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Introduction

This thesis presents African American English as a distinguished literary language and
showcases its convoluted history and development in literary expression. By presenting three
novels that feature African American Vernacular, this thesis demonstrates the complexity of
the language as such whilst exploring the usage of the vernacular in writing and its
implications. The thesis focuses on three novels written by African American female writers,
representing three different approaches to language, to the recording the vernacular, and
narrative styles. Zora Neale Hurston, Alice Walker, and Toni Morrison were selected as three
of the most prominent female “inheritors of the legacy of literary dialect,” who use it “as a
medium for encoding African American language and meaning in print.”! Zora Neale
Hurston’s Their Eyes Were Watching God, Alice Walker’s The Color Purple, and Toni
Morrison’s The Bluest Eye each represent a specific way of African American expression in
writing; and this thesis aims to explore the possibilities of translating this specific language
into Czech.

The thesis presents the challenges of translating African American English as well as
mediating the African American experience into the Czech context. The possibilities of
translation of African American English are explored through Michael Zantovsky’s 1983
translation of The Bluest Eyes and Jifi Hruby’s 2001 translation of The Color Purple. The
third novel is Hurston’s Their Eyes Were Watching God that has not been published in a
Czech translation. This selection thus allows to present a comparison between a more
contemporary translation, translation published during the Communist era in Czechoslovakia,
and present a new translation of a previously untranslated text.

The thesis is thematically divided into three main parts, which constitute the body of the
text. The first part focuses on African American English itself; it aims to present the relevant
historical context and overview of the African American Vernacular in connection to
literature and the recordings of African American English. Divided into three chapters, this
part presents the emergence of African American English in literature, the limitations of
research, and the scarcity of sources connected to the socio-economic segregation of African
American English speakers. This chapter presents the essential historical context of the
emergence of African American English in writing and sums up how African American

English emerged as a medium of expression and an acceptable language for publication. This

! Lisa Cohen Minnick, “Dialect literature and English in the USA,” Varieties of English in Writing: The Written
Word as Linguistic Evidence, ed. Raymond Hickey (Amsterdam: John Benjamins Publishing Company, 2010)
190.



chapter focuses on the most influential movements, artists, and events that promoted the
emergence of African American Vernacular in literature and obstacles presented by the
majority writing.

Secondly, the first part deals with the authenticity of the representation of African
American English in writing. It introduces African Americans’ endeavours to represent their
art and language in literature and their reaction to the inaccuracy of other authors. This
chapter discusses how African American characters were represented by white authors and
the problematics of their frequent inaccuracy. The historical evidence of the improper,
frequently racially motivated stereotyping, mockery, and satire is contrasted with the
reactions of African American authors and their own work. This chapter offers the relevant
context that reinforces the importance of authentic representation of African American
writing presented in the three selected novels.

The first part is concluded by a chapter that focuses on African American English as a
language. It presents African American English as a distinguished independent language;
however, it is presented in comparison to Standard American English to present the specifics
of the vernacular. It discusses vocabulary specific to African American English, its variable
verbal system, usage of pronouns, the disparity in word order, creating questions, and
pronunciation differences. This chapter introduces the major deviations from Standard
American English that constitute the unique features of African American English in a
selected overview of linguistic phenomena relevant to the literary use of African American
English and its translation.

The second part focuses on the theme of translation and transfer of the African American
experience depicted through the medium of African American Vernacular to the context and
environment of Central Europe. The first chapter discusses the general issues of translating a
vernacular or a dialect and presents an overview of possible approaches to the problem
concerning the multicultural aspect of translation. Drawing from the extensive Czech
translation tradition and translation theory, the first chapter introduces the Czech translatory
background and the issue of balancing the authenticity of the translation and means of the
mediation of the topic to the Czech reader.

The following two chapters of the second part focus on the analyses of The Blues Eye and
The Color Purple. Each chapter presents one of the novels, which are analysed from the
perspective of language, the recording and usage of African American English, and how the
vernacular influences the narrative. Each chapter focuses on the specifics of the writing,

introduces possible patterns in writing, and includes an analysis of selected language



phenomena of African American English present in the text. Each of these is then followed
by analyses of the Czech translations of the novels — Nejmodrejsi oci translated by Michael
Zantovsky published in 1983 and Barva nachu translated by Ji#i Hruby in 2001. Each of the
translations is evaluated on the basis of the way in which the translator managed to transfer
the African American English into Czech, its authenticity, and how the selected translation
strategy serves the narrative.

Finally, the third part focuses on the last novel: Their Eyes Were Watching God, by Zora
Neale Hurston. Even though it is the oldest of the three novels, as of today, there is no
published translation of Hurston’s book. As with the other two novels, this part opens with an
analysis of the language of the original. Once again, the analysis explores the specifics of
Hurston’s use of African American English and the way in which the vernacular influences
the narrative.

The analysis is followed by a new translation of Their Eyes Were Watching God (Jejich
oci sledovaly Boha). The first two chapters of the novel are translated implementing the
theory explored and defined in the previous part, aiming to present a translation that transfers
the African American Vernacular into Czech. The translation aims to present a possible
solution of the contextual and language transfer between English and Czech. The translation
primarily utilises alternative spelling, colloquial expressions and vocabulary, and Common
Czech in order to present an adequate representation of the vernacular in Czech.

An analysis of the presented translation then concludes the third part of the thesis. This
chapter aims to analyse the success of the transference of the African American experience to
the Czech context and the tackling of the question of translating the distinctive features of
African American English. While Their Eyes Were Watching God have not been translated
into Czech, there is a published Slovak version Ich oci vyzeraly Boha translated by Maria
Rafajové in 1947, which is briefly consulted for comparison. The final chapter connects the
two translated chapters to the theoretical background of the Czech translation tradition; and
comments on the issues that have emerged during translation, commenting on more general
issues and concrete sections that have yield problems.

In conclusion, this thesis presents African American English in the context of its literary
tradition and introduces it as a distinct vernacular and as a source language for Czech
translation. By analysing the three selected novels, their language, and their translation, this
thesis presents an overview of the use of African American English in literature and the

possibilities and obstacles of translating its complexity into Czech.



1 — African American Vernacular English in Literature
1.1 The Emergence of African American English and Literature

The language of the Slaves

When discussing the emergence of the first African American writers, the term slave
narrative can be hardly avoided or omitted. These narratives emerged in America and
England during the eighteenth and nineteenth centuries in thousands, and their authors were
attempting to record the experience of their enslavement in what Baker calls “the first literal
manifestations of tragic disruption in African cultural homogeneity.”” Slave narratives were
written for various reasons, and the motifs, as well as identities of their authors, are often
questioned and revaluated. Some critics tend to question the probability of a slave being
capable of speaking English, let alone writing. Once the authenticity of these texts is
questioned, the discussion then shifts towards the motivation behind the production of such
texts. According to Christopher Mulvey, authenticity issues raise questions such as: “Have
the texts been written by persons who are authentically African American? Have the texts
been misrepresented by the mediation of white helpers and editors? Have the African
American writers been true to black thinking and values?”® The authenticity of these
narratives is questioned, and consequently, the accuracy of the recording of the African
American English can be hardly verified. Salikoko S. Mufwene comments on the issue of
revisions and editing of the slave narratives emphasising that “we should not ignore the
adjustments that the ‘narrators’ may have made to the outsiders who interviewed them, nor
the particular ways the speech samples may have been edited.”*

The language that the slaves of the eighteenth and nineteenth centuries spoke inevitably
corresponded to their homeland’s language, which was already altered by prior colonisation
and thus, different pidgins developed and continued to evolve. Even though the older slaves
would speak African languages and teach their children to use these, “the children would find
little to no use for these languages.” These children would use Pidgin English, which is
classified as English Creole. The fact that a slave could communicate in English, and thus the

communication between them and their masters was easier, later became a selling point.

2 Houston A. Baker, Jr. Blues, Ideology, and Afro-American Literature: A Vernacular Theory (Chicago: The
University of Chicago Press, 1987) 31.

3 Christopher Mulvey, “Freeing the Voice, Creating the Self,” Cambridge Companion to the African American
Novel, ed. Maryemma Graham (New York: Cambridge University Press, 2004) 20.

4 Salikoko S. Mufwene, “The Emergence of African American English,” The Oxford Handbook of African
American Language, ed. Sonja J. Lanehart (New York: Oxford University Press, 2015) 67.

5 Dillard, 76.



Slogans commenting on the communicational skills of individual slaves would become the
centre of an advertisement claiming that the slave ‘speaks good English,” which could be,
according to Dillard, read as something like “English which can be understood” or even
“good English — for a slave.”® It is not surprising that these descriptions had such an
underlining message; the language abilities of the slaves were not comparable to spoken
English of non-slaves. The advertisements would even go as far as claiming that the
advertised slave “speaks English though somewhat Negroish,” or “speaks rather more proper
than Negroes in general.”” This chapter of the development of African American English is
immensely telling and important; however, it is not the aim of this thesis to cover the
emergence of the vernacular, and thus the focus is moving past the development of the three
varieties used by African Americans in the eighteens century — West African Pidgin, English,
Plantation Creole, and Standard English;® to the post Emancipation period as the period of the
emergence of freed African American authors.

To assume that the Emancipation Proclamation issued by Abraham Lincoln on the first of
January 1863 denoted the end of the previous establishment and that the African Americans
were suddenly accepted as members of society and thus, they began to produce literature
comparable in volume to the white literature, would be naive. The change was slow, and the
English varieties such as Plantation Creole were still prominent even seventy years after
Emancipation, nearing the end of the Harlem Renaissance, whose crucial role in the ‘Negro
Renaissance’ is indisputable. Dillard comments on the language of the 1934 novel The
Shadow of the Plantation by Charles Johnson, among others, as documenting “language
which is quite similar to Plantation Creole.”® However, as Dillard continues, it is important to
realise that generational differentiation after the Emancipation is substantial. Moreover, the
speech of African Americans even begun to influence English used by Southern white
Americans. The state and evolution of pre-Harlem Renaissance African American English
can be, according to Brasch’s theory from 1981, recalled in three cycles, and then two
following cycles mark roughly the Renaissance itself and then the Civil Rights period:

1. Colonial revolution cycle (1760s — 1800)

2. The Antebellum cycle (early 1800s — 1860)

3. The Reconstruction cycle (1870s — 1900)

4. The Negro Renaissance cycle (1920s — 1940s)

¢ Dillard, 84.
7 Dillard, 84.
8 Dillard, 85.
° Dillard, 108.



5. The Civil Rights cycle (1945 — 1970s)!°

“The Colonial revolution cycle references an approximation of the speech of the runaway
slaves from the perspective of those who travelled to the colonies.”'! The Antebellum cycle
represents the previously discussed representation of English in slave narratives, and the
Reconstruction cycle introduces a continuum of African American English in the works of
authors such as Paul Lawrence Dunbar or Joel Chandler Harris.'> However, as previously
stated, the crucial period for the emergence of African American English in literature is what

Brasch calls “The Negro Renaissance,” commonly titled the Harlem Renaissance.

The Harlem Renaissance

The period of the Harlem Renaissance can be, according to Green, described as a period
when “black themes were depicted more and more in literature, and furthermore, scholars
were openly addressing the issue of African American speech in writing.”!*> The Harlem
Renaissance is notoriously famous for the sudden sprouting of different art forms and forms
of expression of the African American culture, not only literature. However, this
understanding and demarking of the movement have been repeatedly criticised by African
American critics as well as the authors themselves. Henry Louis Gates, Jr., in his “Preface to
Blackness: Text and Pretext” from 1978, criticises the reading of African American authors
for the obvious:

The idea of a determining formal relation between literature and social
institutions does not in itself explain the sense of urgency that has [...]
characterized nearly the whole of Afro-American writing. This idea
has often encouraged a posture that belabors the social and
documentary status of black art, and indeed the earliest discrete
examples of written discourse by slave and ex-slave came under
scrutiny not primarily literary.'*

Gates then criticises Thomas Jefferson’s influence on the issue and the writing of writers of
the Harlem Renaissance or William Dean Howells. He makes a connection between

metaphysical and physical blackness when reviewing Paul Laurence Dunbar’s “Majors and

10 Lisa J. Green, African American English: A Linguistic Introduction (Cambridge, Cambridge University Press,
2002) 166.

' Green, 166.

12 Green, 166.

13 Green, 166.

14 Henry Louis Gates, Jr, “Preface to Blackness: Text and Pretext,” Within the Circle: An Anthology of African
American Literary Criticism from Harlem Renaissance to the Present, ed. Angelyn Mitchell (Durham: Duke
University Press, 1994) 235.



Minors.”!® So far, Gates’ quotes would suggest that he denounces any connection between
literature and culture; however, it is important to understand that this is not the message he
aims to convey.

It is not, of course, that literature is unrelated to culture, to other

disciplines, or even to other arts; it is not that words and usage

somehow exist in a vacuum or that the literary work of art occupies

an ideal of reified, privileged status, the province of some elite cult of

culture. It is just that the literary work of art is a system of signs that

may be decoded with various methods, all of which assume the

fundamental unity of form and content and all of which demand close

reading.'®
Recognising what is relevant in the relationship of culture and literature versus blindly
connecting everything to the fact that the author is African American is a crucial distinction
that should always be respected — especially when writing about African American literature
outside the American context.

The Harlem Renaissance context can be hardly omitted, especially in connection to
Hurston, who is recognised as one of the leading literary personas of the movement. Similarly
to most African American literature and literary criticism, the Harlem Renaissance too was
established as a reaction or a response to the political reality of the times. The Harlem
Renaissance emerges in Harlem right around the end of World War I, which has immensely
impacted American society, not only the African American community. Such a response to
the trauma of war is far from surprising. The Harlem Renaissance period is considered the
inaugurating era of African American literary criticism, and thus it is not surprising that
authors still tend to reflect on it and return to the Harlem critics until today. The Harlem
Renaissance’s literary branch emerged around 1919, and as the Great Migration peaked
between 1925 and 1929, the influx of people coming from the South had also influenced the
growing community. The outpour of new art was accompanied by not only artistic and
cultural self-discovery, but it was also influential in terms of the social growth of the whole
African American community as well as individuals.!”

The Harlem Renaissance era can be in terms of the rapidly changing social and political
climate compared to the turbulent sixties and the Civil Rights movement. However, despite

the fourteenth and fifteenth amendments, African Americans were continually targeted and

15 Gates, 242.

16 Gates, 251-252.

17" Angelyn Mitchell, “Voices Within the Circle: A Historical Overview of African American Literary
Criticism,” Within the Circle: An Anthology of African American Literary Criticism from Harlem Renaissance
to the Present, ed. Angelyn Mitchell (Durham: Duke University Press, 1994) 2.



misrepresented and thus suffered greatly from racial, political, and economic inequality. The
National Association for the Advancement of Colored People (NAACP) was founded in
1910; however, African Americans were continually victims of racial assaults. The whole
climate was extremely turbulent with events such as the “Red Summer” of 1919 or the
revival of the Ku Klux Klan in 1921. The population of New York tripled in a timeframe of
several years, and it slowly evolved to the “capital” of African American culture. The Harlem
Renaissance stimulated the birth of the “new Negro” that allowed the artists to realise
themselves through artistic expression, but it also helped the emergence of new political

views and movements.'?

“The New Negro”

The previously more conservative and accommodative rhetoric of Booker T. Washington was
replaced by radical and assertive protests of W. E. B. Dubois, and the approach of African
Americans and their literary expression has shifted.!” These turbulent times introduces
several influential literary figures whose testaments and manifestos reimagined and redefined
African American artistry. Among others, Langston Hughes, in his 1926 essay “The Negro
Artist and the Racial Mountain,” expresses his determination:

We younger Negro artists who create now intend to express our
individual dark-skinned selves without fear or shame. If white people
are pleased we are glad. If they are not, it doesn’t matter. We know
we are beautiful. And ugly too. The tom-tom cries, and the tom-tom
laughs. If colored people are pleased we are glad. If they are not, their
displeasure doesn’t matter either. We build our temples for tomorrow,
strong as we know-how, and we stand on top of the mountain, free
within ourselves.?

Hughes’s unapologetic approach resonates with the whole Harlem Renaissance and the “new
Negro” movement as his statement defines the approach of African Americans to their art,
and it remains influential to this day. As previously mentioned, hand in hand with the African
American literature itself, literary criticism has been evolving and establishing the position of
African American literature in connection to the Western literary tradition and literary

culture. Angelyn Mitchell notes that “at the core of this idea is a certain universal conception

18 Mitchell, 2.

19 Mitchell, 3.

20 Langston Hughes, “The Negro Artist and the Racial Mountain,” Within the Circle: An Anthology of African
American Literary Criticism from Harlem Renaissance to the Present, ed. Angelyn Mitchell (Durham: Duke
University Press, 1994) 59.



of humanity whose reference point is usually the Euro-American man.”?! This criticism
represented, for example, by William S. Braithwaite that in his 1925 “The Negro in American
Literature” states that “here a new literary generation begins; poetry that is racial in
substance, but with the universal note, with the conscious background of the full heritage of
English poetry.”?? The understanding of African American literature against the background
of the Western literary tradition is, however, only one of the approaches that emerged in the
times of the Harlem Renaissance movement.

