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1 INTRODUCTION

The comparison of a chosen chapter of the novel The Picture of Dorian Gray was
chosen as the subject of this bachelor thesis. The reason for the choice is admiring the
work of translators, their ability to understand the original text in a foreign language and
the creation of the new in another language which is equivalent to the original.

Literature develops and some translations which were published years ago some-
times do not correspond to the requirements of readers today. In older translations there
can be seen many archaic words and facts that can be strange to a reader.

The novel The Picture of Dorian Gray was being translated into Czech since 1905.
There are 7 Czech translations together made by different translators. Some of these
translations were published again with editions. In this thesis three translations will be
examined.

The aim of the bachelor thesis is to compare three translations of one chapter of
the novel The Picture of Dorian Gray. The oldest translation made by Botivoj Prusik is
from the year 1915, the next one from the year 1958 is by Jiti Zdenék Novak and the
newest translation from the year 2011 is by Katetina Hilska.

There will be examined the differences among the mentioned translations and the
quality will be evaluated. It is expected that the Czech language will be outdated at the
older translations, there could also be found mistakes in spelling and one of these three
translations could be considered as weaker than the others.

The thesis is divided into three main chapters. The first two chapters are theoreti-
cal. The first chapter deals with translation, its history, types, procedures that are used
when translating. The theory is based on the books written by authors such as Levy,
Hrehov¢ik and Knittlova.

In the second chapter there will be examined the life of the author of the book,
Oscar Wilde, the historical-political context and its literature and the lives of the transla-
tors. There will be outlined the plot of the story and the compared chapter.

The goal of the last chapter is to make a comparative analysis of the chosen trans-
lations. The translations will be evaluated by its linguistic level. First the focus will be
on the lexical level where the individual words will be compared. There can be ob-
served archaic and literary words, omission or adding words. The morphological level
follows. There will be observed the grammatical structure of the texts — transgressives,

outdated suffixes or declension. The syntactic level examines the changes in the use of



parts of speech or different word order. Then there will be checked the spelling and its
changes given by the time.

In the end of the chapter, all the three translations will be evaluated as a whole
and separately. In the conclusion the translations will be commented on the basis of the
gained information. The work with translations and comparison will be remarked. All
sources which were used to achieve all the information will be mentioned in the last part

of this thesis.



2 THEORY OF TRANSLATION

2.1 Translation —in general

According to the lecturer Teodor Hrehov¢ik, the word translation has at least three
meanings:
1%t the process of transfer from the original language into the target language
2" the result of translation in the target language
3" an abstract concept which includes both, the process of translation and the re-
sult

“The translation is considered as a science, an art and an ability. It is a science be-
cause the translator must have the knowledge of the linguistic structure of at least two
languages. The term art is used because the translator creates the text in another lan-
guage and the reader should not be able to recognise it from the original text. Translat-
ing is also a kind of ability, the translator needs to train it and to adopt some habits by
that. It is science of linguistics, phylosophy, psychology and also sociology.

The translation is a subjective art for its understanding of the differences between
different people (a writer, a translator). This is the rule especially for the non-scientific
texts.

The goal of the translation is to reach the equivalency between the original and the
target text with taking account of context, grammar, set phrases, etc..” [1]

2.2 Development of translator’s role in history

“During the time the contact between the author and the audience was developing.
The first stage was the replacement of the author by his troubadour. The next stage of
the enstragement of the author from the public is the remplacement of author’s words
with translator’s words. This second type of enstragement is a consequence of the in-
creasing universalism of the modern culture.

In the Middle Ages, most of the literature was written in Latin or in another re-
spected language. The Bible, chivalric novels, and oriental literature represented the
main subject of literature. All those subjects were popular for the main reason- Christi-
anity. There was a direct contact between the author and the reader because of this the-
matic, linguistic and ideological universalism which reigned. A Latin writer was writing
for Latin speakers of different nations, an English writer was writing English speakers, a
French writer for French speakers.



Modern literature is based on the exchanges of cultures. Nowadays, the writer
whose books are translated into many languages, is considered as popular. That means
the less of the original text is read by readers, the more the text is popular.

In the Middle Ages, Renaissance and Classicism, the translator was translating to
people as an individual person to his audience.

During the 19" and 20" century, the translator becomes more anonymous for
readers who do not speak the language of the original text. That is how the translator
becomes an impersonal mediator of foreign languages. The readers do not read the
words of the author, they read the words of the translator. Based on those facts, the
translation can be defined as a form of the mass media.

Analyses show that translators reduce the characteristic features of the authors and
put their own features there. That could lead to monotomy, however there are many
different translators, some of them are more distinctive some of them less. Nowadays,
in many cases, the book’s translation rating is summarized into one or two sentences,

the translators are underestimated.* [2]
2.3  Types of translations

“On the linguistic aspects, according to Mr. Jakobson, we distinguish 3 types of
translation:
1% intralingual translation
2" interlingual translation
3" intersemiotic translation
Intralingual translation is an explanation of definitions in one language. (eg.: in
Czech sofistikovany - promysleny , propracovany, vyuziva slozitych metod)
Interlingual translation is the translation as most people know it - from one lan-
guage into another. (eg.: from Czech into English - kocka - a cat)
Intersemiotic translation - this translation interprets the symbols of one semiotic
system with symbols of another semiotic system. (eg.: interpreting of a picture with
words)“ [3]



There are several types that translators use:
e 1sttranslation word-for-word
This type of translation can be good for students of the original language because
the translation is equivalent also in grammar. On the other hand, it is not translation for
those who are interested in content of the text.
e 2" Faithful translation
This translation’s task is to translate the content in way to be the most similar to
the original text. The translator expresses the aims and style of the author faithfully
here.
e 3" Semantic translation
There is a slight difference between the faithfull and semantic translations. A per-
son who makes a semantic translation has to pay attention to the aesthetical appearance.
For example, he should avoid the translations of set phrases so his work is readable.
This kind of translations is more flexible than the faithful translations.
e 4t Communicative translation
Concerning this translation, the translator should provide a comprehensible text to
the reader with the most possible preservation of content to the original.
e 5™ |diomatic translation
Idiomatic translation should have the original content but in a very readable way,
it does not have to maintain the construction in the grammatical field, neither in the lex-
ical field. The reader should not recognize it as a translation.
e 6™ Free translation
The main task of free translation is to express the main thought of the original.
Sometimes it is longer than the original. It is considered as a paraphrase.
e 7™ Adaptation
This is the most free form of translation. This translation is mostly used for trans-
lating of poetry and plays. The theme, characters and the plot is preserved but the whole
text is adaptated into the translated text.
The translations that are translated too freely are not accepted, as well as the trans-

lations whose contents of originals dissapear or if some historical events are changed.

[4]



2.4  Translation procedures

“There exist many classifications of translation procedures. American theorist
Gerard Vazquez-Ayora distinguishes 8 types (transposition, modulation, equivalence,
adaptation, amplification, explicitation, compensation, reduction). Another American
theorist of linguistics distinguishes 9 types (equality, substitution, divergence, conver-
gence, amplification, reduction, diffusion, condensation, reordering). We will take a
look at the classification used by French and Canadian authors Vinaye and Darbelnet
who use those main procedures as a solution for a lack of equivalence in the translated
text.

e IS'transcription

Transcription of a form of word which is less or more adapted to the target lan-
guage. There is also transliteration which is a transcription from one alphabet to another
one.

e 2" calque
Calque is a literal translation. (eg.: hard disc - pevny disk)
e 3" substitution

Substitution means the replacement of one part of speech by another one in the
target language. For example, replacement of an adjective by a noun. (eg.: countless
museums - bezpocet muzei)

e 4™ Transposition
According to this procedure, the translator should admit necessary grammatical
changes. (eg.: can also be found - naleznete)
e 5" Modulation
Change of the point of view. (eg.: romantic breaks - romantické zazitky)
e 6" Equivalence

In this case, the translated term should be changed by a different stylistic or struc-

tural tool. (eg.: sweet girl - dévenka)
e 7™ Adaptation
It is a substitution of not existing term in the target language. It is concerning

mainly proverbs, wordplays, etc. [5]



2.5 Three main phases of translator’s job

Based on the Levy’s statements, there are three main phases when translating. The
translator should — 1% understand the draft
2" interpret the draft
3" formulate the draft
The 1%t - Comprehension of text
“A good translator must be a good reader. His comprehension of the text he got
has three levels:

e comprehension filological. The translator does not have to be endowed
with a special talent. He needs to be professionally trained and he needs to
practise. Polysemy and wrong association can lead to bad comprehension.

Example :

Translation of poem Spain 1937 by Ivan Jelinek:
Nenalezli jste mésto — sytého cizopasnika,

Jak stavi obrovské ozbrojené rise Zraloka

Atygra, zalozit chrabry kraj cervenky?

Original:

Did you not found the city state of sponge,

Raise the vast of military empires of the shark
And the tiger, establish the robin’s plucky canton?
Correct translation:

Nezalozili jste kdysi velkoméstsky houbovity stat,
Nevybudovali jste obrovska ozbrojend impéria Zraloci
A tygri, nevystaveéli jste odvazny kanton cervenky?

e The translator should be able to interpret the aesthetical impressions of
the author — irony, tragic air, dry statements, etc., to the reader. A com-
mon reader does not have to recognize this but the translator should be
able to and should use linguistic tools in the target language to reach the
main thought of the author. A kind of cognition of the original text by the
translator is necessary. Expressing tools sometimes have their task and it is

not possible to cut them out.



In Shakespeare’s Macbeth in IV. Act:
Thrice brinded cat mewed.
Thrice and once the hedge-pig whined.
Four Czech translators made a translation of this text and only one of them, Oto-
kar Fischer, had made it correct:
Trikrat pestry kocour mnouk.
Jezek trikrat a jednou kvik.
J.J. Kolar made uncorrect translation with four hedge-pigs and he also translated it
with imperfective aspect:
Trikrat pestry kocour vzlykal.
TFi a jeden jezek kvikal
e After the translator understands the language tools and motives, under-
standing of art units follows- characters, their relationships, and the envi-
ronment of the plot. This level of comprehension is the most difficult one.
The translator should be endowed with imagination. There are two fac-
tors that influence the incomprehension. It comes out when the translator
cannot imagine the thought of the author and when there is a wrong under-
standing of the original language (eg.: ambiguous words)
Two different types of translators:
e Creative — can really penetrate through the plot, situations, ideas..
e Mechanical - translates words only
Of course, the mechanical translation is more comfortable because the reconstruc-
tion requires enough of imagination and reflection for the text.
The 2" -Interpretation of the text
After the translator understands the text well, he must interpret it. In many cases,
the translator has to specify some words because of the multiple meaning in the original
language. For example, the English language. One word can have more meanings and
the person who translates the text has to understand the context.
Eg.: foppish — in english it has two meanings — fintivy, posetily
Readers demand the right interpretation of a text. We should mention three im-

portant moments in the case of interpreting:



¢ seeking of the objective idea of text
Every translation is more or less an interpretation. A good interpretation means

when the main characteristics of the book are mentioned there. The translator’s job is
not to connect the story with his own life (as many readers do). The aim of the translator
should be to repress his own intervention to the text and to get closer to the objective
validity. As an example of a wrong interpretation is Whitman’s Leaves of grass that
does not sound nicely, it is not botanically right. Instead of blades of grass or spears of
grass, he used Leaves of grass because it is not so widespread. However, it was translat-
ed Stébla travy, not Listy travy into Czech.

e it is important for the translator to determine his main aim and then abide it.

He knows what he wants to say with his translation to the reader.
e Translator’s approach
From the opinion on the book and knowing the target group of readers, the con-

cept of draft, translator’s approach is born. The translator cannot put his own subjective
opinions to his translation. However, he can show a new point of view on some aspects
of the book.
The 3™ step that translator has to do is to formulate the draft. Readers demand an
artistic translation. The translator can use his talent for the language stylistics that is
why he needs the talent for stylistics.
Relation of two language systems:
The languages of the target and original text are not symmetrical. Language tools are
not equivalent and that is why the translator cannot translate just mechanically. The
more artistic text, the more difficult translation will it be. That is concerning mainly
poetry.

We can notice even bigger non symetry in the respect of semantics.

noc rano dopoledne odpoledne vecer noc
0 2 4 6 8 10 12 14 16 18 |20 22 24
night morning afternoon evening night

West European languages have categorized the time nicely and the Czech lan-
guage has a category of verbal aspect. English has 8 tenses, so when translating to

Czech, it has to be limited on three tenses. Czech on the other hand has diminutives, and



another thing is that our language is flexible and from one word we can make many
other words with suffixes and prefixes. (lehky, lehounky, lehoucky, nadlehceny, le-
houlinky).

The original language also influences the translation. It can influence it in a direct
and an indirect way. Indirectly, the translator tries to reduce some stylistics features of
the original. As an example, Levy mentioned a Czech direct and indirect translation
from the Russian language. Direct: v nevelikém domku, A vase Zena je krasna? A hle,
pred nim oslnivy ohen, Vilka skonci, Vrati se muz. But many translators would prefer an
indirect way which does not remind Russian: V malém domku, A mdte hezkou zZenu? A
V tom pred nim vyslehl osinivy ohen, Valka skonci, Muz se vrati. The reason why a
translation can be wrong is not always shallowness. It is the fact that even a very good
translator, does not translate with the exact word equivalency, and that is why he misses

the value of a part which can be very important to the reader.
2.6  Analysis of translation

Translation is not a separate piece of art unlike an original book. Translation is a
reproduction of a foreign book and a relation to the pattern is one of the most important
features. We evaluate translation’s relation to the original, the whole process between
the basis and the result can be very interesting. Traces of the translator’s work are not as
visible as the author’s, also the translator’s work can be edited by the publisher or edi-
tor. Translators sometimes rely on some older translations of the same book. For a good
analysis of the translation it is beneficial to have little knowledge of the time-period and

lives of the authors and translators.* [6]
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3 THE HISTORY BEHIND THE NOVEL

3.1 Oscar Wilde

Oscar Wilde was an Irish writer, born on October 16, 1854 in Dublin. His father
was a famous doctor and his mother was a poet, she had a big influence on her son later.
Oscar loved the student’s life, he had a passion for Greek and Roman studies, drawing
and writing poems. He studied Portora Royal at Enniskillen and later he received a
scholarship so he could study at Trinity College in Dublin. He graduated in 1874 where
he got the Gold Medal for being the best student in Greek and again received a scholar-
ship, for Magdalen College in Oxford. In the year of his graduation,1878, his poem Ra-
venna won the Prize for the best English verse composition by an Oxford undergradu-
ate. [7]

Upon his gradution, he moved to London where he published his first collection
Poems in 1881 but this book did not make him popular. In 1882, he traveled for nine
months to New York city for the American lecture tour. He was requested professor.
Then he came back to England and he had lecture through the whole England and Ire-
land. In 1884 Wilde married Constance Lloyd, she was a daughter of a king’s secretary
so Wilde and his new family were financialy well secured. In two years they had two
sons, Cyril and Vyvyan. In society, he showed himself as a self-confident man, also his
clothes looked lavish, he was wearing velvet trousers of a length to knees, silk stock-
ings, and his jacket was decorated with a noticeable flower. With his natural charm and
interesting personality he impressed the English society. His next career was for English
magazine The Lady’s world where he worked as an editor. [8]

While working as an editor, he published a book for kids and 1891 he wrote Inten-
tions, an essay about aestheticism. In the same year he wrote his only novel The Picture
of Dorian Gray. The book was regarded as eccentric with the lack of morals but also
admired and it increased demand for his work, especially plays. In the next few years he
wrote great plays — A Woman Of No Importance (1893), And Ideal Husband (1895),
The Importance of Being Earnest (1895), which is his most famous play. [9]

In 1895 father of Lord Alfred Douglas, who was Oscar’s lover, denounced Oscar
and proved his love for the same gender by letters adressed to his son. Oscar immediate-
ly sued him for defamation but he lost the case and had to spent two years in prison with

hard labour. That was the then law by which homosexuals were condemned. Those two
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years in prison left marks on his physical and mental health. Also the society that ad-
mired him started to disrespect him. Before he was imprisoned, his wife left him and
changed her and sons’ surnames and Oscar went bankrupted. After his unarrest from
prison, he had problems with his health, did not write much and spent rest of his life
mostly in France. Oscar Wilde moved to France where he lived in cheap hotels and at
his friends. He was back with Lord Alfred Douglas who left him in 1900, he died alone
of meningitidis at the age of 46 in Paris. He was buried there, on the cemetery Pére
Lachaise. [10]

