice.; Smichov ~
Smichov; Karlin ~ Karlin; even when uttered in a colloquial form: Jungmandk
(Jungmannovo ndamésti) ~ Jungmannovo and Arbesdk (Arbesovo namésti) ~ Arbesovo
(inboth cases, the first part of the Czech official label is retained in the possessive case
while the descriptor is omitted).

Since Nadrodni trida is the only street preserved in the translation of
the following subtitles: Dvojka bere Narodni — Karlin — Seifertku — Vinohradskou. ~
No 2. gets National Avenue., the equivalent of the Czech sentence Dvojko, nech mi tu
Seifertku, jsem za rohem. has to be necessarily different from the original, No 2., let me
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have itl. The well-known street Narodni tiida shortened to Narodni is rendered into
English in the form of its official counterpart, National Avenue (www.guide-prague.eu).

The rest of names of streets and subd ivisions of Prague: Vaclavské namésti 55,
...Cokoladovny — Pankrdic, Vitézna pldas. Praha 1, Platnéiska...are, due to the formal
and textual restraints of subtitling as well as their unimportance in the translation,

omitted.

7.4. Other geographical names

The rivers Nil, Vltava and the sea Jaderské more are replaced in the subtitles by
their  official  equivalents The Nile (Fronek, 2007, p. 963),
The Vltava (Fronek, 2007, p. 1376), and The Adriatic Sea (Fronek, 2007, p. 809).
Sazava and the informal label Zelivka appear in the original forms and are specified so
that the foreign audience understand what the names are used for, The Sazava River,
The Zelivka Dam. Atomova elektrarna Temelin is rendered as Temelin, the nuclear
power plant, which is an example of the use of direct translation (atomové elektrarna ~
the nuclear power plant (Fronek, 2007, p. 751)) combined with retention (Temelin ~
Temelin). Severni tocna has its English counterpart North Pole (Fronek, 2007, p. 1303),
it appears in the translation. The Czech mountains Jizerské hory referred to in

the colloquial form Jizerky in Czech are generalized to school skiing trip in English.

7.5. Geographical names — conclusion

As it can be seen in the table summarizing results of the analysis of
the geographical names®, most of the expressions are translated into English by the use
of standard accepted translation or omitted. Retention transfers the names which have
no equivalents inthe TL; specification provides the names with descriptors so that they
are comprehensible for the foreign audience; and generalisation, with the same purpose
as the previous technique, neutralizes these items. A few geographical names are

rendered by the combination of more translation techniques.

To sum up, the use of official equivalents, direct translation, specification as

well as generalization makes the subtitles more comprehensible for the TL audience;

% A table with representation of individual translation strategies can be found in Appendix 8.
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omission contributes to the loss of the original foreignness as well since it leaves
the names out in the subtitles; and retention, as the only strategy employed in this

category, transfers a great deal of the Czech culture into English.
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8. CULTURE SPECIFIC NAMES

Because of the fact that culture specific nouns are very closely connected with
one culture, the translator when dealing with them has to consider two questions:
whether the particular name is known by the TL viewers and could be left in its original
form in the TT, or whether the use of it would make no sense to the foreign audience
and so it should be substituted, omitted or rendered by any other translation method.

A corpus ofdialogues involving the culture specific names occurring in Empties
can be found in Appendix 9.

8.1. Organisations

According to Wikipedia, the free encyclopedia (2007), Svazarm is an acronym
used in the Communist Czechoslovakia for “Svaz pro spolupréaci s armadou (Union for
cooperation with the Army)”, the paramilitary organisation which provided a diverse
range of activities (for example dog training, shortwave radio operation training,
shooting sports, etc.). Even though some kinds of occupation Svazarm offered were
very similar to the Scouts movement, not many people from the English speaking
countries are aware of the former existence of this association. For this reason,
the name Scouts, defined in Wikipedia, the free encyclopedia (2009), as

a wor ldwide youth movement with the stated aim of supporting young people in
their physical, mental and spiritual development, so that they may play
constructive roles in society,

is used in the translation. The consequence of substitution of the SL CBE for the TL

one is that the captions are familiar to the TL audience.

8.2. Food and beverage

In a dialogue: Tady jsem prines jesté slany, ti... ~ Brought some biscuits, too.,
the Czech salty bread sticks, unusual in the TL culture, are replaced in the captions by
cookies or crackers described by Webster’s Online Dictionary (2009) as “various small
flat sweet cakes”. The substitution makes the SL CBE unmarked in the TL.

When Mr Landa wants the waitress to bring him a glass of water Mattoni,

colloquially mattonka, produced in Karlovy Vary, a similar trademark popular in
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the TL culture should appear written on the screen. Blanka BartoSova, however, leaves

the name out.

8.3. Names of important Czech personalities

As the sexologist Plzak is very popular among the Czech people but probably
not among foreigners and as Blanka BartoSova was not able to find any English
surname which if used would have a comparable function in the subtitles, the name is
generalised to some sex doctor in the film.

The Czech painter Villi Nowak spent a major part of his life in Austria and
Germany, his name, familiar to neither the Czech people, nor the English ones, hence
appears in the film in a neutral form, a painter. On the other hand, a significant Czech
poet and prose writer Jaroslav Vrchlicky is supposed to be well-known abroad and so
his name remains the same in the subtitles, only specified to the poet Vrchlicky. His real
name Emil Frida is reduced in English to Frida and his friend Thomayer appears in
the same form bot h in the Czech and the English versions of Empties.

In compliance with Jedlicka (1999), the Czech folk song Na kopecku v Africe
describing the ‘exciting’ adventures of a Mexican scoundrel Babinskej deals, in reality,
with the Czech rogue Véclav Babinsky serving time in the Spilberk prison in Brno. In
consequence of the fact that Babinskej represents a colloquial, morphologically
distorted form of the name Babinsky in Czech, its English counterpart Babbinsko is
used in the captions also in a deformed form.

Concerning transferring the names of important Czech personalities into
English, some sex doctor and a painter are closer to the TL audience while Frida,
Thomayer and Babbinsko reflect the original culture in the subtitles. The poet Vrchlicky

has both functions.

8.4. Names of books, poems

There are three parts of the book Svéhlavicka by EliSka Krasnohorska specified
by Mrs Lamkova in the film: Svéhlavicka nevéstou, Svéhlavicka Zenuskou and
Svéhlavicka babickou. Since it is clear that the TL culture is not familiar with these
romances, their titles are rendered into English in the form of collocations consisting of
direct counterparts svéhlavy ~ wilful (Fronek, 2007, p. 1267) and
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nevésta ~ bride (Fronek, 2007, p. 959), Zenuska ~ wife (Fronek, 2007, p. 1518), babicka
~ grandmother (Fronek, 2007, p. 677): Wilful Bride, Wilful Wife, Wilful Grandmother.

The names of Jan Varecha and his poem Brizky recited at the wedding by
the city council officer Mr Wasserbauer are omitted in the subtitles. The sentence
Basnik to rikd za nds. ~ One poet described it like this. is probably considered to be
a sufficient introduction to the verse.

A special group of culture bound names which can be assigned to this category
are those occurring in the Czech poems recited by Mr Tkaloun, a teacher of the Czech
language and literature, quite often in the film.

The passage from Marytka Magdonova by Petr Bezru¢ Sel stary Magdon
z Ostravy domui, v bartovské harendé vecer se stavil... is translated into English as On
his way home one night, an old man stopped in fright... Due to the fact that synthetic
languages (Czech) have more combinatory preconditions for creating rhyme than
analytical languages (English), Blanka BartoSova, in order to preserve the rhyme
scheme, changes the content of the poe m in the captions.

Té7k4 hodina by Wolker is recited by Tkaloun together with his wife: Zeno ma,
Zeno md, neplac. - Antonine, muzi miij jediny, proc¢ se mi vracis v tyto hodiny?... ~ Oh,
wife of mine, wife of mine, do not cry! - Oh, my one and only man, why do your return
to me at this unholy hour?... Even though the contents of the Czech and the English
versions can be regarded as equivalent, the proper name Antonin is omitted in English.

8.5. Culture specific names - conclusion

According to the analysis of the culture specific names occurring in Empties?,
most of them are not transferred into English, which is probably caused by the fact that
no linguistic items from the TL have been found to replace them in the SL dialogues.
Employing direct translation helps the viewers to understand what the meaning of
a particular name is; substitution is used to equal the impact of the SL and TL
expressions on the audience; and generalisation neutralises the name so it is not marked
in the captions. Retention, employed in rendering names which might be known by
the TL audience, reflects, as the only technique in this category, the Czech origin in

the subtitles. Two nouns are transferred by a combination of more translation methods.

10 A table with representation of individual translation strategies can be found in appendix 10.
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9. CHARACTERIZING NAMES

Characterizing names are those which are meaningful and descriptive of
characters’ nature and which should be, according to
Strakova (in Kufnerova, 2003, p. 175), certainly translated in the TT.

A corpus of dialogues involving the characterizing names occurring in Empties
can be found in Appendix 11.

9.1. Josef Tkaloun ~ Zdiméak ~ The Wringer

As the meaning of the verb to wring is, in compliance with Webster’s Online
Dictionary (2009), “to twist, squeeze, or compress in order to extract liquid”, it is
understandable that Blanka BartoSova names a teacher who keeps wringing/squeezing
a wet sponge over his pupil’s head The Wringer. The Czech nickname Zdimak,
a neologism created from the official equivalent of to wring ~
Zdimat (Fronek, 2007, p. 658), has thus in English the counterpart meaning (Webster’s
Online Dictionary, 2009): “a clothes dryer consisting of two roles between which

the wet clothes are squeezed” called Zdimacka in Czech (Fronek, 2007, p. 586).