Contrasting the views of Braithwaite is a movement that recognises the specifics of the
racial, sociocultural, and historical determination of the literature and culture of African
Americans. This movement is oriented towards establishing “the presence and continuities of
varying traditional — folklore, group customs, beliefs, values, styles— in African American
cultural expressions.”” This distinction is essential in connection to this thesis mainly
because one of the supporters of this approach is — amongst names such as Brown, Hughes,
and Locke — Zora Neale Hurston. Her essay “Characteristics of Negro Expression” from 1934
covers various topics from dialect (explored in the following chapter) to dancing or folklore.
She states that the most striking manifestations of “Negro art” are features such as angularity
or asymmetry. She recognises that even if the general consensus might be the fact that
“Negro is lacking originality,”* the truth is completely different. She states that recognising
the original source is difficult, and thus any group that claims it is essentially wrong. She
demonstrates this issue on the example of Shakespeare, arguing that even his source cannot
be claimed. This leads Hurston to claim that:

...if we look at it squarely, the Negro is a very original being. While
he lives and moves in the midst of white civilization, everything that
he touches is reinterpreted for his own use. He has modified the
language, mode of food preparation, practice of medicine, and most
certainly the religion of his new country, just as he adapted to suit
himself the Sheik haircut made famous by Rudolph Valentino.?

Hurston thus proposes that African Americans cannot be “corrected” in order to fit the

boundaries and dimensions of the Western culture. African Americans are original and

21 Mitchell, 5.

22 William Stanley Braithwaite, “The Negro in American Literature,” Within the Circle: An Anthology of
African American Literary Criticism from Harlem Renaissance to the Present, ed. Angelyn Mitchell (Durham:
Duke University Press, 1994) 40.

23 Mitchell, 5.

24 Zora Neale Hurston, “Characteristics of Negro Expression,” Within the Circle: An Anthology of African
American Literary Criticism from Harlem Renaissance to the Present, ed. Angelyn Mitchell (Durham: Duke
University Press, 1994) 86.

25 Hurston, “Characteristics of Negro Expression,” 86.



specific in their expression, art, and lifestyle, which should be considered when approaching
their art. This notion is crucial for the purposes of this thesis since it aims to analyse the
specifics in the language of not only Hurston but also Morrison and Walker.

Hurston, among other representatives of the Harlem Renaissance movement, has paved the
way for her successors. As Sahar Webster Fabio says, the movement managed to close the
“credibility gap between Black man, his articulation of his experience, and his selfhood.””*
Webster depicts Hurston as “an anthropologist, throwing light on language” and someone
who “open[ed] the way for today’s freedom-wigged freaks.” According to Webster, she
belongs amongst the “Stone-cold, bad-blood revolutionaries. Escapees from prisons of Anglo
rhetoric. Frontiersmen in the lumbering netherlands of Black language.”?’” Hurston has been
acknowledged as an influence by many African American writers, namely, for example, Alice
Walker, whose search for Hurston’s grave and her 1975 essay “In search of Zora Neale
Hurston” confirm Hurston’s influence on Walker’s writing as well as her crucial position in
the process of establishment of African America writing. Hurston undeniably influenced

contemporary African American (mainly female) authors such as Alice Walker or Toni

Morrison.?®

The Civil Rights Movement

However, even if both Morrison and Walker belong among the contemporary African
American authors, their novels were published in the turbulent times after the radical 1960s
Civil Rights movement. According to Brasch’s cycle, the seventies do belong to the Civil
Rights cycle. Furthermore, according to Mitchell, it was not until the seventies that the
movement of feminism gained momentum and started affecting the lives of African American
women and the literary scene. This time is marked by the establishment of the so-called
“Consciousness-raising” groups formed to help inform and educate women on the topics of
education, equality, and oppression.?’ These groups have also introduced feministic theorists

and among them Alice Walker. Walker, in her 1972 essay “In Search of Our Mothers’

26 Sarah Webster Fabio, “Tripping with Black Writing,” Within the Circle: An Anthology of African American
Literary Criticism from Harlem Renaissance to the Present, ed. Angelyn Mitchell (Durham: Duke University
Press, 1994) 228.

27 Webster Fabio, 228.

28 They should be considered contemporary even though Morrison, unfortunately, passed away two years ago in
2019. The novels selected for this thesis are from the seventies and eighties; however, they both remained
productive and involved in the African American literary scene well as literary criticism.

29 Mitchell, 16.
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Gardens,” explores the issues of female creativity and the lack of its understanding by the
general public as well as (male) literary critics and commemorates the previous generation:

For these grandmothers and mothers of ours were not Saints, but
Artists; driven to a numb and bleeding madness by the springs of
creativity in them for which there was no release. They were Creators,
who lived lives of spiritual waste, because they were so rich in
spirituality-which is the basis of Art-that the strain of enduring their
unused and unwanted talent drove them insane. Throwing away this
spirituality was their pathetic attempt to lighten the soul to a weight
their work-worn, sexually abused bodies could bear.*

Walker’s literary criticism is heavily influenced by her predecessors in the literary sphere as
well as her ancestors. Her continuation of the African American tradition is prominent not
only in her criticism but also in her work.

Similarly to Walker, Morrison, in her novels, also recollects the past, for example, in the
Neoslave narrative Beloved. The Bluest Eye — set in the forties — explores the dichotomy of
understanding of beauty in American society, which is one of the ramifications of the
inequality endured by the African Americans. The disparity between the position of African
American men and women is one of the prominent topics that resonate in the work of not only
Morrison but also Walker and Hurston. Morrison addressed this fact in an interview
conducted by Cecil Brown in 1995, where she comments on the difference between men’s
and women’s writing:

So what is different, I think, is that black women, who seem to be the
only people writing who do not regard white men and white women —
the white world — as the central stage in the text. White men write
about white men because that’s who they are; white women are
interested in white men because they are their fathers, lovers and
children, family; black men are interested in white men because that’s
the area in which they make the confrontation. Those are the people
who have denounced them, confronted them, repressed them, and
those are the white men who have in large part told them that they are
lesser. Black men are serious about this confrontation. Black women
don’t seem to be interested in this confrontation.’!

The importance of African American female authors does inevitably come from necessity. If
African American authors have been oppressed and women have been oppressed, then

African American female authors have been oppressed not only by the Western literary

30 Alice Walker, “In Search of Our Mothers’ Gardens,” Within the Circle: An Anthology of African American
Literary Criticism from Harlem Renaissance to the Present, ed. Angelyn Mitchell (Durham: Duke University
Press, 1994) 402.

31 Cecil Brown and Toni Morrison, “Interview with Toni Morrison.” The Massachusetts Review 36, no. 3 (1995),
Accessed March 18, 2021. JSTOR http://www.jstor.org/stable/25090662. 455-456.
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tradition but also by their community. That is why authors such as Zora Neale Hurston or her
successors Toni Morrison and Alice Walker deserve the attention. The attention is not
deserved but also needed — their novels depict African American women’s experience not
only within American society but also in the African American community. Their heroines
are speaking out — symptomatically using African American English — to share their
experiences. This thesis aims to analyse the three different African American voices from

three different authors whose work is so crucial for the whole African American community.
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1.2 Authenticity and Representation of African American English in
Literature

Slave Narratives

As the previous chapter suggested, the authenticity of African American writing — in
connection to the slave narratives — has been questioned, and these authors have been often
scrutinised. The texts were subjected to analyses to prove or disprove the authenticity and
identity of the author. Most of the pre-Emancipation Southern states had laws that forbade
literacy among slaves, which dramatically decreased the frequency of authentic slave
narratives directly written by enslaved or, more likely, formerly enslaved people. As Guy
Bailey states in his essay “The relationship between African American Vernacular English
and White Vernaculars in the American South,” there is only a few documents that were
verifiably written by slaves.

However, most of these are of little linguistic value since they are

mainly in standard English, with sparse evidence of AAVE [African

American Vernacular English]. Representativeness is an even more

significant problem. Since the vast majority of the mid-19th-century

slave population was illiterate, it is hard to know how representative

letters written by the small proportion that could read and write are.*
This practically rules out non-literary texts from the possible analyses of the written
representation of African American English. There is a large body of evidence of early
African American Vernacular English in terms of ex-slave narratives. However, as Bailey
continues: this corpus includes “both illiterate and literate interviewees and is based on actual
field interviews.” However, as he confirms in the following pages, these “are not verbatim
representations of speech and, in some cases, the integrity of the data is questionable,
although the WPA (i.e., Works Project Administration) data and similar sources can be used
profitably if analysed carefully.”** Bailey also discusses the machinal recordings made with
African Americans born between 1825 and 1875 discovered by researchers. These recordings

do not precisely correspond with the material of this thesis, even though oral tradition is a

crucial link in the chain of the emergence of African American English.

32 Guy Bailey, “The relationship between African American Vernacular English and White Vernaculars in the
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Harlem Renaissance and Hurston

Coming once again to the Harlem Renaissance as a crucial period for the African American
literary endeavours, this period is marked by contrasting opinions concerning the language
that should be used when African Americans are producing literature. As Henderson states,
corroborating the critical importance of Harlem Renaissance: “Although there were attempts
at realistic depiction of Black life before they came on the scene, the writers of the Harlem
Renaissance were the first to do this in a systematic manner, as even a cursory look at the
period will reveal.”** As Lisa J. Green builds on this quote by Henderson, the writers of this
period can be divided into two groups regarding their approach to African American English.
“For some writers during this period, black dialect represented a real part of black life, but for
others, it portrayed the stereotypical, low-class black.”**Langston Hughes or Zora Neale
Hurston belong amongst writers who concerned themselves with the authentical language of
the African American community.

As mention above, Hurston herself was open to the idea of authentic representation of
African American English in her work; however, as she comments in the passage on dialect
in her essay “Characteristics of Negro Expression,” the majority of writers who try to depict
the African American Vernacular do not do it justice. “If we are to believe the majority of
writers of Negro dialect and the burnt-cork artists, Negro speech is a weird thing, full of
‘ams’ and ‘Ises.” Fortunately we don’t have to believe them. We may go directly to the Negro
and let him speak for himself.”*® This commentary of Hurston’s suggests something that
would be considered obvious in recent years when cultural appropriation issues gain
significant traction. The authentic representation of African American English should be
analysed in African American writers’ works, not writers of different origins, as their
portrayal is not only incorrect but also inappropriate, and unfortunately, very commonly
racist. Hurston also comments on features prominent in storytelling, saying that “so” is
commonly used to connect parts of the story or when introducing a new one.?’ This is not
specific only for African American expression, as “so” is relatively common as a filler word
in a significant percentage of English speakers.

However, as many sources claim, adequate representation of African American English is

not only in the factual portrayal. According to James Braxton Peterson, orthographical

34 Stephen E. Henderson, “The Forms of Things Unknown in Understanding the New Black Poetry and Black
Music,” African American Literary Criticism, 1773 to 2000, ed. Hazel A. Ervin (New York: Twayne Publishers,
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inadequacy is commonly the limiting factor for the authors, and the limits of English
orthography also result in inconsistency from author to author. According to Peterson, the
common practice shows that authors use different spelling systems in order to create the so-
called “eye dialect™:

No orthographic system has ever been developed or agreed upon to
represent different dialects of American English because “the same
spelling system” masks pronunciation differences that exist regionally,
socially, and otherwise. As a result, various authors have constructed
their own way to address this issue: the use of eye dialect. However, a
significant problem with eye dialect is that it tries to relay information
about pronunciation in ways that look deviant but are not.*8

This system is, according to Peterson, used by the author because they consider it to be an
adequate representation of the ethnical or dialectical characterisation; however, they tend to
overlook the fact that the phonological spelling often depicts a pronunciation common for
English speakers regardless of race. Braxton’s point of view appears to be relevant to this
thesis mainly due to his belief that analysis of the way in which African American authors
portray their community on paper cannot exist in either a literary or a linguistic vacuum.*
That is why this section of the thesis includes not only an overview of the literary history of
African American English, but the following chapter also introduces the most prominent
linguistic features of the language.

As Lisa Cohen Minnick states, the way in which authors record dialect on the page was
traditionally subjected to an impressionistic criticism of the look of the recording. Cohen
Minnick connects this to Dennis Preston and his “negative reactions to the attempts of
linguists, folklorists, and other researchers to represent nonstandard linguistic features,
especially phonological features, in print.”** Besides other African American authors, Preston
also discusses Hurston, who was, according to Cohen Minnick, “widely maligned for their use
of dialect and for [...] representing falsely imagined versions of black life.”*! Hurston’s
attempts to depict the African American dialect have been heavily scrutinised, similarly to
many of her literary colleagues, due to various reasons. Commonly, authors were criticised

for the decision to represent the African American dialect at all, as it “continued to be
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associated well into the twentieth century with the plantation tradition.”*? This notion arguing
against the depiction of African American dialect corresponds with the previously discussed
group of Harlem Renaissance writers, who opposed the idea of portraying the dialect as it,
according to them, stereotypes the low-class African Americans.

However, Zora Neale Hurston’s position among the African American writers of the
period is somewhat unique. Michael North defines her position as an author who has been
obsessively patronised. Once again, North mentions the “reversal” considering Hurston’s
work that was brought about by Allice Walker* as a contrast to criticisms such as the one by
Richard Wright. His review of Their Eyes Were Watching God from 1937 states that:

Miss Hurston can write, but her prose is cloaked in that facile

sensuality that has dogged Negro expression since the days of Phillis

Wheatley. Her dialogue manages to catch the psychological

movements of the Negro folk-mind in their pure simplicity, but that’s

as far as it goes. Miss Hurston voluntarily continues in her novel the

tradition which was forced upon the Negro in the theatre, that is, the

minstrel technique that makes the “white folks” laugh.*
Wright appears to be criticising Hurston for her approach to the African American dialect
that, in his eyes, appears to stereotype African Americans and introduces a comedic undertone
to their speech. However, considering when the review was printed, one has to conclude that
the continuous improvement and empowerment of the African American writers have made
criticism such as this outdated. Hurston herself contributed to the emancipation of the African
American expression in literature, as previously discussed in connection to her essay
“Characteristics of Negro Expression.” Michael North comments on Hurston’s writing,
stating that she was “reviving black folklore that had been widely misused, ‘debunking,” as

she put it, ‘the current mammy-song-Jolson conception of the Southern Negro.””**

Fear of Using the Vernacular

The African American Vernacular was so heavily stereotyped and induced by numerous
negative connotations that educated African Americans were afraid to use it. The situation in
the times of Hurston was so exaggerated that students at Howard University objected against

singing spirituals due to its grammar. Hurston was one of the leading voices that advocated
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against the issue. “This proved the beginning of an argument Hurston carried on throughout
her life, as a novelist and ethnographer, on behalf of ‘Negro expression’ against the forces of
standardization.”*® In recent years, linguists focused on ensuring that certain linguistic
features would not be stigmatised, thus educating the general public on these issues. In
everyday life, this means that a person should not be judged, labelled, or discriminated solely
based on his speech and these endeavours are not implemented solely in linguistics, but they
also permeate literary studies. This introduces previously almost neglected works, such as the
ones by Hurston or Dunbar, and their analyses are incorporating the newly established
theories considering the recording of the dialect. Thus, these analyses can focus not only on
the dialect itself, but they can go beyond and introduce new readings and connections. As
Cohen Minnick states:

Controversy is not a good enough reason to dismiss the value of a

work of literature nor to forego studying the strategies of speech

representation. In fact, if the goal of art is to engender an emotional

response, as the old adage goes, then perhaps some of the most intense

reactions are the smoke that points to the fire of superior artistic

creation.*’
This notion connects to the necessity of addressing and acknowledging the attempt of writers
to reproduce African American English in writing as it consequently “stands in direct
contradiction both artistically and linguistically to the view that unsparingly dialectal writing
is necessarily poorly executed and inartistic, and worse, that the literature it appears in is
therefore itself altogether without merit.”*

This chapter discussed only the writing of African American writers and their
reproductions of the African American Vernacular until this point. The recording of African
American English is a crucial point when analysing such texts; the omittance of writers
outside the African American community, who ventured into representing African American
characters in their work would completely ignore the indirect occurrence of these characters
in literature. This thesis does not aim to presents an overview of African American characters
written by white authors, so commentary concerning the prime example of such a character
follows. The character of Jim from Mark Twain’s 1884 novel Huckleberry Finn was selected

as one of the most prominent African American characters in white writers’ novels and also as

arguably the most famous one.
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Mark Twain’s Jim

Analyses of Jim’s character and the implications of his depiction by Twain are a regular
occurrence among literary critics, and they focus on a variety of topics concerning Jim. The
depiction of the character by Twain introduces mainly topics of politics and race, and the
conclusions vary significantly across the spectrum. As Cohen Minnick mentions in her
analyses, many persuasive interpretations unanimously conclude that Twain’s representation
of Jim is negative and stereotypical. She continues to specify that the most problematic aspect
of Huckleberry Finn’s is that “Twain’s frequent lapses into stereotype in his formulation of
Jim’s character.”® Besides Eric Lott, Frederick Woodward, or Donnarae MacCann, Toni
Morrison is also one of the critics who complies with this reading. Morrison’s essay “This
Amazing Troubling Book,” which is included as an Introduction to Coursebooks on
Huckleberry Finn, represents Morrison’s opinion on the story that has shaped over the
decades, as she recollects several re-readings of the book. The last one— in the 1980s — was
motivated by the demand for the book to be removed from libraries and reading lists of public
schools. Morrison comments on the removal’s primary motivation, stating that “reading
‘nigger’ hundreds of times embarrassed, bored, annoyed — but did not phase [her].”°
Morrison’s essay focuses in great detail on her subjective feelings and connections drawn
from her own experience, but she also presents some objective arguments correlating with the
more generally acknowledge areas where the book is considered problematic.