Sometimes we can find the author’s biographic characteristics. This is the case.
The book tells us about love, beauty, homosexual tension and admiration, art, contro-

versial style of life. All of those things were somehow connected to Wilde’s life.
3.2 Borivoj Prusik

“Translator who made the second translation (1915) of the book The Picture Of
Dorian Gray into Czech was born in 1872 in Pfibram. He was the main librarian of the
University library, a diplomat, a prose writer, and a translator from English, French,
German, Russian and Polish. He had a big passion for the Russian writer Anton Pav-
lovi¢ Cechov, so he went to visit him in 1899 and right after that he translated his plays.
In our country, these were some of the first translations of Cechov and Prusik with the
help of his friend, the director of the Pilsen theatre, Vendelin Budil, got those plays to
the theatre stages. In the museum of Cechov we can find a portrait of Bofivoj Prusik.
Except Cechov’s books, Prusik translated: Inspector by Gogol, Golem by Meyrink and
many other books, especially belles-lettres. He died in 1928 in Prague.” [11]

3.3 Jiri Zdenék Novak

“Jifi Zden€k Novak was a Czech scriptwriter, editor, writer and translator from
English and French, born in 1912 in Prague. He studied at a grammar school and in
1937 he graduated at the Charles University on the law faculty. Despite the fact that he
graduated at the law school, he did not work as a lawyer, he devoted to the cultural
fields. For 6 years he worked as an editor at the publishing house Melantrich, during
that time he wrote 2 books for the youth and for 4 years he worked as a script editor at
the film studio Barrandov. Since 1951 he worked on his own as a writer, a script writer
but mainly as a translator. He translated mostly plays and detective stories, sometimes

he added his own lyrics to the plays he translated. Except Dorian Gray, he was translat-
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ing such authors as Watkyn, Moli¢re, Klapka Jerome and many others. He died in 2001
in Prague.” [12]

3.4 Katerina Hilska

The third translation examined in this bachelor thesis is made by Katefina Hilska.
“She is a Czech translator from and into English. Hilska was born in 1949 in Prague.
She studied at a grammar school and after that at the Charles University, English and
Spanish. In 1985 she got a Ph.D. degree. She worked as a teacher at a language school,
then as an assistant at the department of foreign languages at the Academy of Perform-
ing Arts in Prague and today she translates and teaches at the University of South Bo-
hemia in Ceské Bud&jovice. Her husband Martin Hilsky is famous for his translation of
William Shakespeare and in 2001 he became a holder of the Order of the British Em-
pire. Hilska translates mostly novels, plays and books for children. As a translator she
cooperates with television. She translated authors as Virginia Woolf, George Orwell,
Arthur Miller.” [13]

3.5 The Picture of Dorian Gray

Dorian Gray is a young, handsome man. He visits his friend, an artist, Basil Hall-
ward who is amazed by his beauty and pure soul. Basil’s friend Henry comes and he
talks to Dorian. Dorian is curious about the adult’s life full of parties, alcohol and sex.
Henry makes compliments to Dorian and higlights that beauty will not stay forever.
Dorian makes a wish that he never wants to be old and ugly and wishes his portrait to
grow older instead of him with all wrinkles of time and sins.

One day Dorian informs Basil and Henry that he will marry a girl, an actress,
Sybila Vane. She has the role of Juliet at a not very good theatre. Her brother is suspi-
cious about the wedding because Sybila has never said Dorian’s name. She just calls
him Prince charming. Her mother knows, Prince charming is rich that is why she is
quite calm. The same night Dorian invites his friends to the theatre but Sybila has a very
poor acting, she cannot express herself loving Romeo because now she really is in love
and pretending makes her problems. Audience leaves the theatre and after the play Do-
rian comes to see Sybila and tells her how dissapointed he is by her playing. He insults
her and tells her that he is going to left her. She cannot believe it but he is serious. After

this Dorian sees the first change on his portrait. He thinks about his bad behaviour, he
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wants to marry Sybila. In that moment Henry comes, telling him that Sybila has killed
herself. Dorian is not sad about that and considers it as an act of love.

He does not want his portrait to be seen so he hides it in a room. He is very fa-
mous for some years but after some time people start to lose respect to him, women who
were with him are not respected anymore and men come out of the room when Dorian
comes in. One day Basil wants to say goodbye because he leaves to Paris. He is terrified
by the gossips he heard of Dorian. Dorian does not admit it. Basil believes him until he
sees the portrait. He thinks it is not the portrait that he has made but he can see his own
signature and he is very shocked. Basil wants to pray for Dorian but Dorian knows that
nobody can help him anymore. He gets very angry, he stabs Basil to his neck with a
knife that he left on a table and Basil dies.

Dorian writes a letter to an old friend Alan Campbell who is a chemist and a biol-
ogist. Alan is very cold to Dorian who asks him for help. He needs him to let the dead
body dissappear and he says that Basil has killed himself. Alan does not believe, he
promises he will not tell to anybody about this dead body but he does not want to help
him. Dorian admits that he murdered Basil and now he threatens to Alan so Alan helps
him and with the help of chemistry he destroys the dead body of the artist Basil.

That night Dorian goes to a bar where he can find opium. A woman flirts with
him but he refuses her and she says that he is a devil’s bargain, he gets mad for that and
she shouts at him “Prince charming”. A man hears that and starts to follow him. Dorian
plays innocent, when the man, James Vane, talks angrily about his sister and her suicide
and wants to kill Dorian. Dorian asks when that did happen and after his reply 18 years
ago, he explains that he could not do it because he is too young for that. James can see
that he is really young and leaves him. After Dorian runs away, the woman from the bar
comes and explains that Dorian is still young because he sold his soul to a devil for a
young face.

One day Dorian, Henry and their friends talk in Dorian’s house. Dorian still has to
think about the night when he met James Vane. He is very anxious about it so he goes
outside to get some fresh air. Then he sees face of James Vane and he passes out. He
does not know if it is a reality or not. He is so scared that he decides not to go outside at
all. With his friends they go to the forest for hunting. His friend wants to shoot a hare
but Dorian feels that it is bad. He shoots to a bush and they hear screams of the hare but
also of a person. Later they find out that the person was James Vane and he had a re-

volver. So Dorian is safe again and happy.
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Dorian wants to be good again and he leaves a girl without ruining her life. He
tells Henry that he made something good finally but Henry only laughs at him. Dorian
wants to start again, he has not done anything too bad, he thinks. Basil deserved his
death because the whole life of Dorian is his fault. He gets angry and comes to the room
where the portrait is hidden, he locks the door and decides to destroy the painting. He
stabs the painting with the same knife that he killed Basil with and he shouts a lot. His
servant and other people get in the room and see a beautiful painting on the wall and a
dead body of an old, ugly man lying on the floor. After a while they recognize Dorian

because of his rings. [14]
3.6 Historical — political context

If we tend to understand the book and the author’s final intentions, we should sub-
jugate the period of time and its historical and political context which was reflected in
the late Victorian’s culture, then mentality and also in art and literary production.

“The Victorian era is defined as a period of time when the queen Victoria reigned
(1837-1901). In the beginning of the 19" century, England was marked by the Napole-
onic wars. Even though they were on the side of winners, in the years 1816-1821,the
country was affected by an economic crisis. Also the technology was developing and it
was the reason why people were losing their employments, they were being replaced by
machines. People were demonstrating by attacking factories but England did not have
proper powers to suppress the rebellion so the army had to assist but that caused blood-
sheds.” [15]

“The Tories were weakened by a new political party, the Radicals. Thanks to a
new foreign minister, George Canning, the market possibilities in foreign countries
were open for British people. In 1828, the political party of Whigs replaced the Tories.
They tended to an electoral reform and wanted to give the voice to the nonconformist
citizens and radical reformers. Anyway, the big changes did not show because the
wealthy families still were in power.” [16]

“The new government enforced the law of the legal slavery in the year 1833 with
an amendment of the allowance for the poor the in country. The lives of the labourers
were really miserable. Their children were wearing only ragged clothes, people had
starvation wages. English government established work houses where people in any
age, physically healthy could work. For the poorest, this was the only way to have a

legal paid job. Poor and rich people did not meet each other.” [17]
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“Labourers were diseased by cholera and other illnesses but in 1840’s the Great
Potato Femine came. Potatoe was a basic and necessary raw material. That is why the
Irish people started to migrate to England and America, they were so desperate that they
were working for a wage below the subsistance level, and so they were a cheap working
force. Ireland was not content with the thrall of England and so they started to strive for
their own government.”[18]

“In the half of 19" century, the radical invention of a locomotive came and it was
a breakthrough for the continental transport. The locomotive was integral to the British
trade. Because of the technological progress, the interest for the technological fields was
growing on the contrary of the agricultural fields of studies and professions. Urbaniza-
tion was growing and the society was changing. The liberals proclaimed that the poor,
unemployed and destitute people did not have the right to vote. That was until 1884,
when only servants and sons living at their parent’s house and all women did not have
the right to vote. The expansion of primary schools caused the expansion of literacy.
England was on the top with its economy in 1850-1870.” [19]

“Industrial success had awaken the national pride and superiority. The Victorian
society was affected by the social materialism. In the second half of 19" century it came
up to the decline of the agriculture and because of the urbanization, villages and cities
grew. The decline of agriculture caused the decrease of the prices of estates and so it
was easier for the rich to buy one for their manors.” [20]

“The mentality of people was puritan and very conservative. The idol was the
royal family - serious, proclaiming power, morality and reserve. This characteristic was
presented in arts and literature. The literature then was refusing all the indulgences and
the crime. A person living actively in the society was shallow — the marriages of con-
venience, the man was the one earning money, the woman was lonely, taking care of the
house and family. Women craved for more freedom, some of them were useful in chari-
ties, churches, local politics, and in arts, especially in music. They could study in Ox-
ford, Cambridge and London.” [21]

“Favourite hobby of that time was football that was a mark of nationalism and ci-
tizenship. Labourers who had higher wage in the cities could start with playing football
as well.

In the half of the 19 ™ century, Britain had become the world power. The British
market took control over the whole world and its royal fleet extended from Ceylon, Sin-

gapore to Hong Kong assured the safety.* [22]
16



“Australia was a colony of England since 1738 and so England reigned over a
huge empire. Since the 50s°, the weakening of the England’s authority had grown
stronger because of the conflict of Turkey with Russia where England and France were
involved. This conflict had shown a certain weaknesses of England.” [23]

“Another colony of England was India, for the strengthening of influence, Queen
Victoria was named as the Empress of India.” [24]

“The decline of the British Empire was bounced during the Boer wars. Conflicts
in the British colonies in South Africa lead to the self-government in Traansval and in
Orange Free State under the supervision of Britain in 1881.” [25]

“In the end of 90s°, there was another conflict, as a result of the new sources of
gold and diamonds and it lasted until 1902.

The Boer war was expensive for England and it did not destroy the Boers but it
ruined the financial system and the expenses of England were not low as before again.
This conflict ended one year after the death of the Queen Victoria as a symbol of the

end of the famous Victorian era.“[26]
3.7 Literature in the time of Oscar Wilde

“Towards the end of 19" century, there were literary genres where the artistic
beauty was emphasised and put into the contrast with the ugliness of the capitalistic
industrialization, the violence of the imperialistic expansionism and the hypocrisy of the
reigning society. Artists of that period of time were inspired by the Pre-Raphaelite
Brotherhood, as well as by the authors like Ruskin and Morris but they were influenced
by the French slogan: L’art pour I’art (Art for art’s sake) which tells: “The art should
serve to art’s own, not to social and public interest. Its only goal is to arouse the feelings
of beauty, pleasure and joy.” Although, it showed that the art understood in this way
leads to the mood of disillusion, demoralization and decadence. One of the main repre-
sentatives of this decadent movement was Oscar Wilde, as well as Walter Pater or Artur
Symons.

Regarding the theatre and plays, England was in a stage of stagnation because of
the tightening of the censoring law in 1843. A breakthrough came together with G.B.
Shaw and O. Wilde who revived the British drama with their famous comedies. Their
plays were extraordinary with their satirical and distinctive performance of then socie-

ty’s issues.” [27]
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3.8 The Picture Of Dorian Gray published

The book The Picture of Dorian Gray was first published in Lippincott’s Monthly
magazine in 1890. The novel was admired by some people but it provoked some inimi-
cal reactions of the British press, despite the fact that the text was already censored. The
editor, J.M. Stoddart guaranteed to Lippincott that he will cut the extracts that are inap-
propriate, especially for young women. He cut extracts bearing on expressing of strong
feelings of Basil to Dorian, especially the homoerotic parts but also illicit heterosexuali-
ty or promiscuity, mistresses of Dorian.

Oscar first saw his copy in Lippincott’s and it was cut without his permission, or
at least knowing. He said about British press and the censure that it had been discredita-
ble and sham In 1988, Richard Ellmann published the biography of Wilde, bringing a
new respectability to Wilde studies. In the same year Donald Lawler edited the text of
the 1890 Lippincott’s version of the novel beside the more known version. It was the
first time, when the English-speaking readers could see the differences between the two
versions published in Wilde’s lifetime. Lawler remarked in the text that the corrected
version represented Wilde’s final purposes. Lawler included to the text some of the
Stoddart’s censoring. In 1983 Jerome McGann published his distinguished Critique of
Modern Textual Criticism, a book that marked a change in modern editorial theory.
McGann deals with the ideology of the final intentions and the problem of the textual
authority in editing, talking about what had become the social theory of the textual edit-
ing, going with the social prejudging that are in the publication of an author’s work.

[28]
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4 COMPARISON OF CZECH TRANSLATIONS

4.1 Chapter compared

For the analysis of translations was chosen the chapter thirteen where Dorian
showed the portrait to the author, artist Basil. Basil is unpleasantly surprised and Dorian
is very mad because he is the first one who knows his secret. Then Dorian kills Basil.

The reason why this chapter was chosen is a well described dialogue between the
two main characters, Dorian wants to share his change at the portrait but after the re-
action of Basil he gets furious and at the moment of the biggest madness he blames
Basil for everything and Kills him. There is also an action how he kills him and how he
thinks about the dead body after all. There can be seen a little moment of hope of Dori-
an’s change back to a good man but his ego does not let him do it and instead of that he
kills Basil.

4.2 Comparison

The text will be compared on the basis of the language levels of translation, such
as lexical, morphological and syntactical. The thesis will be focused also on the diffe-
rences in grammar of the words and afterwards the translations will be commented indi-
vidually on the basis of our comparison.

In every subchapter attention will be paid to the individual phenomenon and dis-
tinctions among the texts. Each example will be connected with a specific extract and an
extract from the original text. Every example will be marked with a letter A, B, C, alig-
ned chronologically by the year of its publication

Translation A (B. Pursik)

Translation B ( J. Z. Novak)

Translaton C (K. Hilsk4)

4.2.1 Lexical level

First of all, the lexical level of the extracts will be compared. There can be found
many differences among these three translations because they were published within
many years which is reflected in the choice of equivalents. This is significant especially
in the older translations where there is a big amount of archaisms and outdated words.
Translators usually select different equivalents because the Czech language has a rich

vocabulary, they also sometimes omit or add some words extra.
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a) different use of equivalents for the same expression will be examined.

Example no. 1

Original: They walked softly, as men do instictively at night. [29]

Translation A: Vystupovali tiSe, jak to byva v noci oby¢ejem. [30]

Translation B: Kraceli zlehka, jak si lidé instiktivné pocinaji v noci. [31]

Translation C: Sli ml&ky, jak lidé ostatné bezdéky v noci chodi. [32]

Commentary: Translation B is considered as the best equivalent for walking softly.
Translation C would be a better translation for: They walked without saying a word.
Translation A could also be used but the original would be closer if it was: They went up
softly.

Example no. 2

Original: A faded Flemish tapestry, a curtained picture, an old italian cassone, and an

almost empty bookcase — that was all that it seemed to contain, besides a chair and a
table. [33]
Translation A: Vybledly flamsky koberec na sténé, zakryty obraz, stara vlasska skiin —

to bylo vSe, co se tam kromé stolu a Zidle nalézalo. [34]

Translation B: Vybledly vlamsky gobelin, obraz zakryty zavésem, stara italskd cassone

a skoro prazdna skiinka na knihy — vic toho tu zfejmé nebylo, jen jesté jedna Zidle a
stal. [35]

Translation C: Vybledly vlamsky gobelin, obraz zahaleny zavésem, néjaka starodavna

italska truhlice a téméf prazdnd knihovna — jako by ani nic jiného neobsahoval,

s vyjimkou zidle a stolu. [36]

Commentary: In this case, translation B, Novak left the Italian word cassone. For the
readers who do not understand the words from a foreign language, there is an explanato-
ry note in the end of the book.