9.2. Mirek Sourek ~ Mirek Clit

The English expression clit labels, as stated in Webster’s Online
Dictionary (2009), “a female sexual organ homologous to the penis”, therefore, its
Czech translation is klitoris, not Sourek (Fronek, 2007, p. 103). Since the main aim of
the filmmakers, when producing Empties, was to give Mirek an unusual and
humiliating surname, the difference between these two words can be neglected.
The direct equivalent of the Czech name is, nonetheless, Mirek
Scrotum (Fronek, 2007, p. 1282).

9.3. Pani Kvardova ~ Radiovka ~ omitted in the subtitles

A flat woollen hat without a peak called radiovka in Czech is considered to be
an inseparable part of Mrs Kvardova’s head so it functions as her nickname in the film.
Even though most Czech-English dictionaries ascribe to this expression the counterpart
beret (Fronek, 2007, p. 1156), it is, probably due to the cultural embedment, left out in

the captions.
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9.4. Mirek Sourek ~ Ulisny ~ Shorty

Mirek Sourek claims in the film that his Czech nickname Ulisny is connected to
his job “u lisu”. Slovnik spisovné cestiny pro Skolu a vefejnost (2001, p. 1331),
nevertheless, defines the meaning of the expression as somebod y who is smarmy and
sycophantic. Although both characterizations can label Mirek’s nature/work,
the translation Shorty denoting prcek in Czech (Fronek, 2007, p. 499) is not

a counterpart of Ulisny.

9.5. Lucie ~ Carkovand ~ Tally-gir]

As a result of the fact that the Czech equivalent of the word tally is zaznam,
zarez (Fronek, 2007, p. 566), Blanka BartoSova uses for the girl who has, according to
Tkaloun and Sourek, a record of the orgasms written on her belly, the nickname Tally-
girl. The English counterpart of the Czech label should be, however, in compliance
with Fronek (2007, p. 705), a Dashed-girl.

9.6. Pan Rezaé ~ Mluvka ~ My Chatter

In spite of the fact that chatter means “to speak (about unimportant matters)
rapidly and incessantly” (Webster’s Online Dictionary, 2009), the direct equivalent of
the Czech nickname Mluvka, which ironically labels a hardly speaking man in the film,
should be chatterbox or chatterer in English (Fronek, 2007, p. 93).

9.7. Characterizing names — conclusion

Summarizing the results of the analysis'?, almost all Czech characterizing
names have been translated into the captions so they are comprehensible for the TL
audience. Four of the nicknames have slight ly different meanings than the original ones
but the same impact on the viewers — the Czech expressions have been substituted
for them. One name is mistranslated (it has a different meaning and also the effect on

the audience) and one is omitted (it is too close to the SL culture).

1 A table with representation of individual translation strategies can be found in appendix 12.
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10. PERSONAL NAMES

Generally, SL personal names can be divided into the names of internationally
known personalities, which usually have their conventional counterparts in the TL, and
those, which are familiar only to the SL culture and are transferred by retention. There
are two subgroups, into which the second category can be divided: names of important
peop le from the SL culture and names of ordinary people or characters from books or
films.

The first category and the first half of the second category are discussed in
chapter 8 so this section focuses on the rest of the expressions, the ordinary names of
characters from Empties. There is a corpus of dialogues involving these linguistic items

in Appendix 13.

10.1. First names

In compliance with the basic rules of rendering proper nouns summarized in
chapter 5, the names which have the official equivalents in the TL should be substituted
for them in the translation; the Czech name Josef would thus become Joseph in
English (Kope¢ny, 1974, p, 82), Karel ~ Charles (Kopeény, 1974, p, 84), Bedrich ~
Frederic (Kope¢ny, 1974, p, 41), etc. Blanka BartoSova, however, decided not to
follow this principle when translating the names belonging to this group and transferred
most of them in their original forms (only with a slight modification according to
the English graphic system).

When compared to the captions, the Czech wversion of Empties includes
a preponderance of the first names. The name of the main character Pepa, for instance,
occurs 27 times in Czech but in no dialogue in English. The most important person in

the film is thus addressed only by his surname in the translation.

Even though Tkaloun is on familiar terms with his colleague Ptackova, he uses
the diminutive form of her name Jaroslava, Jaruska, in combination with a polite form
of addressing? in his erotic dreams: Pani Jarusko, vite v cem spociva Vase kouzlo?. As

Blanka BartoSova tries to retain this ‘sensuous’ tone in the subtitles, pani Jaruska is

12 \wkani
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transferred as Madam Jaruska into English. The same diminutive replaces the familiar
formJarus in the captions: Nazdar, Jarus! ~ Hi, Jaruskal.

There are two forms in which the name Helena3, used only as Helenka in
the Czech version of Empties, occurs in English. Generally, when Mr Tkaloun talks
about or to his daughter, the diminutive is retained in the subtitles: Helenko, ty bys
nemohla chodit na néaky veselejsi prednasky? ~ Helenka, couldn’t you find some
lighter lectures?. The captions representing Mrs Tkalounova’s utterances, however,
modify Helenka to Helena: Smiluj se prosim nad naSi dcerou Helenkou. ~ Guide
Helena and help her.. The same features can be assigned to the talk of Helena’s ex-
husband Karel: Rikala Helenka...~ Helena told me... When being redundant,
the name is left out in English: Ono je to daleko jednodussi, Helenko, vis... ~ But
simply.

Since both modifications Jaruska ~ Jarus, Helenka ~ Helena are realized within
the bounds of the same name, their translation is classed as retention.

There are two ways Mr Tkaloun addresses his wife in the film, Eliko or Eli. In
consequence of the fact that the first kind of addressing appears only in a few Czech
dialogues, it is omitted in English. Ela is, on the other hand, used so often in both
languages that it is left in the vocative in the captions: Eli, tohle je dlet. ~ Eli, this is
a madflip, alright.

Tomik, the diminutive of the name Tomé&3', translated as Tommy in
Empties (Kopecny, 1974, p. 128), represents one of the first names in the film which
are rendered into English in the form of their official equivalents. The second example
is probably the name Robert, nevertheless, due to the fact that this word is spelled in
the same way both in Czech and English (Kope¢ny, 1974, p, 116), it is not certain if it
has been transferred by standard accepted translation or by retention.

Because the English language does not distinguish the polite from the informal
way of addressing®®, the translator has to think about how to deal with these phenomena
when encountered in the SL. Mrs Tkalounova considers the sentence uttered by her

husband: Doprava, Roberte! as unbecoming in the situation so she reprimands him:

13 Helen in English (Kopeeny, 1974, p. 71)
4 Thomas in English (Kope&ny, 1974, p. 128)
15 Tykani
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Prosim té, ty panu inZenyrovi tykas?. As this question could be if translated word by
word quite uncomprehensible for the foreign viewers, Blanka BartoSova substitutes it
for Robert? Mr Landa. in English.

Helenka’s exhusband Karel is not introduced at the moment he appears
in the story, his name is presented indirectly and the viewers have to follow the context
to understand: Any idea where my weights might be? — Karel took them. — [...] Ditch
Helenka and take my weights. Tricky fellow.

Although the name Da3a, officially Dagmar, appears several times in the Czech
version of Empties, the woman is introduced only near the end of the film in English:
Girls, this is Dasa. In previous dialogues, her name is generalised, for instance to my
new girlfriend or my new.

Libuska, the diminutive of the name LibuSe, occurs in the subtitles since
Tkaloun’s misunderstanding functions as a source of amusement for the audience:
Prived ji do jinyho stavu, tu sestru svoji. — Svou vlastni sestru? Libusku? — Ale prosim
té, zdravotni sestru, na oddéleni. ~ He made his ward sister pregnant. — His own sister?
Libuska? — Of course, not. The ward sister. The accurate translation of the first
sentence, which would make the joke easier for comprehension, should be, however,
He made his sister pregnant.

In spite of the fact that Bediich Rezac¢ is addressed in most dialogues as
Mr Rezac or Mr Chatter in English, his whole name created by specification from
the general label pane Zenichu appears in the subtitles at his and Mrs Kvardova’s
wedding: Tazi se Vas, pane Zenichu,...~ Do you Bedrich Rezac...

The German name Trudi is mentioned twice in Empties, once when she is
introduced and once when Mr Wasserbauer admits that she does not exist. Her name

has the same form both in the Czech and the English languages.

The rest of the first names are represented by those which are used in the Czech
version of the film but are omitted in the subtitles: the characters from the serial
functioning only as a background of the scene in which Mrs Tkalounova irons
the clothes, Adriena, Fabian, Diego; the first name of the headmistress, Maruska,

which is left out probably because of the lack of time/space in the captions; and also
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the name of Mrs LamkoVva’s relative Venda who is labelled only as my/your brother-in-

law.

10.2. Female surnames

Since there is a tendency in the Czech langlage/culture to create female
surnames by the use of “ptechylvani’, which means that they are derived from male
names, and because masculine and feminine surnames are identical in the English
language, a decision about which conventions should be followed has to be made when

translating either from Czech to English or vice versa.

All female surnames which appear in the Czech version of Empties and are
rendered into English remain in their original inflected forms in the subtitles (with
the ending “-ova“). For this reason, the transfer from the source to the target language
involves only a slight modification related to the differences between the Czech and
the English graphic systems.

Generally, the first time a particular female surname occurs in the film, it is
subtitled as the character has to be introduced to the audience: So we’re practically
related, Mrs Lamkova., How are you, Mrs Kvardova?. Its further occurrence depends
on the context.

In order to help the viewers not provided with any visual material,
Mrs Lamkova’s name is transferred into English when used during or in connection
with a phone call, Yes? Hello, Mrs Lamkova. On the other hand, it is not necessary to
render the name which is uttered during a scene, in which only the speaker and
the addressed person appear, Pani Lamkova, my nejsme pribuzny. ~ But we're not
related.

All viewers are aware of the fact that Mrs Tkalounova is Tkaloun’s wife, that is
why her surname is not subtitled. The same happens to pani Kvardova functioning in
the sentence Jednu véc Viam musim, pani Kvardovd, rict...~ But I have to tell you one
thing... only as a way of maintaining the speech flow.