Morrison does acknowledge that the date of publication is symptomatic for some of the
occurrences in the book; nevertheless, “Jim’s portrait seems unaccountably excessive and
glaring in its contradictions — like an ill-made clown suit that cannot hide the man within.”"!
However, Morrison acknowledges that Twain’s portrayal of African American characters is
based on real people. Thus he often represents the characters as good people (witty and
caring), and she concludes that the misrepresentation in the character of Jim is a plot device.
It resonates with his white racist audience — also “solves the problem of ‘missing” him that
would have been unacceptable at the novel’s end, and helps resolve another problem: how
effectively to bury a father figure underneath the minstrel paint.”>> Morrison’s reading draws
connections between Huck’s relationship with his father and Jim, as well as Tom Sawyer.

These conclusions are not necessarily relevant for this chapter; however, one of the three

4 Cohen Minnick, 60.
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conclusions that Morrison states at the very end of her essay corresponds with the
repercussions of the story as a whole on the image of African American characters. This
matter — as Morrison titles it — is “the secrecy in which Huck’s engagement with (rather than
escape from) a racist society is necessarily conducted.”? Inevitably, Twain — condoning the
racist environment of his time — does not manage to present a friendship freed from racial
connotations; he simply avoids it.

In the chapter focusing on Huckleberry Fin, Cohen Minnick presents not only close
reading but also qualitative and quantitative linguistic analyses of Jim’s speech represented in
the novel. The extensive analysis observes phenomena of African American English, such as
syllable-initial fricative stopping, phonological features, or grammatical features of Jim’s
speech. Cohen Minnick contrasts her finding with other critics, notably James S. Leonard and
Thomas A. Tenney, who label Twain’s representation of Jim’s speech as the so-called eye
dialect. According to them, the eye dialect in Huckleberry Finn:

pretends to represent nonstandardness by variant (in some cases,
merely phonetic) spellings, though the pronunciations represented
may actually be regionally acceptable. The speech of Jim and other
black characters in the novel is marked by extreme forms of eye
dialect, while that of whites usually is not; the result exaggerates the
ignorance and/or deviance of black speakers as compared to white.>*

However, interestingly enough, the finding of Cohen Minnick in her quantitative analysis
challenges the reading presented above, even though she states that linguistic analyses cannot

prove or disprove it. Nevertheless, she argues that:

Most of Twain’s respellings for Jim, and also for Huck and the other
characters-nearly all of whom, regardless of race, are represented as
speaking something other than Standard American English (SAE) —
actually do in most cases indicate alternative pronunciations that have
been documented as regionally or socially distributed, including in the
speech of some African American speakers.>”
Cohen Minnick’s analysis suggests that the portrayal of Jim and other African American
characters is not “extreme” and that the deviations in spelling are also present in the speech of
other characters.
Cohen Minnick’s detailed analyses also present inconsistencies between the

representations of speech of various African American characters, which suggest that Twain’s
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representation of characters tends to be inconsistent in general. Thus, his portrayal of African
American English cannot be conclusively regarded as Twain’s racism. Once again, it is
crucial to consider the date of publication of the novel and consider the targeted audience that
Twain had in mind. As Cohen Minnick states, the evidence in the actual language of Jim in
Huckleberry Finn is not conclusive enough to state that Twain’s depiction of Jim has a racist
undertone. She states that: “The evidence that Twain actually uses the depiction of Jim’s
speech to disparage him is simply not found in the text of the novel, according to this analysis,
nor in the articles produced by critics of Twain’s version of [African American English].”¢
She reiterates the results of the linguistic analysis as inconclusive in conclusion. She
correlates the questionable notions of Jim’s character to be flaws that are likely to occur not
only in the work of an author such as Mark Twain but as something common in the society of
his time.

The above-introduced findings, considering the writing of Mark Twain, are presented in
this chapter as an example of white authors’ treatment of African American characters;
however, it does not aim to evaluate or elaborate on the problem of possible misrepresentation
of African Americans any further. It is simply introduced as a contrasting material among the
other exclusively African American authors present in this thesis. This chapter presented
some episodical examples and relevant context concerning the three novels analysed in this
thesis. The issues of authenticity and representation of African American characters and
English in American literature would deserve a much larger space and systematic analyses of
a greater pool of examples; however, that is not the aim of this thesis. The language of the
selected novels is analysed in the following parts, as this chapter aims to present a contextual

space and a broader and more general discussion concerning this complex issue.
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1.3 Features of African American English

The Issue of Nomenclature

So far, this part has used the terms African American English, African American Vernacular,
or African American dialect interchangeably, similarly to many sources. However, before
moving onto the linguistic features of African American English, it seems only appropriate to
validate the seemingly free use of the terminology. There does not appear to be a clear
consensus that would determine one “correct” term that should be used when referring to the
English spoken by African Americans. Some of these terms omit the word English altogether,
which according to Lisa J. Green, is supposed to “highlight African and creole creations,””’
however, all these terms round up to a series of words that compound the meaning,
suggesting that it is a variety spoken by speakers of African descent in the predominantly
English-speaking country. A list of the different varieties is given below, with the last four
most commonly used today:

1. Negro dialect

. Nonstandard Negro English

. Negro English

. American Negro speech

. Black communications

. Black dialect

. Black folk speech

. Black street speech

9. Black English

10. Black English Vernacular
11. Black Vernacular English
12. Afro American English

13. African American English
14. African American Language
15. African American Vernacular English (AAVE)>®

0 3N L kW

The usage has changed and developed with time, making the terms using the word “Negro”
obsolete. Similarly, the varieties denominated by the word “Black™ were replaced by the
generally widely accepted politically correct term African American.

Some linguists tend to dissociate from the interchangeability of the different terms, such as
Labov, who distinguishes the difference between “Black English” and “black English
vernacular.” Labov’s book Language in the Inner City was published in 1972, which

corresponds with the previously stated shift from “Black” to “African American.”
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Nevertheless, Labov states that the term “black English” (or African American English for
that matter) is not suitable as it implies “a dichotomy between Standard English on the one
hand and black English on the other.”® He also states that the term “Black English” should
be used for “the whole range of language forms used by black people in the United States:
[...] extending from the Creole grammar of Gullah spoken in the Sea Islands of South
Carolina to the most formal and accomplished literary style.”®® Finally, Labov concludes that
he refers to the “black English vernacular (BE) as that relatively uniform grammar found in
its most consistent form in the speech of black youth from 8 to 19 years old who participate
fully in the street culture of the inner cities.”®' The distinction between individual varieties is
complex not only in the case of Labov, but other critics and linguists also present their
terminology, which differs from Labov’s theory.

For example, Arthur K. Spears, in his 1998 article “Black American English,” states that
he uses

the term African-American English (AAE) as a cover term for
Standard African-American Englishes (SAAE) and for African-
American vernacular Englishes (AAVE), both of which are in turn the
cover terms for the collections of standard and non-standard varieties
of AAE, respectively.®?
Spears also notes, in a chapter dedicated to African American English Standard in The
Oxford Handbook of African American Language, that:

It is essential to draw attention to the existence of African American

Standard English (AASE) since many linguists, other scholars, and

laypersons typically make a distinction between African American

English (AAE) and Standard American English (SAE), erroneously

implying that all AAE is vernacular (i.e., nonstandard).®
Thus, in Spear’ case, the English used by African Americans is a standardised language that
is not to be regarded as a vernacular of Standard American English. However, these
distinctions, as Mufwene suggest, are shifting continuously and in conjunction with the

emergence of African American literature and culture. Some critics suggest that the term

“vernacular” acquired a specific technical meaning in studies of African American
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Vernacular English. The term was in reaction to Baugh’s 1983 book Black Street Speech
associated with street culture. As Mufwene concludes: “This has led many linguists to
illustrate AAVE with the language of ritual insults, with Hip-Hop lyrics, and the like.”®*
However, in a survey conducted among English African American speakers, the results

[3

suggest that according to the speakers, the term ‘“vernacular” is more inclusive and the

distinction between AAE and AAVE is not conclusive.®®

Considering the focus of this thesis, which is to examine how African American authors
depict the speech of African Americans in their novels and explore the possibilities of
translating it into Czech, the distinction between various linguistic subgroups, vernaculars,
and dialects does not appear to be crucial. The following text does not aim to analyse the
language used by Hurston, Morrison, and Walker to determine a specific language group or
trace the origin back to creole or pidgin. That is why the terms African American English and
African American Vernacular English are used interchangeably. The difference between
them is not relevant for this thesis, and that is why the terminology goes along the lines of
Green’s statement suggesting that “today, while some researchers choose to use African
American English, others African American Vernacular English (AAVE) and still others
African American Language, they are all referring to the same variety.”® In conclusion, the
following description of the most prominent linguistic features of African American English

is understood to be the features of the language spoken by the speaker of English, who

identify as African Americans.

African American Lexicon

It is often the case that African American English is viewed as what Baugh calls “street
speech.” Considering the influence of new media, television, and social media, the
vocabulary used by specific age groups tend to be more defining for the general opinion of
the language than other factors. As Green states, African American English is often
characterised “in informal terms, at least in part, by the vocabulary that is used by some
African American adolescents, teenagers and young adults and that is generally not accepted
in the marketplace in mainstream America.”®’ Specific addition to this notion of Africa
American English is, without a doubt, the immensely influential Hip-hop scene, which,

however, is not directly connected to the topics of this thesis and is thus wholly omitted from
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the discussion. The lexicon of African American English is not the sole defining feature of
the language; however, the unique lexical entries are the easiest to recognise. Nevertheless, it
is important to preface the discussion of specifics of African American lexicon (or any other
feature of African American English discussed in this thesis) by acknowledging the
following. If a particular entry is typical or symptomatic for African American English, it
does not mean that speakers outside this specific group never use it.

In her discussion of the African American lexicon, Green divides the entries into words
and phrases used by all generations and those specific for a particular age group. She also
states that in contemporary African American English, class is not a significant factor that
would yield a great number of differences.®® However, this statement is disputed by several
authors, such as Britt, Labov, or Weldon. Considering the dating of sources such as Labov, it
can be argued that the assimilation between the different groups is a natural outcome of the
changing social disposition. Hand in hand with that also goes the fact that, for example,
Dillard’s book from 1972 as examples of specifics of African American lexicon shares terms
that do not occur in newer publications and vice versa. This only proves that the system of
African American English is — as any other language system — an everchanging structure that
is symbiotically changing with society. Dillard, in his chapter on the lexicon, presents as the
most notorious example words such as “soul brother/sister,” “chick”™ (girl), “vines” (clothes),
“Hog” (Caddilac), or “bread” (money).®” Considering the current state of American English,
one might argue that, for example, “chick” is standardised in American slang to the point that
it would not be specific for contemporary African American English. Following is a selection
from the lexical entries from the African American lexicon presented by Green as a sample of
specifics in African American English.

1. “get over” (take advantage of, to succeed by using wit but little
effort, as in “The students tried to get over on the teacher.”)

2. “come” (expressing speaker indignation, Spears and Baugh define
this feature of “come” as semi-auxiliary, as in “Don’t come telling
me all those lies.”)

3. “mash” (press, as in “Mash the button again so the elevator will
come to this floor.”)

4. “-own-" (intensifier in reflexive pronouns, as in “He cooked his
food hisownself.”)

5. “some” (very, to a great extent, as in “Kareen Abdul Jabar is some
tall.”)

6. “stay” (a. to frequent a place, b. to engage in activity frequently, c.
to be in some emotional state on most occasions, as in a. “She

%8 Green, 13.
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stay in the bathroom.” b. “Sha stay running.” c. “He stay

hungry.”)

7. “steady” (indicates that the action specified by a verb is carried out
in an intense, consistent, and continuous manner, as in “Her
mouth is steady running.”)”

This short selection is not an exhaustive list of specifics of African American English;
however, it does showcase some prominent features of the language. These lexicon specifics
are symptomatic for the vernacular; however, in the current environment, the slang has
gained the most significant traction when talking about African American English.

As Green states, presenting an overview of slang has its challenges, as it is the one aspect
of the language that changes the fastest. As an example, Green mentions that when collecting
the material for her book in the early to mid 1990s, she noted that the word “‘phat’ (adjective
meaning extremely nice, good looking or of good taste) was popular among African
American adolescents, teens and young adults.”’! However, when she conducted a survey in
a lecture in 1999, the word was no longer considered popular according to the students who
attended. This anecdotal evidence provided by Green showcases the rapid development of
African American slang or any other slang for that matter. Considering the subject of this
thesis, further commentary on contemporary African American slang lexicon seems
redundant.

Besides the above-discussed lexical entries specific for African American English, other
prominent specifics of African American English are verbal markers and syntax. Most
frequent of these changes is the variability of the final -s, preverbal markers “be,” “BIN,” and

99 ¢¢

“done” (don), another group of preverbal markers: “finna,” “steady,” and “come,” variability
in the use of copula (contraction or deletion), an invariant form of the verb be, ellipses of the
past tense suffixes, multiple negation, uninflected plurals, existential “it” and “dey,” and
possessives. These features will be shortly introduced in the following paragraphs, drawing

mainly from Dillard, Green, and Lanehart.

Verbal System
According to Dillard, it is the verbal system where African American English reveals the
most significant difference from Standard American English and “the closest resemblance to

its pidgin and creole ancestors.”’* In the case of the final -s in the third person singular (as in
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“John runs”), the African American English usually does not use the -s (“John run”).
However, as Dillard states, the occasional borrowing of the suffix might occur as a
hypercorrect form such as “I goes™ or “you loves,” but also in the “correct” form “he goes” or
“she loves.” However, Dillard notes that these do not mark the present time as in Standard
American English. African American English can, however, “mark present time
unmistakably, as with the use of not (‘He not workin’). More basically, the speaker of Black
English has an option as to whether he wishes to indicate the action of the verb went on in the

past or to leave the verb in a noncommittal form.””?

Preverbal Markers “be,” “BIN,” and “don”

Another verbal feature prominent in African American English is the usage of the word “be,”
referred to either as aspectual be, invariant be, habitual be, or “be>” by Labov. This “be”
indicates that an eventuality recurs.’* As Green states: “the meaning expressed by these
aspectual markers is captured in the general American English glosses by a sequence of verbs
and an adverb or adverbial phrase.”” In standard American English, the meaning would be
conveyed by using words such as “usually” or “always.” Green explains the difference
between the auxiliary/copula “be” and the aspectual “be” by stating that auxiliaries can be
omitted; however, the aspectual be has to be present as its absence would change the
sentence’s meaning. This can be demonstrated on the following example:

1. “Bruce run.” (meaning “Bruce runs on occasions.” or “Bruce
doesn’t have a problem with running.”)

2. “Bruce O running.” (meaning “Bruce is running now.” or “Bruce
is running these days.”)

3. “Bruce be running.” (meaning “Bruce is usually running.” or
“Bruce usually runs.”)”

So as the examples provided by Green showcase, if the aspectual be would be omitted in the
third sentence, the meaning would change, and it would correspond with the meaning of the
second sentence that is that “Bruce (is) running” at this very moment. The aspectual be

LTS
1

always occurs in the uninflected form. If the sentence contains “am,” “is,” or “are,” it is not
an aspectual be. However, even though the aspectual form is invariable, it can precede

different grammatical elements and preserve habitual meaning. Besides the example
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presented above, the aspectual be can also occur before non-verbal predicates, such as
prepositional phrases, adjectives, and nouns.”’

Another marker prominent in African American English is “BIN.” Green labels it as
“Remote past BIN,” and states that it “situates an activity or state (or some part thereof) in the
remote past.”’® However, this remote past is relative — it can refer to something that has
happened twenty minutes or twenty years ago. The prominent feature of “BIN” that
distinguishes it from the standard “been” is stress. As explained in the following example, the

stressed “BIN” and unstressed “been” change the sentence’s meaning.

1. “She BIN running.” (meaning “She has been running for a long
time.”)
2. “She been running.” (meaning “She has been running.”)
3. “She bin had had him all day.” (meaning “She has had him all
day.”)”
y-”)
Stress as the defining feature that determines the difference between “been” and “BIN” is
commonly in a written form marked by the alternative spelling presented above.

