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Abstrakt

Tato bakal&ska prace se zabyva srovnanim dveskych pekladi The Picture of
Dorian Grayod Oscara Wilda. Prvnitgklad je od J. W. Pimassla z roku 1948 a druhy
od J. Z. Novéka z roku 1964. Jadrem prace je aaddghto dvou pekladi v lexikalni
rovinné se zamitenim na vliv dobovosti a kulturniho predi na pekladany text. Na
z&kladt odborné literatury je charakterizovan &letky styl a jeho specifické aspekty.
Nasleduje prodiskutovani zakladnidtekladatelskych teorii a postiupDalSi¢ast prace
je vénovana analyze lexikalnich ekvivaléra zkoumani vlivu dobovosti a kulturniho
prostedi na pekladany text. V zarecné ¢asti prace je shrnuti analyzy a vyvozeni

zawru vyplyvajicich z porovnani danychigkladi.

Abstract

This bachelor paper deals with the analysis of @eech translations of Oscar
Wilde’s novelThe Picture of Dorian GrayThe former translation is from J. W. Pimassl|
(1948) and the latter from J. Z. Novak (1964). Tbee of this paper is analysis of these
two translations at lexical level. Besides, theluafce of time-period and cultural
setting on the translated text is taken into actofhthe beginning of this paper the
term “literary style” together with its specific @exts is discussed. Then the basic
theories of translation and translation processesl@cussed. Next part of this paper is
dedicated to comparison of two Czech translatiomis @ach other and with the original
text with the focus on lexical equivalence togetivéh the influence of time-period and

culture on the translated text. Finally, the restribm this analysis are summarized.
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1. Introduction

This bachelor paper deals with comparison of twedbztranslations of Oscar
Wilde’s novelThe Picture of Dorian Grayoutlining certain differences between Czech
lexical equivalences. The former translation isrfrd. W. Pimassl (1948) and the latter
from J. Z. Novak (1964).

The second chapter of this paper is focused onlitbery style in terms of
stylistics. Firstly, there are discussed the mdiaracteristic features of literary texts.
Then, the basic division of literary texts, whiocbntprises three main genres followed
by numerous sub-genres, is discussed. Lastly, wapatterning devices, which literary
texts display, are mentioned.

The third chapter presents a brief survey and chenaation of Oscar Wilde's
writing style. In fact, the special attention isigpdo stylistic features of novelhe
Picture of Dorian Gray

The following chapter is devoted to the definitiand the main principles of
translation. Then, there are discussed differeptagrhes to translation before and after
the second half of the twentieth century. Nextrehare provided the various methods
dealing with “untranslatable” words, which can mantic or cultural. Finally, the
individual stages of translation process are dsedis

Next chapter deals with various levels of transkaincluding lexical, grammatical,
textual and pragmatic level. The special attenisopaid to Czech lexical equivalences
of certain English words and structures.

In the last chapter of this bachelor paper, théyaisa which consists of two Czech
translations compared with each other and withadtginal text and where the main
focus is on lexical equivalence, is provided. Besjdhe influence of time-period and
cultural setting on the translated text is taketo iaccount. Then, the analysis and its

results are summarized.



2. Literary style

According to Chapmen’tinguistics and Literatureone characteristic feature of
literary texts is their “fictionality” or “imaginabn.” He states that there is an universal
agreement that literary texts, even if they attetoptepresent reality in some form or
another, for example, including references to q@aces and historical events, are
basically products of writer’s imagination and thatleast the characters and their
conversations are fictitious (1973, 3).

The literary text itself functions as a messagevbeh an author and reader, where
the main writer's purpose is to inform the readeowt a particular fictional world or
evoke certain responses or interests in him/hezdlh@nd Short 1994, 257).

On the other hand, texts that are normally readaasfiction, like a newspaper
report, may also include features that remind dnkterature, for instance, including
descriptive passages, setting, plot and rhetodesices, such as alliteration, metaphor
and the like. They also serve for the same purpedierary texts, to evoke interest and
curiosity in their readers (Leech and Short p. 153).

According to Skoumalova, literary texts can be didgd into different categories or
genres, such as prose fiction, drama and poetrighémmore, numerous sub-genres can
be identified for each main category. Prose fict®subdivided into: romance, novel,
novella, short story and the like, where novel barfurther subdivided into: historical,
gothic, social, epistolary and many others. Thesotivo main generic groups, poetry
and drama, can of course also be subdivided inteenous sub-genres, such as ballad,
sonnet, ode, comedy, tragedy, satire, lyric, eléggicomedy, epic theatre and the like
(1994, 26-27).

According to Chapman (1973), “genres are defingd cbrtain conventions,
patterning devices which texts display” (p. 5). 3d&epatterns enable us to state
differences and similarities between texts. Fortainse, prose fiction is generally
defined by the fact that it is not written in vetde poetry, for example, and that it is
narrative while drama normally includes the dirpisentation of a scene on stage (p.
14). In addition, such devices can be divided imto main groups, firstly, “rhetorical
figures” that describe the arrangement of individsaunds, words and sentence
structure, secondly, “tropes” that represent a aten from the common or main

significance of a word or phrase (semantic figures)include specific appeals to



audience (pragmatic figures) (p. 75). Some exampfethe former are, alliteration,
assonance, consonance, onomatopoeia and paralldlisenlatter are, for example,
irony, hyperbole, metaphor, simile and punsi(2004).

According to Brislin (1976), language of literargxts, apart from the above-
mentioned rhetorical figures, consists of many farfeatures describing, “the roles of
those who patrticipate in the discourse or abous#tengs in which the discourse takes
place.” For instance, dialect differences are tgpiof such “role-related formal
features” providing the information about the gexquipical origin, social class, age, sex,
or ethnic group of speakers or authors (p. 55).

Furthermore, there can also be found a varietyewéls of language usage that
“reflect differences of psychological distance bedéw participants in the
communication setting.” In other words, such levalgegisters of language denote a
kind of language appropriate to a particular sibmincluding, for instance, levels of
formality, like frozen, formal, consultative, infoal, casual, and intimate and the like.
For example, one uses different vocabulary or difie syntax when talking to one’s
parents than one uses when talking to one’s exarmrie final oral exam (Brislin p.
56).



3. Oscar Wilde — The picture of Dorian Gray

It is said that the Aesthetic movement played som@gle in Oscar Wilde’s writing
career. As a result, he became highly consciolangluage as a material, as something
that can be perceived in the same way as a paiotirsgulpture. According to Ojala,
“Wilde was a literary artist, an artist in wordsticahis works, in general, are kind of
compilations that consist of “well-sounding wordsdabrilliant, well-formulated
phrases,” such as metaphors, parallelism, allimrapuns and the like (1955, 254).

However, it seems that Wilde was not, in eyes tefdry critics, very successful
with his experiments with language. For instaneding the opening lines ofhe
Picture of Dorian Gray

The studio was filled with the rich odour of rosasd when the light summer wind

stirred amid the trees of the garden there canmmugffr the open door the heavy

scent of the lilac, or the more delicate perfuméhef pink-flowering thorn (Wilde

1994, 23).

According to Miller, “Oscar Wilde would defend higis by claiming that he was
setting the rich and heavy atmosphere he is triongvoke”. However, despite of this
lengthy description we, as the readers, learn almaihing, because there is no direct
connection with its subject (1982, 39).

Generally, Wilde revealed his attachment to aesiBat in the excessive use of
words related to flora, fauna terms and artifitihahgs, however, being merely used for
decorative purposes (Ojala p. 61).

In fact, in regard toDorian Gray, there can be found few words that are
employed for the purposes of symbolism to delivens special meanings or messages.
For instance, the word “rose” in the sentence “timgealous of you, and wars against
your lilies and your roses” (p. 46), suggests Igassion, beauty, purity and the like
(Ojala p. 59).

In addition to Wilde’s vocabulary, Miller says th&ilde has irritating tendency
to re-use vocabulary” resulting in the mechanic#ea. For instance, a word

“exquisite” in relation to other words, like “vialj” “knowledge,” “disdain,” “day” and
S0 on, is repeated within a rather few pageBaian Gray. Besides, there can be found
plentiful adjectives used in the same way. In déieg this style, Wilde had the

following to say:



In prose correctness should always be subordinateutistic effect and musical
cadence; and any peculiarities of syntax that meguio in Dorian Gray are
deliberately intended, and are introduced to shwalue of the artistic theory in
guestion (Miller p. 39-40).

As can be seen, the main purpose of Oscar Wildeneti$o convey meaning or
thought, but to achieve an artistic effect on bsders by means of a beautiful style.

Despite of emphasizing the aestheticism throughmubook, Miller points out that
there are some passages when Wilde is caught heifagthful to his claims, for
example, not only did he use words to speak of fydawut also of hideous places, such
as Dorian Gray’s own experience with an opium-derch lines that he much criticized
in the works of other novelists (p. 40).

In conclusion, Wilde just did not wish to expresmself in simple and direct
terms. As a result, he used a great deal of decersrms employed as a means of
escape from just plain expressions. Miller, regzssllof this, seebhe Picture of Dorian
Gray as a piece of work that “has plot and wit, bull stiis intellectually and

stylistically immature” (p. 41).



4. Translation

In the beginnings of translation practice, accagdio Nida and Taber (1969), the
main focus was on the form of the source languagssage, however, through the
following centuries the focus has shifted from them to the response of the receptor
on the condition that the reaction of the targeti@nce to the translated message is the
same as the reaction of the original receptord fpWith this in mind, they have the
following to say:

Translating consists in reproducing in the recepémguage the closest natural

equivalent of the source language message, fitgrms of meaning and secondly

in terms of style (1969, 12).

In addition, both the source language (henceforth &ilture and the target
language (henceforth TL) culture play an importai in translating. For this reason,
Strakova, inPrekladani aceSting states that the translation activity acts asidgbr
between two different languages, cultures, timéoperand destinations (1994, 13).