Translation C is equal to A because cassone means truhlice in the Czech language.
However, Hilska used staroddvna instead of stard (starodavny is better old-time or an-
cient). And in translation A there is sk7in instead of truhlice and viasska which not ma-
ny people know that it means Italian.

Wilde uses many of the foreign words for some specific objects and expressions. Espe-
cially from French. That is the reason why we can find added dictionary or explanatory

notes of various expressions concerning art, history etc. in some publications.
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Example no. 3

Original : There was still some gold in the thinning hair and some scarlet on the sensual
mouth. [37]

Translation A: Bylo jesté néco zlaté zafe v fidkych vlasech, jesté zbytek purpuru na

smyslnych rtech. [38]

Translation B: V profidlych vlasech je stale jesté trochu zlata a na smyslnych ustech
trochu Sarlatu. [39]

Translation C: V profidlych vlasech jesté pableskovalo zlato a na smyslnych rtech se

udrzely stopy Cervené. [40]

Commentary: The translation of Prusik would be determined as imprecise — zbytek pur-
puru. The colour is not identical with scarlet. Purpurovy — expresses more violet
colour, whereas scarlet is red.

The use in translation B sarlatu is archaic and we do not use it very much today.
Example no. 4

Original: There was neither real sorrow in it nor real joy. [41]

Translation A: Nebylo v ném ani skute¢ného bolu, ani skute¢né radosti. [42]
Translation B: V tom vyrazu nebyl ani skute¢ny Zal, ani skute¢na radost. [43]
Translation C: Nebyl v ném ani skuteény zarmutek, ani skute¢na radost. [44]

Commentary: All the three translations are considered as proper.[45]
Example no. 5

Original: “It is the face of my soul.” [46]
Translation A: “To je obli¢ej mé duse.” [47]
Translation B: “To je tvar mé duse.” [48]

Translation C: “Je to vyraz mé duse.” [49]

Commentary: Because the original is face of my soul, the translation B or C would be
chosen. In the translation A — the expression oblicej is too concrete - for a human face,

it should not be used as a metaphor.
Example no. 6

Original: The rotting of a corpse in a watery grave was not so fearful. [50]
Translation A: Hniloba mrtvoly ve vlhkém hrob¢ nebyla tak ptisernou. [51]

Translation B: Tak désivé neni ani zahnivani mrtvoly ve vlhkém hrob¢. [52]
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Translation C: Hniti mrtvoly ve vlhkém hrobé by nebylo takhle strasné. [53]
Commentary: All the three translations are considered as proper.

Example no. 7

Original: It was a knife that he had brought up, some days before, to cut a piece of cord,
and had forgotten to take away with him. [54]

Translation A: Byl to nlz, ktery si sem asi pfed n¢kolika dny pfinesl , chtéje jim
pfefiznouti $ndru a pak jej tam nechal leZeti. [55]

Translation B: To je nuz, ktery si sem pied nékolika dny pfinesl, kdyZ si chtél ufiznout
kus provazu, a ktery zapomnél odnést. [56]

Translation C: Ten ntz si sem donesl pied n€kolika dny, aby ufizl kousek provazku, a
zapomng¢l ho tady. [57]

Commentary: In this case, the proper translation would be A or B. Hilska used a dimi-
nutive of provaz and from the context we can judge that Dorian would not have to use a

knife for cutting a tiny cord. He would have probably use scissors to cut it.

Example no. 8

Original: A woman in a fluttering shawl was creeping slowly by the railings, staggering
as she went. [58]
Translation A: Jakasi zena $ vlajici §alou plizila se potacivé kolem miizi zahradek pied

domy. [59]

Translation B: N¢&jaka zena s poletujici $alou se pomalu a potacivé plouzila podél plotu.
[60]

Translation C: N¢jaka Zena V tfepotajicim se $alu se plouzila podél zabradli a povazlivé

vravorala. [61]

Commentary: Hilska chose a masculine gender for the shawl.
Example no. 9

Original: It was twenty minutes to two. [62]

Translation A: Byly dv¢é hodiny bez dvaceti minut. [63]

Translation B: Za pét minut tfi ¢tvrti na dve. [64]

Translation C: Bylo za deset minut dv¢. [65]

Commentary: The translation A is considered as the most proper one. Hilska made a

mistake in the time and the translation of Novak is too archaic.
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Example no. 10

Original: He could hear nothing but the drip, drip on a threadbare carpet. [66]
Translation A: Neslysel nic jiného, le¢ ,,cvak-cvak® na chatrny koberec. [67]
Translation B: Neslysel nic, jen to kap kap na potrhany koberec. [68]

Translation C: Neslysel nic jiného nez kapku za kapkou padajici na prodieny koberec.
[69]

Commentary: In the translation A, the interjection cvak-cvak is considered as a wrong

equivalent because the sound of blood dropping on the floor is not the same as the clic-
king which would be expressed by cvak-cvak. Hilska used substantives instead of an

interjection.

b) There are some extra words added in some translations than there are in the
original.

Example no. 1

Original: There had been a madness of murder in the air. [70]

Translation A: Skute¢na vrazedna manie leZela ve vzduchu. [71]

Translation B: Ve vzduchu visi $ilenstvi vrazdy. [72]

Translation C: Zdej$i povétii jako by plodilo Silené vrazedné mysSlenky. [73]
Commentary: In the translation C Hilska used a free translation, modulation. That is
also the reason why she added an extra word — myslenky, it is also a collocation for a

more detailed description. Prusik added skutecna to emphasise the strength of the word.
Example no. 2

Original: “Ten minutes past two, sir,” answered the man looking at the clock and blink-
ing”. [74]

Traslation A: ,,Dvé hodiny a deset minut, pane,* odpovéd¢l sluha, divaje se na hodinky.
[75]

Translation B: ,,Za pét minut ¢tvrt na tfi, pane,” odvétil sluha, divaje se s ospalym pom-
rkavanim na hodinky. [76]

Translation C: ,,Za pét minut Ctvrt na tfi, pane,” odvétil sluha, kdyz se podival na
hodiny a zamrkal. [77]

Commentary: Novak added a word ospalym to modify the action of checking the time
at the late night and to express the fatigue of the servant. Prusik unlike Novak omits the

word expressing the blinking.
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Example no. 3

Original: Lead us not into temptation. Forgive us our sins. Wash away our iniquities.
[78]
Translation A: Neuved’ nas v poku$eni, ale zbav nas od v$eho zlého. Odpust’ nam nase

viny. Ocisti nés od naSich provinéni. [79]

Translation B: Neuved’ nas v pokuseni. Odpust’ nam nase viny. Zbav nas od zlého. [80]
Translation C: Neuved’ nas v pokuSeni. Odpust’ nam naSe viny. Zbav nas od zlého. [81]
Commentary: This is the translation of a prayer when Prusik translates the last sentence
literally which is not a set phrase in the Lord’s Prayer and in the other translations it can

be observed that translators follow the set phrases of the Czech prayer.

c) There are words or word phrases omitted.

Example no. 1

Original: In the left-hand corner was his own name, traced in long letters of bright ver-
milion. [82]

Translation A: V levém rohu dole bylo jeho vlastni jméno jasné ¢ervené napsano. [83]
Translation B: V levém rohu je jeho jméno, napsané dlouhymi svétle rumélkovymi
pismeny. [84]

Translation C: V levém spodnim rohu uvidél své jméno vyvedené jasnou rumélkou.
[85]

Commentary: Only in the translation B the image of long letters is expressed.
Example no. 2

Original: It was rather curious one of Moorish workmanship, made of dull silver inlaid
with arabesques of burnished steel, and studded with coarse turquoises. [86]

Translation A: Byl to skvostny exempldi maurského uméni z matného stiibra,
s arabeskami z hlazené ocele a tyrkysy vykladany. [87]

Translation B: Byla to dosti zvlastni lampa, maurské umélecké dilo z matného stiibra,
vykladané arabeskami z lesklé oceli a posazené nebrousenymi tyrkysy. [88]

Translation C: Byla dost neobvykla, zhotovil ji jakysi maursky femeslnik z matného
stiibra vykladaného arabeskami z lesténé oceli a byla poseta neopracovanymi tyrkysy.
[89]

Commentary: Prusik omits the word coarse expressing the condition of turquoises.
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Example no. 3

Original: For a few seconds he stood bending over the balustrade, and peering down
into the black seething well of darkness. [90]

Translation A: N¢kolik sekund stal, nahybaje se ptes zabradli a hledé dola. [91]
Translation B: Stal tu nékolik vtefin, naklanél se ptes zabradli a hled¢l do cerné,

vzkypélé studné temnoty. [92]

Translation C: Par vtefin stal a naklonén pies balustradu, mzoural do cerné hlubiny pod
sebou. [93]

Commentary: The most descriptive and precise translation is made by Novak. Hilska
omitted the word expressing seething and Prusik did not write the description of the

well. The omitting of words or phrases is not considered as correct.
Example no. 4

Original: Now and then she stopped, and peered back. [94]

Translation A: Chvilemi se zastavovala a ohlizela. [95]

Translation B: Co chvili se zastavovala a pokukovala za sebe. [96]

Translation C: Cas od ¢asu se zastavila a patravé se ohlédla. [97]

Commentary: Only in the translation B there is expressed the word back, the direction
she peered. But in Czech it can be expressed with only one word and it has the same

meaning ohlédnout se and that is used in the translations A and C.
Example no. 5

Original: The wind had blown the fog away, and the sky was like a monstrous pea-
cock’s tail, starred with myriads of golden eyes. [98]
Translation A: Vitr rozehnal mlhu a nebe bylo poseté myriadami hvézd. [99]

Translation B: Vitr odvdl mlhu a nebe bylo jako obrovsky pavi ocas, posdzeny

myriddami zlatych ok. [100]

Translation C: Mlhu odval vitr a obloha pfipominala pavi ocas posety myriddami
zlatych ogek. [101]

Commentary: Again, in the translation A the whole phrase about the sky looking like a
peacock’s tail is missing. In the translation C the word monstrous is not mentioned. And

again, Hilska tends to use a diminutive ocek for the word eyes while Novak uses just ok.
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d) In the translations published longer ago, some archaic words or literary ex-
pressions can be registered. It can be observed especially in the translations of
Prusik (A) and Novak (B).

Example no. 1

Original: curtain [102]
Translation A: zaslonu [103]
Translation B: zavés [104]
Translation C: zavés [105]

Commentary: Today the word zdslona is not used, letter s was changed to c, zdclona.
Example no. 2

Original: mildew [106]

Translation A: plisen [107]
Translation B: plisen [108]
Translation C: plisen [109]

Commentary: Plisenn with i is considered as an archaical expression today.
Example no. 3

Original: beam [110]

Translation A: paprslek [111]

Translation B: paprskem [112]

Translation C: paprskem [113]

Commentary: Paprslek is and old expression of the word paprsek.

Example no. 4

Original: coat [114]

Translation A: prevle¢nik [115]

Translation B: plast [116]

Translation C: kabat [117]

Commentary: In the translation from year 1915 we can notice a word prevlecnik which

was used years ago and the readers today would not probably understand what it means.
Example no. 5
Original: began to think [118]

Translation A: pfemital [119]
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Translation B: zamyslil se [120]

Translation C: zacal uvazovat [121]

Commentary: Prusik used the word prremital which is incorrect in the verbal aspect. He
should have used a perfective aspect. In the translation of Novak, there is the word za-

myslil se which is considered as archaic today - the vowel i is replaced by e zamyslet se.
Example no. 6

Original: the door [122]

Translation A: dvéte [123]

Translation B: dvete [124]

Translation C: -

Commentary: The word dvére is regarded as archaic. Today dvere is used, which Novak
used. Hilské decided to change the sentence and so there is not a literal translation of the

word in her version.
Example no. 7

Original: Thought [125]

Translation A: myslénka [126]

Translation B: napad [127]

Translation C: -

Commentary: Hilska omitted the word again and replaced it with the verb napadnout

which is derived from the word ndpad. The word myslénka is not used today.
Example no. 8

Original: cup [128]

Translation A: koflik [129]

Translation B: salek [130]

Translation C: salek [131]

Commentary: The word koflik is archaic, not used currently.

Example no. 9

Original: what a lesson [132]
Translation A: jaké to nauceni [133]
Translation B: jaka je tohle lekce [134]

Translation C: to je straslivé pouceni [135]
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Commentary: In the translation A there is a phrase which would be considered as out-

dated today.
Example no. 10

Original: portrait [136]

Translation A: podobizna [137]

Translation B: portrét [138]

Translation C: portrét [139]

Commentary: Prusik uses the word podobizna which is considered as an old expression

in the Czech language nowadays.
4.2.2 Morphological level

The next field for the comparison is the morphological level. Again some archaic
and outdated words can be observed in some translations. Attention will be paid to a
suffix —ti, and the usage of transgressives, in some cases there can be registered a differ-
ent declension, conjugation, or change of the number at nouns.

a) In some older translations, the use of suffix —ti is very common because the
infinitive of a verb in the active voice is created by adding the suffix -ti to the
infinitive stem in the old Czech language. The occurrence of this suffix is not
desired for the readers today.

Example no. 1

Original: to know [140]
Translation A: védéti [141]
Translation B: veédét [142]
Translation C: dozveédét [143]

Example no. 2

Original: Then I must do it myself. [144]

Translation A: "Pak to musim sam udiniti.” [145]

Translation B: "Tak to musim ud¢lat sam.” [146]

Translation C: "Tak to musim ud¢lat sam.” [147]

Commentary: In the translation A the verb with suffix —ti can be observed. Also the

word ucinit would not be used as an equivalent translation today.
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Example no. 3

Original: "You were to me such and ideal as | shall never meet again.” [148]

Translation A: "Byl jste mné idedlem, jaky se jiz neda nalézti.” [149]

Translation B: "Vy jste pro mé znamenal takovy ideal, s jakym uz se nikdy nesetkam.”
[150]

Translation C: "Byl jsi pro m¢ idealem, s jakym uz se nesetkam.” [151]

Commentary: Again, in the eldest translation there is the suffix —ti.
Example no. 4

Original: It was from within, apparently, that the foulness and horror had come. [152]
Translation A: Strasliva zkaza musela pfijiti z vnitiku. [153]

Translation B: To zifejmé z vnitiku vyvstalo to odporné a hrizné. [154]

Translation C: Ta Spatnost a hrtiza ziejmé vychazely zevniti. [155]

Commentary: It can be observed that the translation B which is from year 1958 does not
contain the suffix —ti anymore. This translation was published 43 years after the Pru-

sik’s translation.
Example no. 5

Original: to cut a piece of cord [156]
Translation A: piefiznouti $itiru [157]
Translation B: utiznout kus provazu [158]

Translation C: aby si ufizl kousek provazku [159]
Example no. 6

Original: As if he was going to rise [160]
Translation A: jakoby chtél povstati [161]
Translation B: jako by chtél vstat [162]
Translation C: jako by se chtél zvednout [163]

Example no. 7

Original: Once she began to sing in a hoarse voice. [164]
Translation A: Pojednou zacala zpivati chraplavym hlasem. [165]
Translation B: Tu zacala ochraptélym hlasem zpivat. [166]

Translation C: Jednu chvili si zacala ochraptélym hlasem prozpévovat. [167]
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b) In some translations, transgressives can be seen. The translations where the
transgressives appear were actively used in the period of time when they were
published and so it met the requirements and it was a proper translation. To-
day, transgressives are not used in the spoken Czech language and they are
considered as archaic. “The Czech language recognizes past, future and pre-
sent transgressives. Transgressives are used to condensate the content of a sen-
tence. It is possible to use transgressives only if the subject of the main
plot/state is the same with the accompanying plot/state.” [168]

Example no. 1

Original: taking out the key [169]

Translation A: vzav kli¢ [170]

Translation B: vynal kli¢ [171]

Translation C: vytahl kli¢ [172]

Commentary: In this example, the developing of the Czech language can be observed.
The present transgressive can be seen in the translation A, the word vyrnal is outdated

and the third word would be used today.
Example no. 2

Original: he opened the door and went in [173]
Translation A: oteviev, vstoupil do svétnice [174]
Translation B: oteviel dvefe a vstoupil do mistnosti [175]

Translation C: oteviel dveie a vesel [176]
Example no. 3

Original: muttered Hallward, frowning [177]
Translation A: blabolil Hallward, vrasté celo [178]
Translation B: zahucel Hallward a zamracil se [179]

Translation C: zamumlal Hallward a zamracil se [180]
Example no. 4

Original: he turned [181]
Translation A: odvrativ se [182]

Translation B: oto¢il se [183]
Translation C: oto¢il se [184]
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Example no. 5

Original: Then he took out the key [185]
Translation A: Potom vytdhnuv kli¢ [186]
Translation B: Pak vytahl kli¢ [187]
Translation C: Pak vytahl kli¢ [188]

Example no. 6

Original: He walked up and down and thinking [189]

Translation A: chodil sem a tam, pfemysleje [190]

Translation B: chodil sem a tam a ptremyslel [191]

Translation C: ptechazel po mistnosti sem a tam [192]

Commentary: As it can be seen, Prusik uses transgressives quite often, but only the pre-
sent transgressives. Novak almost does not use them. As the time passed the use of

transgressives was lower and lower.
Example no. 7

Original: He moved slowly towards it, passing Hallward as he did so. [193]
Translation A: Blizil se pomalu k nému, musel jiti kolem Hallwarda. [194]
Translation B: Zvolna se k nému bliZil, obchazeje pii tom Hallwarda. [195]
Translation C: Zvolna se vydal k nému a spole¢nika minul. [196]

Commentary: Novak used a transgressive. Hilska’s translation is similar to Novak’s.

c) There can be observed a different declension of substantives.