The question Tdzi se Vias, pane Zenichu, zda dobrovolné vstupujete do
manzelstvi se zde pritomnou nevéstou pani Jirinou Kvardovou. can be regarded as

a ‘climax’ of the wedding. Blanka BartoSova, however, decided to leave the bride’s
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name left out in English. The audience should probably follow the context and watch
the images.

The surname Ptackova appears in most dialogues together with a humorous
background. For this reason, it is transferred into English, I’m Tkaloun. The former...
the former colleague of my colleague Mrs Ptackova.

Even though there is enough time and space when some lines of subtitles are
exposed, the less important female surnames are omitted: ...mdme dalsi materskou
dovolenou — Mourkova. ~ ...we’ve another maternity vacancy. This rule, nonetheless,

does not apply to every situation, Horackova, take it to the bin!

10.3. Male surnames

Rendering the Czech male surnames into English does not pose a serious
problem since the only variance between these two languages consists in the different

graphic systems.

Ifthe Czech dialogues including the names Trdvnicek and Jandak are compared,
and if the fact that Tkaloun uses an informal way of addressing when talking to his
pupils is considered, it is clear that the second sentence refers to more than one person:
...pro¢ vy mé nepozdravite, pro¢ nereknete normalné dobry den. For this reason,
Travnicek, who is addressed in Czech, is subtitled (Travnicek, do you know...) while
Jandak, used only to maintain the speech flow in the clause (Taky je mi zahadou,
Jandéaku,...), is left out in English. The same happens to Mirvald whose name is not
important in the context and also to Dusil omitted because the main attention in
the class is turned to VVagner.

The first time Vagner appears in Empties, his surname is subtitled: Don’t
interrupt, Vagner., however, as he is the only student from the class talking back to
Tkaloun, the name is left out further in the film.

The german surname Wasserbauer preserves its original features in the Czech
version of Empties, which means that there is no ending “-e” added to the vocative of
the noun. The only exception is the question: A pane Wasserbauere, Vy se opravdu
chcete naucit jenom ty fraze pro milostnou konverzaci?. The TL form of the name is

identical tothe SL one: Mr Wasserbauer, the familiar form again!.
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As Mr Tkaloun does not like this ‘obtuse student’ of his wife, he calls him
intentionally a different surname, Hundertwasser: | just wanted to tell you that with
the exception of Hundertwasser, all those years with you have been wonderful.

Concerning the Czech version of Empties, the highest incidence of the surname
Tkaloun is recorded during his job in the supermarket, where he is addressed by
the customers or his co-workers: Ja do ctyr délam, pane Tkaloun. The captions, on
the other hand, involve the name especially when used during phone calls: Tkaloun
here., in the form of a common introduction: My name is Tkaloun., or when being
a part of a staff announcement: Telephone call for Mr Tkaloun.

The surname Landa is mentioned in most dialogues in relation to the humorous
moments, No, vono Landii je... - Jako psii. ~ Those Landas are... — everywhere. For this
reason, it is subtitled.

Although Tkaloun’s co-worker Rezdc¢ has an equivalent Rezac in English, his
nickname Mluvka/Chatter is more frequent in Empties. The name of a comic alcoholic

Hromada does not appear at all in the TL while Moravek is subtitled.

10.4. Personal names - conclusion

Despite the fact that each group of personal names and even each name from
Empties have their specific features, occur in the specific context and are also rendered
into English in the specific way, there can be found several similarities in their
translation®®.

Generally, the first time the names are mentioned in the film, they are subtitled
as the characters are introduced to the audience. Most of the personal names are also
transferred provided that they appear in the humorous context, when other people refer
to them, or when no visual material enables the viewer to comprehend the situation (for
instance, phone calls).

On the other hand, there are several reasons why more than a half of
the names which are used in the Czech version of Empties have been omitted in
the English subtitles: the names are unimportant in the context or are used only to
maintain the speech flow; there is not enough space/time for them being subtitled; only

two people appear in the dialogue so it is clear who the speaker talks to.

16 A table with representation of individual translation strategies can be found in appendix 15.
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11. SUMMARY OF THE ANALYSES

To summarize the results of all individual analyses, majority of proper names,
which occur in the Czech version of Empties, are omitted in the English subtitles; less
than a half of them are transferred by retention; some are substituted for their official
equivalents and some for other linguistic elements®’.

The geographical names do not appear in the subtitles when functioning as
a background of the images; the culture specific nouns are left out when there is no TL
expression capable of replacing the original one; and the personal names are omitted
when being unimportant in the context, in the situations in which they are used only to
maintain the speech flow or when the audience is already familiar with the character.

There are a lot of geographical and personal proper names which appear in their
original Czech forms in English. Concerning the first group, retention is used when
there is no TL equivalent of the expression in question; the personal names, on
the other hand, are retained despite having the official counterparts. The names of
important Czech personalities, who are supposed to be known by foreign viewers, also
remain unc hanged in the captions.

Standard accepted translation is the strategy used mainly for translating
the geographical proper nouns, the most numerous group of linguistic items having
their official equivalents in other languages. There are also a few first names rendered
by this method.

Substitution equals the impact of the SL and the TL expressions on
the audience so it is employed mainly when transferring the culture specific and
characterizing names. Generalisation neutralises a few geographical, culture specific
and personal names so they are not marked in the captions.

To conclude, more than a half of the proper names, which occur in Empties,
have been transferred into English by the use of the translation strategies making
the subtitles closer to the TL culture (standard accepted translation, substitution,
generalisation, specification). In contrast to this fact, one third of the names have been
retained in English. The original culture is, therefore, reflected in the translation, but

only to such a degree the foreign viewers understand the captions.

17 A table with representation of individual translation strategies can be found in Appendix 16.
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12. CONCLUSION

This bachelor paper presents the comparative study of the Czech and
the English versions of the bittersweet comedy Empties by Zden¢k and Jan Svéraks. All
proper names, which occur in the film, are analysed and the main question of the paper,
to what degree the English subtitles reflect the original culture, is answered.

Firstly, the features and complexity of the Svérdks’ bittersweet comedy genre
are discussed. Generally, comedies are like all popular ‘results’ rooted in the societies
in which they are produced. The tradition of the Czech bittersweet comedy has been
created on the basis of the historical development of the Czech (Czechoslovakian)
cinematography, affected mainly by the world wars and the German and the Soviet
occupations of the country. In those days, the fear and degradation people felt caused
that the original humorous comedy changed into a bitter one. A classic example of such
a genre is the Svéraks’ film Empties, which is characteristic of the combination of kind
and nostalgic humour and a bitter and truthful reality.

The chapter concerned with translation theory focuses on the ways of rendering
cinematic texts, especially subtitling. Although there are both advantages and
disadvantages related to this technique, viewers should not doubt the quality of
the translated captions before familiarising themselves with the basic restrictions
applied to it. There are two groups of restraints determining the final form of subtitles,
formal and textual, both of themare discussed in this section.

Next chapter deals with translation strategies used for rendering CBEs in
captions. As a result of the fact that the theory of this kind of film translation is very
young, there are no standard instructions for transferring these linguistic items.
Translators, therefore, use the techniques borrowed from the literary context, of which
selection is restricted by the main features and principles of subtitling.

Chapter 5 is dedicated to translating proper names and it shows that the theorists
do not agree on the meaningful or meaningless nature of these expressions. Those, who
claim that proper names are mere labels, suggest that they should appear in the same
form both in the source and the target languages. The others assert that there are at least

some proper nouns which should be translated.
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The practical part of the paper starts with comparison of the Czech title Vratné
lahve to its English counterpart Empties. Since the basic rules of rendering film titles
prescribe that the SL and the TL names should be as similar as possible concerning
their form, meaning and also impact on the audience, translating Vratné lahve as
Empties can be considered to be the best solution.

Subsequent study of all proper names which appear in Empties is carried out
divided into four groups: geographical names, culture specific names, characterizing
names, and personal names. All expressions are analysed in view of their meaning and
form, the context and the strategies used for their transferring are discussed as well.
The tables functioning as representation of the occurrence of each name in the subtitles
supp lements the qualitative assessment.

The results of the study have proved that the English subtitles are closer to
the TL audience. Most of the Czech names do not appear inthe subtitles and others are
transferred by the strategies which make the words neutral or more familiar to
the foreign viewers. The paper has also found out that the translator can decide about
the extent to which the TL text reflects the SL culture. The context and other

extralinguistic features, however, have to be taken into account.

All in all, both interlingual and intralingual subtitling represent a very complex
process so the quality of captions should not be doubted without being familiar with
the main principles and restrictions of this strategy. As watching films has become one
of the main leisure activities, these days, translators have to adapt their work to
the needs and demands of the target audience. Making subtitles closer, and thus more
comprehensible to them, is therefore a must - it reduces the effort viewers have to make
when reading the captions and provides them with more time for watching the images.
The further research related to combining the basic rules of subtitling and demands of

the audience is desirable.
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RESUME

Tato bakalafska prace se zabyva srovnavaci analyzou ceské a anglické verze
komedie Zdetika a Jana Svérdkovych Vratné lahve (2006) se zaméfenim na otazku, do
jaké miry se oficidlni prekladatelka filmu Blanka BartoSova rozhodla ponechat v
titulcich rysy puvodni kultury, ¢i1 do jaké miry piiblizuje pieklad zahraniénimu
obecenstvu. Prvni ¢ast prace definuje Zanr a metody prekladu uplatiiované pti tvorbé
titulk® a pfi pfevadéni vyraza spjatych s kulturou ptivodniho jazyka a vlastnich jmen;
Cast druha, prakticka, analyzuje nazev Vratné lahve a veskera vlastni jména ve filmu
uzitd. Zaroven zkoumd vliv pfekladu jmen na podobu titulkl, které vice ¢i méné
odrazeji ceskou kulturu ve filmu.