As has already been pointed out in the definitibove, translating is about the
transference of meaning of the SL text, in otherdspcontent of the message. Thus,
the main task of the translator is to “reproduce tiressage” of the original. However,
to reproduce the message, the translator should ihemind that “each language
possesses certain distinctive characteristics wigiefe it a special character”, for
example, “word-building capacities, unique patteshghrase order, proverbs” and the
like. As a result, the translator should be pregpace make necessary grammatical or
lexical changes (Nida and Taber 1969, 4).

Another important task of the translator is to ogjuce the style and manner of
writing that is of the same character with thathaf original, for instance, poetry should
be translated in TL as poetry and not as thougghprose or something else (Nida and
Taber p. 13).

Furthermore, Klégr, in hi$he Noun in Translatignstates that the translation can
be judged in terms of adequacy that is, “the abiht the translation to convey the
factual content of the source text in a satisfactway and in suitable form,” where
“suitable form” means that “the translation badicaéspects the specific character of
the text (as regards its style, genre, structweatures, etc.)” and “satisfactory” means
that:



The events, circumstance, etc. described in thecedext are found in the target
text as well and that no essential information baen omitted and there is no
danger of the source text being misunderstood simterpreted (1996, 31).
Additionally, he points out that there are no sadkeria according to which the
translation adequacy can be judged. As a matti&obf decisions about what is or what

Is not relevant or essential information are pugellgjective (p. 32).

4.1. Types of translation
As a result of developments in the field of teclogyl the term language may be
assigned to every system of signs, for exampldjcaat language, technical codes or
language of computers. Thus, it is not only posstbl carry out translation from one
natural language to another one, but also from rabhtianguage to artificial one
(Vilikovsky 2002, 24).
In his article On Linguistic Aspects of TranslatiorRoman Jakobson (1959)
distinguishes three types of translation:
1. Intralingual translation, or rewording (an inter@atéon of verbal signs by
means of other signs in the same language).
2. Interlingual translation or translation proper (swterpretation of verbal
signs by means of some other language).
3. Intersemiotic translation or transmutation (an liptetation of verbal signs
by means of signs of nonverbal sign system) (BasdteGuire 1991, 14).
According to Jeremy Munday, Jakobson’s theory iseesally based on his
semiotic approach to translation according to wthioch translator has to recode the
source text (henceforth ST) message first and tledshe has to transmit it into an
equivalent message for the target culture (2001, 36
Jakobson claims that, in the case of interlinguahdlation, the translator makes
use of synonyms in order to get the ST messagesacitis means that in interlingual
translations there is no full equivalence betweedecunits. According to this theory,
“translation involves two equivalent messages in thifferent codes” (Munday 2001,
37).
Jakobson goes on to say that from a grammatical lexidal point of view
languages may differ from one another to a greatdesser degree, but this does not
mean that a translation cannot be possible, as@treéhe translator may face the

problem of not finding a translation equivalentkalason provides a number of



examples by comparing English and Russian langs&getures and explains that in
such cases where there is no a literal equivateméa fparticular ST word or sentence,
then it is up to the translator to choose the rsaghble way to render it in the target
text (see 4.4. below)(Munday p. 37).

4.2. Literal vs. free translation

Up until the second half of the twentieth centuhgre seemed to be three kinds of
translation methods, “literal,” “free” and “faithfti Going back to Cicero (106 — 43 BC)
times, terms “word-for-word,” “
2001, 19).

In Roman times, “word-for-word” translation was edg what it said, “the

sense-for-sense” dfr@e” were used instead (Munday

replacement of each individual word of the ST wishclosest grammatical equivalent.”
Resulting in a target text that was not likely tppear natural to the target text
(henceforth TT) audience. “Sense-for-sense,” on dtier hand, was understood as
translation of “the sense or content of the STs'a@result, a TT sounded normal to
native TL speakers (Munday p. 20).

In the 17" century, John Dryden, whose description of traimsigprocess is said to
be the most influential of that time, proposesdirategories of translation:

1. metaphrase: word by word and line by line transfgtwhich corresponds to
literal translation;

2. paraphrase: translation with latitude, where théh@uis kept in view by the
translator, so as never to be lost, but his wordsnat so strictly followed as
his sense; this involves changing whole phrasesnamm or less corresponds
to faithful or sense-for-sense translation;

3. imitation: forsaking both words and sense; thisesponds to free translation
and is more or less adaptation (Bassnett-McGuigd 160).

In fact, Dryden criticizes such translators who usstaphrase, where a translator
seems “like dancing on ropes with fettered legst enitation, where the translator uses
the ST “as a pattern to write as he supposes thlabawould have done, had he lived in
our age and in our country.” As a result, he semsphrase as the only translation
method that should be used and both previouslyioreed methods ought to be avoided
(Munday p. 25).



4.3. Equivalent effect

After centuries of circular debates over literaldainee translation, translation
theorist of the late twentieth century began to loiom linguistic, scientific, literary,
cultural history, philosophy, and anthropology $tsdn their works in order to define
the nature of equivalence (Munday p. 35).

In a work on translation equivalence, Catford (1)9&8opts a linguistic-based
approach to translation and this approach is basetthe linguistic work of Firth and
Halliday (p. 1). In his workA Linguistic Theory of Translatiorhe defines translation
as, “the replacement of textual material in ongleye, source language, by equivalent
textual material in another language, target laggug1965, 20). He distinguishes
“textual equivalence” from “formal correspondencelhe former is, “any target
language text or portion of text which is obserggda particular occasion to be the
equivalent of a given source language text or portf text” (p. 27). He implements
this by a process of “commutation”, whereby “a cetent bilingual informant or
translator” is consulted on the translation of was sentences whose ST items are
changed in order to observe *“what changes if anguiodn the TL text as a
consequence” (p.28).

The latter definition is:

Any target language category (unit, class, strest@lement of structure, etc.)

which can be said to occupy, as nearly as posslidesame place in the economy

of the target language as the given source langcaiggory occupies in the source

language (p. 27).

Here, the forms of the original words, in termsgsémmar and phonetics, are
retained as much as possible, even if those foonsotl sound and look natural in a TL
text. In addition to the definition above, Nida gegts, “footnotes can be introduced, to
make the reader understand the customs, mannapogit and means of expressions
of the original” (1964, 166).

However, Catford is very much criticized for higduistic theory of translation.
One of the criticisms comes from Snell-Hornbsanslation Studieswho argues that
Catford’'s definition of textual equivalence is ‘@midar,” his theory’s reliance on
bilingual informants “hopelessly inadequate,” ansl éxample sentences “isolated and
even absurdly simplistic.” Furthermore, she assids the translation process cannot

simply be reduced to a linguistic exercise, aswtal by Catford above, since there are



also other factors, such as textual, cultural atgdatonal aspects, which should be
taken into consideration when translating (1995209

On the other hand, Nida and Taber, in th&me Theory and Practice of
Translation are in favour of the application of “dynamic eeplence” or “functional
equivalence” which they, like Catford, see in shapposition to the concept of “formal
correspondence” (1969, 14). In addition, their wrkbased on scientific approach to
translation, combining of work in semantics andgpnatics (Munday 2001, 38).

Dynamic equivalence is then defined as a tramslgtrinciple according to which
a translator seeks to translate the meaning obtlggnal in such a way that the TL
wording will have the same impact on the targetieuce as the original wording did
upon the ST audience (Nida and Taber 1969, 24)y &hgue that:

Frequently, the form of the original text is chatigéut as long as the change

follows the rules of back transformation in the $E contextual consistency in the

transfer, and of transformation in the receptoglaye, the message is preserved

and the translation is faithful (1969, 202).

As can be seen from the above, the focus is upesepration of the meaning,
rather than the form of the original. The translatdl read a sentence or other unit of
thought, try to understand it as well as possite] then write that thought in the target
language.

For instance, taking Nida’'s example from Bible slation, where the phrase
“Lamb of God” would be rendered into “Seal of Gddf the Eskimos because the lamb
does not symbolize innocence in their culture.his tase, a formal equivalence does
not mean anything in a different culture, so thenaiyic equivalence is necessary
(Snell-Hornby 1995, 19).

Koller (1989), on the other hand, describes fivedent types of equivalence at
various levels. His theory is established on tresaf:

1. Denotative or referential equivalence - the SL ard words supposedly

referring to the same thing in the real world.

According to Koller, this above-mentioned type a@fuvalence can be always
achievable though it may require sacrificing ottpralities of the text, such as
readability, connotative or formal value and so on.

2. Connotative equivalence - the SL and TL words &rgrg the same or similar
associations in the minds of native speakers ofwiodanguages.

-10 -



3. Text-normative equivalence - the SL and TL words¢peised in the same or

similar contexts in their respective languages.

4. Pragmatic or communicative equivalence - the SL &hdvords having the

same effect on their respective readers.

In addition, pragmatic equivalence is in principlee same as Nida’'s dynamic
equivalence.

5. Formal equivalence - the SL and TL words havingilainmorthographic or

phonological features, such as stylistic featusgatax, metaphor and puns.

This is sometimes referred to as “expressive edgmea” and is not to be confused
with Nida’s term (p. 100-104).

Based on the theory of texts and Pierce’s categjoNeubert (1967) proposes that
translation equivalence must be considered a sentgategory that consists of three
components, such as:

1. syntactic (the relation between signs themselves)

2. semantic (the relationship between signs and wiegt $tand for)

3. pragmatic (the relationship between signs, whag gtand for, and those who

use them) (Vilikovsky 2002, 39)

These components are arranged in a hierarchicatioeship, where semantic
equivalence takes priority over syntactic equiveéenand pragmatic equivalence
conditions and modifies both the other elementeq&ently, this semiotic-based
approach is applied when the TL equivalence catweofound, often as a result of
cultural or time period differences. Thus, for exden the Czech polite formulae
“Dobrou chu™ or other formal formulae or obscenities can oridg rendered
pragmatically in English by substituting expressiomith the similar function as the

original ones (Vilikovsky p. 39).

4.4. Translation shift

From Neubert’s theory can be seen that the traorshadqy find words or utterances
in the SL text for which there is no substitutehie TL. According to Catford, those can
be of a semantic and cultural nature, known asgtiistic untranslatability,” like
neologisms, aphorisms, calques, institutional daddardized terms, and other forms of
interference and “cultural untranslatability,” likdiloms, sayings, proverbs, jokes, puns
and the like (Bassnett-McGuire 1991, 32).