The last verbal marker of the three — “don” denotes an event that has ended, and it
precedes a verb in the -ed form. The marker is “pronounced with an unstressed syllable, and
it is distinguished from done, the past participle form of the verb ‘do’ in general American
English (She has done her homework) and in nonstandard varieties of English.”* This verbal

marker 1s used in cases such as:

1. “I told him you don changed.” (meaning “I told him that you
have changed”)

2. “I dan already finished that.” (meaning “I have already finished
that”)

3.“I don done all you told me to do. I don visited the sick.”
(meaning “I have done all you told me to do. I have visited the
sick™)

4. “I don pushed it.” (meaning “I have already pushed it”)!

This verbal marker — besides African American English — also occurs in the speech of
Southern white Americans, analysed for example by Feagin, who suggests that the verbal
marker “done” has occurred in the speech of poor whites in Georgia, North and South

Carolina, or Alabama as well as in the speech of slaves.®? To conclude this section that deals
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with the three verbal markers “be,” “BIN,” and “don,” a final note concerning their possible
combinations should be made. Both markers “be” and “BIN” can be combined with “dan,”
creating “be don” and “BIN don.” These combinations have meanings that do correspond
with the meanings of the individual parts; in both of these combinations, the “don” remains

unstressed, as the “be”’/”BIN” element takes the stress.

Preverbal Markers “Fina,” “Steady,” and “Come”

The previous section already analysed the words “steady” and “come” as lexical entries.
“Finna” (including varieties “fixina,” “fixna,” and “fitna”), as Green states, indicates “that the
event is imminent; it will happen in the immediate future.”®® This verbal marker precedes
non-finite verbs that are not marked for tense and agreement. Verbal marker “finna” occurs in
sentences such as:

1. “I don’t know about you, but I’m finna leave.” (meaning “I
don’t know about you, but I’'m getting ready/about to leave.”)
2.“Y’all finna eat?” (meaning “Are you getting ready/about to
eat?”)

3. “Oh-oh they pulling they coats off. That mean they fixna Kkill us
or something.” (meaning “Oh-oh they are pulling their coats off.
That means that they are about to kill us or something.”)%*

This verbal marker is in other English varieties realised as “fixing to,” so — as Green states —
it seems that the specifics of African American English lays in the pronunciation.

The verbal marker “steady” (possibly also pronounced as “study”) is used to convey that
the verb that it modifies/precedes denotes an activity that is carried out intensely or
consistently. A progressive form of the verb follows this verbal marker and the verb — in
order to be capable of taking the marked “steady” — has to indicate an activity. This means
that “steady” would not modify verbs such as “have,” or “know.” Such a sentence would be
ungrammatical, as the constant state denoted by the verb clashes with the meaning of the
marker. “Steady” can thus occur as a verbal marker in sentences such as:

1. “Them students be steady trying to make a buck.” (meaning
“Those students are always working diligently to make money.”)

2. “They want to do they own thing, and you steady talking to
them.” (meaning “They want to do their own thing, and you’re
continuing to talk to them.”)

8 Green, 70.
84 Green, 71.
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3. “People be on them jobs for thirty years just steady working.”
(meaning “People usually stay on those jobs for thirty years,
working consistently.”)%
As the first example suggest, the verbal marker “steady” can be combined with the
aforementioned aspectual “be,” in such a case “steady” has the above-discussed meaning and
the aspectual “be” indicates habituality.
Finally, the third verbal marker from this group is “come,” which denotes the speaker’s
indignation even though Spears refers to “come” as a semi-auxiliary with the same
meaning.®® The marker “come” precedes verbs ending in -ing, as in sentences such as:

1. “You the one come telling me it’s hot. I can’t believe you got
your coat on.” (meaning “You’re the one who had the nerve to
tell me that it’s hot. I can’t believe you’ve got your coat on.”)
2. “They come walking in here like they was gon’ make us change
our minds.” (meaning “They walked in here as if they were
going to do or say something to make us change our minds.”)
3. “Don’t come acting like you don’t know what happened and
you started the whole thing.” (meaning “Don’t try to act as if
you don’t know what happened, because you started the whole
thing.”)%’
As the examples indicate, this marker denotes the speaker’s displeasure with the occurrence
they are reacting to and expressing it in their statement. The verbal marker “come” concludes
the section concerning the six most prominent verbal markers in African American English,

their usage, and specifics of each of them.

Variability of the Copula

As Jon Holm in his article on “Variability of the Copula in Black English and Its Creole Kin”
states: “the status of copula in United States black English vernacular has received
considerable attention from American linguists over the past decade, and rightly so: its
subtleties lead us right to the heart question of BEV’s identity and its relationship to standard
American English.”®® Holm utilises Labov’s theory from the previously quoted publication
Language in the Inner City; however, these findings are very complex and not necessarily
relevant to the topic of this thesis. Both Holm and Labov analyse the usage of the copula by

tracing the locative variations, which is not necessarily the aim of this chapter. Thus, the
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following text introduced the relevant theory concerning the specific use of copula in African
American English. The copular “be” in African American English is typically realised either
by infinitive “be” or by ellipsis of the copula altogether. Dillard explains the difference
between the two on the following examples:

1. “My brother sick.” (which indicates that the sickness is currently
in effect, but it is probably of a short-term duration)

2. “My brother be sick” (which indicates a long-term illness, the
brother may not be expected back in school for a relatively long
time)®’

The usage of copular “be” is thus — according to Dillard — tied to the temporality of the
described action, noting that the distinction is even more apparent when the sentence is made
into a negative:

3. “My brother ain’ sick.”
4. “My brother don’t be sick.”

or a question:

5. “Is my brother sick?”
6. “Do my brother be sick?”*°

As Dillard notes, even though, for example, sentence 5 does appear grammatically standard,
it should not be evaluated on its own. If the subject were to be changed to “they,” sentence 5
would remain “Is they sick?” — indicating that “is” functions as a question marker as well as
an emphasis marker (similarly to Standard American English).

Finally, on the topic of copulas, Dillard states that in some cases, the African American
speaker might (he is explicitly talking about a child speaking) say a grammatically correct
sentence, “My brother’s sick.” This should be, according to Dillard, understood as a form of
code-switching, where the speaker is under the influence of Standard English. Dillard
supports this claim by stating that the very same speaker also uttered sentences such as:

1. “They’s sick.”
2. “I’s sick.”
3. “P’m sick.”
The topic of code-switching, and consequently code-meshing, would deserve a separate

chapter, as the switching between Standard American English and African American English

8 Dillard, 52.
% Dillard, 53.
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is common in African American speakers and in many cases — for example, Vershawn

Ashanti Young states — encouraged by English teachers.”!

Tenses

The verbal system of African American English is in some cases — whether it is due to code-
meshing and/or code-switching influenced by Standard English; however, Dillard takes the
almost controversial stance that “description of tense in an optional category in Black
English.””?His theory supports it by the claim that African American English uses different
markers that indicate the temporal aspect of the sentence, and thus proper inflexion becomes
unnecessary. As Green comments on the issue of temporality in verbs, for example:

there is no observable distinction between the simple past and the
present perfect verb forms. In other words, the simple past and present
perfect are often identical in shape (i.e., the simple past verb form is
used in both); there is often no separate participle verb form such as
“caten.””?

Dillard support this claim by stating that African American speakers, when asked, produce
hypercorrect forms such as “felled,” “frozed,” or “strucked,” or occurrences of infinitives
such as “to taught to falled” that indicate that the final -ed has no tense significance for the
speaker.”* However, in contrast to Dillard, Green’s conclusion does not deny the African
American tenses as non-existent. She states that in the case of negative sentences, the

auxiliaries “did” and “have” do distinct the temporality of the utterance.

Multiple negation

On the topic of negative sentences, the evergreen of stereotypical African American dialect
impersonation is multiple negation. The occurrence is so easy to spot, especially for speakers
of English, for whom it is not the first language. Contrasting usage of negation in Czech, for
example, multiple negation is not incorrect; it is in some cases necessary. The rule of not
using multiple negation is thus embedded heavily in the heads of L2 English speakers. As
Green states, multiple negation can be carried in African American English sentences by

auxiliary and also by an indefinite pronoun, as in these examples:

%1 Vershawn Ashanti Young, “Are You Part of the Conversation,” Introduction to Other People’s English:
Code-Meshing, Code-Switching, and African American Literacy, ed. Vershawn Ashanti Young, Rusty Barrett,
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1. “I sure hope it don’t be no leak after they finish.” (meaning “I
hope there won’t be a leak after they finish.”)
2. “Bruce don’t want no teacher telling him nothing about no
books.” (meaning “Bruce doesn’t want any teacher telling him
anything about (any) books.”)
3.“l ain’t never seen nobody preach under announcements”
(meaning “I have never seen anyone preach while they’re giving
announcements.”)”
As the general rule applies in Standard American English: double negative yields positive, as
the two negatives cancel each other. This rule, as introduced above, does not apply in the case
of African American English. As Green concludes, it is essential to note that the multiple
negation does not multiply in its meaning and thus does not make the utterance more negative
compared to the standard use of simple negation.”®
In contrast to negation, where it is apparent that African American English appears to be
utilising “unnecessary” elements in order to produce a sentence, in most cases, the trend of
African American English appears to be inverse. Commonly, the specifics of African
American English are often features that simplify the complex linguistic structure of Standard
American English. Especially in cases where the specific linguistic element does not affect
the utterance’s meaning, the ellipsis is common. As an example of such an occurrence,

Dillard presents “forty year,” and “twenty bushel.”’ In these cases, the number is apparent

from the use of a numeral, and thus the final -s becomes “unnecessary.”

Genitive Marking

Next, genitive marking represents another feature specific to African American English. As
stated above, some elements in African American English are not obligatory, and thus they
are omitted. The genitive marker -s belongs amongst these features as African American
English does not require it to form a possessive. African American English marks the
relationship of the two objects by their order, where the possessor precedes the possessed as
in the following examples:

1. “I always get bites cause we be hanging out at my mama
house.” (meaning “I always get bites because we usually hang
out at my mama’s house.”)

2. “Sometime Rolanda bed don’t be made up.” (meaning
“Sometimes Rolanda’s bed isn’t made up.”)

% Green, 77.
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3. “That’s the church responsibility.” (meaning “That’s the
church’s responsibility.”)”

This also connects to the use of pronouns. Frequently, possessive forms of pronouns are not

used, and pronouns remain in the nominative:

1. “They want to do they own thing, and you steady talking to
them.” (meaning “They want to do their own thing, and you’re
continuing to talk to them.”)

2. “If they wanna go out and do something else with it, that’s they
business” (meaning “If they want to go out and do something
else with it, that’s their business.”)”

This connects to the “simplification” of the use of language. The meaning of the sentence is

evident from other markers present, and thus the proper form is not necessary.

Use of Pronouns

Finally, African American English also utilises the words “it” and “dey” in existential
constructions, where Standard American English would use “there is/are.” As the following
example from Green suggests, there are six different ways, how to express that “There is
some coffee in the kitchen” in African American English:

1. “It’s some coffee in the kitchen.”

. “It got some coffee in the kitchen.”

. “It have some coffee in the kitchen.”
. “Dey some coffee in the kitchen.”

. “Dey got some coffee in the kitchen.”

. “Dey have some coffee in the kitchen.”!%

AN L AW

These existential structures can be further modified, for example, by the previously discussed
aspectual “be” such as:
- “It be all kinds of cakes and pies in that store” (meaning “There
are usually/always all kinds of cakes and pies in that store.”)!%!

However, as Green states, it is important to note that “there is a method in producing these
and other constructions in AAE. Speakers adhere to these restrictions in producing
grammatical AAE sentences.”'”? Green stresses this point primarily due to the negative
connotations and stigmatisations often attributed to African American English, as the

speakers are often ostracised due to their language expression.
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The list of the most prominent linguistic features of African American English presented
above is not aiming to be conclusive. This chapter introduces features of African American
English most commonly occurring in literature, media, and everyday speech. The contrasting
of these phenomena against Standard American English is not aimed to presents Standard
American English as the “correct” or “proper” form, and thus on these examples showcase
where African American speakers are making mistakes. Standard American English is
presented in comparison to mark the linguistic features specific to African American English.
This chapter is present as a theoretical foundation for the following analyses of the languages
of the three selected novels, as well as guidance material for the analyses of the two Czech

translations and the new translation of Hurston’s Their Eyes Were Watching God.
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2 — Translation of African American English into Czech
2.1 Specifics of Translation into the Czech Cultural Environment

Czech Translation Tradition

As the previous chapter conveyed, African American English deserves specific attention due
to its unique structure and position in connection to its history and the establishment of
American society, namely the historical context that includes the traumatic experience of
racial intolerance, slavery, and segregation. This creates a unique situation that can be hardly
transitioned into the space of Central Europe. Considering the historical context of the Czech
Republic, the racial question is not non-existent, but the racial diversity is nowhere
comparable to the diversity of society of the United States. These reasons contribute to the
difficulty of translating books that feature African American Vernacular English, as
translation is not just simple transportation of information from one language to another.

Translated literature has been a distinctive and vital part of the Czech literary milieu. Jifi
Levy’s Umeni prekladu (The Art of Translation), first published in 1963, continues to be one
of the most prominent theoretical publications concerning translation into Czech, its methods,
and system. Levy’s text is not necessarily focused on translating a minority language or
dialect; however, several of his more general claims can be connected to this issue. For
example, the statement regarding the connection between the original and its translation.
Here, Levy utilises Gaston Bachelard’s theory, which sees the translation and the original as
two existing forms of one common abstract (or metaphysical) archetype. In simple terms,
according to Bachelard, a successful translation should be a metaphorical brother to the
original rather than a son. They should both come from the same transcendental idea.'®
However, as Levy continues, this notion is almost fantastic as grasping this idea is not simple.
He also notes, as previously stated, that several European literary scenes established their
specific traditions in the literary translation theory and practice,!® and the Czech translation
scene belongs among them.

On the example of Ramayana, Levy explains the balance of the two most important tasks
of a translator; these can be adapted to correspond with the issues of translating African
American English. Most importantly, the translator aims to make the translation feel like an

original of our national literature, but at the same time, they also aim to convey the
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characteristics of the Hindu epic, how the people in India used to think and act. This balance
is, according to Levy, a crucial aspect of translation. According to his text, what he calls the
informative function is proportional to the remoteness of the translated literature.!® So if the
translator can expect the reader to be well informed about the topic, culture, and environment
of the translated text, they can opt for a less “appropriating” approach that would make the
translation more similar to the reader’s national literature. This situation is variable across the
readership, and the skills vary among translators. Thus the perfect situation of an ideal reader
and ideal translator is something almost unattainable.

On the topic of dialect, Levy discusses the possibility of “naznak” (‘“hint” in the translation
by Corness).!% He states that the translator should opt for suggestive translation where a
completely adequate translation is impossible. If the author uses a dialect or a different
language against the background of the national language, the whole linguistic system
becomes an artistic medium, and the translation is impossible to solve by traditional
translation techniques. Levy mentions the possibility of a different language appearing in a
text, for example, Turkish used in Bulgarian literature, or French in novels such as Leo
Tolstoy’s War and Peace;'°" and presents possible solutions. However, Levy acknowledges
that dealing with a dialect is far more complicated. As he states, it is impossible to
characterise the speech of a Bavarian or someone from Brittany (or African American for that
matter) by using the Czech language. According to Levy, the only possible thing for a
translator is to distinguish between the speech of the characters using a dialect and those
using standard language. However, Levy warns against using regionally charged dialects as
this marks the character regionally in the translation space, which is not desirable.!®® Czech
regional dialect is not a viable solution for a dialect, as it places the character in a concrete
region of the Czech Republic, which results in unnecessary naturalisation.

Vladimir Prochazka, in his article “K funkci pfekladu v literatufe” (“On the Function of
Translation in Literature”) states three aspects that a translator should accomplish in order to
be successful. They should, first, understand the work thematically and stylistically, second,
be capable of overcoming the differences of the double language structure by their expression

skill, and finally, reconstruct the stylistic features of the original in the translation.!”” The
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stylistic aspect of translation is realised not only through the approach to dialect; however, if
a dialect marks the original text, it is an essential part of the stylistics. Prochazka’s text is of
older date; it was published in 1942; however, his outlook offers a perspective of the
translation tradition in the Czech Republic. As he states, the translation of a dialogue can be
complicated due to the confrontation of several “language classes,” and this stratification
does not have to correspond between two languages. Prochazka states that — in contrast to
German — Anglo-Saxon literature does not confront regional dialects.!'® He claims that
literature written in English is much more frequently contrasting dialects rooted in the class
division of socio-political division of people, among which the racial segregation inevitably
belongs. The lack of regional dialects among English and American literature might be
argued; however, the division of social groups is common, especially in works of earlier date.

Prochazka claims that earlier translated works (it is necessary, once again, to realise that
this text was written in 1942) often omitted the diversity of language groups and dialects.
However, the twenties, thirties, and forties have introduced an influx of diversifying of
dialects in translation. Prochdzka notes that it is the translator’s job to decide whether the
contrast of the two language groups is a crucial aspect of the text and thus decide whether it is
necessary to preserve it or translate the whole work into “Standard Czech.”!!! Prochazka then
continues to comment on two of his own Czech translation that have, according to him,
justifiably and successfully utilised language division based on a dialect. Thus, the translator
succeeded in Dorothy S. Sayer’s detective novel Murder Must Advertise and — a probably
more relevant example — Steinbeck’s The Grapes of Wrath.