Uvodni kapitola prace vymezuje Zanr filmové komedie, jejiz tradice saha aZ
k poc¢atktim filmu samotného. Pfestoze je komedie obecné chapana jako tutvar, jehoz
hlavnim cilem je pobavit ¢i potésit divaky, dosud nebyla vytvofena piesnd definice
charakterizujici podstatu komického efektu, ktery k tomuto cili vede. Podle nékterych
teoretikl spo¢iva humorny aspekt Zanru v kombinaci absurdnich a béZnych skute¢nosti
a v prezentovani obvyklych situaci pro vétSinu divakt neobvyklym zplisobem. Jini se
domnivaji, ze pobaveni je u obecenstva vyvolano piedev§im zveliCovanim
»obycejnych® situaci, postav a jejich ¢inii ¢i pouzivanim nevSedni mluvy.

Zanr komedie je mozno rozdélit na mnoho druh® typti a forem. Tradice Geské
hotkosladké komedie vznikla na zdklad¢ historického vyvoje ¢eské (Ceskoslovenské)
kinematografie, poznamenané pfede v§im dvéma svétovymi valkami a obsazenim zemé
nejprve némeckymi a pozdéji ruskymi vojsky. V dobé, kdy cesky film pod vlivem silné
cenzury bojoval o preziti, komedie pfedstavovala jednu z hlavnich moZnosti Uniku od
reality. Pravé tyto pocity neustalych obav a zdsah do sebevédomi celé¢ spoleCnosti se
podilely na pfeméné tradicni veselé komedie v komedii hotkou.

Typickym piikladem tohoto Zinru jsou spole¢né filmy Zdenka a Jana
Swvérakovych, Obecna skola (1991), Kolja (1996), Vratné lahve (2006), které jsou
charakterizovany kombinaci milého, nostalgického humoru a hofce pravdivych
skuteCnosti. Jednotlivé piib&hy a postavy vystupujici v uvedenych snimcich jsou velmi

realistické, a tudiz ptistupné jak Ceskému, tak i zahraniénimu divakovi. Svérakovsky
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humor je popularni mezi t€mi, ktefi maji radi filmy plné komickych momentl a
vtipnych dialogl, ale i mezi témi, kteti uznavaji spiSe vaznéjsi filmové namety.

Kapitola v€novana teorii piekladu je zaméfena na pieklad filmovy, a to
konkrétné na tvorbu titulk. Podle nejéastéjSich definic piedstavuji (mezijazykoveé)
titulky psany pieklad dialogu v cizim jazyce, ktery se objevuje na obrazovce soub&zné
s danou promluvou. JelikoZ pfi pfevodu mluvené formy do psané musi byt nezbytné
provedeny ¢etné zasahy do struktury rozhovord, jejich stylu, slovni zasoby, apod., tato
Cast bakalaiské prace nejprve uvadi stru¢ny piehled formalnich a nasledné textovych
omezeni ovlivitujicich vyslednou podobu titulk.

Do skupiny formalnich faktort patii: volba fontu, barvy a velikosti pisma, pocet
znakl v jednotlivych fadcich, umisténi titulkd a Casovy interval jejich zobrazeni.
Zatimco pro vétSinu uvedenych ryst existuji normy, kterymi se piekladatelé a tvirci
titulk i fidi, interval stfidani titulkd zavisi na druhu filmu a rychlosti sledu jeho déje.

Textovd omezeni souvisi se samotnou podstatou pievodu mluveného slova do
pisemné formy. Ta se vyznaCuje zejména planovanou strukturou, dlouhymi uplnymi
vétami a formalni slovni zisobou. Mluveny jazyk je naopak typicky svou
neformalnosti, uzitim neukonfenych vét s mnoha nadbyteénymi vyrazy a nahodné
zvolenym tématem promluvy. Titulky pfedstavuji kombinaci obou forem, jsou
charakteristické neutralnim stylem, jednoduchou slovni zasobou a syntaxi. Jejich
informaci obsaZzenych v ptivodnich dialozich, a to za pfedpokladu zachovani ¢itelnostia
srozumitelnosti. Gramaticka spravnost je nutnosti.

Na zikladé uvedenych skute¢nosti formujicich vyslednou podobu titulk bylo
vytvofeno nékolik seznami obsahujicich vyrazy, které je mozno v titulcich vyrechat a
které je nutno prevést. Do prvni skupiny slov patii: pozdravy, vyrazy, které se opakuji
vdialogu nekolikrdt za sebou, citoslovece, tzv. ,,vycpavkova slova® uzivana pouze
k udrzeni toku feci, a reakce v odpovédich. Druha skupina je tvofena slovy, které jsou
si vpuvodnim a cilovém jazyce podobné a na jejichz pievedeni se v piekladu
obecenstvo zamétuje.

Dalsi kapitola pojednava o piekladu vyrazi spjatych s urCitou kulturou.
Nejdiive je definuje a poté uvadi vycet jednotlivych piekladatelskych principi
pouzivanych k jejich pfevod u.
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Substituce nahrazuje slovo vazané na kulturu ptivodniho jazyka slovem spjatym
S kulturou jazyka cilového. Dba na to, aby dopad na divaka zistal stejny. Vynechani
vyrazu je vzhledem k formalnim a textovym omezenim titulki mnohdy nutnosti.
Prevedeni slova vpuvodni nebo lehce pozménéné formé je uzivino zejména u
mezinarodné znamych vyrazi a nebo u slov, pro ktera neexistuje ekvivalent v cilovém
jazyce. Specifikace uvadi ptivodni vyraz v origindlni nebo lehce pozménéné formé a
zaroven ho uptesiiyje dopliiyjicimi informacemi. Generalizace (zobecnéni) je opakem
specifikace - ptuvodni kulturné¢ vazana slova nahrazuje slovy neutralnimi. Uzivani
oficialnich ekvivalenttia ptimého piekladu lze ztotoznit s piekladanim podle slovniku.

Podle ndazoru nékterych teoretikii vyrazy zataditelné do kategorie vlastnich
jmen, kterou se zabyva nasledujici ¢ast bakalarské prace, nemaji zadny vyznam, a proto
by mély byt do cilového jazyka pifevedeny v ptivodni nebo lehce pozménéné forme. Jini
teoretikové zastavaji odliSny nazor a tvrdi, Ze alespon n€kterd jména vyznam maji a do
cilového textu by méla byt prelozena. Existuje mnoho faktort, které prekladatelsky
proces téchto vyrazl ovliviiyji: grafické systémy pivodniho a cilového jazyka, stupeii
frekvence pouZiti a adaptace jména, zvyklosti spojené s kulturami pavodniho a
cilového jazyka, cil ptekladu a cilové obecenstvo.

Prakticka ¢ast bakalaiské prace zacind rozborem filmového titulu Vratné lahve a
jeho anglického protéjsku Empties. Kapitola nejprve kratce popisuje piekladatelské
postupy uzivané piipievodu nazvl filmovych d€l, ziskané teoretické poznatky nasledné
vyuziva pii srovnani ¢eského a anglického titulu uveden¢ho snimku. Rozebrany jsou
jak denotacni, tak i symbolické vyznamy vyrazl, také je vysvétleno analogické pojeti
cyklu ,lidského Zivota* a ,,zivota vratné lahve®, které je v obou nazvech obsazeno. Dle
vysledkl rozboru byly uvedené tituly vytvofeny piesné podle vzorového postupu, a
tudiz predstavuji dokonalé protéjsky.

Nasledujici ¢ast praktické analyzy tvoti geografickd jména, jez jsou rozdélena
do nékolika skupin: ndzvy zemi a kontinentd, ndzvy obci a osad a ostatni nazvy.
Ponévadz se tato skupina jmen vyznacuje nejvétSim poctem piimych ekvivalenta
v cilovém jazyce, jejich ptevod neptedstavuje pro piekladatele vazny problém. Jména
majici anglicky protéjSek jsou pielozena, vyrazy, které¢ ekvivalenty nemaji, jsou

ponechany v titulcich v ptvodni nebo lehce pozménéné podobé. Nekolik jmen je pro
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pochopeni cilového divaka blize specifikovano. Geograficka jména slouzici pouze jako
pozadi pro jednotlivé scény se Vv titulcich neob jevuji.

Pti prekladani jmen pevné spjatych s kulturou ptivodniho jazyka, ktera tvofi
obsah kapitoly 8, je dulezité, aby piekladatel zvazil, zda jsou dané vyrazy ve své
origindlni podob¢& pochopitelné pro cizojazyéného divaka, ¢i zda musi byt nahrazeny
vyrazy podobnymi, vychazejicimi z kultury cilového jazyka. Tato jména mohou byt
v piekladu vynechina nebo zobecnéna, coz vede k jejich neutralizaci. Jména, u kterych
Blanka BartoSova piedpoklada, Ze jsou zndma mezi divaky cilové kultury, se objevuji v
piekladu ve své plivodni formé.

Jména charakteriza¢ni jsou soucasti pop isu vlastnosti a typickych znakl osob
nebo véci, kterd oznacuji, a proto je jejich prevedeni do cilového jazyka velmi dulezité.
Co se ty¢e Vratnych lahvi, vétSina jmen tohoto druhu se v titulcich objevue ve formé
slov, kterd jsou vyznamové lehce odlisnd od puavodnich. Jejich chapani cilovym
obecenstvem je vSak mozné ztotoznit s origindlem. Jedno jméno se v titulcich objevuje
s odlisnym vyznamem, neZ jaky ma jeho Cesky protéjsek.

Posledni kapitola, zabyvajici se analyzou vlastnich jmen, se zaméfuje na jména
osob, predev§im postav vystupyjicich ve filmu. V Ceské verzi Vratnych lahvi vyrazné
prevazuji kiestni jména. VétSina z nich je ponechana v titulcich v pavodni formé, a to i
ptes to, Ze maji vanglickém jazyce oficidlni ekvivalenty. Pfijmeni, at’ uz zenskéd nebo
muzskd, jsou vV titulcich bud® vynechiana, nebo se jejich forma neli§i od vyrazi
puvodnich.