-11 -



According to Anton Popovi(1975), when dealing with “untranslatable” words
the activity involved is called “the shift of expgmon concept”. Moreover, he
recognizes four of these shifts, such as:

1. Constitutive shift — an inevitable shift that takgace in the translation as a
consequence of differences between the two langu#ge two poetics and the
two styles or original and translation.

2. Individual shift — such shifts are prompted by ghistic propensities and the
subjective idiolect of the individual translator.

3. Thematic shift — substitution of cultural aspee&spressions, idioms of SL by
features of TL.

4. Negative shift — as a result of misinterpretatidntlee original (Vilikovsky
2002, 44).

In fact, a more detailed work on translation shdtsnes from Canadian authors
Vinay and Darbelnet. Their interest is in linguistiifferences between two languages,
differences that constitute areas where translasampossible. For this reason, they
propose two general translation strategies, suctdiesct” and “oblique translation,”
which are synonyms for terms “literal” and “freeSeg 4.2. above). Those strategies
comprise seven procedures, of which “direct traisia covers three (Munday 2001,
56-58):

1. Borrowing: the SL word is transferred directly toetTL in order to fill a
semantic gap in the TL or to add local colguét@nque, armagnaandbastide
in a tourist brochure about south west Franceintance).

2. Calque: this is “a special kind of borrowing” wheilee SL expression or
structure is transferred in a literal translation.

3. Literal translation: this is “word-for-word” traretion described as being most
common between languages of the same family artdreul

In regard to the third translation procedure, thanglator may judge it to be
“unacceptable” because, for instance, it gives l@romeaning, has no meaning, is
structurally impossible and does have a targetdagg correspondence but not at the
same language level. As a result, the strategyobfique translation” must be used

instead. This comprises remaining four procedures:

4. Transposition: this is a change of one part of cpe®r another without
changing the sense, for instance, a verb in SLbeatransferred to TL as a
noun.
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5. Modulation: this changes the semantics and poinvietv of the SL, for
instance, substitution of abstract word for corerete brown paper : balici
papir, the example is taken from Knittlova 1995, 9) ause word for effect
one and the like.

6. Equivalence: referring to cases where languagesileshe same situation by
different stylistic or structural means. Equivalenis particularly useful in
translating idioms and proverbs.

In addition, the use of equivalence in the restdcsense as mentioned above

should not be confused with the one discussedrirdpa. of this bachelor paper.

7. Adaptation: this involves changing the culturalerehce when a situation in
the source culture does not exist in the targatcell For instance, the cultural
connotation of a reference in an English text ® glame of cricket might be
best translated into French by a reference to the die France.

4.5. Translation process

Considering the work of translators involved, Nidad Taber in their work
mentioned above, establish a model of the transigbrocess that consists of three
stages, such as “analysis of SL text, transfetyuetsiring it to receptor language”
(1969, 33).

According to P. Newmark, the first stage involveading of a SL text that serves
for understanding its content and context, authqgigpose in order to avoid
misinterpretation of the ST message (2003, 11).

According to Wills, apart from the previously memted aspects, the translator
should search for the intention of the text. Asdxplains, “this represents the SL
writer’'s attitude to the subject matter.” Here, th@nslator asks himself, for example,
what does the author intend with his/her text; doeshe want to describe, inform or
motivate; is it his/her intention to deceive, pade, influence; does he/she want to
make someone read between the lines (1982, 119).

Finally, the translator should attempt to charazéethe “readership” of original by
asking himself, for example, whether it is a spe@foup of recipients, variable specter
of readers or just one reader; what is his/her &ilut, class, age, sex; is the reader
“informed or ignorant, layman or expert;” “where wad the text be found” and the like
(Newmark 1982, 20).

In regard to the last two translation processespraling to Ludskanov, the activity

performed is called a “semiotic transformation,fided as, “the replacement of the
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signs encoding a message by sings of another @udserving invariant information
with respect to a given system of reference.” lRgtance, in case of transference of the
word “yes” the invariant information is “affirmati (Bassnett-McGuiere 1991, 18).

Furthermore, based on Saussure’s theory, the sigagioned in the definition
above consist of two parts: “the signifier and signified,” where the former is, “the
function and value of the object in its culturalntext or the mental image of the
physical sound that you make when you say, for gkarbutter’ while the latter is, “a
mental concept or representation of the objadtter in the real world” (Bassnett-
McGuiere p. 18).

However, considering Sapir’'s statement that:

No two languages are ever sufficiently similar todonsidered as representing the

same social reality. The worlds in which differeotieties live are distinct worlds,

not merely the same world with different labelselted (Bassnett-McGuiere 1991,

13).

For this reason, in different languages the semarias of corresponding words
are not identical. Thus, the choice of the rightavim the receptor language in order to
translate a word in the SL text depends on theexttnFor instance, the word “butter”
in ltalian cultural context signifies the producted for cooking, whilst in Britain is
used only for spreading on bread and for the capksnactually used “margarine”

(Bassnett-McGuiere p. 19).
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5. Levels of translation

5.1.Lexical level

The following information is taken from Knittloua teorii i praxi prekladu(2003),
unless otherwise noted.

According to Knittlova, when looking for the notiaf equivalence at lexical level,
the following situation can occur:

1. Equivalence exists:
a) a total or absolute, especially in meaning andsiigs,
b) a partial equivalent,
c) there are more equivalents

2. Equivalence does not exist:

a) an indirect expression, a calque or a loanword Ishioei used instead,
b) an equivalent of the situation should be used gg2Q).

The absolute or total equivalents consist of basits of word fond, particularly
substantives that refer to, for example, a hama lofing being, a thing, a place or an
idea. In other words, lexis virtually having dertota meaning, for exampleye : oko,
window : okno, roof : gecha, tree : stromAlso verbs having a number of senses may
be included here on the condition that they havg one meaning due to grammatical
or lexical, situational or pragmatic context. Thesebs refer in particular to actions or
activities, such asat : jist, laug : smat ser a state of being or change of state, such as
be : byt, sleep : spat, sit : s&dperception and the senses, suclsess: vidt, hear :
slySet, listen : poslouchaind so on. Descriptive adjectives also belong i®dhategory
expressing, for instance, state, quality, sizepugllikeblack : cerny, long : dlouhy, full
: plny, wet : mokryFurthermore, adverbs of place have direct egeintalikehe was at
home : byl doma, drive/go home : jet/jit db(p. 33-35).

According to Mathesius (1961), an English namingt uhat consists of the
following components: “the semantic nucleus” thathe basic meaning of the word,
“the associations attached to the word” and “enmatiacolouring” has, in comparison
with Czech, a wider range and more general conemta result, English often uses
more words to express what can be expressed wittr feords in Czech (p. 17).

When comparing English and Czech words in regattew content, it can be said,
“the idea of a thing expressed by the English wawés not correspond in all its features
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to the idea expressed by the corresponding Czecti’ Wdathesius p.17). Resulting in,
as Knittlova states, “formal,” “denotative,” “contadive” and “pragmatic” differences
between the Czech and English language, which camr an combination (Knittlova p.
35).

The formal differences consist of “multi-word sttwes contra one-word
structures.” For instance, the phrase “the poor’matranslated into Czech as a single
word “chudak.” Also English uses more than one wiréxpress negative or positive
state of mind, likeold man : @da. For this reason, the meaning of pre-modifier *ad
both denotative and connotative. Furthermore, agghconsisting of three words, like
“in a little bitty while,” where two pre-modifiersare used and one of them with
adjectival suffix, can be rendered into Czech aggle word with an added diminutive
suffix “za chvilicku, chvilinku, chvililinku.” The same it is with Eftish phrasal verbs
that can be translated into Czech as one wordgkeip : vstat, pick up : zvednaand
so on. Naturally, the meaning of a multi-word stawe is more explicit than the
meaning of a single word, for exampl&lf-bread Indian : napl Indian, square tile :
kachlik. There is another formal difference between theselanguages, where English
nominal phrases are rendered into the Czech largaagorepositional, for instance,
clubdiscussion : debata v klul{p. 36-39).

Denotative differences, as mentioned above, incluthe specification,
generalization and semantic congruity. In regardgecification, a ST expression is
transferred to TL by a hyponym that is an expressihose literal meaning, in
comparison with its corresponding ST expressionaisower and more specific (p. 41).
This situation usually occurs when translating siglerbs into Czech due to the fact
that English is a nominal language and Czech ibaleAs Knittlova points out that
English verbs of movements, such as “go, comeyarieave” and so on, in comparison
with Czech, do not include the semantic elemerpressing the means of movements.
Besides, the Czech verbs are richer in the aspecEnglish verb “go” can mean in
Czech "jit/jet” or “chodit/jezdit” (p. 42). Genetg) according to Knittlova, Czech
equivalents of the most frequent English verb gsoage semantically richer and more
specific. In regard to Czech verbs of movemens tiypical to have added an element
implying a means of transport, for communicativebge on the other hand, is typical to

have an element implying information of the forndahe content of the message and
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verbs of perception and mental state need an eleohectivity and time specification.
In other words, Czech verbs include more infornmato the information involved is
explicitly expressed that is, on the other hanghressed only implicitly in English (p.
51).

Generalization is, on the other hand, an activayprising the substitution of a ST
expression for a TL hyperonym that is an expressmose literal meaning, in
comparison to its corresponding ST expression, idewvand less specific (p. 42).
However, the occurrence of generalization in train®h is not as frequent as above-
mentioned specification. It is usually used whemstating substantives, for instance,
storebread : chleba, chestnut : kas{@b3)

The remaining cases of semantic shifts that neltleéong to the above-mentioned
specification nor generalization, are included irttte category called semantic
congruity, where expressions of ST are substitided TL co-hyponym that is a lexical
unit with analogical function, for instanaen my mother’s knee : na kéimé mamyp.
53-54).