Prochazka states that Steinbeck’s novel’s most prominent feature is the particularity of his
dialogues almost exclusively written in regional dialect. However, suggesting that the
stratification of standard language, interdialect, and regional dialects is specific for each
language, Prochdzka claims that complete stylistic reconstruction is impossible.!'? Prochézka,
in the translation of the Scottish dialect, utilises what linguists call “Common Czech.” As he
states that this character was not crucial to distinguish. However, for the regional dialect
present in The Grapes of Wrath, Prochazka utilises “East Bohemian dialect” (vychodoceské
nafeci) mixed with Prague vernacular, utilising several argot expressions, and finally keeping
several specific terms such as “son-of-a-bitch” (“‘Cub¢i syn”). Thus, Prochézka created an

ultimate dialect for the Okies based on a Czech regional dialect. He substantiates his decision
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by the previous usage of regional dialects, for example, in Sladek’s translation of The Merry
Wives of Windsor, where Welsh dialect is in Czech transformed into Hanak dialect.'3

Even though Prochazka appears to be capable of justifying his decisions in the treatment
of the specific American dialects and his usage of Czech regional dialects as a suitable
substitute, he was presented with criticism from his contemporaries such as Antonin Jaroslav
Urban or FrantiSek Soldan. This method is also dismissed by Levy, as stated above. The
solution to substitute American regional dialect with Czech regional dialect might appear
straightforward, sensible, and elegant; however, the implications of this conduct are much
more significant. The distinction between individual dialects is crucial in order to present the
reader with an adequate translation and representation of the original text; however,
introducing features specific to the Czech space invites unwelcomed connotations. It is
possible to use a dialect to mark different speech stylistics for the reader; however, placing
Steinbeck’s character among Eastern Bohemians or Welsh parson amongst Hanaks is not a
viable solution.

Prochazka’s utilisation of the Czech regional dialect is a practice that Zdena Skoumalova
would label as “naturalisation.” She divides the way in which the translator can approach the
task into two categories: “naturalisation” and “exoticisation.” As the terminology suggests,
the first translation style aims to liken the text to the national standard and thus make it
familiar for the reader. “Exoticisation” is then on the other side of the spectrum, as it aims to
preserve the unfamiliarity of the text.!'* Literary critics and translators have explored the
treatment of dialect since the Czech National Revival movement; however, the opinions were
not always consistent. The idea of “functional equivalence” was, even if it was not
theoretically labelled as such, explored by the founders of the translation tradition as they
understood the contradictions of this idea.'!"”

Kufnerova agrees that the primary task — when dealing with a dialect in the original text —
is to decide whether the dialect has a stylistic and characterising function in the text. Once the
dialect has its specific function in the text (in the case of African American English
indisputable), the translator then has to find a suitable solution in the target language. Once
again, Kufnerova discussed the possibility of utilising regional dialects, directly referring to

previously discussed translations by Prochazka and Sladek. She states that the controversy of
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Prochazka’s choice is not rooted in the fact that he tried to imitate and stylise a dialect; in her
mind, the issue is that he failed in producing a dialect that would transgress the regional
dialect he chose and thus the text is inevitably connected to the East Bohemian region.!'®

On the other hand, Kufnerova acknowledges situations where the stylisation in using
regional dialect was successful and thus justifiable. However, the example presented by
Kufnerova is rather specific, and thus this justification presents very limited possibilities. She
mentions the 1892 play by Gerhart Hauptmann Die Weber, which follows a story of weavers’
rebellion in the Krkonose Mountains. Here, translator Josef Krusina ze Svamberka opts to
utilise the Krkonose dialect, which fits perfectly due to the play’s setting.!!” However, as
mentioned above, this unique setting and dialect unity is rare and can occur only in specific
situations such as this. She concludes that utilising regional dialect in non-stylised forms was
never acknowledged as a standard translation technique, and higher forms of stylisation
remain favourable.

Kufnerova also discusses the possibilities of using “Common Czech,” which has been,
according to her, penetrating the Czech translation ever since the first half of the twentieth
century. Utilising “Common Czech” in combination with slang and argot is seen as a reaction
to the lively spoken Czech and the languages of the original. As Kufnerové states, the
primary function of stylised “Common Czech” in literary translation is to maintain the
tolerable rate of the stylised terms that function properly, but they do not disturb the reader.
According to Kufnerova, texts written in the first person in English have proven to be an
inspiring source of stylised use of “Common Czech” in translation. Namely, J. D. Salinger’s
The Catcher in the Rye’s 1960 translation by Luba and Rudolf Pellarovi, who appear to be
one of the firsts translators that successfully managed to use “Common Czech” as a stylised
translating tool. Pellarovi, in their translation, did not accept Levy’s method of “hinting”, but
they opted for consistent stylisation based on “Common Czech.” Kufnerova states that even
though the use of “Common Czech” is not entirely consistent throughout the book, the
overall effect of the text is a functioning translation with well-balanced expressivity.!'!8

None of the Czech translators mentioned so far has directly commented on the specifics of
the translation of African American English into Czech. This area appears to be reasonably
specific, and there is limited to no theoretical texts that would directly discuss strategies and

challenges of transferring the African American experience in order to present it to the Czech
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reader. Kufnerova, in this chapter, briefly mentions Jan Zabrana’s 1963 translation of Warren
Miller’s 1959 The Cool World, published in Czech as Prezydent Krokadylii. The specificity
of this translation lies in Zabrana’s decision to translate the African American Vernacular
English of the main protagonist as something he labels as a language of a hooligan from
Zizkov.'" According to Kufnerova, this choice is another step in using colloquial features of
Czech in all the levels combined with phonetic transcription and grammatical mistakes.
Zabrana also experiments with punctuations and word boundaries, in what Kufnerova refers
to as amplification of the primate language expression.'?’ As the above-presented analysis of
the most prominent features of Africa American English showcased, Kufnerova’s remark
about the “primitivity” of the language expression is, however, false. This can be attributed to
the dating of the text; a contemporary approach to the topic was presented above.

Zabrana, in his commentary concerning his approach, mentions the lack of tradition in
books written in slang or dialect consistently. Zabrana attributes this to the Czech National
Revival movement and its striving for language perfection. Zabrana consciously decided
against Levy’s method of “hinting.” According to him, the agrammatical argot combined
with the partial illiteracy of the main protagonist would not have been given justice in
“hinting.”!?! Thus in his 1963 courageous translation of Prezydent Krokadyli, African
American English is presented as a vibrant and suggestive language. The translation mode is
courageous, especially in connection to the regime’s view of anything Western and the
limited places to draw inspiration. The language of Zabrana’s translation, as any novel
written in a non-standard language, challenges the reader. Reading grammatically correct text
is far easier and does not require focus that something written like Prezydent Krokadylii does.
The language of the translation fulfils the potential of the original. Zabrana’s text presents an
important landmark in the Czech translation of African American English. Direct analysis of
a translation of the vernacular is presented in the following chapters, focusing on the selected

novels by Toni Morrison and Alice Walker.

Translating Minority Writing
As the text above suggests, the Czech translation tradition does not present a conclusive
theory that deals with translating a minority writing or a dialect, moreover African American

English. Existing foreign theories focus on the specifics of minority translation (such as

19 Jan Zabrana, “Millerova harlemsk4 balada a jak jsem ji piekladal,” Prezydent Krokadylh. Warren Miller
(Praha, Odeon: 1990) 226.

120 Kufnerova, “Obecn4 Cestina a slang,” 74-75.

121 74brana, 226-228.
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Lawrence Venuti) or even directly focus on African American writing (M. J. Cutter). These
are presented in this chapter as suitable substitutions for the lacking theory in Czech. The
specifics of different language groups limit the universality of such theories; however, they
still present an important insight into the more general approaches to translation.

So far, this chapter has focused solely on the problematics of translating the vernacular
without expressing the importance of the balance between the standard language of the novel
and the vernacular. Their Eyes Were Watching God and The Bluest Eye contrast the book’s
narrative voice with the characters’ speech, whereas The Color Purple, as an epistolary novel,
presents two different voices — two different languages. The balance between the languages
in a novel is described (in the first case, where the languages can be seen as “primary” and
“secondary”) as superimposition. Superimposition of languages in such novels involves the
connection and relationship between the used dialect and the common language, the
standard.'”? As Berman suggests, the translator’s task is to ensure that the connection
between the two languages of the original remains in the same balance.

This is the central problem posed by translating novels — a problem

that demands maximum reflection from the translator. Every

novelistic work is characterized by linguistic superimpositions, even if

they include sociolects, idiolects, etc. The novel, said Bakhtin,

assembles a heterology or diversity of discursive types, a heteroglossia

or diversity of languages, and a heterophony or diversity of voices.!
Interfering with this balance, consciously or by lack of skills or precision, inevitably results in
a translation that does not correspond with the original in the diversity of linguistic
expressions. The translation might read as coherent, and thus for someone unfamiliar with the
original as “good.” However, when contrasted with the original, the shift in the linguistic
dispositions results in an imbalance.

The dominant language is “subject[ed] to variation from regional or group dialects,
jargons, clichés and slogans, stylistic innovations, nonce words, archaisms, and the sheer
accumulation of previous uses.”!'** Therefore, the dominant language is presented as one with
greater history and tradition, which plays not only into the writing itself but also into

translation. Venuti states that translation is an opportunity to vary the dominant language. It is

reasonable to expect that the translator will opt for Standard Czech translation when

122 Antoine Berman, “Translation and the Trials of the Foreign,” trans. Lawrence Venuti, The Translation Study
Reader, ed. Lawrence Venuti (New York: Routledge, 2012) 251.

123 Berman, 251-252. Referencing Mikhail Bakhtin’s Le Principe Dialogique: suivi d’écrit du Cercle de Bakhtin
(Paris, Seuil, 1982) 89.

124 Lawrence Venuti, “Introduction” to Translation and Minority: Special Issue of “the Translator” (New York:
Routledge, 1998) Kindle edition 136.
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translating a neutral American English that is not marked by any language markers. Whereas,
when introduced to a text in African American English, which contrasts to the Standard of the
dominant American English, appears marked and non-standard, the translator has to opt for a
non-standard Czech to convey this contrast to the Czech reader. On the topic of translating
minority languages, Lawrence Venuti states that:

For the act of communicating the foreign, the always already marginal
in the translating culture, may itself require language use that draws
on the non-standard and the noncanonical. Languages often reveal
their minor status through the impact that translating has made on
them, measured through the volume of loan words and calque
renderings from hegemonic languages.'?

What Venuti describes is what was expressed above in the Czech translation theory. That is
that minority language will be in the translation presented as a non-standard variant to
contrast it to the standard. The contrast between the standard and non-standard therefore
translates hand in hand with other features of the text.

The language as such should be understood as a concept, something that Catford labels
“whole language.”'?® The language can be divided into sub-groupings or “sub-sets” of
features. A language variety or a dialect can be then labelled as a sub-set of “formal and/or
substantial features which correlates with a particular type of socio-situational feature.”!?” All
these sub-sets then share a common core of grammatical, lexical, and phonological forms and
each variety has features that “are peculiar to it, and which serve as formal (and sometimes

substantial) criteria or markers of the variety in question.”!?8

If the language of the original is
unmarked by the specific features, it can be, without greater difficulties, translated to the
unmarked target language. When the original includes non-standard markers, the solution is
then not as straightforward. Catford suggests that “the translator may have to select one
particular target language dialect, create a new ‘literary’ dialect of the target language, or
resort to other expedients.”'?® This more or less corresponds with the Czech literary theory
that in some cases suggests replacing a dialect in the original with a Czech dialect.

Finding a suitable solution for translating these markers usually requires artistic input from

the translator. Rarely do the two languages possess markers that would be one to one

substitutes resulting in a perfect equivalent in the language of the translation. Unable to find a

125 Venuti, “Introduction,” 136-137.

126 J, C. Catford, A Linguistic Theory of Translation: An Essay in Applied Linguistics (Oxford: Oxford
University Press, 1978) 83.

127 Catford, 84.

128 Catford, 86.

129 Catford, 87.
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suitable solution for the one specific marker, the translator is then impelled to find a suitable
marker in the target language that is not a direct translation but fulfils a similar function in the
context of the text. As Catford states: “The markers of the source dialect may be formally
quite different from those of the equivalent target dialect.”'*® Catford explains this on an
example of translation from English Cockney to French Parigot, concluding that “the
translation equivalence is set up between varieties of which the source markers are
phonological, and the target language markers are lexical; there is no equivalence between
phonological and lexical features as such.”'3! Moreover, linguistic features are not the only
aspect that the translator has to consider. Language expression is also defined by factors such
as style or register.

On the topic of style and register, Catford notes that style markers in English are located in
features such as lexicon (specific scientific terms directly connected to the topic) or
grammatical features such as increased frequency of the passive form or omission of personal
pronouns. This is contrasted by style markers of different language groups, for example,
South East Asian “use of ‘self-abasing’ or ‘honorific’ terms in a system of pronouns, or
similar obligatory alternative items in lexical sets.”'** In Czech, the most prominent style
marker would be the T-V distinction, formal conjugation and inflexion. Particularly the T-V
distinction is an excellent indicator of a relationship between two characters, and incorrect
distinction of this feature may result in a conversation that is seemingly “unnatural.” These
markers are crucial to the outcome and success of the whole translation. The successful
translator manages to produce a translation that sounds “natural” in the target language, yet
the source’s core notion remains faithful to the original.

Before diving into the translation, the translator should consider the possibilities and limits
of the target language and consider possible solutions for the problems that the non-standard
language of the original presents. It is also crucial to assess the specific features of the source
and brainstorm possible solutions or suitable substitutes of the markers in the original by
markers in the target language that are not necessarily equal, but they do convey a similar
meaning. The translator is expected to produce a reliable translation, but they should avoid
approaches that are too non-standard or experimental if that is not the reality of the original in
order to avoid incomprehensible results. As Venuti suggests:

Translators committed to changing their cultural marginality can do so
only within the codes that are specific to the target-language culture.

130 Catford, 88.
131 Catford, 88.
132 Catford, 91.
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This means limiting discursive experiments to perceptible deviations

that may risk but stop short of the parodic or the incomprehensible,

that release the dérive of cultural discourses in the target language.'>
Translators should internalise Venuti’s warning against parodic or incomprehensible
translations. It is relatively easy to take excessive creative liberty that might result in a text
that appears to parody the minority language of the original instead of giving it justice in
translation.

Translating any text (this does not necessarily relate solely to the aspects of minority
writing) does not only include the language itself. Successful translation also manages to
transfer the culture of the source reliably and presents it to the reader that might be lacking the
cultural context of the original. The translator needs to understand the source culture as well
as the cultural implications of the target language and manage to make these cultures meet
and merge on paper rather than crash. Venuti suggests that:

Knowledge of the source-language culture, however expert, is

insufficient to produce a translation that is both readable and resistant

to a reductive domestication; translators must also possess a

commanding knowledge of the diverse cultural discourses in the target

language, past and present. And they must be able to write them. The

selection of a foreign text for translation and the invention of a

discursive strategy to translate it should be grounded on a critical

assessment of the target-language culture, its hierarchies and

exclusions, its relations to cultural others worldwide.!*
In connection to the topic of this thesis, what Venuti calls for is the need to understand the
historical context of the fate of African Americans in the United States (slavery as well as the
complicated racial situation that is still prominent), as well as the Czech context. However
complicated and troubled is the post-communist reality of the Czech Republic, the context of
the trauma of slavery is missing.

The contemporary Czech social situation concerning race is nowhere perfect. However,
even the historical context of Central Europe does not supply the Czech reader with the
experience and history of such a disproportional interpersonal relationship, let alone racially
motivated, such as slavery. The experience of World War Two presents the Czech reader with

a certain notion of hate toward a selected group. What Cutter refers to as a “clash and conflict

between worldviews” is thus unavoidable.

133 Lawrence Venuti, “Call to Action,” The Translator’s Invisibility: The History of Translation (New York:

Routledge, 2004) 311.
134 Venuti, “Call to Action,” 309.
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For translation is often about the clash and conflict between

worldviews — about cultural power and disempowerment. The

second point, then, concerns how translation embodies struggles not

only over language but also politics and ideology. Numerous theorists

have argued that translation must be understood as occurring within a

political context and a structure of power relations. !>
Cutter aims to emphasise the importance of translation to incorporate and take into account
the cultural differences between the source and target language. This is not to say that the
Czech audience is not accommodated with the history of the United States; however, the
translator should understand the possibility of missing pieces of information.

The clashing of the linguistic aspect of translation and the cultural context can be easily
observed on one word — a word that is in the contemporary politically correct climate referred
to by a euphemism: “the N-word.” Contemporary social consensus dictates that this word
should not be used by anyone, who is not African American and yet, it is frequently featured
in the texts of African American writers. Therefore, anyone translating a text by an African
American author will sooner or later encounter it. The solution utilised in the new translation
of Their Eyes Were Watching God, and its reasoning is discussed in the final chapter. Brent
Edwards labels the dealing with the use and translation of “the N-word” as the point where

the two approaches to translation should meet. He says that:

If any point d’intrication is necessarily shared—necessarily also a
crossroads, a point where linguistically and ideologically
heterogeneous detours meet—then a consideration of the
internationalist projects enabled in those meetings must begin by
grappling with the semantic shifts and altered vocables they
occasion. 3¢

What Edwards stresses is the importance of a compromise between the linguistic and
ideological sides of the translation. The aim to present the audience with a linguistically
correct translation should go hand in hand with introducing the contextual aspects of the book.