Posledni ¢ast prace tvofi vyhodnoceni vysledkd analyz jednotlivych skupin
jmen. Vyplyva z ného, Ze pieklad je bliz§i obecenstvu cilového jazyka. Mnoha jména
jsou v prekladu ponechana ve své pivodni formé (odraz ¢eské kultury), avsak jen do té

miry, aby byl jejich pteklad pochopitelny pro zahrani¢niho divaka.
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APPENDIX 1

Source: www.sverak.cz

The festivals Empties took part in and the awards the film won:

2008: The Czech Lion Award for Best Director (Jan Svérak) and Best Screenplay
(Zdenck Sveérak), The Czech Republic

2008: Golden Dolphin, Festroia, Portugal

2008: The Signis Award, Hong Kong Film Festival

2007: Best Screenplay and the Audience Award, | nternational Film Festival, Karlovy
Vary, The Czech Republic

2007: Audience Award, Cottbus Film Festival of Young East European Cinema

The Audience Awards: Film Fest Hamburg, Germany; Ljubljana International Film

Festival, Slovenia; Reykjavik International Film Festival, Island

Shown at London Film Festival (Cinema Europa, 2007), at Seattle International Film
Festival (Contemporary World Cinema, 2008), at Toronto International Film Festival
(Contemporary World Cinema, 2007), at Trieste Film Festival (Italy), International
Film Festival (Miami, USA), Cinequest (San José, USA)
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APPENDIX 2

A list of film genres by Tim Dirks:

Source: www.filmsite.org

Main Film Genres

Descriptions of
Main Film Genres

Action Films

Action films usually include high energy, big-budget
physical stunts and chases, possibly with rescues,
battles, fights, escapes, destructive crises (floods,
explosions, natural disasters, fires, etc.), non-stop
motion, spectacular rhythm and pacing, and
adventurous, often two-dimensional 'good-guy' heroes
(or recently, heroines) battling 'bad guys' - all designed
for pure audience escapism. Includes the James Bond
‘fantasy' spy/espionage series, martial arts films, and so-
called 'blaxploitation' films. A major sub-genre is the
disaster film.

Adventure Films

Adventure films are usually exciting stories, with new
experiences or exotic locales, very similar to or often
paired with the action film genre. They can include
traditional swashbucklers, serialized films, and
historical spectacles (similar to the epics film genre),
searches or expeditions for lost continents, "jungle" and
"desert" epics, treasure hunts, disaster films, or searches
for the unknown.

Adventure Films

Comedies are light-hearted plots consistently and
deliberately designed to amuse and provoke laughter
(with one-liners, jokes, etc.) by exaggerating the
situation, the language, action, relationships and
characters. This section describes various forms of
comedy through cinematic history, including slapstick,
screwball, spoofs and parodies, romantic comedies,
black comedy (dark satirical comedy), and more.

Crime & Gangster Films

Crime (gangster) films are developed around the sinister
actions of criminals or mobsters, particularly
bankrobbers, underworld figures, or ruthless hoodlums
who operate outside the law, stealing and murdering
their way through life. Criminal and gangster films are
often categorized as film noir or detective-mystery films
- because of underlying similarities between these
cinematic forms. This category includes a description of
various ‘serial killer' films.

Drama Films

Dramas are serious, plot-driven presentations,
portraying realistic characters, settings, life situations,
and stories involving intense character development and
interaction. Usually, they are not focused on special-
effects, comedy, or action, Dramatic films are probably
the largest film genre, with many subsets. See also the
melodramas, epics (historical dramas), or romantic
genres. Dramatic biographical films (or "biopics") are a
major sub-genre, as are ‘adult' films (with mature
subject content).

Epics/Historical Films

Epics include costume dramas, historical dramas, war
films, medieval romps, or 'period pictures' that often
cover a large expanse of time set against a vast,
panoramic backdrop. Epics often share elements of the
elaborate adventure films genre. Epics take an historical
or imagined event, mythic, legendary, or heroic figure,
and add an extravagant setting and lavish costumes,
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accompanied by grandeur and spectacle, dramatic
scope, high production values, and a sweeping musical
score. Epics are often a more spectacular, lavish version
of abiopic film. Some 'sword and sandal’ films (Biblical
epics or films occurring during antiquity) qualify as a
sub-genre.

Horror Films

Horror films are designed to frighten and to invoke our
hidden worst fears, often in a terrifying, shocking finale,
while captivating and entertaining us at the same time in
a cathartic experience. Horror films feature a wide range
of styles, from the earliest silent Nosferatu classic, to
today's CGIl monsters and deranged humans. They are
often combined with science fiction when the menace or
monster is related to a corruption of technology, or
when Earth is threatened by aliens. The fantasy and
supernatural film genres are not usually synonymous
with the horror genre. There are many sub-genres of
horror: slasher, teen terror, serial Kkillers, satanic,
Dracula, Frankenstein, etc.

Musicals (Dance) Films

M usical/dance films are cinematic forms that emphasize
full-scale scores or song and dance routines in a
significant way (usually with a musical or dance
performance integrated as part of the film narrative), or
they are films that are centered on combinations of
music, dance, song or choreography. Major subgenres
include the musical comedy or the concert film.

Science Fiction Films

Sci-fi films are often quasi-scientific, visionary and
imaginative - complete with heroes, aliens, distant
planets, impossible quests, improbable settings, fantastic
places, great dark and shadowy villains, futuristic
technology, unknown and unknowable forces, and
extraordinary monsters (‘things or creatures from
space’), either created by mad scientists or by nuclear
havoc. They are sometimes an offshoot of fantasy films,
or they share some similarities with action/adventure
films. Science fiction often expresses the potential of
technology to destroy humankind and easily overlaps
with horror films, particularly when technology or alien
life forms become malevolent, as in the "Atomic Age"
of sci-fi films in the 1950s.

War (Anti-war) Films

War films acknowledge the horror and heartbreak of
war, letting the actual combat fighting (against nations
or humankind) on land, sea, or in the air provide the
primary plot or background for the action of the film.
War films are often paired with other genres, such as
action, adventure, drama, romance, comedy (black),
suspense, and even epics and westerns, and they often
take a denunciatory approach toward warfare. They may
include POW tales, stories of military operations, and
training.

Westerns

Westerns are the major defining genre of the American
film industry - a eulogy to the early days of the
expansive American frontier. They are one of the oldest,
most enduring genres with very recognizable plots,
elements, and characters (six-guns, horses, dusty towns
and trails, cowboys, Indians, etc.). Over time, westerns
have been re-defined, re-invented and expanded,
dismissed, re-discovered, and spoofed.
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APPENDIX 3

Source: www.en.wikipedia.org
www.filmsite.org

Comedies may be divided into different kinds, types, forms or subgenres based on the
sources of humour, the methods of delivery, and the contexts in which they are
delivered. There are also many hybrid comedies.

Type

Description

Black comedy or Dark comedy

Black comedy deals with disturbing subjects such
as death, drugs, terrorism, rape, and war.

Blue comedy Comedy based onsexism, racism, and
homophobic views, also based on sexual jokes and
in which the comedian uses a lot of swear words.

Character comedy Character comedy humour from a persona

invented by a performer. Much character co medy
comes from stereotypes.

Improvisational comedy

Improvisational (sometimes shortened to Improv)
comics rarely plan out their routines.

Observational comedy

Observational comedy pokes fun at everyday life,
often by inflating the importance of trivial things
or by observing the silliness of something that
society accepts as normal.

Alternative comedy

Differing fromtraditional punchline jokes which
features many other forms of comedy such as
Observation, Satire, Surrealism, Slapstick, and
Improvisation.

Physical comedy

Somewhat similar to slapstick, this form of
comedy uses physical movement and gestures.

Prop comedy

Comedy that relies on ridiculous props, or
everyday objects used in humorous ways.

Surreal comedy

Surreal humouris a formofhumour based on
bizarre juxtapositions, absurd situations, and
nonsense logic.

Deadpan comedy

Not strictly a style of comedy. Telling jokes
without a change in face expression or change in
emotion.

Tropical comedy / Satire

Topical comedy relies on headlining/important
news and current affairs. It dates quickly, but is a
popular form of comedy for late night talk shows.

Wit/Word play

Wit and word play are more intellectual forms of
comedy based on clever often subtle manipulation
of language (though puns can be crude and
farcical).

Insult comedy Insult comedy is a form of comedy which consists
mainly of offensive insults directed at the
performer’s audience and / or other performers.

Mockumentary A fiction film that parodies the conventions of

documentary style.

Cringe comedy

A comedy of embarrassment, in which the humour
comes from inappropriate actions or words.

Sketch

A small episode of comedy practiced and
recorded.
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Comedy hybrids: e.g. musical-comedy, horror-comedy, comedy-thriller
Subgenres of comedy: romantic comedy, crime/caper comedy, sports comedy, teen or

coming-of-age comedy, social-class comedy, military comedy, fish-out-of water
comedy, and gross-out comedy, etc.
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APPENDIX 4
Source: www.sverak.cz

The summary of the story of the Elementary School:

An Academy Award nominee for best foreign film, this charming movie takes place in
an all-boy school in the suburbs of Prague following the end of World War 1l. Eda and
his schoolmates have reputation for disruptive behaviour, but are soon subdued by new
teacher Igor Hnizdo. Igor is half-dictator, half-hero, although in truth a bit of
a charlatan, and he fabricates a heroic past involving countless military campaigns,
which alongside his philandering with the female population, makes him a role model
for Eda and his schoo | friends.
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APPENDIX 5
Source: www.en.wikipedia.org

The summary of the story of Kolya:

The film begins in 1988 while the Soviet bloc is beginning to disintegrate. FrantiSek
Louka, a middle-aged Czech man dedicated to bachelorhood a nd the pursuit of women,
is a concert cellist struggling to eke out a living by playing funerals at the Prague
crematorium. He has lost his previous job at the philharmonic orchestra due to having
been half-accidentally blacklisted as "politically unreliable™ by the authorities. A friend
offers him a chance to earn a great deal of money through a sham marriage to a Russian
woman to enable her to stay in Czechoslovakia. However, the woman uses her
Czechoslovak citizenship to emigrate and join her boyfriend in West Germany.