Example no. 1

Original: That will do, Francis. [197]

Translation A: Dobfe, Francise. [198]

Translation B: Dobie, Francisi. [199]

Translation C: To staéi, Francisi. [200]

“Names ending with —s, -z, -x (except some ancient names) are declined according to
the pattern ,,muz“. It used to be declined with the suffix —e according to the pattern
»pan® but these suffixes are considered as archaic today. (Aloise ->Aloisi, Krause ->
Krausi..)” [201]
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Example no. 2

Original: seeing the flash of the bull’s-eye reflected in the window [202]
Translation A: okny vidél zafi svitilny [203]
Translation B: v okn¢ zahlédl odraz zablesku jeho svitilny [204]
Translation C: v okn¢ zahlédl odraz zablesku jeho svitilny [205]
Commentary: Not only that Pursik uses plural, the right version of the translation today
would be v okné that Novak and Hilska use. Pursik expresses seeing through the win-
dow, (through ->skrz okna) in his translation.
d) At some translations, there can be seen a change of the number of substanti-
ves. In most of the cases, translators used a method of translation called modu-

lation and so they did not have to think of using the singular or plural.
Example no. 1

Original: There had been a madness of murder in the air. [206]

Translation A: Skute¢na vrazednd manie lezela ve vzduchu. [207]

Translation B: Ve vzduchu visi $ilenstvi vrazdy. [208]

Translation C: Zdejsi povétii jako by plodilo Silené vrazedné myslenky. [209]

Commentary: This extract was already mentioned as an example of extra added words.
Anyway, Hilska changed the singular into plural because of the modulation which she

uses for her translation.
Example no. 2

Original: now and then [210]

Translation A: chvilemi [211]

Translation B: co chvili [212]

Translation C: ¢as od ¢asu [213]

Commentary: The most equivalent translation is made by Hilska. Prusik used plural for
the substantive expressing whiles and Novak used singular. All the translation are ac-

ceptable.
Example no. 3

Original: the leprosies of sin [214]
Translation A: nefesti hiichu [215]
Translation B: malomocentsvi hiichu [216]
Translation C: lepra htichu [217]
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Commentary: Wilde uses plural of the noun leprosy. The only translator who uses plural
is Prusik but his translation is not equal. Novak and Hilskd, they both used the terms

expressing the word leprosy but in singular.
Example no. 4

Original: long letters of bright vermilion [218]

Translation A: jasné Cervéné napsano [219]

Translation B: dlouhymi svétlerumélkovymi pismeny [220]

Translation C: jasnou rumélkou [221]

Commentary: Novak made a literal translation. Prusik used modulation and his transla-
tion is changed into the adverbial of manner. Hilsk4 used transposition of a part of

speech and that is why she used singular.
Example no. 5

Original: Everything could be destroyed [222]
Translation A: Kazda stopa vrazdy by mohla byti zahlazena [223]

Translation B: To mtize byt vS§echno uz davno odstranéno [224]

Translation C: Daji se vSechny diikazy zni¢it [225]
Commentary: It can be seen here again that the most literal translation is made by No-
vak. The word everything is translated by Prusik in singular kazdd stopa and by Hilska

in plural vsechny ditkazy. Both could be correct.
4.2.3 Syntactic level

Now the syntactic level will be targeted. A different word order or a different po-
sition of some parts of a sentence can be observed.
a) There are some differences in the word order in the translations.

Example no. 1

Original: Once she began to sing in a hoarse voice. [226]

Translation A: Pojednou zacala zpivati chraplavym hlasem. [227]

Translation B: Tu zacala ochraptélym hlasem zpivat. [228]

Translation C: Jednu chvili si zacala ochraptélym hlasem prozpévovat. [229]
Commentary: In this case, there is a change of the position of the adverbial. In the orig-
inal, first there is a verb + infinitive - adverbial of manner. Prusik follows the original

pattern while Novak and Hilska put the adverbial between the verb and the infinitive.
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Example no. 2

Original: An exclamation of horror broke from the painter’s lips. [230]

Translation A: Vykiik zdéSeni vyrval se z st malife. [231]

Translation B: Malifi se vydral ze rti vykiik zdéseni. [232]

Translation C: Z malitovych rti se vydral vykiik hrizy. [233]

Commentary: Prusik chose to follow the original and he placed first the subject and
second the verb. Novak and Hilska placed first the verb and second the subject. In the
Czech language the word order is flexible but the basic pattern of the word order is sub-
ject — verb - object. New exclamations are usually placed at the end of the sentence
which Novak and Hilska follows. In emotional exclamations it is possible to place the
new information — rheme at the beginning of the sentence so Prusik’s version is also
correct. [234]

Example no. 3

Original: Hallward turned again to the portrait. [235]

Translation A: Hallward piistoupil opét k obrazu. [236]

Translation B: Hallward se znovu obratil k portrétu. [237]

Translation C: Hallward se znovu obratil k portrétu. [238]

Commentary: In the second and the third translation, a change of the position of the
adverb can be seen. Prusik follows the original with the word order in contrast to the

second and the third translation that are identical.

b) The different composition of sentences is observed.

Example no. 1

Original: ...you flattered me, and taught me_to be vain of my good looks... [239]
Translation A: ...tenkrate jste mé lichotil a naucil mé byti marnivym na svoji kréasu...
[240]

Translation B: ...lichotil jste mi a naucil jste m& byt domyslivym na to, jak jsem hez-
ky... [241]

Translation C: ...lichotil jsi mi a naucil jsi mé byt jeSitny na sviij vzhled... [242]

Commentary: The marked part of the original text is the object of the sentence. In the
translation A and C, the structure is followed but in the translation B, the translator cho-

se to add a dependent nominal clause in the function of object.
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Example no. 2

Original: "You insist on knowing, Basil?” [243]

Translation A: "Trvate na svém, védéti, nac jste se ptal?” [244]

Translation B: "Tak vy chcete znat pravdu. Na tom trvate, Basile?” [245]

Translation C: "Urc¢ité se to chces$ dozvédét, Basile?” [246]

Commentary: Wilde uses one sentence. Prusik and Hilska followed the pattern and No-

vak divided it into two phrases. It emphasises the question.
.Example no. 3

Original: Good heavens! It was Dorian Gray’s own face that he was looking at! [247]
Translation A: Boze na nebi, to byl skutecné Doriantiv oblicej, jejz vidél pted sebou!
[248]

Translation B: Pane na nebi! Vzdyt se diva na tvar Doriana Graye! [249]

Translation C: Proboha! Vzdyt se diva na tvai Doriana Graye! [250]

Commentary: In the original text there are two sentences. The first one is a collocation
which is used as an expression of surprise. And the second one is a complex sentence.
Prusik connected the collocation with the second sentence where he follows the structu-
re of the complex sentence. Novak translated it with the first collocation as a sentence
and on the contrary to the original, he made the second sentence as a simple sentence.

Hilska translated that in the same way as Novak.

c) There can be observed a different use of cases.

Example no. 1

Original: Every year — every month, almost - men were strangled for what he had done.
[251]

Translation A: Kazdého roku, ba kazdého mésice byli v Anglii lidé, ktefi se téch

podobnych véci dopustili, ob&seni. [252]

Translation B: Kazdy rok — ba, kazdy mésic — je v Anglii nékdo povésen za to, co on
ted” spachal. [253]

Translation C: Kazdy rok — skoro kazdy mésic v Anglii obésili né¢kohoza to, co prave
spachal. [254]

Commentary: Prusik uses a genitive while Novak and Hilska a nominative. It does not
affect the meaning but the use of genitive in this case is more poetic and it is not used in

the spoken Czech language.
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Example no. 2

Original: "...try if we cannot remember a prayer.."[255]

Translation A: "...pokusime se, zda nam jesté néjaka modlitba nenapadne..” [256]
Translation B: ”... hled'me si vzpomenout na né¢jakou modlitbu..” [257]

Translation C: "... zkusme si Vzpomenout na slova modlitby.."” [258]

Commentary: In this case Prusik used a dative which is not correct use of case connect-
ed with a verb napadnout. Novak and Hilska used another way how to translate the

phrase.
4.2.4 Comparison of spelling

There can be seen many different changes in the spelling which was developing in
the translations. The change in the diacritics of nouns was already mentioned before
(plisen, dvére..)

“In 1902 Jan Gebauer published the first Codification of Czech grammar where
the summary of morphology was presented. This codification specified many different
pairs both correct according to these rules (dvere/dvére, leto/léto, dést, dest..). Some-
times only one possibility was correct. Teachers could see a sort of weakness and incon-
sequence in these pairs and writers were loose in the use.”’[259]

Example no. 1

Original: Flemish tapestry [260]

Translation A: flamsky koberec na sténé [261]

Translation B: vlamsky gobelin [262]

Translation C: vlamsky gobelin [263]

Commentary: Viamsky, Flemish in English that is the reason why Prusik uses the letter

F because it is a borrowing.
Example no. 2

Original: he tore the curtain from its rod [264]
Translation A: strhnuv zaslonu s tyce [265]
Translation B: strhl zavés s tyce [266]

Translation C: strhl zavéz z tyce [267]

Commentary: “The use of a preposition is determined by the case. In the Czech
language there are seven cases. With the 2" case, the preposition z is connected. The

use of the preposition S is very archaic and not used today.” [268]
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Example no. 3

Original: "You told me you had destroyed it.” [269]

Translation A: "Rekl jste mng, Ze jste obraz zniéil.”[270]

Translation B: "Vzdyt jste mi fekl, Ze jste ten portrét zni¢il.” [271]

Translation C: "Rekl jsi mi, Zes ho znigil.” [272]

Commentary: Prusik and Novak use the polite form of address. There is not a difference
in English in the use of T-V distinction. Hilska used the T distinction because she con-
siders Basil and Dorian as friends. And friends do not call one another with the polite
form of address today. Also Hilska used Zes the shortened form of Ze jsi which is cor-

rect.
Example no. 4

Original: "You are mad, Dorian, or playing a part. " [273]

Translation A: "Nejste pii smyslech, Doriane, nebo hrajete komedii.” [274]

Translation B: "Vy jste zeSilel, Doriane, nebo hrajete néjakou komedii. " [275]
Translation C: "Bud’ jsi zesilel. Doriane, nebo si tu na néco hrajes. " [276]

Commentary: Again there can be observed that Hilska does not use the polite form of
address. "The polite form of address means to address one person by using the plural
number of the 2nd person in some languages. This form of address expresses the respect
to a person. It is also used when speaking to an unknown person - if not, it could be

considered as disrespectful to that person.” [277]
Example no. 5

Original: He placed his foot on it and put it out. [278]

Translation A: Zaslapl ji nohou, aby shasla uplné. [279]

Translation B: Slapl na ni a zhasil ji. [280]

Translation C: Uhasil ji botou. [281]

Commentary: In today’s spelling it is written zhasnout with the prefix —z because the

verb expresses a finishing of an action.
Example no. 6

Original: "Don’t forget to call me at nine tomorrow.” "No, sir.” [282]

Translation A: "Nezapomeiite mé v devét hodin vzbuditi.” "Ne, pane.” [283]

Translation B: "Nezapomertite mé rano v devét vzbudit.” "Ne, pane.” [284]
Translation C: "Nezapomente mé¢ vzbudit rano v devét.” "Jisté, pane.” [285]
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Commentary: The marked part is a reply of Dorian’s servant. He makes Dorian sure that
he will wake him up. Novak and Prusik translated that part literally and the meaning

does not express the positive reply that the author meant.
4.3 Comparison of individual translations

In this chapter, the final comparison will be examined. First, the lexical level will
be targeted, after that the morphological and the syntactic one and then the changes in

grammar. There will also be a conclusion and an evaluation of all the three translations.
4.3.1 Comparison of lexical level

There can be seen many archaic words in the examination of the lexical level of
the translations. Especially in the translation made by Prusik which is not surprising
because his translation is from 1915. Anyway, he sometimes uses words which are not
correct equivalents to the original text, e.g. he translated Italian "cassone” as "skrin”
which is not correct, he incorrectly uses the equivalent for a colour, a wrong interjection
— of blood dropping on the floor he uses "cvak-cvak” [286]. Many times, it can be seen
that he omits even whole phrases describing the background: "For a few seconds he
stood bending over the balustrade, and peering down into the black seething well of
darkness."[287] "N¢kolik sekund stal, nahybaje se pies zabradli a hledé dolt.” [288]

There is nothing about the lexical level that could be reproached in the translation

of Novak. Most of the time his translations are precise, sometimes even literal. He never
omits anything. There can be seen archaic words but in the view of the fact that the
translation is from year 1958 it is normal.

In the last examined translation of Hilska, there can be observed some small mis-
takes that do not influence the essential meaning. For example, she uses a diminutive
when she should not, e.g. Dorian saw the knife with what he actually killed his friend
Basil. This knife was on the table because he forgot it few days ago to cut a piece of
cord. She translates this word "cord” [289] as "provdzek” [290]- diminutive. Why would
Dorian use a knife to cut a tiny cord instead of scissors? It is not logical. Then she made
a mistake in one translation of time: "It was twenty minutes to two.” [291]

She translates it as "Bylo za deset minut dve.” [292] It is only 10 minutes — but it
Is not correct. Probably it is caused because of her incaution. Many times, Hilska used a
process of translation like modulation or she transpose word class which can make the

text more readable.
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4.3.2 Comparison of morphological level

Concerning the morphological level, there can be mentioned for example the dif-
ferences of the using of the suffix —ti which was very common when creating infinitives
and Prusik uses that suffix very often. There is also a widespread use of transgressives
in Prusik’s translation but only the present transgressives. There can be found some in
the translation of Novak but this is rare: "He moved slowly towards it, passing Hallward
as he did s0.”[293]"Zvolna se k nému blizil, obchazeje pii tom Hallwarda.”[294] Becau-
se of the different processes of translation, there can be seen changes in the number of
substantives, especially in the translation of Hilskd who often uses modulation and the

change of number is interwoven with this process.
4.3.3 Comparison of syntactic level

In Prusik’s translation there can be seen that he follows the pattern of the word
order but Hilska and Novak do not. Their translations are sometimes very similar, even
the same. Concerning the syntactic level, Novak is being more free, sometimes he di-
vides one phrase into two phrases to emphasise the meaning or he translates an object

with a dependent clause: "...you flattered me, and taught me_to be vain of my good

looks..” [295] "...lichotil jste mi a naucil jste m¢ byt domyslivym na to, jak jsem hez-
ky.." [296]

There can be observed a different use of the cases in the translation of Prusik. It is

considered as archaic or poetic, not used in the spoken Czech language today: "..try if

we cannot remember a prayer..” [297] "..pokusime se, zda nam je$té néjaka modlitba

nenapadne.” [298]

4.3.4 Comparison of spelling

In the older translations there were mentioned changes in the use of prepositions
or changes in prefixes. Especially in translations of Prusik and Novék: ,.he tore the cur-
tain from its rod [299] Prusik: "strhnuv zaslonu s tyce” [300] Novak:"strhl zavés
s ty¢e”.[301] Today another preposition —z is used in this case. In another case there can
be seen that the prefix has changed from —s to —z.. : Prusik: "Zaslapl ji nohou, aby shasla
pIn&.” [302] "Slapl na ni a zhasil ji.” [303]

There must be mentioned the change of use of polite form of adress which Hilska

does not use.
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43.5 Translation of Bofivoj Prusik

This is the second translation into Czech ever. It was translated in 1915 and so
there are many archaic words that the reader today would not have to understand. Prusik
often omits some words, even whole phrases — his vocabulary can be considered as me-
diocre. He deprives the readers of some important equivalents mentioned in the original
text. The word order is the same with the original, Prusik does not substitute it at all.
His translation can look overcomplicated or unintelligible for the readers. He often uses
transgressives and the suffix —ti. There can be met some spelling phenomena that could
be considered as a mistake today. Also there is a different use of the declension which is
unknown for the today’s readers. The translation is not regarded as suitable for some-

body who intends to read The Picture of Dorian Gray today because it is obsolete.
4.3.6 Translation of Jifi Zdenék Novak

It can be considered as the best of these three translations for many reasons. No-
vak has a wide range of vocabulary - he uses varied synonyms, chooses suitable equiva-
lents and never omits a word. The language what he is writing in is not so old. It is the
most precise translation. He does not use the transgressives as much as Prusik does.
There can be found some differences considered as mistakes today but they are rare. His

translation is precise but not literal and it is readable. It matches the original.
4.3.7 Translation of Katerina Hilska

Hilska sometimes makes mistakes in the use of equivalents. She omits some
words. Her translation is readable because she uses the colloquial Czech language
which is spoken today. She rarely uses old words or transgressives. With her effort not
to be archaic, the translation can seem too modern and does not give the impression of
the original. With its vocabulary and stylistic adaptation it can be the most suitable edi-
tion for the readers, especially for young students who need to know this book for the

graduation at high schools.
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5 CONCLUSION

The bachelor thesis dealt with the comparison of three different translations. It was
divided into three parts: the theory of translations, the life of Oscar Wilde and the histori-
cal-political context of the period of time when he lived, and the main aim of the bachelor
was to compare the three selected translations of the book The Picture of Dorian Gray. In
the first part, history, theory and the processes of the translation are examined. The second
part contains mainly historical facts, about the life of Oscar Wilde, the lives of the transla-
tors, the historical-political context of the time when Oscar Wilde lived and also the reac-
tion to the publication of this book. The third part was aimed to compare the three transla-
tions applied on the selected chapter.