Connotation differences can be of two kinds: “espree” the use of emotional
coloured words and “stylistic” (p. 55). In regama éxpressive connotation, English
emotionally neutral words can be substituted foec®zwords that have diminutive
suffix added to them, for instancetar : hwzdicka, daughter : dcerkaHowever,
diminutive suffix does not only have to expressoaifive state, but also an irony, for
instance that type of language 7ecicky (p. 58-59) . Other words that are said to be
emotionally coloured are, for instance, interjestipwords used for addressing people,
vulgarisms and intensifiers (p. 63, 65).

In regard to stylistic connotation, English emottyn neutral words can be
rendered into Czech as expressive, colloquialpqaill expressive, commonly Czech,
commonly expressive Czech, dialects and profesksons For instanceposture :
figura (ironic meaning) father : mama, cry : brek, work : fusk@n the other hand,
English informal words can be rendered into Czedte neutral dorm : pokoj
expressivegrandpa : @&da, colloquialdaddy : tata colloquial expressiveang around
the house : tfet doma slangbuddy : kamo&nd the like. Additionally, English dialect
words can be rendered into Czech, like newtial : chtit colloquial pappy : tata
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colloquial expressivepurty : bezvadny/povedengnd commonly expressive Czech
pow’ful : moc dobry(p. 77-80).

Pragmatic differences are the last differencesdtél level between those two
languages. As a result, the translator may be ealufor instance, include some
additional information, likeWyoming : stat Wyomingomit some information, like
Eastern college talk : hovory o Skplese substitution by analogy that is, substitutd
source experience for target one or vice versa,dibout two inches : maximaimuil
decimetruor to use an explanatory paraphrase, Wiadsor tie : masle pod braddp.
82 - 84).

5.2. Grammatical level

Here, the focus is on the diversity of grammaticalegories across languages.
Baker, in herin Other Words notes that grammatical rules may vary acrossuagegs
and this may cause some problems in terms of findidirect correspondence in the TL
(1992, 83). These differences may induce the taémsleither to add or to omit
information in the TT because of the lack of pantat grammatical devices in the TL
(p.86).

Amongst these grammatical devices that may causklgms in translation
Knittlova focuses on number, tense and aspectseyqperson and gender (2003, 92-
95).

5.3. Textual level

Here, the focus is on the textual equivalence bextwa SL text and a TL text in
terms of thematic and information structure, cotvesind coherence. In this case, there
are also notable differences between languagesitasdfor the translator to decide
either to adapt the text to principles of the TLt@maintain special characteristics of
the SL. His/her decision may depend on three natofs, such as the target audience,

the purpose of the translation and the text typat{ldva 2003, 96).
5.4. Pragmatic level

At this level, the translator deals with the pragma&quivalence that involves
“implicatures” during the translation process. Heéhe meaning is observed in terms of
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how it is being conveyed and manipulated by itsraise a communicative situation
(Baker 1992, 217).

Implicature is not about what is explicitly saidtlwhat is implied. Therefore, the
translator needs to work out implied meanings angtation in order to get the ST
message across (Baker p. 227).

The role of the translator is to create the authortention in another culture in a
way that enables the TT reader to understand #rlgle For instance, he should
recognize the irony and insult in the form of addrand the like. Overall, the translator
should distinguish either the aspects used in Thar8 “language-specific” or “culture-
specific” (Knittlova 2003, 104).
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6. Text analysis

In the following analysis are compared Czech ti@imhs ofThe Picture of Dorian
Gray by Oscar Wilde with the focus on lexical equivalenThe former translation is
from J. W. Pimassl (1948) and the latter from INdvak (1964). As the whole book is
a quite extensive piece of work, the original temtl both translations are analysed only
at lexical level with focus on the influence of &rperiod and cultural setting on the
translated text. After that, the whole analysisummarized.

In addition, the analysis with its results and tbiéowing summary are influenced

by the author’s subjective point of view.

Wilde:  The studiowas filled with the rich odour of roses, and whie light
summer wind stirred amidst the trees of the gartiesre came through the
open door the heavy scent of the lilac, or the nuwmiecate perfume of the
pink-flowering thorn (p. 7).

Pimassl: Studiobylo plno silné wuné razi, a kdyz lehky letni vanek provanul stromy v
zahrad, vnikla dovnit otewenymi dvémi tézka vin¢ Seika nebo jemsjsi
viné razového hlohu (p. 15)

Novak: Ateliér byl plny syté wné razi, a kdyZz se mezi stromy v zah&pohnul
lehounky letni vanek, zavanul otemymi dvémi téZky pach S#ku nebo
jemrgjsi parfém éZow kvetouciho hlohu (p. 9).

Here, Pimassl| uses a loanword that resembles tteznek form of the original,
however, its literal meaning differs form the onigi. Novak, by contrast, substitutes the
original word for its Czech equivalent that reféosthe workroom of an artist. The
interesting thing is that Pimassl| suddenly subtst#tihe original word “studio” (p. 126)
for the word “atelier” (p. 116) and continues te utsup until the end of his translation.

In addition, there can be seen a slight spelliffiedince between Novak’'s and
Pimassl's equivalengfeliér : atelier)and that is a short “e” in the middle of Pimassl's
equivalent. However, there are other equivalent8imassl’s translation with the same
spelling difference, for instance, “salon” (p. 2yraciosnim” (p. 31), “nervosi (p.
57), “prosy” (p. 65) and “extase” (p. 95).

In regard to the rest of this paragraph, it carséen that Wilde avoided repeating
the word “odour” by including its synonyms insteékle “scent” and “delicate.” In fact,

only Novak preserves this style by using synonyongHe word “wing.”

-20 -



Wilde: the divan (p. 7)
Pimassl: pohovky (p. 15)
Novak: divanu (p. 9)

Here, Pimassl’'s equivalence, in comparison with ¢hniginal word, differs in
association attached to it. Novak preserves theralitmeaning of the original by
substituting it for the word of a foreign originatha TT reader may not have difficulty
to recognize. Nevertheless, Pimassl switches to vioed “divan” (p. 29) as a
substitution for the original word “divan” (p. 23pecause he starts to use the word
“pohovka” on page forty-three as the equivalenthte original word “sofa” (p. 39).
Then he continues using the word “divan” for thet & his translation.

There are other cases, similar to the one prewoos#ntioned, where Pimassl|
substitutes the original word “daisis” (p. 11) farbotanical term “chudobky” (p. 19)
instead of much more familiar word “sedmikrasky”’Nw@vak does (p. 13) and continues
to use this word up until page fifty-six, where @mploys the word “sedmikrasky”
instead; or he substitutes the original word “wai{p. 86) for a word “sluha” (p. 83)
and then on page ninety he begins to use the wostik” as the substitution for the

original word “waiter” (p. 93) instead.

Wilde: languidly (p. 8, 41)
Pimassl: unyle (p. 16, 45)
Novak: ospale (p. 10, 43)

Here, both equivalents differ from each other iaithmeanings. Pimassl| uses an
archaic word referring to a person who reacts toething in a sad way. Novak, on the
other hand, employs the word “ospale,” referringmoaction performed without energy
or spirit, in fact, indicating the state in whichorid Henry was at the time of a
conversation between him and Basil Hallward (Wid®&).

In addition, there are other partial equivalentdath translations that differ from
each other in their meanings and only one of treermiterms of meaning, the closest to
the original, for instanceextraordinary fellow (Wilde p. 11) :vyjimeny chlapik
(Pimassl p. 18) prapodivnyclovek (Novak p. 13). Here, Novak, in comparison with
Pimassl, employs a pre-modifier with a negative mmea instead of positive as
indicated in the original. Another exampldpwagers(p. 12) : vdovami (p. 20) :

matrénami(p. 14). Here, according ®irucni slovnik jazykaeskéeho (part 1) Novak
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uses a word with different meaning to the origiegbressing an old, noble, respectable
woman or a spinster but not a wealthy woman whosbkdnd is dead as indicate in the
original (1957, 747).Newspaper(p. 14) :novinach(p. 21) :platcich (p. 15), in this
case, according to the above mentioned dictio(zast 1), Novak employs a word that
refers to a paper containing valueless and unirapbriews (p. 298Boyhood(p. 26) :
chlapectvim(p. 32) :jinoSstvim(p. 28), here, the original word refers to theeiwf
Dorian Gray being a boy. In fact, according to thetionary (part 1), only Pimassl’s
equivalent expresses the same thing as the orignwilthat is a male child between 7
and 14 years of age (p. 1045). Novak’s equivalentthe other hand, expresses a male
child between 14 and 21 years of age (p. 12B8yhood(p. 27) :mladi(p. 33) :detstvi

(p. 28), here, Pimassl uses a word indicating Ermatan Gray is already an old man and
that his boyhood was a long time ago. Pimass| gmahe fact that Dorian Gray is
nearly 18 years old (Wilde p. 90). story of it(p. 43) :bdji (p. 46) :anekdotu(p. 44),
here, the original word refers back to the sentefidee Queen used to ask me about the
English noble who was always quarrelling with tladmen about their fares” (Wilde p.
43). As can be seen, only Novak’s equivalent igeims of meaning, the closest to the
original, because, according to the dictionggrt 1), the word “anekdota” refers to a
short, interesting or amusing story, especiallsua bne (1957, 30). Thus, this word can
be used to refer back to the original above-mestiosentence. On the other hand, the
word “baje” refers to a story handed down from geeeration to another or to a story
about some heroes, ghosts, people, events and, $mprobably not true (1957, 67).
The arm-chair(p. 55, 75) ;pohovka(p. 56, 75) :lenoSka(p. 55, 75), as can be seen,
Pimass| uses equivalent indicating different typefusniture than the original. The
interesting thing is that Pimassl uses a word “&@® (p. 71) for the original word
“arm-chair” (p. 72) and then, as illustrated abdee,this original word (p. 75), he uses
the word “pohovka” (p. 75) agaiffhe cab(p. 94) : wviiz (p. 90) :drozka(p. 93), here,
the difference between these two Czech equivalerscéis associations attached to
them. According to the above-mentioned dictionguart VIII), Pimassl uses a word
referring to a four-wheeled vehicle used mostly darrying loads (1957, 1262Jhe
sofa (p. 101) :lenoSku(p. 96) : pohovku(p. 100), as can be seen, Pimassl uses
equivalent indicating different type of furnitureain the originalThe blinds(p. 104) :

Zaluzie(p. 99) :zaclony(p. 103), in this case, it is Novak who uses egjent indicating
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different type of thing than the originalapestrieqp. 105) :tapetami(p. 99) :gobeliny

(p. 103), here, Pimassl uses equivalent indicadiffgrent type of thing used on walls
than the original. According to the above-mentiorddtionary (part 1), the word
“gobeliny” refers to a piece of cloth into whichpacture of design has been sewn or
woven and hung on a wall for decoration or useddeer, for instance, the seats of
chairs (1957, 795)Telegraphed(p. 125) :zatelefonovaip. 115) :zatelegrafovat(p.
122), as can be seen, Pimassl uses, in comparigbrthe original, a verb denoting
different action, because, according to the aboeatimned dictionarypart VI), the
original verb indicates that a message is senctlegtaph that is a system using either
wires and electricity or radio in order to send sages (1957, 150). On the other hand,
the verb used by Pimassl indicates that a messagnd by means of the telephone that

is an instrument for speaking to someone from &@dce (p. 150).