Due to a concurrence of circumstances she has to leave behind her Russian-speaking
five-year-old son, Kolya, for the disgruntled Czech musician to look after. Gradually,
a bond forms between Louka and Kolya. The child suffers from suspected Meningitis
and has to be placed on a course of carefully monitored Antibiotics. Louka is threatened
with imprisonment for his suspect marriage and the child may be placed in a Russian
children's home. The Velvet Revolution intervenes though, and Kolya is reunited with
his mother. Louka and Kolya say their goodbyes.
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APPENDIX 6
Source: www.en.wikipedia.org

The summary of the story of Empties:

Josef Tkaloun is a teacher at a high school in Prague who cannot control his anger
when his pupils misbehave in his poetry class. He quits his job and despite his wife
urging him to retire, becomes a cycle courier. After the inevitable accident, he still
refuses to stay at home and takes a job in the local Zizkov supermarket. He works
behind a counter, taking the used glass beer bottles and empty plastic water bottles,
giving a receipt to the customers which they can redeem at the cashier. He begins to
flirt with the customers and matchmake both for an old friend and for the man he works
with. His own flirtations (and amusingly lurid dreams) almost get him into trouble with
his wife, so he resolves to reignite the passion in his marriage by celebrating his
wedding anniversary with a hot air balloon ride. As can be expected, things do not go
completely top lan.
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APENDIX 7

The corpus of dialogues involving the geographical names which occur in Empties:

The Czech wersion of the Empties

The English version of Empties

A vis, ¢imto je? V Japonsku bylo zemétfeseni.

Must be that earthquake in Japan.

Ty lJizerky, to byl mij nejkrasnéjsi lyzaiskej
zjezd.

That school skiing trip was such fun.

..Thomayer, po nemocnici

Thomayerovu v Kr¢i

kterym mame

The doctor after whom the Thomayer Hospital
was named.

V Americe se ve Skole taky nehlasej.

They don’t do that in America.

Ale my nejsme v Americe.

But we’re not in America!

...jak chodil bos, nastyd a skon¢il v Thomayerce.

...how barefoot, he caughed a cold and ended up
in the Thomayer Hospital!

Pétka bere Jungmandk na Arbesdk, Smichov,
Karlin.

Number five gets Jungmannovo to Smichov and
Arbesovo to Karlin.

V pétasedesati budes jezdit po Praze na kole.

At sixty-five you’re going to ride a bicycle around
Prague.

Chce to znalost Prahy a rychly rozhodovani.

You need a knowledge of Prague and to be
decisive.

Kdysijsem snival o Nilu a pak se plavil po Vitavé

| used to dream about the Nile and navigate the
Vitava

Znalost Prahy a rychlé rozhodovani.

Knowledge of Prague and quick decision-making.

Dvojka bere Narodni — Karlin — Seifertku -
Vinohradskou.

No. 2 gets National Avenue.

Dvojko, nech mi tu Seifertku, jsem za rohem.

No. 2, let me have it.

Beru Polskou a ty VrSovice.

I’ll take Polska and Vrsovice.

Ja jsemna Smichové.

I’m at Smichov.

Pravé jsemna Smichové.

I’m at Smichov.

Hlasim, Ze jsemna Smichov¢.

I report: | am at Smichov.

On mi furt troubi, Ze je na Smichové.

He keeps on bellowing that he’s at Smichov.

Vaclavské namésti 55,... Cokolédovny — Pankrac,
Vitézna plan. Praha 1, Platnéfska...

Na méstském ufadé€, Praha 3.

At the Prague 3 council office.

Vi§, kde jsou Zamecky schody? Tak tam ona
prodava loutky.

She sells puppets at the Prague Castle steps.

... jestli by s VAmi nejela k Jaderské mu mofi...

.”would she like to go...”

Kdesi v dali v Africe

Somewhere away in Africa

Kdesi v dali v Africe

Somewhere away in Africa

Proboha, kamto jedete? - K Jaderskému mofi.

For God’s Sake, where are you going? — To the
Adriatic Sea.

D¢las, jako kdybychomjelina Severnito¢nu.

Are we going to the North Pole?

Vemte to na BeneSov...

Head for Benesov,...

TakZe na Benesov.

So Benesov it is.

Elisko, tamhle je vodni nadrZ Zelivka, ztoho pije
celd Praha.

The Zelivka Dam! It’s the drinking water for
everyone in Prague.

Eli, podivej tAmhle v délce. Vi§, co to je? — Ne. —
Temelin. Vid ime ato movou elektrarnu Temelin.

Eli, over there: Temelin! The nuclear power plant!

Ja nechci vidét nic, a Temelin uz viibec ne.

I don’t want to see anything, Temelin least of all.

To musi bejt Sdzava.

That’s the Sazava River,

... my si s Tomikem vystupujeme a jedeme zpatky
do Prahy.

Tommy and | are going back to Prague.
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APPENDIX 8

The operations used by Blanka BartoSova in dealing with the geographical names in
Empties. For each name, all occurrences in the subtitles are recorded.

Translation method Number of occurre nces
of the names rende red
by this method:

Generalisation 1
Omission 12
Retention 11
Specification 1
Standard accepted translation 16
Combination of more translation strategies: 7

direct translation + retention

direct translation + specification
retention + omission

retention + omission + direct translation
retention + specification

N[N
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APPENDIX 9

The corpus of dialogues involving the culture specific names which occur in Empties:

The Czech wersion of Empties

The English version of Empties

Jaroslav Vrchlicky se ptivodné jmenoval Emila
Frida.

The poet Virchlicky’s real name was Frida.

A pseudonym mu
zZgymnazia — Thomayer.

poradil jeho spoluzak

The nom de plum was suggested to him by a
fellow student — Thomayer.

\Bechny Vrchlického spisy by v knihovné zabraly
asipul druhého metru.

End to end Vrchlicky’s books would measure 1.5
metres.

...CtyT1 tadky, kter¢ Vrchlicky napsal jako stary
muz...

...four lines, which he wrote as an old man...

Kdyby byl Vrchlickej tak dobrej, tak o ném
Amici natocej film...

If he was so famous, they’d have made a film
about him...

Svéhlavicka, znate to?

The Wilful Girl, you know.

Svéhlavicka nevéstou,
Svéhlavicka babic¢kou.

Svéhlavicka ZenuSkou,

The Wilful Bride, The Wilful Wife, The Wilful
Grand mother.

Randili a vidél je
jmenoval...

malif, Villi Nowak se

They were out on a date, a painter showed up...

Pressos mlike, s rumem. A mattonku.

Espresso with milk. No, with rum.

ProtoZe pan doktor Plzak vam vtlouk do hlavy:
zatloukat, zatloukat, zatloukat.

Because some sex doctor drummed it into your
head: deny, deny, deny.

Je tam taky Babinskej

Among the inmates there’s Babbinsko

... to byl asi posledni Babinskej, kteryho slySel

there’ll be no more Babbinsko story for him.

Basnik to fika za nas. Jan Vatecha: Biizky.

One poet described it like this. -

Pod tim stanem, pamatujes$, jak jsme si ho pujcili
od Svazarmu, jak do n¢j teklo.

The Scouts lent us that leaky army tent.

Sel stary Magdon z Ostravy domi
V bartovské harendé vecer se stavil...

On his way home one night,
an old man stopped in fright...

Zeno ma, Jeno ma, neplac,
- Antonine, muzi mij jediny,
pro¢ se mi vraci§ v tyto hodiny?

Oh, wife of mine, wife of mine, do not cry.
- Oh, my one and only man,
why do you return to me at this unholy hour?
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APPENDIX 10

The operations used by Blanka BartoSova in dealing with the culture specific names in
Empties. For each name, all occurrences in the subtitles are recorded.

Translation method Numbe r of occurrences
of the names rende red
by this method:

Combination of more translation strategies:
omission + retention
omission + retention + specification

Direct translation 4
Generalisation 2
Omission 5
Retention 4
Substitution 2
2
1
1
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APPENDIX 11

The corpus of dialogues involving the characterizing names which occur in Empties:

The Czech wersion of Empties

The English version of Empties

Vi, jak ti déti fikaji? — Vim, Zdimék.

Do you know what they call you? — | know, The
Wringer.

Mluvka Vam vS§echno fekne.

The Chatter will show you the ropes.

Kdo? — Mluvka, to bude Vas partak.

Chatter. He’ll be there with you.

Ulisny, jste tady vibec?

Shorty, are you here?

Pane Mluvka, j& jsme Tkaloun.

My name is Tkaloun.

A pane Mluvko, moh j& bych sito zkusit?

Could | have a go, Mr Chatter?

Tak jak mito Slo, pane Mluvko?

Howdid I do, Mr Chatter?

Rikali, Mluvka Vam to vysvéth, tak jsem si
myslel...

They said “Chatter will show you,” so I assumed...

Tak co, jak jste sis Mluvkou pokecali?

So, did you have a good chat with old Chatter?

J4 mu fikal pane Mluvko.

| called him Mr Chatter.

Je tady! Carkovan4! Tally -girl!

Mné tady fkaji Ulisny, protoZe pracuju u lisu. Here they call me Shorty because | operate the
compactor.

Jinak jsemMirek. Mirek Sourek, bohuZel. But my real name is Mirek. Mirek Clit,

unfortunately.

To uZ je lepsi Ulisny.

Shorty sounds better.

No j4 se picnu! Pi§e mi Carkovana.

Wow! That Tally-girl sent me a text message.

To jako misto Vas a Mluvky tady ted bude ta
kraksna, jo?

So instead of you and Chatter, we’ll have this heap
of metal here?

Netikej, ze sis mé neptal, Zdimaku.

You didn’t want me to come?