The result of the comparison of the three translations was not unexpected. In the old-
er translations there were found archaic words, differences in spelling, the use of old suf-
fixes. In the newest translation there could be seen modern language, omission of too de-
scriptive parts that could seem not amusing for today’s reader. This translation is adapted
to nowadays language and it has got the correct spelling and grammar.The translators also
changed the word order to preserve the rheme and the theme of the sentence. In addition,
the translators used many translation methods, such as modulation, transposition, etc. Prus-
ik followed the word order of the original, but sometimes omitted some words. Novak was
usually changing the word order but he never omitted a word. Hilska used modulation
most of the times so she necessarily changed the word order. In her translation there is not
a use of the polite form of address.

The book (in the thesis called original) The Picture of Dorian Gray was written by
Oscar Wilde in 1891. For the comparison | did not use the first edition from 1891 but from
2012. There are also some differences between nowadays and old English. It could be in-
teresting to use more editions in English to compare them all together.

First, the translations by Prusik and Novak which were edited were used for the
comparison. The book translated by Prusik was edited once - in 2015 and the differences in
the language were not so detectable so | had to replace the edition from 2015 by the edition
from 1915 which was found in a second-hand book store. The same happened with the
translation by Novék. His translation was edited 6 times. [304]

Hilska’s translation can be the closest to the readers today. But the edited transla-
tions by Novak and Prusik are readable too and much closer to the original than the

translation of Hilska.
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8 ABSTRACT

This thesis deals with the comparison of three Czech translations of the book The
Picture of Dorian Gray by Oscar Wilde. The translations which are analysed here were
made by Bofivoj Prusik (1915), Jifi Zden¢k Novak (1958) and by Katefina Hilska
(2011). The reason why these translations were chosen is the time of their publication
which is varied by tens of years. The thesis is divided into three parts. In the first part,
the theory, history, types and methods of translation will be examined. The second part
Is focused on the life of the author, Oscar Wilde and the lives of the selected translators.
There is a short comment on the Victorian era of England, when this book was pub-
lished and also on the not very favourable reaction on this book of the then society. The
last part of the thesis is practical and it is devoted to the comparison of the Czech trans-
lations itself in these three levels — lexical, morphological and syntactic. Few differ-
ences in the spelling are mentioned there. Finally there is a summary and an analysis of
the three translations from all the points of view. In the appendix there can be found the

original version of the compared chapter and its three translations.
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9 RESUME

Tato prace se zabyva srovnanim tfech Ceskych piekladii knihy Obraz Doriana
Graye od Oscara Wilda. Analyzovany jsou pteklady od Bofivoje Prusika (1915), Jitiho
Zdenka Novaka (1958) a od Katefiny Hilské (2011). Tyto pteklady byly zvoleny na
zakladé jejich roku vydani, které se 1isi desitkami let. Prace je rozd€lena do tfech ¢asti.
V prvni Casti se pojednava o teorii prekladu, o historii prekladu, o rtiznych typech a
metodach ptekladu. Druha ¢ast se zabyva Zivotem autora knihy, tedy Oscarem Wildem
a zivoty vybranych ptekladatelti. Déle se strucné zabyva obdobim Viktorianské éry An-
glie, kdy byla tato kniha publikovana a také ne pfiliS pfiznivou reakci tehdejsi
spole€nosti na tuto knihu. Posledni ¢ast prace je praktickd a je vénovana samotnému
porovnani Ceskych piekladi ze tfech hledisek — lexikalniho, morfologického a syn-
taktického. Je uvedeno i par zmén v pravopise. Nakonec zbyva shrnuti a analyza danych
prekladt ze vSech hledisek. V ptiloze je k naleznuti kapitola v originalnim znéni i jeji tii

pteklady, ze které byly ptiklady k porovnéni Cerpany.
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10 APPENDICES

10.1 The Picture of Dorian Gray, Oscar Wilde - Chapter Thirteen

He passed out of the room, and began the ascent, Basil Hallward following close
behind. They walked softly, as men do instinctively at night. The lamp cast fantastic
shadows on the wall and staircase. A rising wind made some of the windows rattle.

When they reached the top landing, Dorian set the lamp down on the floor, and
taking out the key turned it in the lock. “You insist on knowing, Basil?” he asked in a
low voice.

“Yes.”

“I am delighted,” he answered, smiling. The he added, somewhat harshly, “you
are the one man in the world who is entitled to know everything about me. You have
had more to do with my life than you think.” And, taking up the lamp, he opened the
door and went in. A cold current of air passed them, and the light shot up for a moment
in a flame of murky orange. He shuddered. “Shut the door behind you,” he whispered,
as he placed the lamp on the table.

Hallward glanced round him, with a puzzled expression. The room looked as if it
had not been lived in for years. A faded Flemish tapestry, a curtained picture, an old
Italian cassone, and an almost empty bookcase — that was all that it seemed to contain,
besides a chair and a table. As Dorian Graywas lighting a half/burned candle that was
standing on the mantelshelf, he saw that the whole place was covered with dust, and that
the carpet was in holes. A mouse ran scuffling behind the wainscoting. There was a
damp odour of mildew.

“So you think that it is only God who sees the soul, Basil? Draw that curtain back,
and you will see mine.”

The voice that spoke was cold and cruel. “You are mad, Dorian, or playing a
part,” muttered Hallward, frowning.

“You won’t? Then I must do it myself,” said the young man; and he tore the cur-
tain from its rod, and flung it on the ground.

An exclamation of horror broke from painter’s lips as he saw in the dim light the
hideous face on the canvas grinning at him. There was something in its expression that
filled him with disgust and loathing. Good heavens! It was Dorian Gray’s own face that

he was looking at! The horror, whatever it was, had not yet entirely spoiled that marvel-
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ous beauty. There was still some gold in the thinning hair and some scarlet on the sen-
sual mouth. The sodden eyes had kept something of the loveliness of their blue, the no-
ble curves had not yet completely passed away from chiselled nostrils and from plastic
throat. Yes, it was Dorian himself. But who had done it? He seemed to recognize his
own brush-work, and the frame was his own design. The idea was monstrous, yet he felt
afraid. He seized the lighted candle, and held it to the picture. In the left-hand corner
was his own name, traced in long letters of bright vermilion.

It was some foul parody, some infamous, ignoble satire. He had never done that.
Still, it was his own picture. He knew it, and he felt as if his blood had changed in a
moment from fire to sluggish ice. His own picture! What did it mean? Why had it al-
tered? He turned, and looked at Dorian Gray with the eyes of a sick man. His mouth
twitched, and his parched tongue seemed unable to articulate. He passed his hand across
his forehead. It was dank with clammy sweat.

The young man was leaning against the mantelshelf, watching him with that
strange expression that one sees on the faces of those who are absorbed in a play when
some great artist is acting. There was neither real sorrow in it nor real joy. There was
simply the passion of the spectator, with perhaps a flicker of triumph in his eyes. He had
taken the flower out of his coat, and was smelling it, or pretending to do so.

“What does this mean?” cried Hallward, at last. His own voice sounded shrill and
curious in his ears. “Years ago, when I was a boy,” said Dorian Gray, crushing the
flower in his hand, “you met me, flattered me, and taught me to be vain of my good
looks. One day you introduced me to a friend of yours, who explained to me the wonder
of youth, and you finished a portrait of me that revealed to me the wonder of beauty. In
a mad moment, that, even now, I don’t know whether I regret or not, I made a wish,
perhaps you would call it a prayer...”

“I remember it! Oh, how well I remember it! No! the thing is impossible. The
room is damp. Mildew has got into the canvas. The paints | used had some wretched
mineral poison in them. I tell you the thing is impossible.”

“Ah, what is impossible?” Murmured the young man, going over to the window,
and leaning his forehead against the cold, mist-stained glass.

“You told me you had destroyed it.”

“I was wrong. It has destroyed me.”

“Idon’t believe it is my picture.”

“Can’t you see your ideal in it?”” said Dorian, bitterly.
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“My ideal, as you call it...”

“As you called it.”

“There was nothing evil in it, nothing shameful. You were to me such an ideal as |
shall never meet again. This is the face of a satyr.”

“It is the face of my soul.”

“Christ! What a thing I must have worshipped! It has the eyes of a devil!”

“Each of us has Heaven and Hell in him, Basil,” cried Dorian, with a wild gesture
of despair.

Hallward turned again to the portrait, and gazed at it. “My God! If it is true,” he
exclaimed, “and this is what you have done with your life, why, you must be worse
even than those who talk against you dance you to be!” He held the light up to the can-
vas, and examined it. The surface seemed to be quite undisturbed, and as he had left it.
It was from within, apparently, that the foulness and horror had come. Through some
strange quickening of inner life the leprosies of sin were slowly eating the thing away.
The rotting of a corpse in a watery grave was not so fearful.

His hand shook, and the candle fell from its socket on the floor, and lay there
spluttering. He placed his foot on it and put it out. The he flung himself into the rickety
chair that was standing by the table and buried his face and his hands.

“Good God, Dorian, what a lesson! What an awful lesson!” There was no answer,
but he could hear the young man sobbing at the window. “Pray, Dorian, pary:, he mur-
mured. “What is it that one was tought to say in one’s boyhood? Lead us not into temp-
tation. Forgive us our sins. Wash away our iniquities. Let us say that together. The
prayer of your pride has been answered also. | worshipped you too much. | am punished
for it. You worshipped yourself too much. We are both punished.”

Dorian Gray turned slowly around, and he looked at him with tear-dimmed eyes.
“it is too late, Basil”, he faltered.

“It is never too late, Dorian. Let us kneel down and try if we cannot remember a
prayer. Isn’t there a verse somewhere, thought your sins be as scarlet, yet | will make
them as white as snow”?

“Those words mean nothing to me now.”

“Hush! Don’t say that. You have done enough evil in your life. My God! Don’t
you see that accursed thing leering at us?”

Dorian Gray glanced at the picture, and suddenly an uncontrollable feeling of ha-

tred for Basil Hallward came over him, as though ut had been suggested to him by the
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image of the canvas, whispered into his ear by those grinning lips. The mad passions of
a hunted animal stirred within him, and he loathed the man who was seated at the table,
more than in his whole life he had ever loathed anything. He glanced wildly around.
Something glimmered on the top of the painted chest that faced him. His eye fell on it.
He knew what it was. It was a knife that he had brought up, some days before, to cut a
piece of cord, and had forgotten to take away with him. He moved slowly towards it,
passing Hallward as he did so. As soon as he got behind him, he seized it, and turned
round. Hallward stirred in his chair as if he was going to rise. He rushed at him, and dug
the knife into the great vein that is behind the ear, crushing on the man’s head down on
the table, and stabbing again and again.

There was a stifled groan, and the horrible sound of some one choking with blood.
Three times the outstretched arms shot up convulsively, waving grotesque stiff-fingered
hands in the air. He stabbed him twice more, but the man did not move. Something be-
gan to trickle on the floor. He waited for a moment, still pressing the head down. Then
he threw the knife on the table, and listened.

He could hear nothing, but the drip, drip on the threadbare carpet. He opened the
door and went out on the landing. The house was absolutely quiet. No one was about.
For a few seconds he stood bending over the balustrade, and peering down into the
black seething well of darkness. Then he took out the key and returned to the room,
locking himself in as he did so.

The thing was still seated in the chair, straining over the table with bowed head,
and humped back, and long fantastic arms. Had it not been for the red jagged tear in the
neck, and the clotted black pool that was slowly widening on the table, one would have
said that the man was simply asleep.

How quickly it all had been done! He felt strangely calm, and, walking over to the
window, opened it, and stepped out on the balcony. The wind had blown the fog away,
and the sky was like a monstrous peacock’s tail, starred with myriads of golden eyes.
He looked down, and saw the policeman going his rounds and flashing the long beam of
his lantern on the doors of the silent houses. The crimson spot of a prowling hansom
gleamed at the corner, and then vanished. A woman in a fluttering shawl was creeping
slowly by the railings, staggering as she went. Now and then she stopped, and peered
back. Once, she began to sing in a hoarse voice. The policeman strolled over and said

something to her. She stumbled away, laughing. A bitter blast swept across the Square.
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The gas-lamps flickered, and became blue, and the leafless trees shook their black iron
branches to and fro. He shivered and went back, closing the window behind him.

Having reached the door, he turned the key, and opened it. He did not even glance
at the murdered man. He felt that the secret of the whole thing was not to realize the
situation. The friend who had painted the fatal portrait to which all his mystery had been
due, had gone out of his life. That was enough.

Then he remembered the lamp. It was a rather curious one of Moorish workman-
ship, made of dull silver inlaid with arabesques of burnished steel, and studded with
coarse turquoises. Perhaps it might be missed by his servant, and questions would be
asked. He hesitated for a moment, then he turned back and took it from the table. He
could not help seeing the dead thing. How still it was! How horribly white the long
hands looked! It was like a dreadful wax image.

Having locked the door behind him, he crept quietly downstairs. The woodwork
creaked, and seemed to cry out as if in pain. He stopped several times, and waited. No,
everything was still. It was merely the sound of his own footsteps.

When he reached the library, he saw the bag and coat in the corner. They must be
hidden away somewhere. He unlocked a secret press that was in the wainscoting, a
press in which he kept his own curious disguises, and put them into it. He could easily
burn them afterwards. Then he pulled out his watch. It was twenty minutes to two.

He sat down, and began to think. Every year — every month, almost — men were
strangled in England for what he had done. There had been a madness of murder in the
air. Some red star had come too close to the earth... And yet what evidence was there
against him? Basil Hallward had left the house at eleven. No one had seen him come in
again. Most of the servants were at Selby Royal. His valet had gone to bed... Paris!
Yes. It was to Paris that Basil had gone, and b the midnight train, as he had intended.
With his curious reserved habits, it would be months before any suspicious would be
aroused. Months! Everything could be destroyed ling before then.

A sudden thought struck him. He put on his fur coat and hat, and went out into the
hall. There he paused, hearing the slow heavy tread of the policeman on the pavement
outside, and seeing the flash of the bull’s-eye reflected in the window. He waited, and
held his breath.

After a few moments he drew back the latch, and slipped out, shutting the door
very gently behind him. The he began ringing the bell. In about five minutes his valet

appeared, half dressed, and looking very drowsy.
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“I am sorry to have had wake you up, Francis”, he said, stepping in; “but I had
forgotten my latch-key. What time is it?”

“Ten minutes past two, sir”’, answered the man, looking at the clock and blinking.

“Ten minutes past two? How horribly late! You must wake me at nine tomorrow.
I have some work to do.”

“All right, sir.”

“Did anyone call this evening?”’