Wilde: dear fellow (p. 8)
Pimassl: mily brachu (p. 16)
Novak: kamarade (p. 10)

Here, Pimassl employs a familiar form of addressiiity a positive pre-modifier.
Novak, on the other hand, uses a neutral word.

There are other forms of addressing involved inhbGizech translations, for
instance)ad (Wilde p. 17) :jinocha (Pimassl p. 24) hochu(Novak p. 19)Jad (p. 22,
25) :jinocha(p. 28, 31) chlapec(p. 24, 35), in the last case, although the oaigivord
“lad” refers to Dorian Gray, who is, as already n@med above, nearly 18 years old,
Novak uses, according to dictiongpart 1), a word referring to a male between 7 — 14
years of age (1957, 1045). Resulting in an inapaigpform of addressing.

Wilde: When | leave town now | never tell my peoplbere | am going (p. 10).

Pimassl: KdyZz ted opoustim nisto, nikdy néikam svym lidemkam jdu (p. 18).

Novak: Kdyz odjizdim z mista, nikdy n#&eknu svym pibuznym kam méam
namieno (p. 12).

Here, Pimassl uses the equivalents, consistingpofsaessive pronoun followed by
an abstract noun, with the narrowest sense to tilgenal words. However, we, as the
readers, do not learn who are the people thatgbaker refers to. Novak, on the other
hand, substitutes the original abstract noun foorcrete one instead. This process is

called “modulation.”
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Wilde: deception (p. 10)
Pimassl: podvadt (p. 18)
Novak: Salby (p. 12)

As can be seen, Novak uses a word that may noa&iey @ecognized by its TT
readers even if it is of Czech origin.

Actually, there are more of these words in both dbzeganslations. These words
can either be colloquial, archaic, terms or expvesdike dragon-fly (Wilde p. 12) :
vazka(Pimassl p. 20) Sidlo (Novak p. 14).articulate (p. 26) :clankovana(p. 32) :
nemluvila Zetelre (p. 28),dry-goods(p. 48) :stizni zboZi(p. 50) :konfekce(p. 48),
commit(p. 63) :nepaSi(p. 64) :nepachaji(p. 63),sullenly (p. 80) :posup@ (p. 79) :
nevrazi¥ (p. 80),reticence(p. 136) :zamlky(p. 125) :nesdilnost(p. 133),to miss(p.
143) :pohveSi(p. 131) :uz tu neni(p. 140),macaroni(p. 165) :tatrmanem(p. 149) :
Svihakem(p. 161) the bag(p. 184) ‘tlumok(p. 164) :braSnu(p. 178),in the hanson(p.
212) :ve fiakru(p. 186) :v kataru (p. 205) ancheckties(p. 249) :nakrcniky (p. 218) :
vazanky(p. 241).

Wilde: crisis (p. 13)
Pimassl: krise (p. 20)
Novak:  krize (p. 15)

Here, both translators use the same loanword shatlapted, in terms of spelling
and pronunciation, from a foreign language to tkzedb language. There is, however, a
slight spelling difference between these two edeivees owing to the different time
periods between them. Pimassl’'s equivalent contafswhereas Novak’s equivalent
“z".

In addition, looking at the whole Pimassl’ tranglat there is a high occurrence of
loanwords including the above mentioned spellingviat®n, for instance,
“civilisovany” (p. 20), “metafisice” (p. 23), “impgs” (p. 31), “graciosnim” (p. 31),
“analysoval” (p. 46), “simpatisuji” (p. 52), “impvesace” (p. 54), “demoralisujici” (p.
55), “nervos®”’ (p. 57), “iluse” (p. 57), “konversace” (p. 60)sénsace” (p. 60),
“poesie” (p. 68), “pompésni” (p. 90), “extase” @6), “fantasie” (p. 103), “risika” (p.
125), “realisace” (p. 136), “simbolisovat” (p. 138jnoralisovat” (p. 219), “inseratem”
(p. 215).
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Now looking at Novak’s translation, there can als® found a few loanwords,
however, spelled with the letter “z”, for instan¢eivilizovany” (p. 14), “metafizice"

(p. 18), “improvizace” (p. 52) and the like.

Wilde: theory (p. 51)
Pimassl: theorie (p. 53)
Novak: teorie (p. 52)

As can be seen, there is another obvious spellifigrehce between these two
Czech equivalences. It seems that Pimassl's egumvahcludes an implantation of a
foreign element “th”, assuming that this elemenbdrowed from Greek language.
Pravidla ceského pravopisu(1948) shows that these words are not assimilated
phonetically to Czech language yet.

In addition, there are other examples of such wandBimassl’s translation, like
“lethargie” (p. 61), “ethika“ (p. 105), “theatrdmi(p. 93), “pathosem” (p. 138),
“theologové” (p. 192) and “pathetickd” (p. 117).

On the other hand, Novak’s equivalences, such eardlni” (p. 97), “etika” (p.
111), “patosem” (p. 150), “teologove” (p. 211) atmhteticka (p. 124) are spelled
without the letter “h” owing to assimilation of theloanwords both in terms of spelling
and pronunciation to the Czech language. Assunhiggassimilation occurred during
the time of creation of the former translation.

Looking at Pimassl's translation from the pointvadw of a contemporary reader,
there is another example of a spelling oddity foumthe word “skizzuji” (p. 24) that is
the equivalent of the original word “sketch” (p.)1Rlovak, by contrast, uses the same
word “skicuji” (p. 18) as Pimassl, however, spelledregard to a contemporary reader,
in much more familiar way.

Generally, Pimassl uses a huge number of loanwuwitls Czech spelling as
substitutions for the original words. Novak, by trast, uses in most cases words of
Czech origin, however, there can also be foundaalé@anwords in his translation. For
instance,vulgar (Wilde p. 8) :vulgarni (Pimassl p. 16) lidové (Novak p. 10),with
gigantic tiaras(p. 13) :s ohromnymi tiaram{p. 21) :s gigantickymielenkami(p. 15),
indifferent(p. 15) :indiferentni(p. 22) :lhostejny(p. 17),subtle(p. 17) :subtilni (p. 25)

: pronikavy(p. 19),graceful (p. 25) :graciosni(p. 31) :ladné(p. 27),impulse(p. 25) :
impuls(p. 31) :pud (p. 27),triumphs(p. 30) :triumf (p. 35) :vitezstvi(p. 31),insult (p.
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42) :insultoval (p. 46) :urazil (p. 43),analysed(p. 46) :analysoval(p. 49) :rozebral
(p. 47),cosmopolitan(p. 57) :kosmopolitick§p. 58) :swtové (p. 57),loyalty (p. 60) :
loyalnost(p. 61) :stalost(p. 60),lethargy(p. 60) :lethargie (p. 61) :otupelost (p. 60),
philistine (p. 68) :filistin (p. 68) :Sosak(p. 67),trivial (p. 68) :trivialni (p. 69) :vSedni
(p. 68),vivisecting(p. 68) :vivisekci(p. 69) :pitvat (p. 68),sum(p. 72) :suma(p. 72) :
castka(p. 72),imaginary (p. 77) :imaginarni (p. 76) :pomysiny(p. 77),youngdandy
(p. 79) :mlady dandy(p. 77) :mlady Svihakp. 79),standard(p. 92) :standard(p. 88) :
meritka (p. 91),privilege (p. 92) :privilegiem (p. 89) :vysadou(p. 91),declaimed(p.
98) : pronesena(p. 93) :deklamovala(p. 97), manager(p. 98) : manager(p. 94) :
reditel (p. 97),reviews(p. 191) :revue(p. 170) :casopisechp. 186) andstagnate(p.
240) :stagnaci(p. 211) :zaknuji (p. 232).

Wilde: cheroot (p. 41)
Pimassl: cheroot (p. 44)
Novak: tlusty kratky doutnik (p. 42)

According toPrirucni slovnik jazykaeskeho(1935 - 1957) ofSlovnik cizich slov
(1996), there is no sign of the word “cheroot” lre tCzech language. Pimassl transfers
this cultural specific word, in terms of spellingdapronunciation, directly to the TT
language. This translation method is called “borin@w’ However, resulting in the
word that a TT reader may not understand.

In addition, there are other words, the same astieementioned above, and even
one preposition included in Pimassl's translatiarhere their external form either
resembles the original or they are slightly modifeecording to rules of grammar and
phonetics of the Czech language, for instalaskin of TreadleyWilde p. 47, 49) :
Erskine of TreadleyPimassl p. 50, 51)n a hansom(p. 94) :v hansonu(p. 90),the
little brougham(p. 94) :malého broughamyp. 90),cupids(p. 105) :cupidy (p. 99),
sovereign(p. 211) :sovereignp. 186),Union Jack(p. 207) :Union Jack(p. 183) andht
garden-party(p. 225) :na garden-party(p. 198).