(133

The translator “‘translates’ a culture into some form comprehensible to the European

audience. In other words, the translation metaphor represents not just a trope of authority, but
also a particular kind of invasive gesture, one that works by eliding the difference between

anthropological and linguistic studies...”!%’

135 M. J. Cutter, Lost and Found in Translation: Contemporary Ethnic American Writing and the Politics of
Language Diversity (Chapel Hill: University of North Carolina Press, 2005) 18.

136 Brent Hayes Edwards, The Practice of Diaspora: Literature, Translation, and the Rise of Black
Internationalism (London: Harvard University Press, 2003) 25.

137 Edwards, 86.
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To conclude this chapter, the difficulties in translating African American English into
Czech lay mainly in the variety of different features of the text that the translator must
acknowledge and accommodate. This is not necessarily specific just for a translation of a text
written by African Americans, but it is safe to say that such a text presents additional
challenges compared to a text written by a white American author. This chapter presents the
specifics of translation of an African American text and the theoretical approach to these
issues. The theory explored above is referenced in the following text concerning the existing
Czech translations of The Color Purple and The Bluest Eyes and the new translation of Their

Eyes Were Watching God.
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2.2 Toni Morrison’s The Bluest Eye

Language of the Novel

Toni Morrison’s first novel, The Bluest Eye, written in 1970, presents a specific narrative
structure that is realised not only through the use of narrative voice but also through
language. The language structure of the novel does correspond with Berman’s
superimposition structure, even if the contrast between African American English and
Standard American English might not appear as the most prominent stylistic feature of
Morrison’s writing. Morrison disrupts the narrative by using different perspectives and
typographical features such as italicisation or spacing. As Butler-Evans states: “Through
complex strategies of representation, shifts in perspectives, and fragmented stories of
feminine or feminist desire, the Morrison narrative, in spite of its apparent single voice, is
marked by ideological ruptures and dissonance.”!*® Morrison, in her novel, shifts the main
narrative and retrospective flashbacks distinctively; she switches between storylines, and
these shifts are marked not only typographically but also through language.

Morrison’s core narrative is written in Standard American English; the language appears
to be unmarked. The only specific might be the apparent simplicity of the language. There are
no complex sentences. The narration is not elusive. As Butler-Evans states, it is all that is
there.!*” He claims that Morrison’s text presents a simple summary, rather than a deeper
analysis of the events and “once the reader resists the aesthetic constraints of the text, he or
she is able to recognize those moments of dissonance that disrupt its apparent coherence.”!*?
The narrative strictly states facts, almost randomly chosen sample illustrates the simplicity of
language structure:

Pauline felt uncomfortable with the few black women she met. They
were amused by her because she did not straighten her hair. When she
tried to make up her face as they did, it came off rather badly [...] He
was not pleased with her purchases and began to tell her so. Their
marriage was shredded with quarrels.'*!

138 Elliott Butler-Evans, Race, Gender, and Desire: Narrative Strategies in the Fiction of Toni Cade Bambara,
Toni Morrison, and Alice Walker (Philadelphia: Temple University Press, 1989) 63.

139 Butler-Evans, 65.

140 Bytler-Evans, 65.

141 Toni Morrison, The Bluest Eye (New York: Vintage International, 2007) 118. All quotes and examples
presented in this chapter are from this edition, and the page reference is included in parathesis in the text.
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Morrison manages to convey the story in the main narrative voice in a simple language that
complements African American English of the direct speech as well as the flashbacks of the
internal monologues. Morrison herself said on the topic of language in The Bluest Eye that:

The points I have tried to illustrate are that my choices of language
(speakerly, aural, colloquial), my reliance for full comprehension on
codes embedded in black culture, my effort to effect immediate co-
conspiracy and intimacy (without any distancing, explanatory fabric),
as well as my (failed) attempt to shape a silence while breaking it are
attempts (many unsatisfactory) to transfigure the complexity and
wealth of Afro-American culture into a language worthy of the
culture.'#
As Morrison states herself, she aimed for language that does not distract from the story. This
simple language serves as a backdrop for the expression of African American speech.

The speech of the African American characters in The Bluest Eye depicted by Morrison
compares to Hurston’s representation of African American English as much gentler. The
reader is not forced to read aloud the characters’ speech to understand it, as is commonly the
case in Their Eyes Were Watching God. Nevertheless, the speech of the characters is
distinctly recognisable as African American English. This comparison is interesting also
because Morrison herself states that she aims to restore the language spoken by African

Americans to its original power:

As a reader, I’'m fascinated by literary books, but the books I wanted
to write could not be only, even merely, literary or I would defeat my
purposes, defeat my audience. That’s why I don’t like to have
someone call my books “poetic,” because it has the connotation of
luxuriating richness. I wanted to restore the language that black people
spoke to its original power. That calls for a language that is rich but
not ornate. '

Morrison’s characters use language that corresponds with the specifics of African American
English presented in the previous chapter. The identity of the African American characters
expressed through language is then sharply contrasted by the use of racial slurs by the
subsidiary white characters. These include the above-discussed “N-word,” as well as the word
“coon.”

1. “Come on, coon. Faster. You ain’t doing nothing for her.” (149)
2. “The coon ain’t comed yet.” (149)

142 Toni Morrison, “Unspeakable Things Unspoken: The Afro-American Presence in American Literature,”
Within the Circle: An Anthology of African American Literary Criticism from Harlem Renaissance to the
Present, ed. Angelyn Mitchell (Durham: Duke University Press, 1994) 388.
143 Toni Morrison, “The Language Must Not Sweat,” Interview by Thomas LeClair (March 21, 1981) Available
online: https://newrepublic.com/article/95923/the-language-must-not-sweat.
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3. “Lord. Have mercy. That dirty nigger.” (189)

The speech of African American characters is also directly parodied and mocked by an
exaggerated imitation: “Black e mo. Black e mo. Yadaddsleepsnekked. Black e mo black e
mo ya dadd sleeps nekked. Black e mo.” (65) Making a mockery of the African American
English, interestingly enough, sharply contrasts with the fact that the English used by the
white characters does not correspond with Standard American English, as the examples above
showcase.

The speech of the characters in The Bluest Eye corresponds with the features specific to
African American English. Commonly, the characters utilise multiped negation:

1. “Ain’t no little old boy.” (189)

2. “But you know, none of them girls wasn’t too bright.” (13)
3. “But he ain’t no buzzard, either.” (14)

4. “Can’t recollect nothing no more.” (133)

As these examples show, negation is also commonly expressed by the form “ain’t,” which is
one of the most popular contraction forms of negative of either the verb be or have. This
feature is arguably not specific to African American English, it is used in various dialects, but
it does not belong to Standard American English. However, considering that it is used
consistently by all the characters (as the examples above showcase, it is also used by white
characters), it remains one of the most prominent linguistic features of the novel’s language.
In connection to negation, the particle “naw” used instead of “no” when expressing objection
or disapproval should also be noted:

1. “Well, naw, she ain’t.” (24)

2. “Gonna be nasty, huh? Naw you aint!” (30)
However, this particle is not used consistently, the same characters are in some cases using
“naw” and in others standard “no,” such as “No, Don’t go. What you want to do?” (194) The
fact that the language is not “perfect” in the consistency of the expression does not necessarily
mean that Morrison is not capable of consistency in her writing. The language is constantly
evolving and changing, and it can also change and develop in the speech of one character.

The inconsistency is present not only across the book but the expression changes even

within utterances. As this example shows:

1. “Yes. Now she does. Ever since I got my blue eyes, she look away
from me all of the time.” (195)
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From sentence to sentence, the use of language changes. In the first sentence, the verb has the
correct form for the third person singular with the final -s; however, in the following sentence,
the final -s is omitted, and the grammatically incorrect form “she look” is produced. This
corresponds with the language being understood as a form of communication. Its primal
purpose is to communicate. In this case, African American English tends to omit the final -s
as it does not change the sentence’s meaning. This example is unique in the combination of
both possibilities; however, as shown below, much more frequently, the final -s in third
person singular is not present:

1. “Well, he have to come on his own time.” (149)
2. “They say the way her mama beat her she lucky to be alive
herself.” (189)

3. “Don’t nobody need three quarts of mil.” (24)
In other instances, the final -s is added at places where it is not supposed to be, for example:

1. “You knows who she is, but she don’t look the same.” (125)

2. “I doubts that.” (141)
This can be understood as hypercorrectness, which is acknowledged to be one of the specific
features of African American English. Hypercorrect forms can be realised not only by the

final -s but, for example, by using a standard -ed in past forms in a case of an irregular verb:

1. “When I first seed Cholly...” (115)
2. “The coon ain’t comed yet.” (149)

Alternatively, by creating a superlative in a place where it does not belong, making a -est
form from a word that by definition cannot have a comparative and superlative form:

“The onliest time I be happy seem like when I was in the picture
show.” (123)

Hypercorrect forms are not as prominent of a feature in the speech of African American
characters in The Bluest Eye; however, when used, they complete the picture of authentic
representation of the vernacular speech.

As stated above, in contrast to hypercorrectness, simplification is much more common in
African American English, and the characters of the novel do simplify English in many cases.

For example, when forming questions, “is” is commonly used as a question marker, as in:

1. “Is I'm gone be all right?” (137)
2. “Uh. I mean...is you Samson Fuller?” (155)
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However, many questions are formed in the spirit of simplification. The question is formed by
using a question word (who, why, what, when, where, or how) and omitting auxiliary verbs,
such as in these examples:

1. “What you want to do?” (194)

2. “What we gone do, Frieda?” (191)
3. “Where your socks?” (51)

4. “How you know?” (69)

This phenomenon appears to be the most prominent and consistent across the whole book.
Even though these sentences are not grammatically correct, their meaning is clear. The first
word clearly marks the question, and the sentence includes all the necessary information that
the speakers need to convey in order for the question to be clear. Interestingly enough, the
genitive -s marker commonly omitted for the same reason as the auxiliary words in questions
does not appear to be omitted in 7he Bluest Eye, for example:

- “She gone to her mama’s work place to git the wash.” (103)

Even though it does include other grammatical errors, the -s is present. This complements the
inconsistency in the language. The speaker is not always “making all the mistakes,” they stay
true to the specifics of the African American English without making it appear “forced.”
The copular be is in African American English commonly realised either by the infinitive

be or by ellipsis:

1. “Some men just dogs.” (13)

2. “And it be rainbow all inside.” (131)

3. “I be softer than I ever been before.” (130)
However, in the case of the novel, the omission of the auxiliary be is rare, as well as the use of
the infinitive. Much more common is the use of an incorrect form, especially in the past
forms, for example, in sentences like:

1. “That old trifling Chollly been out of jail two whole days and ain’t
been here yet to see if his own child was ‘live or dead.” (25)

2. “All of them colors was in me.” (115)

3. “Mama said we was never to cross the tracks by ourselves.” (99)
Generally, incorrect forms of verbs occur much more frequently in more complex tenses,
rather than present simple, above-showcased past simple, or conditionals such as:

1. “She be lucky if it don’t live.” (189)

2. “It be a miracle if it live.” (190)

are relatively frequent in the novel. The verbal system in the novel does not appear to be

conclusively following any strict and exact grammatical rules. That suggests either
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inconsistency in Morrison’s writing, or much more likely, the inconsistency of African
American English in general, whose structure is formed to make communication more
accessible by omitting unnecessary elements rather than strictly following guidelines.

Similarly to the verbal system, the system of pronouns is also affected by the limited
employment of all correct forms. Most frequently, the possessive form of a pronoun is left in
the nominative, whilst the sentence still clearly expresses possession. For example, in these
cases:

1. “Folks just dump they children off on you and go on ‘bout they
business.” (25)
2. “That thought don’t cross they mind.” (25)

Possessive “their” is replaced by nominative “they” without changing the meaning of the
sentence. These instances are, however, quite rare. In general, the system of pronouns remains
standard in most cases. A non-standard verb form more commonly marks the irregularity in
the sentence.

Finally, the speech is in most cases recorded with correct spelling, but at times, most
commonly in the more exacerbated situations, Morrison opts for the omission of certain

letters or meshing words together, for example:

1. “Gonna be nasty, huh?” (30)

. “Kantcha talk?” (39)

. “Lemme take it out.” (29)

. “Looka that.” (146)

. “I'ain’t gonna break nothing.” (28)

. “She was just doing what we all would of done.” (141)
. “You don’t know what you gonna do.” (28)

. “Gimme my cat!” (90)

0 3N L kW

The most prominent of these examples is the shortening of “going to” into “gonna” that
frequently appears across the boards in different dialects. However, in contrast to The Color
Purple and Their Eyes Were Watching God, the presence of these forms is almost rare in the
case of The Bluest Eye.

The expression of African American English in The Blues Eye is recorded in an almost
gentle manner; it is there, the reader is not going to miss it, and yet it is not aggressive, and it
does not make the novel hard to read or the narrative difficult to follow. The expression of the
African American self and culture is in Morrison’s writing is derived from the subtility. That
is not to say that she is not direct. The book contains graphic imagery of sexual encounters,
rape, and female body, Morrison bluntly discusses these heavy topics, yet the novel remains

subtle in the language expression. The story is prefaced with one short text in three different
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styles that is supposed to introduce it to the reader, but more importantly, it should teach
language skills to the little girls. This passage is dissected into smaller pieces that intersect the
whole story. This passage presenting simple sentences prefaces the way in which Morrison
tells the story, not necessarily the way the characters talk. As Melvin Dixon states:

The distortion represents the girls’ actual education. The syntactical

and typographical disorder reveals the increasing violation of

physical, social, and personal space. The position of the words and set

of type on the page, as well as that of the reader to the text, have been

altered not only by the difference between ideal and actual settings but

also by those forces in society that constantly displace individuals by

offering negative refuge. Morrison returns us once again to the

prototypical nameless, homeless, landless situation of black

Americans in literature and in society. The myth of recovery and

replacement and the false hope Pecola constructs—having blue eyes—

are more damaging.'**
The contrast of the first pages and an “ideal” family contrast not only the narrative of the
lives of the protagonists but it also serves as a backdrop in terms of linguistic aspects. The
short, simple, grammatically correct sentences resonate with the way that Morrison depicts
the story: without embellishments and straight to the point. However, it also contrasts with the
way the characters talk. If this is the way they were (or, in the case of the girls still are) taught
in school, then the reality is reflected in their actual speech recorded by Morrison.

The Bluest Eye does include vocabulary specific to African American English not only in
the direct speech but also in the body of the narrative. On these occasions, Morrison uses the
specific vocabulary to liken the setting to the reality of African American life. She uses
expressions such as: “That evening the women brought bowls of pot liquor from black-eyed
peas, from mustards, from cabbage, from kale, from collards, from turnips, from beets, from
green beans. Even the juice from a boiling hog jowl.” (137) As Lisa Cohen Minnick states:
“Morrison continually asserts the value of African American vernacular speech, including by
using it in her novels to encode meaning.”'*> Morrison uses African American English as a
medium through which she mediates the African American expression in her novels.
Morrison herself states, “There are certain things I cannot say without recourse to my
language. It’s terrible to think that a child with five different present tenses comes to school to

be faced with those books that are less than his own language.” % And it is this notion that

permeates the whole narrative of The Bluest Eye. Morrison takes the language that children

144 Melvin Dixon, “Like an Eagle in the Air: Toni Motrison,” Bloom’s Modern Critical Views: Toni Morrison,
ed. Harold Bloom (Philadelphia: Chelsea House Publishers, 2005) 26.
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53



are supposed to learn. She uses it whilst remaining authentically African American. She finds

a balance between what is supposed to be said and what she wishes to say.

Czech Translation of The Bluest Eye

Morisson’s 1970 novel The Bluest Eye was published in Czech in 1983 in Michael
Zantovsky’s translation Nejmodrejsi oci. This translation was revised and published again in
1995 as Velmi modré oci. Commenting on the translation of the title, the pluralisation of the
title should be noted. This can be probably justified by the fact that the phrase sounds
somewhat more “natural” pluralised in Czech. It does not necessarily change the meaning,
and thus it can be rendered as a substitution that does not affect the understanding of the title.
The change in the title of the newer 1995 publication should be, however, commented on.
The shift from a superlative to the phrase that uses an intensified “velmi” (very) seems like a
significant change. The original suggests a single eye that is the bluest, whereas the
translation invokes a pair of eyes that are “very blue.” Even if it does not necessarily heavily
influence the impression given by the title, the change appears unnecessary and not rooted in
a phrase that would sound more natural in Czech.