Ale Mluvka tipfece musel fict, Ze...

Didn’t Chatter say anything?

M¢€ nezajimd Mluvka.

I’m not interested.

Mluvko, ménimtvij volaci znak na Osel.

Chatter, you’re not an eagle, you’re a donkey!

A co Radiovka, byla tady?

Was she here?
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APPENDIX 12

The operations used by Blanka BartoSova in dealing with the characterizing names in
Empties. For each name, all occurrences in the subtitles are recorded.

Translation method Number of occurre nces
of the names rendered
by this method:

Mistranslation 3
Omission 2
Substitution 16
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APPENDIX 13

The corpus of dialogues involving the personal names from Empties:

The Czech wersion of Empties

The English version of Empties

Travnicku, vi§ co sicelou dobu fikam?

Travnicek, do you know what | keep asking
myself?

Taky je mi zdhadou, Jandaku, pro¢ vy mé
nepozdravite, pro¢ nefeknete normalné dobry den.

And... | can’t understand why you don’t greet me
anymore.

A myslela jsem na tebe. Rikala jsem si, to on Pepa
taky nespi.

And I was sure you couldn’t sleep either.

Ty se zabije§, Mirvalde!

You’ll kill yourself!

Mam novy praSky na spani. Par ti jich odsypu,
Pepo.

I've some new pills — not addictive. I’'ll give you
some.

Neru§, Vagnere!

Don’t interrupt, Vagner.

Posad’ se, Dusile!

Sit down!

Ja t& zadam, Vagnere, j4 zdddm tady, abys uz nic
nefikal.

And you keep your mouth shut.

No tak, Hora¢kova, upaluj si tim do kose!

Horackova, take it to the bin!

Pane Vagnere, my jsme Vam vdécéni, ze jste nam
zafinancoval tu béZeckou drahu, ale na Vaseho
syna budeme Zdimat s mradlavou houbu.

That we are grateful for the athletics track, but we
couldn’t resist squeezing a smelly sponge over his
son’s head.

Ale je to lepSi, MaruSko, nez dat tomu jeho
hajzlovi pér facek.

It’s better than canning him.

Roberte, to uz jsme fesili a dosli jsme k zavéru, Ze
to télesnej trest je.

As far as we’re concerned it is.

Roberte, nefikej mi ty vole, to je néco hrozného,
jak ty mluvis.

Robert, don’t use that language in here!

Pepo, prosim t&, ty mi vysvétli, co t& ktomu
pudi...

I just don’t get why you do it.

J& to nevidim jinak nez jako pisemnou omluvu
rodicim, Pepo.

A written apology to the parents is the only option.

No, to by snad §lo, Pepo, co tikas?

You can handle that, can’t you?

Ne, Maru$ko, omlouvat ja se nebudu.

No, | won’t apologize.

To uZ jsislibil minule, Pepo.

That’s what you promised last time.

Pepo, pak bys mél konecné namazat ty panty...

Afterwards you can finally oil those hinges...

Eli, nevytahuj to pofad ze zdi.

Don’t pull out the plug like that.

Vis, jak se chovas, Josefe? Presné jako tviij otec.

Just like your father.

S Adrienou se stykam jen kvuli kakaovymboblim.

Only professionally.

Hald, Tkaloun.

Tkaloun here.

Bojis se, aby to nebyl Fabian.

Afraid it might be him?

Diego, miluje§ me?

Do you love me?

Takovej posel, Eli, to je Ziva spojka mezi lid ma.

A courier is a human connection between people.

Pani Jarusko, vite v éemspociva Vase kouzlo?

You know what’s so exciting about you?

No, to mi dala ta...Landa. Mi to dal. Zastupce
feditele.

She... I mean he... the deputy headmaster, Landa,
gave themto me.

Pepo!

Svou vlastni sestru LibuSku?

His own sister? Libuska?

To mame §tésti, Tomiku, to je pami vlak, vyletni,
rozumis, ten jezdi jenomnekdy.

Hey we’re in luck! That’s not often that you see it
nowadays.

Ale na ten vlak té dédecek nevezme, Tomiku.

But grandpa can’t take you on that train.

Helenko, ja jsemvitaci typ.

Helena, I’m the “greeting type”.

Ono je to daleko jednodusSi, Helenko, vis. On

But simply. He kept teaching to chat up that
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piesluhoval ve Skole, protoZze mohl ve sborovné
tokat s uzvanénou Ptac¢kovou ...

Ptackova woman.

Pane Mluvka, j& jsem Tkaloun.

My name is Tkaloun.

Jmenuju se Rezac.

My name’s Rezac.

A to jsem se chtdl zeptat, pane Reza¢, od &eho
jsou ty tii skvrmy?

And Mr Rezac, what do those three spots mean?

Ty sivzal Karel.

Karel took them.

To by se mu libilo. Helenku odkopnout a ¢inky si
nechat.

Ditch Helenka and take my weights. Tricky
fellow.

Poklona, pani Kvardova,..

How are you, Mrs Kvardova?

Ani nevim jak se jmenuje. — Reza¢. — Reza¢, no
vidite, takové hezké jméno.

What’s his name? — Mr Rezac. — Odd he has such
a nice name.

Ale Helenko, kdyby nepojedli ze Stromu poznani,
tak tady nejsemani ja, ani ty, ani Tomik...

But if they hadn’t eaten from the Tree of
Knowledge, | wouldn’t be here, nor would you or
Tommy.

Helenko, ty bys nemohla chodit na né&jaky
veselej$iprednasky?

Helenka, couldn’t you find some lighter lectures?

Vy m¢ pfipomindte myho Svagra Vendu.

You remind me of my brother-in-law.

Tak to js me skoro pfibuzny, pani Lamkova.

So we’re practically related, Mrs Lamkova.

Pani Kvardov4, to po ném nemiizeme chtit. Pan
Rezi¢ a kravata?

But | told her, that would be going too far. Mr
Rezac wearing a tie?

Pane Wasserbauer, uZ jste ji zase tyknul.

Mr Wasserbauer, the familiar form again!

A pane Wasserbauere, vy se opravdu chcete naucit
jenom ty fraze pro milostnou konverzaci?

Are these romantic phrases all you want to learn?

A co kdyz se Vas ta sletna Trudi zeptd, kde
pracujete?

And what if Miss Trudi asks where you work?

Tak zase ve stfedu, pane Wasserbauere.

So see you next Wednesday, Mr Wasserbauer.

Heled’ Pepo, dokud ty tam bude§ délat skladnika,
tak j& tamnevkro¢im.

I won’t set foot in that store while you’re working
there.

Jo, Helenko, to jsem se chtél zeptat...

By the way...

Teda Pepo, ty si zije$, takovy pékny Zzensky...

I envy you this job. So many beautiful women.

VSichni ve sborovné té pozdravujou, Pepo.

Everyone sends regards.

PiiSel jsem ti Fict, Z¢ mame ve sborovné dalsi
matefskou - Mourkova.

We’ve another maternity vacancy.

Ne, Roberte, dékuju, ja jsem tady spokojene;.

No thanks I’mhappy here.

Pane Tkaloun, volala Va3e Svagrova. — Svagrova?
— N¢jakd Lamkova.

Your sister-in-law called. — Sister-in-law? — Mrs
Lamkova.

Je, to jste hodnej, pane Tkaloun.

This is so kind of you.

To byste seSidil. — NeSidil, pani Lamkova. You’d be losing money. — | wouldn’t lose
anything.

Pani Lamkova, my nejsme piibuzny. But we’re not related.

Tak co tam méte dal, Vendo? What else have you got there?

Pane Tkaloun, nechte mi ji. Mr Tkaloun, leave her to me!

Tohle je Lucka. This is Lucka.

PaniJaru$ka mi o Vas vypravéla. Madam Jaruska told me about you.

Pepo, neleZi§ sina srdci? Lying on your front?

Stalo se tiné&co, Pepo? What’s up?

Pofad myslim na tu nasi Helenku. | keep thinking about that daughter of ours.

No teda, Bedfichu, ty jsitiplnej lékarnik. Well, you could be a pharmacist.

Pohlidal byste mi Pepinu, pane Tkaloun? Will you look after Josie for me?

Rikala Helenka, Ze jste zménil povolani. Helena told me that you changed your
profession...

Ty, poslechni Karle,
voloviny,...

kdyz uz délas takovy

Since you’re behaving like such an idiot,...

Vite, ona DaSa, ta moje nov4, nenislusna.

My new girlfriend, she’s not ‘nice’.
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... ado ty smrsti ja jsemse dostal po tomsluSnym,
néZnym bezvétiis Helenkou.

And that tornado hit me after the nice, gentle calm
with Helena.

iy jste sama, pani Lamkova?

You live alone?

A ty bys mi nemoh, Karle, pfedepsat né&jaky
prasky natu vitalitu?

Couldn’t you prescribe some pills that would
help?

My si pro Vas zejtra ptfijedeme sanitkou, pani
Lamkova.

We’ll pick you up in the ambulance tomorrow!

Tos udélal dobrej skutek, Karle.

You did a good deed there.

Tato, vite, ona Dasa, abyste rozumel...

Dad, I’d love to, but my new...

A Tomik, to jsem ti chtél tict, Karle. Pro¢ za nim
nékdy nepfijdes?

One more thing. Try to see Tommy.

A taky Dasa si to nepfeje, kdyz ted sama ¢eka to
dité.

And she doesn’t want me to, now that she’s
expecting.

Dobry den, pane Hromada.

Pane Tkaloun, poslouchejte, co mi piSe. Listen.
Mily Mirku, diky za vraceni mobilu... Thanks for my cell phone...
Co je s Vama, pane Tkaloun? What’s up?

To neni mozny, pane Tkaloun. To musi znamenat
néco jiného.

It must mean something else.

Eli, nezlob.

Eli... please, cut it out.

J4 uzt€ neptitahuju, Pepo.

You’re not attracted to me any more.

To jsem mél, Karle.

I’m already on that.