Novak, on the other hand, tries to find words thet equivalent to the above-
mentioned original words and sometimes using tediosl method called “calque,”
where the original words are transferred in aditéranslation, for example, “Erskine z
Treadley” (p. 48), “drozkou” (p. 93), “malého &ru” (p. 93), “amorky” (p. 104),
“zlatku” (p. 204), “britskou vlajku” (p. 201) anch& zahradni slavnosti” (p. 218).
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In addition, it should be mentioned here that Pshases footnotes in order to
make the TT readers understand the original podttewin French (p. 167). Novak, on
the other hand, neither translates the originahpoer uses footnotes (p. 183). As a
result, those who are not familiar with French laage cannot obviously understand

this poem in Novak'’s translation.

Wilde: a stockbroker (p. 12)
Pimassl: obchodnik s cennymi papiry (p. 20)
Novak:  burzian (p. 14)

As can be seen, Novak, in comparison with Pimassls an informal word in order
to substitute the original for a single word. Irdain, there is another informal word in
Novak’s translation used in the same way, suchatsnt-leather boofWilde p. 16) :
lakové botkyPimassl p. 23)lakyrky (Novak p. 18).

Wilde: an ass of himself (p. 23)
Pimassl: ze sebe blazna (p. 23)
Novak: ze sebe hovadp. 17)

Here, Novak uses a vulgarism as the substitutiothi® original vulgar expression.
Pimassl, by contrast, employs a euphemism.

In addition, there are other either vulgarismsppjve or offensive appellations
involved in both Czech translations, suctriaglets (Wilde p. 59) :pacesy(Pimassl| p.
61) :vlasy(Novak p. 60)carts (p. 104) :vozy(p. 98) :kary (p. 102),dowdy(p. 116) :
hrozna coura(p. 108) :prestane o sebe db&p. 114) anchegroes(p. 155) :negi (p.
140) :cernosSi(p. 151).

Wilde: evening coat (p. 12)
Pimassl: vecerni kabatek (p. 20)
Novak: frak (p. 14)

Here, Pimassl uses a “literal” translation. He aepk each individual word of the
original multi-word structure with its closest leal equivalent, resulting in TT multi-
word structure whose literal meaning is wider aggkIspecific than that of the original.
Novék, on the other hand, uses a TL hyponym “frakiose literal meaning, in
comparison with the original, is narrower and mgpecific.

In addition, there are other cases of literal ti@ien in Pimassl's translation, like

my dear old Basi(Wilde p. 17) :muij mily stary BasilgPimass| p. 22) mij mily zlaty
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Basile (Novék p. 22),the finest portrait(p. 32) : nejjemrjSi portrét (p. 37) :
nejdokonalejSi portréfp. 34),an English blue-bookp. 41) :v anglické modré knizg.
45) : v anglické diplomatick&orespondenc{p. 42),parrot-tulips (p. 55) :papougich
tulipani (p. 56) :pestrobarevnymi tulipangp. 55)and negroegp. 155) :negi (p. 140)
: cernosSi(p. 151).

Wilde: in the East End (p. 20, 50)
Pimassl: v East Endu (p. 27, 52, 53)
Novak:  vectvrtich chudiny (p. 22, 50), periférie (p. 51)

As can be seen, the original word has no equivate@izech. Thus, Novak uses an
explanatory paraphrase in order to describe a gtagsd in another country to its TT
readers. Pimassl, on the other hand, uses thdatiansmethod called “borrowing,”
where the original expression is transferred diyett the TT language and changed
according to Czech orthographic conventions.

Besides, there can be found other either explaypg@raphrases or borrowings in
both Czech translations, such &sssore-silk curtains(Wilde p. 7) : zaclony
Z tussorského hedvafimassl p. 15) zaclony z hrubého indického hedv@lovak p.
9), to lionise mep. 14) :ud¢lat ze mne hrdinu dngp. 21): ze mne ugla zlaty heeb
vecera (p. 15), Midland counties(p. 40) :v Midlandu (p. 44) :ve vnitroanglickych
hrabstvich(p. 41),subaltern(p. 42) :subalterni(p. 45) :s nizoukou SarzZi(p. 43),at the
Athenaeun(p. 53) :do Athenedp. 56) :ve wdecké spolénosti (p. 54) andDebrett(p.
206) :Debretta(p. 182) :Debretiiv almanach Slechtfp. 200).

Wilde: the moon (p. 29)
Pimassl: mésic (p. 35)
Novak: Iluna (p. 31)
As can be seen, Novéak includes a poetic expregsiornis translation. In addition,
there is another poetic word “fllea” (p. 96) in Novak’s translation, as the subsittol

for the original word “fawn” (p. 96).

Wilde: June (p. 30)
Pimassl: kvéten (p. 36)
Novak: cerven (p. 32)
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Although there can be found an absolute equivalétiie original in the TL, like
the one found in Novék’s translation, Pimassl usesd that is the equivalent of an
English word “May.”

Besides, there can be found more original wordagoeendered into both Czech
translations by expressions whose literal meansglifferent than the original, for
instance, Mrs. Vandeleur (Wilde p. 50) :pan Vandeleur(Pimassl p. 53) pani
VandeleurovgNovak p. 51), here, Pimassl| substitutes the BEhglbbreviation “Mrs.”
that is a polite title given to a female adult foe title “pan” that is given to a Czech
male adult. Tuesday(p. 52) :st'eda(p. 55) :utery (p. 53), in this case, Pimass| uses an
incorrect equivalent for the original name of tleeeand day of the weeRuesday(p.
67) :streda(p. 67) :ctvrtek(p. 67), here, both translators use incorrect exjences for
the original name of the second day of the wé&atches(p. 165) :licousy (p. 149) :
musSkami(p 161), here, both translators employ incorreptivealents of the original,
because the original word refers to a piece of natsewn on to cover a hole and not,
as indicated in Pimassl’s translation, to the gaiwn on the side of a man’s face or, as
in Novak’s translation, to the hair on the uppprdf a manWhite-whiskeredp. 203) :
licousy (p. 179) :licousy (p. 197), in this case, the original word refersatanan’s
moustache or beard and not to the hair grown ositteeof a man’s face as indicated in
both Czech translations. In addition, accordingAtmlickoCesky aCesko-Anglicky
slovnik the word “licousy” is the equivalent of an Emsgiword “side whiskers” (1999,
585).

Wilde: at Spa (p. 42)
Pimassl: ve Spa (p. 46)
Novak: v laznich Spa (p. 41)

In this case, Pimassl uses the translation metladiddc“borrowing,” where the
original expression is transferred directly to Telanguage. Novéak, on the other hand,
includes additional information in order to deseribhat kind of place the word “Spa”
refers to.

There are more place names included in both Czacislations treated the same
ways as mentioned above, for instaratethe Bristol(Wilde p. 86) v Bristolu(Pimassl
p. 83) :v hotelu Bristol(Novék p. 85)to the Park(p. 75) :do Parku(p. 74) :do Hyde
Parku (p. 75) andn the Piazzgp. 104) :na Piazzgp. 98) :na nanesti Piazza(p. 103).
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Wilde: collieries (p. 40)
Pimassl: dola (p. 44)
Novak:  uhelnych dai (p. 41)

In this case, Pimassl leaves out a piece of infaomaresulting in the TT
expression whose literal meaning is wider and Esecific that that of the original.
Novéak, on the other hand, substitutes the origimed-word structure for a multi-word
equivalence. As a result, he provides the wholermétion of the original.

Besides, there are other structures either compbeteial or left out completely,
for instanceLouis Quatorze clockWilde p. 55) :hodinyz doby LudvikaCtrnactého
(Pimassl p. 57) @ (Novak p. 55)greasy ringletp. 59) :namastné pa‘esy(p. 61) :
mastné, kudrnaté vlagp. 60) andn a rut (p. 213) :0 kolej(p. 187) :0 vyjeté kolej€p.
206).

Wilde: foolish (p. 10)
Pimassl: blahovy (p. 18)
Novak: blazen (p. 12)

In this case, Pimassl, in comparison with Novakesus euphemism as the
substitution for the original pejorative word.

In addition, there are other euphemisms involveleeiin Pimassl’'s or Novak’'s
translation, such ato a truculent andred-faced old gentlemafWilde p. 14) :k
barbarskému starému panovi &rvenou tvad (Pimassl p. 21) :k svéepému
cervenolicimu starému panoyNovak p. 16), mutilation of the savagdp. 25) :
mrza‘eni otrokz (p. 31) : potlaceni pirozenosti divoch (p. 27), bullied (p. 40) :
utlacoval (p. 44) :tyranizoval (p. 42) andwretched(p. 172) :ztroskotanedp. 154) :
negastny(p. 168).

Wilde: uncle George (p. 41 - 44)
Pimassl: strycku Jiii (p. 44 — 47)
Novak:  strycku (p. 42 — 45)

As can be seen, Pimassl translates the person& iméothe TT language by using
its Czech equivalent. Novak, on the other handjdsvasing the name “George” in his
translation and substitutes only the original wandcle” for the direct equivalent.

Besides, there are other names included in botltlCizanslations either used as

borrowings with English spelling or slightly changaccording to Czech grammatical
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conventions or substituted for Czech equivalents.ifistanceictoria (Wilde p. 56) :
Viktorie (Pimassl p. 57) Victoria (Novak p. 56),Victor (p. 109) :Viktor (p. 102) :

Victor (p. 107),Jim (p. 75) :Jim (p. 78) :Jim (p. 80),Sibyl(p. 76) :Sibyl(p. 74) :Sibyl

(p. 80),Francis (p. 185) :FrantiSku(p. 164) :Francisi (p. 179),Marguerite de Navarre
(p. 204) :Marguerita de Navarrgp. 180) :Markéta Navarrskgp. 198),Adolphe(p.

203) :Adolfa(p. 179) :Adolfa(p. 197) and the like.

Furthermore, the original names of the streetsggaand square are transferred
directly to both Czech translations, for instantErmyn StreefWilde p. 109) :Jermyn
Street(Pimass| p. 102) Jermyn StreefNovak p. 108) Euston Roadp. 77) :Euston
Road(p. 76) :Euston Roadp. 82),Grosvenor Squarép. 169) :Grosvenor Squar€p.
152) : Grosvenor Squaré¢p. 165),Bond Stree(p. 210) :Bond Stree{p. 186) :Bond
Street(p. 204) and the like.