As established above, the language structure of the novel is based on the superimposition
of the primary language of the narrative and the language used by the characters. This is
reflected in the translation, as expected. The simplicity and bluntness of the language are
copied in the Czech translation. The narrative appears to function as a monotone backdrop for
the expression of the characters similarly as in English. The simple present tense that
predominates the whole narrative is utilised in the Czech translation, even though Zantovsky
at times opts for a different tense to make the narrative more coherent. At the beginning of
the narrative, the narrator states that “School has started, and Frieda and 1_get new brown
stockings and cod-liver oil.”'*” Zantovsky opts for a past tense: “Zacala $kola a Frieda i ja
jsme dostaly nové hnédé puncéochy a rybi tuk.”'*® These minor differences are not significant
and do not change the meaning of the text; however, considering the unusual use of tenses in
the original, one might argue that the shift emphasises the particular sentence.

Considering the fact that the text of the original narrative is, as previously quoted from

Butler-Evans, a simple summary that does not aspire to present a deeper analysis of the text,

147 Morrison, 9.

148 Toni Morrison, Nejmodrejsi oci. Translated by Michael Zantovsky (Prague: Odeon, 1983) 9. All future
references to this translation will be labelled by the name of the translator in order to distinguish the translation
from the original.
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the translation should also read as a summary, rather than an ornate depiction of the events of
the book. The translation has preserved this notion of the primary narrative voice, and thus
the text reads similarly in terms of its tone. Other features of the narrative, such as the
repeated story about the house in different styles, also remain faithful to the original, with a
mild change in the names. The two children in the original are called Jane and Dick. The
translation uses names “Misa” and “Masa,” which reinforces the authenticity of the text. The
text sounds like a passage taken out of a reading book, and thus the adaptation that rolls of
the tongue, as texts like these frequently do, contributes to the text’s authenticity. The short
story thus sounds like a Czech original, which in this case, is a possibility of naturalisation of
the narrative. The only comment considering the introductory text might be a suggestion
regarding the end, where the children “will play a good game.”'* The translation says
“budou hrat hezkou hru,”'®° which is a correct translation; however, something more
colloquial such as “budou si hezky hrat”, would probably read more natural.

The speech of the African American characters is — consistently with the original —
translated using more colloquial Czech. The racial slurs utilised by Morrison are translated
into Czech using racial slurs. Czech, quite understandably, possesses fewer varieties of slurs
and racially motivated swears directly connected to discrimination based on race. Therefore,
where the original Morrison uses two different slurs:

1. “Come on, coon. Faster. You ain’t doing nothing for her.”!!

2. “Lord. Have mercy. That dirty nigger,”!%?

the Czech translation, in both cases, uses the Czech equivalent “negr:”

1. “Délej, negte. Rychlejc. Holka z toho nic nema.”!>?

2. “Boze, smilyj se. Ten negr $pinavej.”!>*
The missing vocabulary connected to the racial issue prominent in the United States is
reasonable. In order to keep the text authentic and understandable for the reader, the
translation benefits from the repurposing of the slur, which functions better than an
introduction of a theoretical neologism.
In another instance, where Morrison uses a different, perhaps more descriptive racial slur:

99156

“little old smoke,”'>> Zantovsky uses “maly umounénec as a substitute. In this instance,

149 Morrison, 5.

150 Zantovsky, 5.
51 Morrison, 149.
152 Morrison, 189.
153 Zantovsky, 145.
154 Zantovsky, 184.
155 Morrison, 153.
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an alternative word “Cmoud” might be suggested, considering the fact that the word
“umounénec” is not racially charged in Czech, as it refers more to the cleanliness of a person
rather than their race. Considering the overtly racially motivated use of the phrase, utilising a
racially motivated word in Czech appears to be a suitable solution to preserve the motivation
of the swearing. In connection to slurs, the novel also presents an instance where the white
subsidiary characters mock the speech of African Americans: “Black e mo. Black e mo.
Yadaddsleepsnekked. Black e mo black e mo ya dadd sleeps nekked. Black e mo.”!'>” Here
once again, Zantovsky opts for the the most prominent Czech slur, translating this passage as:
“Negerko. Negerko. Tvijtataspinahej. Negerko negerko tvilj tata spi nahej.”'>® The eye
dialectal use of “ya” and “nekked” is rare in the case of The Bluest Eye. It is limited to the
instances of parody of the African American speech. The use of eye dialect in Czech is
limited; therefore, Zantovsky opts for the Common Czech ending “-ej,” similarly to most of
the recorded dialogues.

The dialogues of the African American characters in The Bluest Eye, as established above,
do correspond with features and specifics of African American English. However, not all the
direct speech in dialogues is recorded as African American English. Frequently, the
characters use Standard English, and the translation stays faithful to the original and
consistently translates the language accordingly: Standard English into Standard Czech and
colloquial African American English into Common Czech. The speech of the characters is at
times diverting from the standard of American English, as in this interaction:

“Pecola—she live here?”

“Uh-huh, but she ain’t here now. She gone to her mama’s work place
to git the wash.”

“Yes, ma’am. She coming back?”

“Uh-huh. She got to hang up the clothes before the sun goes
down.”!%

Zantovsky, in cases like this, utilises a strategy that, in its effect, yields similar results to the
original. He slightly alternates certain features in order to create a lively conversation that
reads as Common Czech and corresponds to the original:

,Pecola — bydli tady?”
,,J0, ale ted’ka tu neni. Sla pro pradlo za mamou, tam kde pracuje.”
,»Ano, prosim. Vrati se?”

,,Jo. Musi to pradlo vyvésit, neZ zajde slunko.”!°

156 Zantovsky, 150.
157 Morrison, 65.
158 Zantovsky, 64.
159 Morrison, 103.
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The original — symptomatically for African American English — omits the final -s in the third
person singular verb; however, in translation, this phrase does not necessarily offer a place to
divert from Standard Czech without creating a sentence that would sound too strange and
artificial. Thus, in this case, Zantovsky opts for standard translation.

As this particular excerpt shows, Zantovsky interferes with the standard Czech spelling and
introduces typical features of Common Czech, for example, the shortening of the vowel in the
verb “neni” to “neni,” or using the more colloquial version of the word sun (“slunko”), and
the substandard colloquial word “ted’ka” (instead of the proper word form “ted”).
Zantovsky’s use of colloquial phrases and Common Czech is prominent throughout the
translation, the typical unified plural adjectival endings “-y” regardless of the grammatical
gender of the noun, the universal instrumental ending “-ma,” missing “-e” in the plural first-
person verb endings, and other Common Czech endings. These are used in cases where the
original deviates from Standard American English, for example, in these cases:

1. ,,Ten velkej bilej diim u jezera s trakafem plnym kytek.”!®!
. »,Nemilzem ujit celou cestu az k jezeru” ,,Ale muzem.”'6?

. »,Nedélam zadnej hluk, ponévadz by to décka mohly slyset.
. » 10 jsi snad nejvétsi dvanactiletej kluk, jakyho jsem kdy vidé
.,,Co sou to vibec za 1idi?”'®

. »Pro myho muzskyho uz v jinym mésté svita.

99163
| 2164

99166
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These examples demonstrate the substitution of different grammatical features that are being
implemented to simulate the original’s agrammaticality.

This strategy correlates with Levy’s theory that introduces the method of simulating the
environment of the original. As Levy says, if the target language does not possess means
equivalent to the source language, it is possible to substitute these analogically in the target
language. In this case, however, the means utilised in the target language should be neutral
and asymptomatic. By using these, the translator can recreate the environment of the original
without introducing regionally or otherwise specific features that might influence the
authenticity.'®” As the examples above illustrate, this might be realised by using nonstandard

forms of words that might be spelt correctly in the original. For example, where Morrison

160 Zantovsky, 98-99.
161 Zantovsky, 99.

162 Zantovsky, 100.
163 Zantovsky, 127.
164 7antovsky, 150.
165 Zantovsky, 25.

166 Zantovsky, 25.
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uses a double negative, which is in English understood to be incorrect, however, in Czech, the
use of multiple negation in a sentence is possible; the translation uses a different linguistic
feature to mark the sentence, for example, one of the Common Czech nonstandard endings.
By using familiar colloquial language features, the text is presented as sounding nonstandard
in Czech, and thus the deviation from standard language is preserved.

Besides these more concrete linguistic features, the translation should also be observed
from a semantic perspective. Morrison’s narrative is full of expressions, traditions, and
realities of everyday African American life. The encoding of meaning is utilised not only
through the way the language is utilised but also through its meaning. The traditional natural
medicine that reads symptomatic for African American life: “bowls of pot liquor from black-
eyed peas, from mustards, from cabbage, from kale, from collards, from turnips, from beets,
from green beans. Even the juice from a boiling hog jowl,”!%® reads in the Czech translation as
something odd. Zantovsky’s “vyvary z hrasku, hoi¢ice, zeli, kapusty, tufinu, fepy a zelenych

fazolek. I vyvar z veptové hlavy.”!®

stands out in the translation as something alien to the
Czech reader. One might suggest switching the word “vyvar” for “odvar” in the first part. In
that case, the reader might see the different pot liquors as some sort of natural plant-based
remedies; in Zantovsky’s translation, the list reads more as a peculiar diet prescribed to the
woman. In this sense, this particular passage functions as a form of exoticisation of the text in
the Czech cultural environment; however, the translation is not the only culprit. The text itself
invites that in its original form.

In terms of exoticisation and naturalisation, the way in which Zantovsky treats proper
names in the translation should be commented on. The novel is filled with names that are not
necessarily traditional or common in central Europe, and thus names such as Pecola or Cholly
sound estranging. On the other hand, Zantovsky, in some cases, changes the name endings to
accommodate the Czech context and thus, Geraldine becomes “Geraldina” and Claudia
becomes “Claudie.” However, in the case of Claudia, Zantovsky is inconsistent and alternates
between the two spellings. This inconsistency is probably a result of an insufficient revision
of the text before publishing. This naturalisation of the name Claudia then raises the question
of why not go a step further and use the Czech spelling “Klaudie.” The partial naturalisation
appears odd; however, the spelling of the name Frieda remains unattached. Thus, it can be
concluded that Zantovsky naturalises the endings but does not interfere with the actual

spelling of the names.

168 Morrison, 137.
169 7antovsky, 134.
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In contrast to the girls’ first names, Zantovsky takes liberty with the nicknames and aliases
of other characters. In the case of the three prostitutes — Miss Marie (also knowns as The
Maginot Line), China, and Poland, the translation combines direct translation with
naturalisation. Miss Marie remains “sleéna Marie,” even her nickname is translated as
“Maginotova linie,” which might sound odd; however, it remains faithful to the original.
China (called “Cina” in the Czech translation) sounds odd, especially for the contemporary
ears, as the name China exists as a female first name. Zantovsky then changes Poland to
France (“Francie”) and thus completely changes the dynamic. The motivation is clear, Poland
in Czech belongs among neuters, and thus referring to a female character by a neuter noun
would not sound natural. Thus, Zantovky chooses a female noun “Francie,” as an alternative,
which results in a connection between the Maginot Line built by France and “Francie” herself,
even if in the original the two nicknames do not have this connection. One might suggest an
alternative such as “Polka” or maybe “VarSava,” which would reintroduce the connection in
the translation without changing the context. Similarly, Blue Jack is referred to as “Modrak,”
even though it is unclear if it is the character’s first name or nickname. Finally, Soaphead
Church is nicknamed “Farai Mydlik,” which sounds natural. However, it seems problematic
appearing side by side with the other names.

The surnames such as “M’Dearova,” “Woodward,” or “Cainova” suggest that the names
were not translated, or naturalised, only the female suffix “-ovd” was added. Even though the
text explains where does the nickname “Farat Mydlik” comes from, seeing it next to the other
names seems odd. Then again, Blue becomes “Modrak,” but Honey remains the same, the
inconsistency in the use of names in the translation would probably deserve a revision;
however, it needs to be noted that when approaching a combination of nicknames and names
that have actual meaning behind the individual word, the solution will probably never be
ideal. The way in which names are treated in Nejmodrejsi oci should be perhaps regarded as
inconsistent, as Zantovsk}'/ naturalises some of them but not all of them; however, the overall
appeal of the characters is not disruptive.

Considering the rare occurrence of eye dialect in the original and the ways in which eye
dialect can be realised in Czech, the instances of this phenomenon in the translation are rare.
Most of the characters use the proper form of “jsem” or “jste,” rarely do the phonetic versions
of the improper pronunciation occur:

1.,,Ste cely promoceny, co?”!7°

2. ,,Utekli sme spolu a zili tfi roky jako manzelé.”!”!

170 Zantovsky, 147.
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Instances where words are combined in the translation to accommodate the pronunciation, as
5 172

in “Tumate, are even rarer in the translation. In terms of the authenticity of characters’
speech, more frequent use of these phenomena might benefit the translation as, at times, the
speech of the characters appear artificial. However, one might argue that the way the
characters conduct themselves in the interactions in the original text corresponds with that.

In conclusion, Zantovsky’s 1983 translation Nejmodrej§i oci presents a sufficient and
representable translation in general terms, as well as in connection to the representation and
recording of African American English. The translation might benefit from a contemporary
revision and a more precise focus on depicting the African American context. The translation
appears to be at times naturalised to the point where the effect of the original seems to be
mellowed down and adapted to the Czech reader almost too much. On the other hand, it is

important to realise that translation as a discipline is evolving, and thus a translation published

almost four decades ago would show the ravages of time.

171 Zantovsky, 55.
172 Zantovsky, 74.
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2.3  Alice Walker’s The Color Purple

Language of the Novel

Unlike The Bluest Eye, The Color Purple does not present a superimposition between the
primary language of the narrative and the language used by characters. Due to its epistolary
form, Walker’s novel presents the story through letters written by sisters Celie and Nettie.
Therefore, the language presented to the reader is the language of the individual sisters. The
work of Zora Neale Hurston indisputably influenced Alice Walker, and thus the inspiration is
visible also in the language that she uses to let her characters speak. As Dubey states, Walker
pays tribute to Hurston by: “extending her adaptation of black southern folk culture into print
literature.”!”3 Hurston and Walker are, in contrast to Morrison, much more expressive, when
using African American English, which Dubey explains, stating:

In Their Eyes Were Watching God, even as the more conventionally

authoritative omniscient narration is saturated by black folk speech,

the folk language of the novel’s characters is still subsumed by third-

person narration. Celie’s story is subject to no such linguistic

mediation and is narrated entirely in the southern vernacular of her

own first-person voice.'”*
Dubey describes the language of Celie as southern vernacular; however, as the following
analysis illustrates, her language corresponds with the specifics of African American English.
No vernacular or dialect can be ever born isolated, and thus the speech of an African
American living in the South in the early 1900s will inevitably be influenced by the speech of
white Southerners. Assimilation and influence between White Southern Vernacular and
African American Vernacular spoken by African Americans in the South will be inevitably
prevalent.

The story of The Color Purple is told through a series of letters, and thus the whole reality
and even speech of individual characters are filtered and reproduced through Celie’s language
expression. Dubey notes that putting the pen into the hand of an African American woman,
Walker “seize[s] literary agency for subjects who have been denied the privilege of

authorship.”!”> Walker thus, on paper, presents something that was exclusively oral, and on

top of the oral expression, she adds the deepest thoughts of Celie in letters addressed to God.

173 Madhu Dubey, “‘Even some fiction might be useful’: African American Women Novelists,” The Cambridge
Companion to African American Women's Literature, ed. Mitchell, Angelyn, and Danille K. Taylor (New York:
Cambridge University Press, 2009) 161-162.
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In her letters to God and later to her sister Nettie, Celie shares her thoughts, but she also
reproduces conversations and interactions with other people. Her letters’ directness and lack
of embellishment give the illusion of a reliable narrator, even if her language skills are not
perfect. In the beginning, Celie, through a series of trial and error, manages to produce
grammatically correct sentences, even though she has to correct them: “I am fourteen years
old. Jam I have always been a good girl.”'7® As N’Guessan states:

In effect, Celie’s search for the appropriate grammar illustrates her

difficulty to express herself and the silence in which she has so long

been confined. Interestingly, her writing and then crossing of what she

has written recalls slaves’ experience during slavery when they were

forbidden to read and to write.!”’
Celie finds her voice through writing letters, and Morrison utilises language that corresponds
with Celie’s social position. The storytelling is raw, without embellishment, and the language
reflects that.

Considering the lack of education, it is not surprising that Celie, in her writing, commonly
makes spelling mistakes. She at times misspells more complicated words (probably words she
has never seen written and are new to her), such as “orkestra” (25), “rassle” (73)!"%; however,
most of her spelling mistakes correspond with the pronunciation. In her spelling, she
frequently omits certain letters or meshes words together (similarly to characters in The Bluest
Eye), for example:

1. “Naw suh.” (16)

2. She happy, cause he good to her now.” (3)

3. “She say, Yessuh.” (16)

4. “Kilt it out there in the woods.” (3)

5. “But what I’m sposed to put on?” (5)

6. “The blood run all down tween my breast.” (14)

7. “Course, I say suppertime not too far off either.” (58)
8. “...he aint gonna remember that.” (87)

9. “He ast.” (111)

This phenomenon is frequent in the book; therefore, the list above mentions only several
examples. Celie’s spelling is not necessarily consistent; however, that corresponds with the

fact that Celie lacks formal education and thus, at times, she guesses the spelling, or she

reflects the pronunciation, and this practice inevitably results in inconsistency.