“Mr Hallward, sir. He stayed here till eleven, and the he went away to catch his
train.”

“Oh! I am sorry I didn’t see him. Did he leave any message?”

“No, sir, except that he would write to you from Paris, if he did not find you at
the club.”

“That will do, Francis. Don’t forget to call me at nine tomorrow.”

“No, sir.”

The man shambled down the passage in his slippers. Dorian Gray threw his hat
and coat upon the table, and passed into the library. For a quarter of an hour he walked
up and down the room biting his lip, and thinking. The he took down the Blue Book
from one of the shelves and began to turn over the leaves. ‘Alan Campbell, 152, Hert-

ford Street, Mayfair’. Yes; that was the man he wanted.
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10.2 Obraz Doriana Graye, Oscar Wilde, preloZeno B. Prusikem —
kapitola tFinact

Vysel z pokoje a $el pomalu nahoru, Basil Hallward jej nasledoval. Vystupovali
tiSe, jak to byva v noci oby¢ejem. Lampa vrhala na sténu a schodisté fantastické stiny.
Vitr tfasl okennimi tabulkami.

Kdyz vstoupili, postavil Dorian lampu na zemi a vzav kli¢ z kapsy, otocil jim
vV zamku, aniz oteviel. ,,Trvate na svém, védéti, nac jste se ptal?* fekl tise.

,»Ano.*

,» 1881 me&,“ odvétil Dorian se smichem. Potom pokracoval ponékud piikreji: ,,Jste
jedinym c¢lovékem na svét€, jenz ma narok na to vSe o mné védéti. Zasahl jste hloub
vV muj zivot, nez tusite.” S témi slovy vzal lampu se zemé, a oteviev, vstoupil do svét-
nice. Chladny vzduch mu val tak vstiic, ze plamen lampy se zakmital. Mrazilo jej.

,,Zaviete za sebou dvéie,” Septal Hallwardovi, stavé lampu na stul.

Hallward se zmaten¢ ohlizel po pokoji. Na mistnosti bylo vidéti, ze nebyla davno
obyvana. Vybledly, flamsky koberec na sténé, zakryty obraz, stara vlasska skiin — to
bylo v$e, co se tam kromé Zidle a stolu nalézalo. Kdyz Dorian Gray rozsvitil na krbu do
polovice ohofelou svi¢ku, zpozoroval Hallward, Ze je vSe prachem pokryto a koberec,
ze je déravy cary. Mys se Uzkostlivé mihla za dievénym vykladanim. Bylo tam cititi
zapach plisné.

,»Myslite tedy, ze pouze Biih muZe nasi dusi vidéti, Basile? Odtahnéte tuhle zaslo-
nu a uvidite moji dusi.*

Jeho hlas znél chladné a kruté.

,Nejste pti smyslech, Doriane, nebo hrajete komedii.* blabolil Hallward, vrasté
celo.

»Nechcete? Pak to musim sdm uciniti,” odvétil Dorian a strhnuv zaslonu s tyce,
hodil ji na zemi.

Vykiik zdéSeni vydral se z st malife, kdyz v uziel matné ozafeny piiSerny zjev
na platné, jenz se na né&j sklebil. Ve vyrazu této ptisery bylo cosi, co vzbudovalo odpor a
hnus. Boze na nebi, to byl skute¢né Dorianiv oblicej, jejz vidél pted sebou! To strasné,
at’ uz to bylo cokoliv, nedovedlo docista zniciti onu baje¢nou krasu obrazu. Bylo jesté
néco zlaté zate v tidkych vlasech, jesté zbytek purpuru na smyslnych rtech. Vodnaté o¢i
zachovaly si jesté zbytek modré své krasy, uslechtily tvar nosu a plasticky krk byly jesté

znatelny. Ano, byl to Dorian sam. Ale kdo to maloval? Domnival se, Ze poznava dilo
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svého Stétce, také ram sam navrhl. Byla to straSnad myslénka a neurcity strach se jej
zmocnil. Uchopil hoftici svici a drzel ji pted obrazem. V levém rohu dole bylo jeho
vlastni jméno jasné ¢ervené napsano.

Byla to sprosta parodie, ni¢emna satyra. To on nemaloval. A piece to byl jeho
vlastni obraz. Védél to, a bylo mu tak, jako by se mu krev ménila v tuhy led. Jeho vlast-
ni obraz? Co to znamenalo? Pro¢ se tak zménil? Odvrativ se od obrazu, dival se na Do-
riana Graye s takovym vyrazem v ocich, jakoby byl pojednou postiZzen téZkou nemoci.
Jeho usta se chvéla a vyschly jazyk nebyl s to slova pronésti. Piejel si rukou ¢elo. Bylo
vlhké mazlavym potem.

Dorian stal opfen o krb a pozoroval jej s onim zvlastnim vyrazem, jejz vidame na
obli¢ejich téch, kdo jsou zcela zaujati velkolepym divadlem. Nebylo v ném ani
skuteéného bolu, ani skuteéné radosti. Byl to pouze zajem divaka, snad smiSeny
vitéznym zéableskem. Vzal do ruky kvétinu z knoflikové dirky, aby si k ni pfivonél,
alespon se tak tvaril.

,,Co to znamena?“ zvolal Hallward kone¢né. Jeho hlas znél rezavé a cize.

,KdyZ jste se pied 1éty se mnou seznamil, byl jsem jesté takika hochem, fekl Do-
rian Gray, rozSkubavaje kvétinu ve své ruce, ,,tenkrate jste mné lichotil a naucil mé byti
marnivym Nna svoji krasu. Jednoho dne jste mé piedstavil svému pfiteli, ktery mné
vysvétlil zazrak mladi, maloval jste moji podobiznu, ktera mn¢ zjevila zazrak mé krasy.
V navalu svévole jsem vyslovil — nevim zda toho dnes lituji ¢i ne - pfani, vy snad to
jmenujete modlitbou.*

»Pamatuji se na to! O, jak dobie se na to pamatuji! Ale ne, to neni mozné. Pokoj
je vlhky pliseni povlekla obraz. K barvam, kterych jsem upotiebil, byl asi pfimisen
ni¢emny mineralni jed. VSechno ostatni je nemozné.”

,»C0 Je nemozné?“ mumlal Dorian a pristoupiv k oknu, optel ¢elo 0 chladnou
okenni tabuli.

ekl jste mné, Ze jste ten obraz znicil.*

,, 10 nebylo pravdou, on zni¢il mé.*

,»Nevetim, ze je to mé dilo.*

,Nemuzete poznati svij ideal?* ptal se trpce Dorian.

,,Mij idedl, jak jej jmenujete...*

,» 1akK jste jej jmenoval.*

,»Nebyl sprostym, Kkletbou stizenym. Byl jste pro m¢ idealem, jaky se jiz neda

nalézti. Toto zde je oblicej satyra.*
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,» 10 je obli¢ej mé duse.*

,»Muj spasiteli! Jakou to véc jsem zboznoval! Ma to o¢i d’dbla!*

»Kazdy znas nosi vsobé peklo i nebe, Basile! zvolal Dorian s divokym a
zoufalym pohybem.

Hallward ptistoupil opét k obrazu a dival se na n¢;j. ,,Muj Boze, je tomu skutecné
tak, zvolal.

,,A tohle jste ucinil se svym zivotem! jste horS§im, neZ mohou tusiti ti, ktefi o vas
tak Spatné¢ mluvi.*

A opét drzel svétlo tésné u obrazu a zkoumal jej. Jak se zdalo, ztstal povrch tak
neporusen, jak jej sem poslal. Strasliva zkaza musela pfijiti z vnitiku. Nevysvétlitelnym
postupem sdélil se vnitini Zivot toho, koho obraz ptedstavoval, obrazu, a poskvrnil jej
az k nepoznani nefestmi hiichu. Hniloba mrtvoly ve vlhkém hrobé nebyla tak pfiSernou.

Jeho ruka se chvéla a svicka mu vypadla ze svicnu na zemi, kde sy¢ic, shasinala.
Zaslapl ji nohou, aby shasla apln¢ a vrhl se do chatrné lenosky, zakryvaje si rukama
oblice;j.

,Dobry Boze! Doriane, jaké je tohle nauceni! Jaka to strasné nauceni, Doriane.*

Odpoveéd’ nenasledovala, ale Hallward slysel, jak Dorian u okna vzlykal.
,»Modlete se, Doriane, modlete.” Septal. ,,Jak nas to v détstvi ucili modlit? ,Neuved’ nas
v pokuseni, ale zbav nas od zlého. Odpust, ndm naSe viny. OCisti nds od naSich
provinéni. Modleme se spolu! Modlitba vase bude vyslySena. Modlitba kajiciho dojde
vyslySeni. Zboznoval jsem vas kdysi. Jsme oba potrestani.*

Dorian Gray se pomalu obratil a dival se na n¢j uplakanyma ocima.

,Je jiz pozde, Basile,” Septal.

,Nikdy neni pozd¢, Doriane, klekneme si a pokusime se, zda nam jesté néjaka
modlitba nenapadne. Neni n¢kde psano v bibli: ,A kdyby byly hiichové vasi ¢erveni
jako Sarlat, zbéli jako snih‘?“

,,Tato slova nemaji pro mne vice vyznamu.*

,»T18e! Nemluvte tak. Ucinil jste v zivoté svém mnoho zla. Mij boze, coz nevidite,
jak ta prokleta véc po nas §ilha?*

Dorian Gray tam pohlédl — a tu se ho pojednou zmocnil neodolatelny pocit
nenavisti k Basilu Hallwardovi, jako by mu byl obrazkem na platné vsugerovan, jakoby
to Septaly tyto Sklebivé rty. Pojal jej divoky vztek Stvané zvére a zacal tak nenavidéti
onoho muze, jenz tam sedél u stolu, jak dosud nikoho nenavidél. Ohlédl se divoce

kolem sebe. Tam na pomalované truhle lezel lesknouci se predmét. Jeho zrak na ném
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spoc¢inul. Byl to niz, ktery si sem asi pred nékolika dny pfinesl, chtéje jim ptefiznouti
sniru a pak jej tam nechal lezeti. Blizil se pomalu k nému, musel jiti kolem Hallwarda.
KdyZ byl za nim, chopil se noze a rychle se oto¢il. Hallward sebou Vv lenoSce pohnul,
jakoby chtél povstati. Dorian vrhnuv se na n€ho, vrazil mu ntiz do hlavni tepny na krku,
za uchem a tlac¢e mu hlavu k stolu, bodal, bodal neustale.

Bylo slyseti potlaceny vzdech, osklivy zvuk, jaky vydéava clovek, jenz se dusi ve
vlastni krvi. Tfikrate se zvedly rozprazené ruce do vySe a hmataly ve vzduchu. bodl
jesté dvakrate, ale tdlo se jiz nehybalo. Ted pocalo cosi kapati na zem. Cekal jestd
okamzi, ale tlac¢il hlavu neustale doli. Potom hodil niiz na stil a naslouchal.

Neslysel nic jiného, le¢ ,,cvak-cvak® na chatrny koberec. Potom oteviel dvéie a
Sel dolti po schodech. Dim byl tplné tichy. Nikdo ni¢eho nepozoroval. Nékolik sekund
stal, nahybaje se ptes zabradli, hled¢ dolt. Potom vytahnuv kli¢, vratil se do pokoje a
zaviel z vnitiku dvéfte.

Ona véc tam jest¢ sedéla v lenoSce, sehnuta nad stolem, se sklonénou hlavou,
sehnutymi zady a fantasticky rozpfahnutyma rukama. Kdyby nebylo byvalo rudého fezu
v tyle a tmavé louze na stole, ktera se ponenahlu zvétsovala, bylo by se mélo za to, ze
ten ¢lovek spi.

Jak se to rychle udalo! Zvlastni jakysi klid se ho zmocnil, oteviel balkonové dvére
a vySel ven. Vitr rozehnal mlhu a nebe bylo poseto myriadami hvézd. Podival se dolu a
pozoroval straznika, konajiciho obhlidku a vrhajiciho podlouhly paprslek své lampicky
na domovni dvéfe.

Cervené svétlo drozky mihlo se na rohu ulice a zmizelo. Jakasi Zena s vlajici $alou
plizila se potacivé kolem miizi zahradek pted domy. Chvilemi se zastavovala a
ohlizela. Pojednou zacala zpivati chraplavym hlasem. Straznik K ni pfistoupil a néco ji
povidal. Potécela se dale a smala se. Ostry vitr val pfes ulici. Plynova svétla se mihala a
bezlisté stromy pottasaly svymi tmavymi, jako ze zeleza ukovanymi vétvemi sem a tam.
Mrazilo jej. Ustoupil do pokoje, zaviel balkonové dvére na klic. DoSel ku dvetim
svétnice, otocil klicem a otevfel je. Pfitom se na zavrazdéného muze ani nepodival.
Citil, ze tajemstvi celé véci v tom spocivd, aby se to, co se stalo, neprozradilo. Pitel,
tviirce osudného obrazu, od néhoz vSechno zlo na n¢ho pfislo, opustil svét. To muselo
staciti.

Potom si vzpomnél na lampu. Byl to dosti skvostny exemplair maurského
uméleni, z matného stiibra, s arabeskami hlazené ocele a tyrkysy vykladany. Snad ji

sluha pohfes$i a bude se po ni ptati. Vahal okamzik, pak se vratil a vzal ji se stolu. Pti
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tom musel jeho zrak zavaditi o mrtvolu. Jak tiSe tu sedéla! A jak ptiserné bilé byly ty
jeji dlouhé ruce! Jakoby nalezely Seredné voskové figute.

Kdyz zavtel za sebou dvéte, plizil se tiSe po schodech doli. Dievéné schody
skiipaly, jakoby bolesti kiicely. Zastavil se n¢kolikrate a naslouchal. Ne, vSechno bylo
tiché. Slysel pouze ohlas svych krokd.

Kdyz se vratil do knihovny, zpozoroval cestovni brasnu a pievlecnik v rohu
pokoje. Tyto véci musel nékam ukryti. Oteviel tajnou skrys ve zdi, vV niz m¢l také své
zvlastni Satstvo, a hodil tam ty véci. Pozdéji bude miti snad piilezitost je spaliti. Pak se
podival na hodinky. Byly dvé hodiny bez dvaceti minut.

Posadil se a premital. Kazdého roku, ba kazdého mésice byli v Anglii lidé, kteti se
podobnych véci dopustili, obéSeni. Skuteéna vrazedna manie lezela ve vzduchu. N¢jaka
krvavé Cervena hvézda se asi piili§ pfiblizila nasi zemi... Ale co se mu mohlo dokazati?
Basil Hallward opustil v jedenact hodin jeho dim. Nikdo jej nevidél opétné do n¢j
vstoupiti. VétSina sluht byla v Selby Royalu. Jeho komornik byl jiz v posteli... Patiz!
Ano, Basil odjel do Pafize a sice ptilno¢nim vlakem, jak to bylo jeho tmyslem. Pfi jeho
samotaiském zpusobu Zivota mohly uplynouti mésice, nez by se pojalo podezieni. Do té
doby by mohla byt kazd4 stopa vrazdy zahlazena.

Pojednou mu napadla myslénka. Obléknul na sebe kozich, posadil si na hlavu
klobouk a vySel na chodbu. Zde se zastavil a naslouchal zdlouhavému tézkému kroku
staznika venku na dlaZdéni. Okny domovnich dveti vidél zafi svitilny se mihati. Za-
drzel dech.

Za n¢kolik okamzikd odstréil zavoru a vysel ven zavrev tiSe za sebou dvére. Po-
tom zazvonil. Asi za deset minut objevil se komornik, poloobleceny a rozespaly.

,Je mn¢ lito, Ze jsem vas musel vzbuditi, Francise,” fekl vstoupiv do domu, ,,ale
zapomnél jsem domovni kli¢. Jak je pozdé?“

,,DVv€ hodiny a deset minut, pane,” odpovédél sluha, divaje se na hodinky.

,DVv€ hodiny a deset minut. Jak stra$né pozdé! Musite mé rano vzbuditi v devét
hodin. Mam nutnou préci.*

,»Prosim, pane.*

,,Byl zde nékdo dnes vecer?

»Mr. Hallward, pane. Zustal zde az do jedenacti hodin, potom musel pry¢, aby
nezmeskal vlak.*

,»O. To je mn¢ lito, ze jsem ho uz nevidé¢l. Nechal tu néco?*

,Ne, pane. Rekl, Ze bude psati z Patize, nezastihne-li vas v klubu.«
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,Dobfe, Francise. Nezapomeiite m¢ v devét hodin vzbuditi.*

,»Ne, pane.*

Sluha se ve svych trepkach odplizil.