Wilde: to Royalties, and people with Stars and Garters (p. 13
Pimassl: kekralovskym hodnostam, k lidem s hézdami aréddy(p. 21)
Novak:  kvysostem a k ryitim podvazkovych a jinyckadi (p. 15)

As can be seen, Pimassl substitutes the origined W@arters” for the wordiady”
changing the meaning of the whole original phrasevak, on the other hand,
substitutes the original word for its Czech equewdlpreserving the meaning of the
whole original phrase.

In addition, there are other multi-word structure$€oth Czech translations, where
some words are not the equivalents of the origivaids, resulting in a change in the
meaning of the whole structure, for instans&uck a light on a dainty silver case
(Wilde p. 20) :vzal si cigaretu z drahého/ébrného pouzdrgPimassl p. 26) rozskrtl
zapalku o uhlednou&dbrnou krabiku (Novak p. 21)the common hill flowergp. 30) :
obycejné horskeé kitiny (p. 36) :oby‘ejna kvitka na stranicfp. 32) andhelping himself
to some quai(p. 48) :napomahaje Zenskym jazyk(p. 51) :vzal si kousek/epelky(p.
48).

Wilde: Only England could have produced him, and he alvgays thathe country
is going to the dogép. 41)

Pimassl: Jedirg Anglie ho mohla zplodit a statékal, Ze Anglie jde ve pgp. 44)

Novak:  Mohla ho zplodit jenom Anglie a on o své vlastilstédkal, Ze to s ni jde

z kopce(p. 42)
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As can be seen, Pimassl translates this Engligimidy using literal method of
translation, where the individual words of the or@ are rendered into TT language
with the use of their Czech equivalents, resulimgot preserving the meaning of the
original and in the utterance that cannot certaindy understood by its TT readers.
Novak, by contrast, replaces the original idiomhvilie Czech saying whose meaning is
similar to the original.

6.1. The summary of the analysis

First noticeable differences between certain Czlestical equivalences of the
originals are in spelling. For instan@elier (Pimassl p. 116) ateliér (Novak p. 123),
krise (p. 20) :krize (p. 15),theorie (p. 53) :teorie (p. 52),skizzuji(p. 24) :skicuji (p.
18). These spelling differences may be due to iffetime periods between these two
Czech translations.

Pimassl, in comparison with Novak, employs wordkimtranslation whose literal
meaning refer to something different than the dit@neaning of the original words. For
instance the arm-chair(Wilde p. 55, 75) pohovka(Pimassl p. 56, 75)apestries(p.
105) :tapetami(p. 99) and the like. In addition, Novak also usesds having different
literal meaning than the original words, howevest as frequently as Pimassl uses
them.

Both translators use words that may not be easttpgnized by their TT readers
even if they are of Czech origin, liliédlo (Novak p. 14)stizni zboziPimassl p. 50),
nepasi(Pimassl p. 64posupr (Pimassl p. 79) and the like.

There are some cases, when Pimassl| transfers atpecific words, in terms of
spelling and pronunciation, directly to the TT laage by using translation method
called “borrowing.” However, resulting in the wordlkat the TT readers may not
understand. Novak, on the other hand, tries to filds that are equivalent to the
original words and sometimes using translation wettalled “calque,” where the
original words are transferred in a literal tratisia for instanceat garden-party
(Wilde p. 225) :na garden-party(Pimassl p. 198) na zahradni slavnosi{iNovak p.
218) and so on.
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Generally, Pimassl uses a huge number of loanwuwitts Czech spelling as
substitutions for the original words. Novak, by trast, uses mostly words of Czech
origin, however, there can also be found a fewwaads in his translation.

In most cases Pimassl| uses a “literal” translatidmere he replaces each individual
word of the original with its closest lexical eqaignt, resulting in TT expressions or
structures whose literal meaning is wider and gsscific than that of the original.
Novak, on the other hand, uses TL hyponyms whdsealimeaning, in comparison
with the original, is narrower and more specific.

In cases where there is no equivalent for the maigivord in the Czech language,
Novak uses explanatory paraphrases. Pimassl, oottleg hand, uses the translation
method called “borrowing,” where the original exgs®ns or structures are transferred
directly to the TT language and slightly changedoading to the Czech orthographic
conventions, for instance) the East EndWilde p. 20) :v East EndyPimassl p. 27) :
ve ctvrtich chudiny(Novék p. 22) and the like.

Although there can be found absolute equivalentheforiginals both translators
in some cases use expressions of structures vidrallimeaning different from the
original, for instanceTuesday(Wilde p. 52) :streda(Pimass| p. 55) ttery (Novak p.
53) and so on.

Generally, Pimassl translates the personal nantestive TT language by using
their Czech equivalents. Novak, on the other hdeadyes them out completely or
transfers them directly to the TL by either pregagwor slightly changing the original
spelling according to Czech grammatical conventions

Pimassl often uses the translation method calledr@wing,” where the original
expression is transferred directly to the TT largguaNovak, on the other hand, includes
additional information in order to describe a pardar thing or place to the TT readers.
For instanceat the Bristol(Wilde p. 86) :v Bristolu (Pimassl p. 83) v hotelu Bristol
(Novak p. 85) and the like.

In conclusion, as can be seen from the resulteefnalysis, Pimassl’'s translation
may be considered inadequate. There are too mastakas and some of them can be
considered basic mistakes. This mistakes may beadilne fact that this translation was
done before the second half of the twentieth cgntwhere were used just two

translation methods “literal” and “free” and in eaef cultural or semantic specific
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words found in ST, there was no other way than ltoose between those two
translation methods.

On the other hand, Novak’s translation also inctuddew either minor or major
mistakes, however, not as many as found in Pingasslhslation. This may be due to
the fact that his translation was done after tlemisé half of the twentieth translation,
where various methods dealing with “untranslatableids appeared. As a result, his

translation sounds more natural.
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7. Conclusion

This bachelor paper deals with comparison of twedbztranslations of Oscar
Wilde’s novelThe Picture of Dorian Grayoutlining certain differences between Czech
lexical equivalences together with the focus onitifileence of time-period and cultural
setting on the translated text. The former trarmtais from J. W. Pimassl| (1948) and
the latter from J. Z. Novak (1964).

The second part of this paper is devoted to thisstyanalysis of literary texts,
where attention is paid to four points: the defomtof the term “fictionality,” the main
purpose of literary texts, division of literary texin terms of genres and division of
patterning devices. Generally, literary texts, elehey refer to real places or historical
events, are ultimately products of writer's imagioa and at least the characters and
their conversations are fictitious. They are créateorder to inform the reader about a
particular fictional world or evoke certain respessor interests in him/her.
Furthermore, these texts can be divided into diffecategories or genres and numerous
sub-genres that consist of rhetorical figures,dsyformal features and registers.

The third part concerns Oscar Wilde’s writing styith the special focus on
stylistic features of his novélhe Picture of Dorian Graylt is said that his works are
kind of compilations consisting of “well-soundingowds and brilliant, well-formulated
phrases.” However, Wilde was not, in eyes of litgrexitics, very successful with his
experiments with language owing to his irritatiegdency to re-use vocabulary and the
excessive use of decorative terms with no diresheotion with their subject.

Next part is focused on four points: the definitiointranslation together with the
main principles of translation, various types aislation methods used before and after
the second half of the twentieth century, severabcedures dealing with
“untranslatable” words and translation process #hown that translation is an activity
comprising the transference of meaning and stygmfa SL text into a TL. There are
three types of translation, such as “intralingudi¥ithin the same language),
“interlingual” (between two languages) and “intersetic” (translating from one
natural language system into technical codes). hip tlne second half of the twentieth
century, there are two main translation methodsh sas “literal” or “word-for-word”
and “free” or “sense-for-sense.” After the secoralf hof the twentieth century,

translation began to adopt linguistic, scientiflterary, cultural, historical based
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approach to translation in order to define the mabad equivalence. The various types of
equivalences are introduced and discussed, forannet dynamic or functional
equivalence vs. formal equivalence. Furthermoretetttan be words or utterances in
the SL text for which there is no substitute in The For this reason, there are provided
several translation procedures dealing with theastly, Nida and Taber's model of the
translation process is introduced that consistshode stages, where the first stage
serves for understanding ST content and conteteniion of the ST and the like. The
last two stages deal with the transference of sigos one language system into
another.

The following chapter deals with various levelstnslation, including lexical,
grammatical, textual and pragmatic level. The speaitention is paid to lexical
equivalence. It is said that when looking for tlagion of equivalence at lexical level,
the following situation can occur: there can be odlis, partial, zero or more
equivalents.

The last chapter deals with the analysis of twocBzeanslations compared with
each other and with the original text, where thennfacus is on lexical equivalence.
Besides, the influence of time-period and cultsegtting on the translated text is taken
into account. The analysis is followed by the sumynwd its results, where it is shown
that Pimassl's translation is inadequate, becauseludes too many either major or
minor mistakes. Novak’s translation, by contrasdyrbe considered better translation,
however, not adequate, because it also includeg satiner major or minor mistakes,

however, still fewer mistakes than found in Pimagsanslation.
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Résumé

Tato bakal&skd prace se zabyva srovnanim dvéekladi anglického originalu
knihy Oscara Wilda The Picture of Dorian GrayPrvni feklad pochazi z roku 1948 a
je od J. W. Pimassla a druhyeglad je od J. Z. Novaka z roku 1964. Jadrem pjgéce
analyza &chto dvou pekladi v lexikalni roving se zamtenim na vliv dobovosti a
kulturniho prostedi na pekladany text.

Bakaldska prace je roztkna nacast teoretickou a praktickou. Prvni kapitola
teoretickécasti je uvodni, kde je uveden cil a obsah préace.