Tato, ja jsem tyhle problémy mival s Helenkou

taky.

I’d the same problems with Helena.

Pan Tkaloun ma v kancelaii tele fon.

Staff announcement: Mr Tkaloun — telephone call.

Opakuji, pan Tkaloun ma v kancelafi tele fon.

| repeat. Telephone call for Mr Tkaloun.

Halo! Tkaloun.

Tkaloun here, hello?

To je divny, Roberte.

That’s strange, Robert.

Podstatny je, Ze jsem se zabouch, Pepo. Ale

stra$né.

I’m head-over-heels. Really in love.

Ale jak na ni, Pepo?

But how to land her?

Ruze, Roberte, kazdej den jednu rtizi a domu.

Every day one rose.

... aty Robert vjede$ do pevnostijako vitéz.

And then you’ll charge right in victorious.

Zavolame Moravkovi.

We’ll call Moravek.

A vi§ co fek policejni inspektor? — Teda pane
Tkaloun...

Well, Mr Tkaloun.

Pane Tkaloun, vite koho jste odhalil? Jardu PlZe,
postrach potravinovych fetézci.

Know who you caught in the act? The scourge of
the supermarkets.

Pepo, slib mi, Ze neptjdes k policii.

Promise you won’t join the police!

Tomiku, babi¢ka dédovinevéfi...

Grand ma doesn’t believe me...

Promin, promif, Eli.

I’msorry, Eli, I’msorry.

To je na§ dédecek, Tomiku.

That’s our grandfather.

Jde$§ akorat, Bedfichu.

Right on time.

Libim se ti, Tomiku?

Do | look nice, Tommy?

Ja jsem Tkaloun. Byvaly kolega byvalé kolegyné
Ptackové.

I’'m Tkaloun. The former ... the former colleague
of my colleague Mrs Ptackova.

Pojd'te dal, pane Tkaloun.

Come in, Mr Tkaloun.

Jarus! Jaruska!
Ahoj, Pepo. Hi.
Nazdar, Jarus. Hi, Jaruska.

Posad'te se, pane Tkaloun.

Sit down, Mr Tkaloun.

Vi§, co my udélame, Tomiku?

You know what we’re going to do?

No, a j& jsem tampachla. I s Tomikem.

Well, 1did set foot there. With Tommy.

Ale chlipnej a s mé$nej, Pepo.

But a lecherous, ridiculous one!
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Jako by nestacilo, zZe mame dost starosti

s Helenkou.

It’s bad enough that we have to worry about
Helena!

Co je s VAma, pane Tkaloun, chodite jako byste
byl malo nataZenej.

You look like someone forgot to wind you up.

Ale to je ¢isté vyhledove taskola, pane Tkaloun.

But I’m not planning to go yet.

Ja do Ctyt délam, pane Tkaloun.

But I’m working until four.

Smilujse prosimnad na$idcerou Helenkou

Dear God, guide Helena and help her.

Hald! Dobry den, pani Lamkova!

Yes? Hello, Mrs Lamkoval!

Ale feknu Vam, takou matiku jsem jeSté nezazil,
Pane Tkaloun.

But I’'ve never experienced math like that before.

Ale naro¢na, pane Tkaloun, naro¢na.

But demanding.

Co je s Vami, pane Wasserbauer?

Are you feeling alright?

Trudi ja jsem si vymyslel, abych k VAm mohl
chodit a fikat Vam ty véty.

I invented Trudiso that I could say those things to
you.

Pane Wasserbauer, piivedl jste mé do rozpaki.

Mr Wasserbauer, you’ve embarrassed me.

A c0 s tim udélame, pane Wasserbauer?

What are we going to do about this?

Jednu véc Vam musim, pani Kvardova, fict: Vy
mu nes mite bejt nevérna.

But | have to tell you one thing: you mustn’t be
unfaithful to him.

Ty Helenko, jak bych ti to fek?

How should | put it?

Helenko, uspévat Tomika je pékné véc, ale kdyz
méa holt hloupou maminku...

It’s nice to put Tommy to sleep, but since he’s got
asilly mum...

Tazi se VAs, pane Zenichu, zda dobrovolné
vstupujete do manzelstvi se zde pfitomnou Jifinou
Kvardovou.

Do you Bedrich Rezac willingly take as your
wife...

Pane Tkaloun, jste tam?

Mr Tkaloun, are you in there?

Pepo, ty 7a&rli§. — Na né&jakyho Hudertwassera
budu zarlit. — Wasserbauera.

You’re jealous. - How can | be jealous of some
Hundertwasser? — His name is Wasserbauer.

Neni, Karle.

No, Karel, she’s not.

Tak dévcata, tohle je Dasa.

Girls, this is Dasa.

Helenka sjednala odvoz.

Helena has arranged a car.

Roberte, tohle je moje maminka a tohle je mij
tatinek.

This is Robert. This is my mum and dad.

Vemte to na BeneSov, pane, pane ... - Landa.

Head for Benesov, Mr... — Landa.

A co vy délate, pane Landa?

What do you do, Mr Landa?

Robert je inZenyr pies pocitace.

He’s a computer genius.

Tak to byla prvni otazka, na co jsem se Roberta

That was the first thing | asked Robert.

zeptala.

Ale ted’ nemtiZzes, Tomiku. Ted’ nemtze§, musi$ to | Try to hold on we can’t stop now.
vydrzZet.

Ten vas zastupce ve Skole se taky jmenoval Landa, | Was’t a deputy at your school also Landa?
vid’, Pepo?

No, vono Landi je... - Jako pst. Those Landas are... — everywhere

Landa, ne VW, pane inZenyre, ten na$ zastupce
povida jednou...

Landa... not you, but that deputy of ours, he told...

Tati, prosim t&, Robert sina to nemiize vzpominat,
protoZe to jsi zaZil s tim druhym Landou.

Dad, he can’t remember that because it happened
with that other Landa.

Doprava, Roberte!

Right, Robert!

Prosimté, ty panu inZenyrovi tykas?

Robert? Mr Landa.

Klidné mi tykejte.

Please call me Robert.

Tati, jak se jmenoval kiestnim jménem ten vas
zastupce? — Robert, Helenko.

What was the first
headmaster? — Robert.

name of that deputy

Helenko, ja to taky teprve zpracovavam.

I only just found out too.

... my si s Tomikem vystupujeme a jedeme zpatky
do Prahy.

Tommy and | are going back to Prague.

No, jestli je tohle to slibovany ptekvapeni, Pepo,

Some surprise. Well done!
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tak to se ti opravdu povedlo.

Pani Tkalounova, neberte to tak. Pepa to vSecko
vysvétli, vid’ Pepo?

Don’t take it like that. He’ll explain it all to us,
won’t you?

Pojd’ Tomiku, sundame mokry trencle...

Come on, Tommy, off with those wet pants.

Ja jsem Reza¢ mladsi.

Rezac Junior.

EliSko, poletime spolu balénem.

We’re going to fly in that balloon.

To nenina Vas, pane Landa, ale...

I don’t mean you.

Elj, jsou to zavadéjici ceny, ta spole¢nost za¢ina

They’re launching the company, so it’s a special
offer

Eli, chtél jsemti udélat radost.

Eli... | wanted to please you.

Pani Tkalounova, balonové
bezpecnéjSinez jizda autem.

létani je daleko

Madam, a balloon is a lot safer than a car.

Pepo, vi§, co ses?

Do you know what you are?

Eli, ja se omlouvam.

I’m sorry, Eli.

Pane Tkaloun, my vés vidime.

Mr Tkaloun... we can see you!

Pane Tkaloun, vy ndm klesate.

You’re losing height.

Ale opravdu, Elisko, krasny lesy jsou vidét.

What a beautiful forest down here.

Eli, tohle je Ulet.

Eli, this is a madflip alright.

Eli, podivej tdmhle v dalce..

Eli, over there...

Eli, vstan, to musis vidét.

Eli, get up! You have to see this.

Pepo, copak ty nevis, Ze se zabijeme?

Don’t you realize that we’re going to die?

Ale doslo, EliSko.

Of course.

az na toho hnusného Hundertwassera...

with the exception of Hundertwasser...

Pepo, ted’ bys teda m¢l.

Now’s the time.

Tomiku, neboli té néco?

Tommy, are you hurt?

Je to dobry, Eli. Jeste
pokracovat v Zivote.

mizeme né&jakej cas

Eli, it’s all right now. We’re going to live for a
little while longer.
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APPENDIX 14A

The operations used by Blanka BartoSova in dealing with the first names in Empties.
For each name, all occurrences in the subtitles are recorded.

Translation method Number of occurrences
of the names rendered
by this method:

Generalisation 2
Omission 68
Retention 26
Standard accepted translation 14
Substitution 2

APPENDIX 14B

The operations used by Blanka BartoSova in dealing with the female surnames in
Empties. For each name, all occurrences in the subtitles are recorded.

Translation method Number of occurre nces
of the names rendered
by this method:

Generalisation 1
Omission 9
Retention 6

APPENDIX 14C

The operations used by Blanka BartoSova in dealing with the male surnames in
Empties. For each name, all occurrences in the subtitles are recorded.

Translation method Number of occurrences
of the names rendered
by this method:

Omission 24
Retention 33
Substitution 1
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APPENDIX 15

The operations used by Blanka BartoSova in dealing with the personal names in
Empties. For each name, all occurrences in the subtitles are recorded.

Translation method Number of occurrences
of the names rendered
by this method:

Generalisation 3
Omission 101
Retention 65
Standard accepted translation 14
Substitution 3
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APPENDIX 16

The operations used by Blanka BartoSova in dealing with all proper names in Empties.
For each name, all occurrences in the subtitles are recorded.

Translation method

Number of occurre nces
of the names rende red
by this method:

Empties

Generalisation 6
Omission 120
Retention 80
Specification 1
Standard accepted translation 30
Substitution 21
Combination of more translation techniques 9
Total number of occurrences of proper names in 267
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