Dorian Gray odhodil klobouk a koZich na stil a $el do knihovny. Ctvrt hodiny
chodil sem a tam, a ptemysleje kousal se do rtii. Potom vzal adresar z police na sténé a
zacal v ném listovati. ,,Alan Campbell, 152 Hertford Street, Mayfair.” Ano, to byl muz,

jehoz potieboval.
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10.3 Obraz Doriana Graye, Oscar Wilde, preloZeno J. Z. Novakem —
kapitola tFinact

Vysel z pokoje a zacal stoupat po schodech a Basil Hallward Sel tésn¢ za nim.
Kraceli zlehka, jak si lidé instinktivné poc¢inaji v noci. Lampa vrhala fantastické stiny na
zed’ a schodisté. Neéktera okna se rozdrncela ve zvedajicim se vétru.

KdyzZ dosli az na hotejsi chodbu, postavil Dorian lampu na podlahu, vynal kli¢ a
otocil jim v zamku. ,,Tak vy chcete znat pravdu. Na tom trvate, Basile?* ptal se tiSe.

,»Ano.

»To mé t&si," odpoveédél Dorian s ismévem. Pak dodal pon¢kud chraptivée: ,,Jste
jediny ¢loveék na svété, kdo ma pravo védeét se o mné vSechno. Vy mate s mym vic
spole¢ného, nez si myslite.“ Zvedl lampu, oteviel dvere a vstoupil do mistnosti. Ovanul
je proud studeného vzduchu a svétlo se na okamzik rozhotelo temnéoranzovym plame-
nem. Dorian se zachvél. ,,Zaviete za sebou,* zaSeptal, kdyz postavil lampu na stal.

Hallward se rozhlédl s nechapavym vyrazem. Mistnost budila dojem, jako by v ni
uz dlouha 1éta nikdo nebydlil. Vybledly vlamsky gobelin, obraz zakryty zavésem, stara
italska cassone a skoro prazdna skiinka na knihy — vic toho tu zfejmé nebylo, jen jesté
jedna zidle a stll. Kdyz Dorian Gray rozsvécoval zpola ohotelou svicku, jez stala na
fimse krbu, v§iml si Hallward, Ze na v§em je prach a z koberce, Ze jsou cary. Za dievéné
oblozeni se o prekot hnala mys. VIhce tu pachla plisen.

»Tak vy si myslite, Basile, Ze dusi vidi jen Blih? Stahnéte tenhle zavés a uvidite
moji dusi.*

Hlas, kterym to pronesl, byl chladny a kruty.

»Vy jste zesilel, Doriane, nebo hrajete néjakou komedii.“ Zahucel Hallward a
zamracil se.

»Nechcete? Tak to musim udé€lat sdm,* fekl mlady muz, strhl zavés s tyce a hodil
ho na podlahu.

Malifi se vydral ze rti vykiik zdéSeni, kdyz v matném svétle spatiil ohavnou tvar
Sklebici se na n¢j s platna. V jejim vyrazu bylo cosi, co ho naplnilo osklivosti a odpo-
rem. Pane na nebi! Vzdyt' se diva na tvai Doriana Graye! Ta hrtza, at’ uz jakakoli, nez-
ni¢ila dosud uplné tu jeho uzasnou krasu. V protidlych vlasech je stale jesté trochu zlata
a na smyslnych tustech trochu Sarlatu. Vodnaté o€i si uchovaly néco ze své libezné
modfi, jemné utvarené chiipi a vymodelovany krk neztratily dosud zcela své uslechtilé

kiivky. Ano, je to opravdu Dorian. Ale kdo to namaloval? Mél dojem, Ze poznava tahy
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vlastniho §tétce, a ten ram, prece navrhl on. Myslenka, ktera v ném vyvstala, byla
nesmyslna, ale presto pocitil strach. Uchopil rozzatou svici a posvitil si na obraz.
V levém rohu je jeho, napsané dlouhymi svétlerumélkovymi pismeny.

To je né&jakad ohavna parodie, néjaka nicemna a sprosta Karikatura. Nic takového
nikdy nenamaloval. A piece je ten obraz od né¢ho. Poznaval to a mél pocit, jako by se
mu krev v okamzeni promélnila z ohn¢ v nehybny led. Jeho obraz! Co to znamena?
Pro¢ se zménil? Otoéil se a pohlédl na Doriana Graye o¢ima nemocného &lovéka. Usty
mu to Skubalo a vyprahly jazyk jako by nebyl schopen vydat hlasku. Otiel si rukou ¢elo.
Zvlhlo mu lepkavym potem.

Mlady muz se opiral o krbovou fimsu a pozoroval ho s tim S zvlastnim vyrazem,
jaky vidame ve tvaftich lidi zaujatych hrou, kdyZ mé prave vystup néjaky veliky umélec.
V tom vyrazu nebyl ani skute¢ny zal, ani skute¢na radost. Bylo v ném pouze vasnivé
zaujeti divaka, jen v o€ich se snad zableskla vitézoslava. Vytahl si z klopy kvétinu a
¢ichal k ni, nebo to aspon piedstiral.

,,Co tohle znamena?* zvolal konecn¢ Hallward. Vlastni hlas znél pronikavé a nez-
vykle.

,Pred lety, kdyz jsem byl jesté chlapec,” pravill Dorian Gray a drtil kvét v ruce,
,Jste se se mnou seznamil, lichotil jste mi a naucil jste m¢ byt domyslivym na to, jak
jsem hezky. Jednoho dne jste mé predstavil svému pfiteli, ktery mi vysvétlil jaky zazrak
mladi, a pak jste domaloval muj portrét a ten mi zjevil zazrak té krasy. V Sileném oka-
mziku — dodnes vlastné nevim, jestli ho lituji nebo ne - jsem vyslovil pfani, vy byste
mozna tekl, Ze to byla modlitba...*

»pamatuji se na to! Ach, jak dobfe se na to pamatuji! Ne, to neni mozné. V té
mistnosti je vlhko. Na platné se usadila plisen. V barvach, kterymi jsem to maloval,
byla néjaka ni¢emna nerostn Ziravina. Rikdm vam, Ze tohle neni mozné.*

»Ach, co neni mozné?“ zamumlal mlady muz, Sel koknu a pfitiskl ¢elo na
studené, mlhou zkalené sklo.

,»VZdyt jste mi fekl, ze jste ten portrét znicil.*

»Mylil jsem se. Ten portrét zni¢il me.*

,»Neverim, ze je to muj obraz.*

,Nepoznavate v ném sviij ideal?* fekl trpce Dorian.

,»Muj idedl, jak tomu fikate...*

»Jak vy sam jste tomu fikal.
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,»V tom nebylo nic $patného, nic hanebného. Vy jste pro m¢ znamenal takovy
idedl, s jakym uz se nikdy nesetkdm. Tohle je tvaf néjakého satyra.*

,, 10 je tvaf mé duse.”

,,Kriste pane! Co jsem to jenom zboznoval! Vzdyt' to ma o¢i d’ablovy!*

»Kazdy z nds ma Vv sobé nebe i1 peklo, Basile!™ zvolal Dorian s divokym gestem
zoufalstvi.

Hallward se znovu obratil k portrétu a ziral na néj. ,,Boze mdj! Je-li to pravda,*
kticel, ,,jestli jste ze sebe ud¢lal tohle, pak, pak musite byt dokonce jesté horsi, nez jak
si predstavuji ti, kteti mluvi proti vam.* Znovu si posvitil na platno a zkoumal je. Pov-
rch, zda se, je zcela neporusen, takovy, jak ho zanechal. To zfejmé z vnitiku vyvstalo to
odporné a hrtizné. To je dilo jakéhosi vnitiniho Zivotniho pochodu, Ze tu podobu poma-
lu rozezird malomocenstvi hiichu. Tak d€sivé neni ani zahnivani mrtvoly ve vlhkém
hrobg.

Hallwardovi se rozttasla ruka, takze svice vypadla ze svicnu na podlahu a prskala
tam. Slapl na ni a zhasil ji. Pak sklesl na vratkou Zidli, jeZ stala u stolu a skryl tvat do
dlani.

,Dobry Boze, Doriane, jaka je tohle lekce! Jaka je to strasliva lekce!* Odpoved’ se
neozvala, ale Hallward slySel, jak mlady muz u okna vzlyka. ,,Modlete se, Doriane,
modlete se.” Septal. ,,Co nas to udili fikat, kdyz jsme byli déti? ,Neuved’ nas v pokuseni.
Odpust nam nase viny. Zbav nas od zlého.* Rikejme to spolu! Modlitba vasi pychy byla
vyslySena. Stejné bude vyslySena i modlitba vaseho pokani. Piespfili§ jsem se vam
klangl. Jsem za to potrestan. Vy jste se klanél sam sobé. Oba jsme za to potrestani.*

Dorian Gray se zvolna otoCil a pohlédl na ného uslzenyma ocima. ,Je pftilis
pozd¢, Basile,” zakoktal.

,»Nikdy neni pfili§ pozdé€, Doriane. Kleknéme si a hled'me si vzpomenout na
néjakou modlitbu. Coz neni v Bibli tento vers: ,Budou-li hiichové vasi byly jako Sarlat,
jako snih zbéleji‘?*

,» Tahle slova uz pro mé nemaji zadny vyznam.*

»118e! To nefikejte. UZ jste se V Zivoté napachal dost Spatnosti. Boze mtij! Copak
nevidite, jak po nas ta zlofecena véc pokukuje?*

Dorian Gray pohlédl na obraz a najednou ho zaplavila neovladatelna nenavist k
Basilu Hallwardovi, jako kdyby mu ji naseptaly do ucha ty sesklebené rty. Vzboutil se
v ném Sileny vztek Stvaného zvifete a v tu chvili nenavidél muze sediciho u stolu vic,

nez kdy v celém Zzivoté nenavidél cokoli jiného. Zutivé se rozhlédl. Cosi se zalesklo na
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viku malované truhlice, jez stala proti nému. Utkvél na tom pohledem. Védél, co to je.
To je nuz, ktery si sem pied nékolika dny ptinesl, kdyz si chtél ufiznout kus provazu, a
ktery zapomné¢l odnést. Zvolna se knému piiblizil, obchazeje pii tom Hallwarda.
Jakmile byl za jeho zady, uchopil niz a oto¢il se. Hallward se na zidli pohnul, jako by
chtél vstat. Vrhl se k nému a zaryl mu ntiz do Siroké cévy za uchem. Srazil mu tak hlavu
na stil a pak znovu a znovu bodal. Ozval se duseny sten a hrozny zvuk, jaky vydava
Cloveék zalykajici se krvi. Vztazené paze sebou tiikrat kieCovité Skubly a ruce
s groteskné ztuhlymi prsty machly po vzduchu. Dorian ho bodl jesté dvakrat, ale muz se
jiz nepohnul. Cosi pocalo kapat na podlahu. Chvilku ¢ekal a tiskl tu hlavu doli. Pak
odhodil ndz na sttl a naslouchal.

Neslysel nic, jen to kap kap na potrhany koberec. Oteviel dvete a vySel na
chodbu. V domé¢ byl naprosty klid. Nikde nikdo. Stal tu nékolik vtetin, naklanél se ptes
zabradli a hledél do Cerné, vzkypélé studné temnoty. Pak vytahl kli¢, vratil se do
mistnosti a zamkl se v ni.

Ta postava sedéla stale na zidli, zdda méla nahrbenda a sklonénou hlavou a
dlouhyma nepfirozenyma rukama se natahovala pies stil. Nebyt rudé klikaté trhliny
v krku a srazejici se Cernavé kaluze, jeZ se zvolna rozristala na desce, fekl by ¢lovek, ze
ten muz prosté usnul.

Jak rychle to bylo viecko odbyto! Dorian byl podivuhodné klidny. Sel k oknu,
oteviel je a vykro¢il na balkon. Vitr odval mlhu a nebe bylo jako obrovsky pavi ocas,
posazeny myriadami zlatych ok. Pohlédl dold a spatfil straznika na obchuzce, Sle-
hajiciho dlouhym paprskem lucerny po dvefich tichych domt. Na narozi zazafilo
karminkové svétélko drozky slidici po pasazérech a zase zaniklo. Né&jakd Zena
s poletujici $alou se pomalu a potacivé plouzila podél plotu. Co cvili se zastavila a
pokukovala za sebe. Tu zacala ochraptélym hlasem zpivat. Straznik zamifil K ni a cosi ji
fekl. Se smichem odklopytala. Pies namésti se piehnal drsny zavan vétru. Plynové
lampy zamrkaly a zmodraly a bezlisté stromy zakyvaly sem a tam zelezné Cernymi
vétvemi. Dorian se zachv¢l, vratil se do mistnosti a zaviel okno.

Dosel ke dvefim, otocil klicem a oteviel. Na mrtvého muze ani nepohlédl. Citil,
ze si nesmi pripoustét, v jakém je postaveni, jen tak se s tim v§im vyrovna. Ptitel, ktery
namaloval ten neblahy portrét zodpovédny za vSechno jeho neStésti, prosté zmizel
z jeho zivota. Tim je to vyfizeno.

Pak si vzpomnél na lampu. Byla to dosti zvlastni lampa, maurské umélecké dilo

z matného stiibra vykladaného arabeskami z lesklé oceli a posazené neobrouSenymi
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tyrkysy. Tieba by ji mohl pohiesit sluha a zacalo by vyptavani. Cvhilku vahal, pak se
obratil a vzal lampu ze stolu. Nemohl se ubranit pohledu na mrtvé télo. Jak je tiché! A
jak priSerné bilé se zdaji ty dlouhé ruce! Vypada to jako strasliva voskova figurina.

Zamkl za sebou dvete a nehluc¢né se plizil po schodech dolt. Dievo vrzalo a zdalo
se, Ze sténa jakoby bolesti. N&kolikrat se zastavil a vyckaval. Ne: vSude je ticho. To
byly jen zvuky jeho krokd.

KdyZ se dostal do knihovny, spatiil v kouté brasnu a plast. To musi nékam
odklidit. Oteviel tajnou skiin v dievéném oblozeni, skrys, kde ukryval své podivné
prevleky, a tam Hallwardovy véci ulozil. Pozdéji je miize snadno spalit. Potom vytahl
hodinky. Za pét minut tfi ¢tvrti na dve.

Usedl se a zamyslil se. Kazdy rok — ba, kazdy mésic - je v Anglii nékdo povésen
za to, co on ted spachal. Ve vzduchu visi $ilenstvi vrazdy. Né&jaka ruda hvézda slétla
ptilis blizko k zemi... Ale co je mu mozno dokéazat? Basil Hallward odtud odesel
Vv jedenact. Nikdo ho nevidél, kdyz se vratil. VétSina sluht je v Selby Royal. Komornik
davno spi... Pafiz! Ano. Vzdyt Basil odjel plilno¢nim vlakem do Patize, jak to mél v
umyslu. Mél tak podivinsky samotéaiské zvyky, Ze uplyne fada mésicl, nez vznikne
n&jaké podezieni. Rada mésict! To mize byt viechno uz ddvno odsranéno.

Nahle dostal napad. Vzal si koziSiovy plast a klobouk a vysel do haly. Tam
stanul, protoze zaslechl, jak venku po chodniku jde pomalym tézkym krokem staznik, a
v okné zahlédl odraz zablesku jeho svitilny. Cekal a zadrzoval dech.

Za nékolik okamzikt odtahl zavoru, vyklouzl ven a velmi opatrné zaviel dvete.
Pak zacal zvonit. Asi za pét minut se objevil komornik, jen napolo obleceny a velmi
rozespaly.

,»Je mi lito, Ze jsem vas musel vzbudit, Francisi,” fekl Dorian a vesel do domu,
,»ale zapomnél jsem si vzit kli¢ od domu. Kolik je hodin?*

»Za pét minut Ctvrt na tii, pane,” odvétil sluha, divaje se na hodinky s ospalym
pomrkavanim.

»Za pét minut Ctvrt na tfi? To je hrozn€ pozdeé! Rano meé musite vzbudit v devét.
Mam néjakou praci.*

,Prosim, pane.*

,,BYyl tu n¢kdo vecer?*

»Pan Hallward, pane. ZdrZel se tu az do jedendcti a pak odeSel, aby nezmeskal
vlak.*

,Ach. To je mi lito, Zze jsem se s nim neseSel. Vzkazal mi néco?*
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,»Ne, pane, jen to, ze kdyz vés nezastihne v klubu, tak vam napise z Patize.*

,Dobie, Francisi. Nezapomenite mé rano vzbudit v devét.*

»Ne, pane.“

Sluha se v trepkach odsoural chodbou.