V kapitole druhé je na zakladdborné literatury charakterizovan &élecky styl a
jeho specifické aspekty. Literarni dila jsou ch&zekticka tim, Ze postavy, mista,
udalosti v nich obsazené jsoudbu ¢asti nebo zcela smyslené. Hlavni roly zde hraje
fantazie, kterou chce autor dila upoutat pozorgdtestde. Dale, literarni dila maji za
ukol informovat¢tende a vzbudit v nich emoce a zajem. Literarni dilahow byt
roz&klena podle dznych zZanik: na prézu, drama a poezii, které pak mohou byg dal
rozdkleny na rkolik dalSich Zanr tzv. pod-Zant. Volba jazykovych progedki pri
tvorke literarniho dila je rozmardii nez u jinych styl. Vyskytuji se v 8dm metafory,
aliterace, expresivwzabarveny slovnik, slovniiiky, neobvykla slovni spojeni apod.

V dalSi kapitole se prace zabyva stylem Oscara dViltjména pak jazykovymi
prostedky obsazené v romarithe Picture of Dorian GrayOscar Wilde ve svych
dilech hojr vyuziva metafor, aliteraci, slovnickidek, intelektuélnich konverzaci,
filozoficka moudra apod. Samotny roman byl kritdkg'souzen pro velké mnoZzstvi slov,
které maji v knize jen dekorativni funkci a velk@austvi nic n&ikajicich \&t.

Nasleduje prodiskutovani zakladniclrelladatelskych teorii a postiup Tato
kapitola je rozdlena do ®kolika ¢asti. Autorka nejprve uvadi definicigkladu a hlavni
principy prekladu nagiklad, na co by se &h prekladatel p prekladu zaniit, co by
melo byt pi prekladu zachovano, coz je styl a hlavni mySlenkaogniho textu. V dalSi
kapitole jsou rozliSeny it typy prekladu: intralingvalni“ (vnitrojazykovy),
Jnterlingvalni* (mezijazykovy),¢ili vlastni preklad a ,intersemioticky” (transmutace).
Nasledujici podkapitola je zatiena na fpekladatelské metody od vzniku prvnich
piekladh az do druhé poloviny dvacatého stoleti. Jsou adeleny d¢ metody a to:
,doslovny* pieklad a ,volny“ geklad, o ®kolik let pozdji se misto nich pouziva

terminu jako ,slovo za slovo* a ,smysl za smysl'itfe zde pedevSim dilo
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Introducing Translation Studiesod Jeremyho Mundaye. V nasleduji¢asti se
dostavame k pojmu ekvivalence. Autorka uvégfi hlavni pedstavitele zabyvajici se
timto pojmem. Mezi & predevSim pdt: Catford, jehoZz prace, ktera je lingvisticky
orientovana, se zabyva ,formalni korespondenciteatpvou ekvivalenci.” V jeho préaci
zachézi tak daleko, Ze podle Snell-Hornby se jéwry nemohly trvale uplatnit. Déle
je to Eugene A. Nida, ktery rozliSuje ekvivalenformalni,“ coz je doslovnyieklad a
~dynamickou,” coz je volny, ale furtk¢ odpovidajici peklad, kterou pak ilustruje na
piikladu. Nasled&é je uveden Neubert, kteryfiptupuje k problému ekvivalence
z hlediska semiotického a poslednirfegstavitelem je Koller, ktery rozliSuje podle
raznych Urovni pt typa ekvivalence. V dalSi podkapitole autorka popissietegie,
které se zabyvaji lexikalnimi jednotkami, kteréngdryji, nebo ibec nemaji pre&fSek

v druhém jazyce. Dochéazi k tomuepevsim v dsledku kulturnich a lingvistickych
rozdili mezi olgma jazyky. Anton Popoviuvadi, Ze v ufitych pripadech je fekladatel
piinucen se odchylit od originalu, dochatitem k tzv. posufim. Touto problematikou
se detailgji zabyvaji kanadsti auto Vinay and Darbelnet, kié popisuji sedm
zakladnich postup jimiz sefeSi nedostatekifmého ekvivalentu v CJ. V posledfésti
se autorka zabyvagkladatelskym postupem.

Pata kapitol&erpa pedevsim z dil& teorii i praxi pekladuod Dagmar Knittlové,
kde se autorkadnuje iznymi Urovremi prekladu a to lexikalni, gramatickou, textovou
a pragmatickou Urovni. Autorka seepevSim souitdi na ekvivalenci na rown
lexikalni, kde mohou nastattiphledani nejvhod§sSiho ekvivalentu tyto iipady:
ekvivalent existuje a je ki Uplny nebo-li absolutnigast&ny nebo existuje vice
ekvivalenfi. MuZe nastat druha varianta a to ta, Ze ekvivalenkistege. V tomto
piipadt ma gekladatel na vylr ze sedmy zakladnich postupd kanadskych autir
Autorka dale uvadi iklady uplnych, casténych a nulovychéeskych ekvivalerit
anglickych kontexto¥ zapojenych lexikalnich i vyp@dnich jednotek.

Kapitolou Sestou z@na praktickdcast, kde autorka provadi analyzu, ktera se
sklada ze srovnani dvateskych pekladi anglického originalu knihy Oscara Wilda -
The Picture of Dorian Gray Prvni feklad pochazi z roku 1948 a je od J. W. Pimassla
a druhy peklad je od J. Z. Novéka z roku 1964. Samotna aagky zansiena na tyto
dva greklady v lexikalni roving se zamrenim na vliv dobovosti a kulturniho priesdi

na gekladany text. Autorka zde poukazuje na ten fakt,ahalyza a zd&vy z ni
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vyplyvajici jsou ovlivigny jejim subjektivnim postojem k problematice. Pmalgize
nésleduje shrnuti a vyvozeni 2avvyplyvajicich z porovnani danychigkladi.
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Appendix 1

The summary of novel “The Picture of Dorian Gray”

In the stately London home of his aunt, Lady Brandbe well-known artist Basil
Hallward meets Dorian Gray. Dorian is a cultureealthy, and impossibly beautiful
young man who immediately captures Basil's artistagination. Dorian sits for
several portraits, and Basil often depicts himraarcient Greek hero or a mythological
figure. When the novel opens, the artist is conmpdehis first portrait of Dorian as he
truly is, but, as he admits to his friend Lord Hekotton, the painting disappoints him
because it reveals too much of his feeling forshisject. Lord Henry, a famous wit who
enjoys scandalizing his friends by celebrating fipleauty, and the selfish pursuit of
pleasure, disagrees, claiming that the portraBdsil’s masterpiece. Dorian arrives at
the studio, and Basil reluctantly introduces hiniLéod Henry, who he fears will have a
damaging influence on the impressionable, youngdabor

Basil's fears are well founded; before the end hddirt first conversation, Lord
Henry upsets Dorian with a speech about the transiature of beauty and youth.
Worried that these, his most impressive charatiesjsare fading day by day, Dorian
curses his portrait, which he believes will one desind him of the beauty he will
have lost. In a fit of distress, he pledges hisl sbanly the painting could bear the
burden of age and infamy, allowing him to stay ¥ereyoung. In an attempt to appease
Dorian, Basil gives him the portrait.

Over the next few weeks, Lord Henry’s influence roderian grows stronger. The
youth becomes a disciple of the “new Hedonism” praposes to live a life dedicated
to the pursuit of pleasure. He falls in love witibyy Vane, a young actress who
performs in a theatre in London’s slums. He adbersacting; she, in turn, refers to him
as “Prince Charming” and refuses to heed the wgsnai her brother, James Vane, that
Dorian is no good for her. Overcome by her emotion®orian, Sibyl decides that she
can no longer act, wondering how she can pretetav®on the stage now that she has
experienced the real thing. Dorian, who loves Sliedauseof her ability to act, cruelly
breaks his engagement with her. After doing saelierns home to notice that his face
in Basil's portrait of him has changed: it now sised-rightened that his wish for his
likeness in the painting to bear the ill effecthedf behaviour has come true and that his
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sins will be recorded on the canvas, he resolvamake amends with Sibyl the next
day. The following afternoon, however, Lord Henmngs news that Sibyl has killed
herself. At Lord Henry's urging, Dorian decidesdonsider her death a sort of artistic
triumph—she personified tragedy—and to put the endtéhind him. Meanwhile,
Dorian hides his portrait in a remote upper roonnisfhouse, where no one other than
he can watch its transformation.

Lord Henry gives Dorian a book that describes tieked exploits of a nineteenth-
century Frenchman; it becomes Dorian’s bible asihks ever deeper into a life of sin
and corruption. He lives a life devoted to garngmew experiences and sensations with
no regard for conventional standards of moralityther consequences of his actions.
Eighteen years pass. Dorian’s reputation suffersiides of polite London society,
where rumours spread regarding his scandalous iexplbis peers nevertheless
continue to accept him because he remains youngbaadtiful. The figure in the
painting, however, grows increasingly wizened amebus. On a dark, foggy night,
Basil Hallward arrives at Dorian’s home to confréimn about the rumours that plague
his reputation. The two argue, and Dorian eventualifers Basil a look at his
(Dorian’s) soul. He shows Basil the now-hideoudtnaat; and Hallward, horrified, begs
him to repent. Dorian claims it is too late for pane and kills Basil in a fit of rage.

In order to dispose of the body, Dorian employstialp of an estranged friend, a
doctor, whom he blackmails. The night after the aheur Dorian makes his way to an
opium den, where he encounters James Vane, who@tdo avenge Sibyl’'s death.
Dorian escapes to his country estate. While emténtaguests, he notices James Vane
peering in through a window, and he becomes wradkedear and guilt. When a
hunting party accidentally shoots and kills Vaneribn feels safe again. He resolves to
amend his life but cannot muster the courage tdessnhis crimes, and the painting
now reveals his supposed desire to repent for whet—hypocrisy. In a fury, Dorian
picks up the knife he used to stab Basil Hallward attempts to destroy the painting.
There is a crash, and his servants enter to fiadothtrait, unharmed, showing Dorian
Gray as a beautiful young man. On the floor lieshbdy of their master—an old man,
horribly wrinkled and disfigured, with a knife plged into his heart

(www.sparknotes.coin
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