Dorian Gray odhodil klobouk a plast’ na still a vesel do knihovny. Ctvrt hodiny
chodil sem a tam, kousal se do rtu a premyslel. Pak vynal z jedné pfihradky knihovny
diplomaticky adresaf a zacal v ném listovat. ,,Alan Campbell, Mayfair, Hertford Street

152.“ Ano, to je muz, kterého potiebuje.
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10.4 Obraz Doriana Graye, Oscar Wilde, prelozeno K. Hilskou —
kapitola tFinact

Vysel z mistnosti a zacal stoupat po schodech, s Basilem Hallwardem v patach.
Sli ml¢ky, jak lidé ostatné bezdéky v noci chodi. Lampa vrhala neuvéfitelné stiny na
zed 1 na schodisté. Zvedl se vitr a zarachotil nékolika okny.

Kdyz dosli az na posledni odpocivadlo, postavil Dorian lampu na podlahu, vytahl
kli¢ a oto¢il jim v zadmku. ,,Ur¢ité se to chces dozvédet, Basile?* zeptal se tise.

,»Ano.

,»10 jsem moc rada,” odpovédél s ismévem hostitel. Pak ponc¢kud drsné dodal :
,Jsi jediny Cloveék na svété, ktery ma pravo dozveédét se o mné vSechno. Mél jsi s mym
zivotem do ¢inéni vic, nez si myslis.” Uchopil lampu, oteviel dveie a vesel. Ovanul je
zavan studeného vzduchu a svétlo na okamzik vzplalo ¢adivym oranZovym plamenem.
Zachvél se. ,,Zavii za sebou, vybidl Septem spolecnika a postavil lampu na stul.

Hallward se stazavym vyrazem rozhlizel kolem sebe. Pokoj vyhlizel, jako by
v ném uz léta nikdo nebydlel. Vybledly vlamsky gobelin, obraz zahaleny zavésem,
n¢jakd starodavna italskd truhlice a témét prazdna knihovna — jako by ani nic jiného
neobsahoval, s vyjimkou zidle a stolu. Kdyz Dorian Gray zapaloval zpola vyhotelou
svicku na krbové fimse, povS§iml si malif, Ze na vS§em spociva vrstva prachu a koberec je
sama dira. Za osténim zaslechl probéhnout mys. Byla tu citit plisen.

»lakZe ty se domnivas, Basile, Ze jedin€¢ Blih nam vidi do duse? Tak odhrii ten
zaves, a uvidis tu mou.*

Hlas, kterym pan domu promluvil, byl chladny a kruty.

»Bud’ jsi zesilel, Doriane, nebo si tu na néco hrajes.“ Zamumlal Hallward a
zamracil se.

»Nechces? Tak to musim udé€lat sam,” pronesl mladik, strhl zavés z tyce a hodil
ho na zem.

Z malitovych rti se vydral vykiik hrizy, kdyZ v chabém svétle uvidél ohavnou
tvat Sklebici se na né& zobrazu. V jejim vyrazu bylo cosi, O Vném vzbuzovalo
znechuceni a opovrzeni. Proboha! VZzdyt se diva na tvaf Doriana Graye! Ta hriiza, nebo
co to bylo, dosud upln€ nezni¢ila tu Gzasnou krasu. V profidlych vlasech jesté
pableskovalo zlato a na smyslnych rtech se udrzely stopy cervené. Vodnaté oc€i si
uchovaly néco z nadhery té modfi, vzneSené kiivky dosud uplné neopustily vycizelo-

vané chiipi a pruzné hrdlo. Ano, byl to opravdu Dorian. Ale kdo to udélal? Jako by
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poznaval vlastni malifsky rukopis i ram, ktery navrhoval. Ta myslenka byla K nevife, a
ptece se bal. Uchopil zapalenou svicku a ptidrzel ji u platna. V levém spodnim rohu
uvidél své jméno vyvedené jasnou rumélkou.

Byla to néjaka zlovolnad parodie, néjakd neblaha, necCestnd parodie. Tohle ptece
nenamaloval. Nicméné to byl jeho obraz. Poznal ho a mél pocit, jako by mu krev tuhla
v zilach. Jeho obraz! Co to ma byt? Pro¢ se takhle zménil? Otocil se a vyslal k Dorianu
Grayovi pohled nemocného Cloveka, jemuz cukaji Gsta a vysuSeny jazyk jako by ne-
dokazal pronést jedinou hlasku. Rukou si piejel ¢elo. Bylo vlhké lepkavym potem.

Mladik se opiral o krbovou fimsu a dival se na starSiho muze s onim podivnym
vyrazem, ktery ¢lovek vida na tvatich téch, kdo zaujaté sleduji piedstaveni, kdyz zrovna
hraje n&jaky slovutny umélec. Nebyl v ném ani zarmutek, ani skute¢na radost. Ob-
sahoval pouzevaSen divdka, mozna s jiskfickou triumfu v o€ich. Vytdhl si kvétinu
z klopy a ptivonél k ni, nebo to alespon predstiral.

,,Co to ma znamenat?* zvolal kone¢né Hallward. SlySel, jak jeho hlas zni proni-
kav¢ a nepfirozene.

»Pfed mnoha roky, kdyZ jsem byl jesté hoch,” vysvétloval Dorian Gray a mackal
kvétinu v ruce, ,,jsi mé potkal, lichotil jsi mi a naucil jsi mé byt jeSitny na sviij vzhled.
Jednoho dne jsi mé€ seznamil s jistym pfitelem, ktery mi vysvétlil, jaky zazrak je vlastné
mladi, a navic jsi zrovna domaloval mijj portrét, ktery mi odhaloval zazrak té krasy.
V jednom Sileném okamziku, a dodnes nevim, jestli toho mam litovat, nebo ne, jsem si
V duchu néco ptal, mozna bys dokonce mohl fict — za néco se modlil...*

,»Na to si vzpominam! AZ moc dobie! Ne, to je vylou¢ené. Mistnost je vlhkéd. Do
platna se dostala pliseni. Barvy, které jsem pouzil nejspi§ obsahovaly néjaky mizerny
nerostny jed. Rikam ti, tohle je vyloucené!*

,»Co je vyloucené? zaSeptal mladik, ptesel k oknu a opfel se celem o studené,
mirné orosené sklo.

,Rekl jsi mi, zes ho znigil.“

»Lhal jsem. On zni¢il mé&.*

»Nechce se mi vérit, Ze je to mulj obraz.*

,»Nevidis v ném sviij ideal?* Otazal se Dorian trpce.

,»Muj ideal, jak tomu fikas...*

»Jak jsi tomu fikal ty.*

»Nebylo v ném nic zlého, nic hanebného. Byl jsi pro mé¢ idedlem, s jakym uz se

nikdy nesetkam. Tohle je tvar satyra.*
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»Je to vyraz mé duse.*

»Proboha! Co jsem to zboziioval! M4 o¢i d’abla.*

»Kazdy znas méa vsobé nebe i peklo, Basile!* vyhrkl Dorian s nesmirnym
zoufalstvim.

Hallward se znovu obratil k portrétu a upfené na né¢j hledél. ,,Boze! Jestli je to
pravda,” vykftikl, ,,a jestli jsi tohle udélal se svym Zivotem, musi§ byt jesté horsi, nez
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vykladaji ti, kdo t& pomlouvaji!“ Pozvedl svétlo, aby lip vidé€l, a zkoumal platno. Povrch
vypadal celkem nedotCené, stejné¢, jako kdyz dilo dokoncil. Ta Spatnost a hriiza zjevné
vychazely zevniti. Nasledkem néjakého podivného zrychleného vnitiniho Zzivota tu
malbu zvolna rozezirala lepra hiichu. Hniti mrtvoly ve vlhkém hrob¢ by nebylo takhle
strasné.

Roztiasla se mu ruka a svicka vypadla z prohlubné svicnu na zem. Lezela tam a
prskala. Uhasil ji botou. Pak se vrhl do vratkého kiesla u stolu a zabofil tvai do dlani.

,»Boze, Doriane, to je pouceni. To je straslivé pouceni!* Odpovéd’ nepfichazela,
zato zaslechl, jak mladik u okna vzlyka. ,,Modli se, Doriane, modli se.” Zamumlal. ,,Jak
nas to ucili, kdyZ jsme byli mali? ,Neuved’ nas v pokuSeni. Odpust’ ndm nase viny. Zbav
nas od zlého.* Pojd’'me to odfikat spolu. Modlitba tvé pychy byla vyslySena. Modlitba
tvého pokéni bude rovnéz vyslySena. Uctival jsem té pfiliS. Jsem za to potrestan. Oba za
to pykame.*

Dorian Gray se zvolna otocil a pohlédl na n¢j uslzenyma oc¢ima. ,,Je pfili§ pozde,
Basile,* vykoktal.

,Nikdy neni pfili§ pozd€, Doriane. Pojd'me pokleknout a zkusme si vzpomenout
na slova modlitby. Neni tam né¢kde vers: ,I kdyby vaSe hiichy byly jako Sarlat, zbéleji
jako snih‘?*

»laslova pro me¢ ted’ uz nic neznamenaji.*

,,Pst! Nerouhej se. Uz jsi v Zivoté natropil dost zla. Boze — nevidis, jak po nas ta
proklata véc poSilhava?*

Dorian Gray pohlédl na obraz a nahle ho zachvétila nezvladatelnd nenavist vici
Basilu Hallwardovi, jako by mu ji vnukla ta postava na platné, naSeptala mu ji do ucha
témi rozsklebenymi rty. Nepficetné se kolem sebe rozhlédl. Na viku malované truhly
proti nému se cosi zatipytilo. Spo¢inul na té véci pohledem. Uz védél, co to je. Ten niz
si sem donesl pfed n¢kolika dny, aby si ufizl kousek provazku a zapomnél ho tady.
Zvolna se vydal k nému a spole¢nika minul. Jakmile se dostal za kieslo, popadl zbran a

otocil se. Hallward se zavrtél, jako by se chtél zvednout. Vtom se na néj Dorian vrhl a
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ntz mu vrazil do zily, ktera probihd za uchem, ¢imz srazil malifovu hlavu na stil, a
bodal ho pak znovu a znovu. Ozvalo se pridusené zasténani a potom désivy zvuk
Cloveka zalykajiciho se krvi. Rozprazené paze se tiikrat kieCovité pozvedly a bezvladné
machly dlanémi s groteskné tuhymi prsty. Dorian ho jest¢ dvakrat bodl, ale malit uz se
nehybal. Cosi zacalo odkapavat na podlahu. Pockal chvili a jesté mu ptimackl hlavu.
Pak odhodil ntiz na sttil a naslouchal.

Neslysel nic nez kapku za kapkou padajici na prodieny koberec. Oteviel dvefe a
vysel na odpocivadlo. V dom¢ panovalo naprosté ticho. Nikde nikdo. Par vtefin stal a
naklonén pfes balustradu mzoural do ¢erné hlubiny pod sebou. Pak vytahl kli¢, vratil se
do mistnosti a zamkl za sebou.

Ta véc stale sedéla v kiesle, naptl natazena na stole se sklonénou hlavou,
s vystréenymi zady a dlouhymi, nepfirozené rozhozenymi pazemi. Nebyt té rudé
¢lovek by usoudil, Ze ten muz prosté spi.

Jak ptekotné se ten ¢in sebchl! Dorian se citil podivné klidny, a kdyz pteSel
k oknu otevfel je a vystoupil ven na balkon. Mlhu odval vitr a obloha pfipominala pavi
ocas posety myriadami zlatych oc¢ek. Pohlédl na ulici a uvidél policistu na obchiizce, jak
dlouhym paprskem svitilny ohledava dveie ztichlych domt. Na rohu Cervené zazafila
pliZici se drozka a poté zmizela. N&jaka Zena v tfepotajicim se $alu se plouZila podél
zébradli a povazlivé vravorala. Cas od ¢asu se zastavila a patravé se ohlédla. Jednu
chvili si ochraptélym hlasem zacala prozpévovat. Policista pfeSel k ni a k nécemu ji
nabadal. Se smichem se odpotacela. Naméstim se prohnal prudky zadvan. Plynové lampy
zablikaly a zmodraly, holé stromy mévaly kovové ¢ernymi vétvemi sem a tam. Zachvél
se, vratil se do mistnosti a zaviel okno.

Dosel ke dvetim, otocil klicem a oteviel. Na zavrazdéného ani nepohlédl. Mél
pocit, ze ted’ jde hlavné o to neuvédomovat si situaci. Pritel, ktery namaloval ten osudny
portrét, z néhoz pramenila veskera jeho mizérie, z jeho zivota odesel.To stacilo.

Pak si Dorian vzpomnél na lampu. Byla dost neobvykla, zhotovil ji jakysi
maursky femeslnik z matného stiibra vykladaného arabeskami z lesténé oceli a byla
posetd neopracovanymi tyrkysy. Tfeba by ji mohl postradat sluha a nésledovalo by
vyptavani. Na okamzik zavéhal, pak se vratil a sebral lampu ze stolu. V tu chvili se
nemohl mrtvoly nevSimnout. Byla tak nehybna! Jak désivé bled¢ vyhlizely ty dlouhé

ruce! Pfipominala hriznou voskovou figurinu.
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Znovu za sebou zamkl a tiSe se kradl dolti. Dievéné schody sktipély, jako by sté-
naly bolesti. Nékolikrat se zastavil a ¢ekal. Nic, vSude klid. Ozyvaly se jen jeho kroceje.

Jakmile dosel do knihovny, vSiml si tasky a kabatu v kouté. Musi je nékam
schovat. Odemkl tajnou skiin v osténi, kde ptfechovaval své kuriozni prevleky, a strcil
véci tam. Pozdéji je mize snadno spalit. Pak vytahl hodinky — bylo za deset minut dvé.

Posadil se a zacal ptekotn¢ uvazovat. Kazdy rok — skoro kazdy mésic v Anglii
obésili nékoho za to, co pravé spachal. Zdejsi povétii jako by plodilo Silené vrazedné
myslenky. N&jaka rudd hvézda se nejspis priblizila k Zemi... Ale jaké jsou proti nému
dikazy? Basil Hallward odeSel z tohoto domu v jedenact. Nikdo ho nevidé€l znovu vejit.
VétSina sluzebnictva byla v Dorianové venkovském sidle. Komornik spal... Pafiz! Ano.
Basil pptece odjel ptilno¢nim vlakem do Patize, jak zamyslel. Vzhledem k jeho zvlastni
zdrZenlivosti ub&hnou mésice, neZ vznikne néjaké podezieni. Celé mésice! NeZ nastane
ta doba, daji se vSechny diikazy znicit.

Vtom ho cosi napadlo. Oblékl si kozich, nasadil klobouk a vySel do haly. Tam se
zarazil, kdyz zaslechl pomaly, téZky krok policisty na chodniku a v okné zahlédl odraz
zablesku jeho svitilny. Se zatajenym dechem cekal.

Po chvili oteviel zadpadku, vyklouzl ven a opatrné za sebou zaviel. Pak zacal
zvonit. Za hodnou chvili se objevil jeho komornik jen zpola obleCeny a s krajné roz-
espalym vyrazem.

»Moc mé mrzi, Ze jsem vas musel vzbudit, Francisi,” omlouval se pan domu, kdyz
vchazel dovnitt, ,,ale zapomné¢l jsem si kli¢. Kolik je hodin?*

»Za pét minut Ctvrt na tfi, pane,” odvétil sluha, kdyZ se podival na hodiny a
zamrkal.

»Za pét minut Ctvrt na tfi? To je ale straSnd hodina! Musite mé rdno vzbudit
v devét. Mam né&jakou praci.*

,Dobfe, pane.*

,Stavil se tu nékdo vecer?“

,»Pan Hallward, pane.VydrZel az do jedenacti a pak musel na vlak.*

»Aha. To mé mrzi, Ze jsem ho nezastihl. Nechal néjaky vzkaz?*

,»Ne, pane, jen fekl, Ze vam napiSe z Patize, pokud vas nenajde v klubu.*

,» 10 staci, Francisi. Nezapomeiite m¢ vzbudit rano v devét.*

,J1ste, pane.*

Muz se v trepkéach odsoural chodbou.
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Dorian Gray odhodil klobouk i koZzich na kieslo a piesel do knihovny. Ctvrt
hodiny piechazel po mistnosti sem a tam, kousal se do rtu a usilovné premyslel. Pak
Z jedné police vzal adresai a zalistoval v ném. ,,Alan Campbell, Hertford Street 152,

Mayftair.“ Ano, prave toho ¢loveka potiebuje.
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