176 Alice Walker, The Color Puprle (London: Weidenfeld & Nicolson, 2017) 3. All quotes and examples
presented in this chapter are from this edition, and the page reference is included in parathesis in the text.

177 Kouadio Germain N’Guessan, “You better not never tell nobody but God. It’d kill your mammy : The
Violence of Language in Alice Walker’s The Color Purple, Human and Social Studies, vol. 4, January 2015. §2.
Available online: https://booksc.org/book/67635705/edb901.

178 The non-standard spelling of wrestle suggests regional pronunciation.
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The verbal system utilised by Celie is relatively simple. She consistently omits the final -s
in the third person singular:
1. “He start to choke me, saying You better shut up and gut used to
it.” (3)
2. “My mama she fuss at me and look at me.” (3)

3. “Walking down to Harpo and Sofia house it feel just like old
times.” (196)

However, in other instances, the final -s is added to a verb incorrectly:

1. “I say, You feels for me don’t you?” (39)
2. “she say, oh we calls her Pauline.” (17)
3. “They calls me yellow...” (91)

In terms of negation, the form “doesn’t” is in the third person singular consistently replaced
by “don’t,” as in:

1. “Mr. he don’t say nothing.” (10)
2. “The matter is, she don’t know how to do things...” (98)
3. “Mr. don’t smoke.” (45)

Similarly to that, negation is also consistently realised by “ain’t,” for example:

1. “But she ain’t no stranger to hard work.” (10)
2. “Ain’t talk to him either.” (23)
3. “I aint never stuck a living thing, I say.” (40)

As the examples above illustrate, multiple negation is also a common feature in Celie’s
writing. To conclude the discussion of negation, the particle “naw” also frequently replaces
“no,” for example:

1. “Mary Agnes say, Naw. (105)
2. “Naw suh.” (16)
3. “Harpo say, Naw” (65)
In contrast to The Blues Eye, Celie omits the auxiliary be. Ellipsis is so prominent in the
text that the correct form is almost difficult to find. Again, as the examples below show,

ellipsis does not make the text harder to understand; it just simplifies it:

1. “She more pretty then my mama.”'” (8)
2. “My mama dead.” (4)
3. “Young womens no good these days, he say.” (31)
Walker also frequently uses the aspectual be, which suggests habitual meaning or

repetitiveness, as in these sentences:

1. “I be so calm.” (257)

179 This sentence also includes a spelling mistake - then/than.
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2. “I be the one to cook.” (3)

3. “She be dress to kill.” (8)
Different forms of the verb “be” are frequently used in an incorrect way, such as in these
examples:

1. “Iis glad, I say.” (25)

2. “Can’tsay [is.” (9)

3. “You always say how sickly they is.” (97)

4. “She ast me where they is?” (47)
Ellipsis, habitual be, and incorrect forms of the verb “be” are the most prominent features of
the language in The Color Purple, and its frequency does correspond with the commonness
of this phenomenon in African American English. Similarly to that, question making also
complies with these rules.

Celie, in her letter, frequently forms questions without using auxiliaries. The word order is

also frequently incorrect. Once again, the meaning thus remains clear without unnecessary
extra words, for example:

1. “But what I’'m sposed to put on?” (5)

2. “What it say?” (223)

3. “What good is anything?” (231)

4. “What her daddy say?” (23)
Frequent omission of the auxiliary be and the use of infinitive; however, complicate the
temporal aspect of the storytelling. Even if, at times, the past tense is used, in many instances,
the verb is in the present tense, even if the meaning implies past tense. This would be
common for African American English if the temporal placement of the activity would have
been marked by a temporal marker such as “yesterday;” however, these are often missing,

and thus the temporal placement must be derived from the surrounding text. For example, this

excerpt: “Mr.

drink all through Christmas. Him and Grady. Me and Shug cook, talk,
clean the house, talk, fix up the tree, talk, wake up in the morning, talk.” (101) The first
sentence is marked by Christmas, suggesting that these events happened during the holiday;
however, the following sentence does not include a marked, and all the verb forms suggest
present tense.

Celie’s storytelling and writing are, however, developing and improving throughout the
book. Therefore, even if the initial letters to God include mistakes such as:

1. “If you was my wife, ...” (101)
2. “Did figures like they was nothing.” (108)
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In the following letter addressed to her sister Nettie, Celie is capable of producing complex
sentences that correctly express time events and their order, for example: “By the time I got
back home, I was feeling so bad, I couldn’t do nothing but sleep.” (230) The ability to
express several actions and put them correctly into a time frame illustrates the development
of Celie’s language skills which is connected to the development of her character in the story.
This development is heavily influenced by Shag Avery, who brings excitement into the life of
Celie and finally sets her free, and thus this new Celie accommodates her newly found
freedom in her language expression.

Walker also frequently omits genitive, and therefore the noun or pronoun remains in the
nominative, for example:

1. “Walking down to Harpo and Sofia house it feel just like old
times.” (196)

2. “Mr. finally come right out and ast for Nettie hand in
marriage.” (8)!%0

3. “They got married at Sofia sister house.” (33)

Once again, this omission does not make the text harder to understand. The meaning of these
sentences is clear. This can also be said about incorrect use of pronouns in sentences such as:

1. “They cry theirselves to sleep.” (14)

2. “What can us do?” (85)

3. “They hair ain’t comb.” (20)
Incorrectly used pronouns are fairly frequent when using plural forms; however, singular
“her,” “his,” “your,” and “my” are in most cases used correctly. Plural forms are problematic
also in the case of an irregular plurality of nouns. In both cases of word men and women,
Celie correctly uses ablaut but then also includes the standard final -s:

1. “Young womens no good these days, he say.” (31)
2. “I don’t even look at mens.” (7)

This doubling on the plural form suggests a hypercorrect form. Celie is aware of the
phonological difference between (wo)man and (wo)men; however, in writing, the final -s is,
according to her, the correct form, and thus, she includes it as well.

Celie, in her speech, also uses the preverbal marked “don,” spelt correctly as done, in the
sense of expressing that the action has ended, and it is thus finished, such as in these
examples:

1. “The woman he had helping him done quit. His mammy done said
No More.” (12)

130 Cellie tends to misspell the work ask as “ast.”

65



2. “Mr.
mind.” (9)
3. “I feel bad sometimes Nettie dome pass me in learnin.” (12)

say, Well Sir, I sure hope you done changed your

As these examples and the examples above illustrate, Celie also frequently capitalises some
words unnecessarily. For example, the “No More” in example 1 above can be interpreted as
expressing emphasis on these particular words by the speaker. Some of these capitalisations
might also appear false due to missing interpunction, where Celie frequently makes mistakes.
They mark a beginning of a new sentence; however, Celie has not ended the previous with an
appropriate punctuation mark.

As this selective list of the different linguistic features of Celie’s writing suggests, her
expression corresponds with African American English presented in the previous part. Her
writing to God and later to her sister shows her lacking formal education, but more
importantly, it serves as a recording of English used by African Americans in the South in the
1900s. Walker presents the language of Celie as a representation of the expression of an
African American woman who was not granted education and who was not exposed to
English different from the one she uses. The Color Purple’s epistolary form contrasts Celie’s
writing with the writing and language of her sister Nettie, whose expression demonstrates that
she was formally educated and that she has access to books and is subjected to different
dialects. Thus her English is not influenced solely by the Southern dialects.

In contrast to Celie, Nettie — in her letters — does not make mistakes frequently. In contrast
to her sister, she is also capable of expressing in writing far more complex images and
thoughts. That is not to say that Nettie is brighter than Celie. Rather than that, her writing
illustrates the formal education she received. Thus, her writing frequently includes longer
compound sentences, she uses commas, and her text is structurally divided into paragraphs as
a letter should be. She does not include direct speech as frequently as Celie, so her letters
appear far more coherent. However, that does not mean that her grammar is flawless and that
she never makes a mistake. However, her deviations from Standard American English are far
more consistent, and thus the text does not appear disrupted by them. These deviations from
the standard of American English are consistent with the specific features of African
American English described in the previous chapter.

Frequently, Nettie omits auxiliary “have” in expressions of past tenses, which correlates
with the “simplification” and omission of the necessary. The meaning of the sentence and its

temporal placement is clear, even if the verb is missing the auxiliary have, as in this case:
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- “I been writing to you too, over the years, but Albert said you’d
never hear from me again and since I never heard from you all
this time, I guess he was right.” (107)

However, in other instances, she uses “have” when expressing past, such as
- “Just when I think I’ve learned to live with the heat, the constant
dampness, even steaminess of my clothes, the swampiness under
my arms and between my legs, my Mend comes.” (170)
This showcases that Nettie does not execute all the tenses flawlessly; however, she makes
mistakes far less frequently than Celie.
She, at times, omits the final -s in the third person singular verbs, for example:
- “But if this do get through, one thing I want you to know, I love
you, and [ am not dead.” (107)
Nevertheless, much more frequently, she inflects the verbs correctly. However, similarly to
Celie, she seldom uses “does,” she simply puts do in the third person singular. This then
results in sentences, where Nettie once uses a correct form and then right after that makes a
mistake, for example here:
- “But he says he can’t risk putting himself between man and wife,
especially when he don’t know them.” (116)
As the examples showcase, Netties English is much closer to Standard American English;
however, it is not perfect.
Nettie frequently expresses in her letters to her sister that she is learning and thus
ameliorates her writing capabilities. She writes:

I hadn’t realized I was so ignorant, Celie. The little I knew about my
self wouldn’t have filled a thimble! And to think Miss Beasley always
said I was the smartest child she ever taught! But one thing I do thank
her for, for teaching me to learn for myself, by reading and studying
and writing a clear hand. And for keeping alive in me somehow the
desire to know. (119)

Nettie acknowledges that she is missing some important education, and thus she continues to
educate herself. This does not include only basics such as writing, she is learning about her

heritage, and she writes to Celie about her dedication to learning:

So when Corrine and Samuel asked me if I would come with them and
help them build a school in the middle of Africa, I said yes. But only
if they would teach me everything they knew to make me useful as a
missionary and someone they would not be ashamed to call a friend.
They agreed to this condition, and my real education began at that
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time. They have been as good as their word. And I study everything

night and day. (119)
Through her letters, Nettie is passing the information to her sister and thus broadens Celie’s
horizons. As Nettie writes, she reads and reads until her eyes hurt so much that they might fall
out. (118) Nettie’s expression is influenced by her travelling; she gains experience and
knowledge thanks to the fact that she can leave the place where they were born. In contrast to
that, Celie remains, at least for the first part of the novel, in one place, she remains under the
influence of her community, and her language illustrates that. In a later letter, her expression
is far more vibrant, and her liberation is visible in her language.

Through the letters of two sisters, Alice Walker in The Color Purple manages to portray
the difference between two completely different lives. Celie, who remains within the
boundaries of her community, remains truthful to the speech of the dialectical group of
Southern African Americans, and her lacking education is prominent in her frequent
deviations in spelling and grammar. In contrast to that, Walker presents her sister Nettie, who
severed ties with her community and, through travelling and educating herself, gained
knowledge that is evident in her writing and expression. She is learning from reading and
through her work in Africa, and thus her language capabilities exceed the standard of her
community. Nettie is educating herself not only in language; she is also discovering the social
implications of her race. She discovers places where she is not persecuted for her race, which
used to be everyday reality in her previous life. The epistolary narrative of The Color Purple

explores this relationship between the language a person speaks and their life.

Czech Translation of The Color Purple

Walker’s 1983 novel The Color Purple was translated into Czech by Jifi Hruby and published
in 2001. As the analysis of the original above explains, the specifics of the language of the
novel are based on a contrast of two different expressions of the two sisters. The Czech
translation is tackling an exact transcription of a dialect, including inconsistent spelling,
syntactic mistakes, metaphors, and a distinctive diction'®! portrayed in the original by Walker.
The epistolary nature of the novel presents a clear distinction between the two presented
language expressions, and thus the comparison of the two is unavoidable. The form of a letter
also invites a more prominently and overtly marked and stylised language as the expression is
not filtered through a standard third-person narrative voice. The way in which the two sisters

express themselves is translated with a clear focus to preserve their unique language skills.

181 Jana Hola, “Blues ¢ernosské zeny” Barva nachu, Alice Walkerova (Praha: Argo, 2001) 245.
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Considering the nature of the narrative, in contrast to The Bluest Eye, Walker’s novel
comprises the expression of the characters directly, and thus, the novel presents a more
complex image of the two individual expressions. In her letters, Celie, as the representative
sample of a woman living in the Southern African American community, represents African
American Vernacular in its purest form. Celie’s writing in the translation showcases typical
features of Common Czech that are utilised to substitute the features of African American
English and to recreate the colloquiality of the vernacular in Czech. The most prominent
feature of Celie’s writing is the non-standard declension system that features the unified
ending “-y” in plural adjectives, for example:

1. “Méla moc hufaty vlasy a taky byla moc &erna.”!'®?

2. “Dyby aspont nékdo poslouchal co mu fikaj nebohy cernosky tak
by svét vypadal tplné jinak, to si pig.”!83

3. “Ale rozhodné tedy vypadal velmi maldé¢ na clovéka co mé dospély
déti a skoro dospély vnoucata.”!%*

<

Celie’s writing is also typically intertwined with the “-ma” instrumental endings in plural

forms, such as:

1. “A jak vychazi s déckama?”!®®

2. “Jednou brzy rano se tu pro Sofii stavily se véma vozama..

3. “Lesklej cernej klobouk s néakejma jestfabima perama u jedny
tvare.”!1%

2186

The changes in the noun, adjective and pronoun endings are frequent and include other sub-
standard endings.

Another typical feature of Common Czech, which changes the vowel in the word ending
and frequently includes a shortening of the vowel, is also heavily present in the translation. In
some cases, if the ending already includes the vowel “y,” the change is realised solely through
the shortening. Other frequent Common Czech endings include masculine “-ej,” or “-ejm”
and “-ejch”, occurring in all grammatical genders. Some of the instances of these endings

used in the translation include:

1. “Ano pane, volam a zakopnu o kosté kerym sem zrovna zametala
dyz viiz piijel.”!®8

182 Alice Walker, Barva nachu. Translated by Jiti Hruby (Prague: Argo, 2001) 27. All future references to this
translation will be labelled by the name of the translator in order to distinguish the translation from the original.
183 Hruby, 166.

184 Hruby, 156.

185 Hruby, 92.

186 Hruby, 67.

187 Hruby, 49.

188 Hruby, 49.
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2. “Bélosi maj zazraénej dar viecko zmrsit,”!%”

3. “Sochy lidi o kerejch sem v Zivoté ani neslySela a sotva je n¢kdy
uvidim.”!?°

4. “Ty tti dycky stali pii svejch blaznivejch ségrach.”!"!
The changes in pronoun, adjectival, numeral, and noun endings are among the most
prominent features of the text. They are featured in almost every single sentence in Celie’s
writing. This is symptomatic for Czech as an inflected language. If one were to compare a
simple sum of all the deviations from standard spelling, the frequency of these features in the
Czech translation would be higher than in the original; however, that is due to different
natures of Czech and English. If Hruby were to reflect on the frequency, this decision would
have resulted in an inconsistent translation.

Besides these four word classes subjected to declension, conjugated verbs form a

significant number of non-standard word forms in the translation. Deviations from standard
verb forms include, for example, the omission of the syllabic “I”” in verbs, such as:

1. “Coze? fek.”1%?

2. “To je lez, fek Harpo.”!*

This is relatively frequent in the narrative because “fekl,” introduces direct speech in Czech.

(Yt ]

Similarly to declension, in verb conjugation, Hruby also uses the diphthongisation of “y” to
“ej,” as in:
1. “A pak jsem ucejtila Ze se mnou Sug trese.”!*
2. “Sofie je tak prekvapend ze sem se ozvala ze piestala na deset
minut zvejkat.”!?>

3. “Kusy latky s novinovym vzorem se vélej na stole I na podlaze.”!®

The final -e in second person plural is frequently omitted, and the verb is shortened to end in a
“-m,” for example:

- “A my jime a pijem, troSku pijem sladky vino a taky pivo.” (180)

s
1

Shortening of the vowel in present tense verbs occurs, and similarly to the shortening in
adjectives, nouns, and pronouns, it is not present in every possible case. However, it is still a

prominent feature of Common Czech used by Hruby, for example:

189 Hruby, 99.

19 Hruby, 179.
191 Hruby, 189.
192 Hruby, 172.
193 Hruby, 173.
194 Hruby, 178.
195 Hruby, 172.
196 Hruby, 181.
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1. “Ale $patnej neni”!®’

2. “Celie, fikala a ja pfisla k sobg.”!*8
In the case of the verb “mam” the shortening occurs as well, as in “Ja jen ze mam v krychlich

divnej pocit.”!*

The limited possibilities of eye dialect are realised by omitting the initial *j” sound that
frequently occurs in the different conjugated forms of the verb “to be.” This feature prominent

in the everyday speech of many Czech speakers is omnipresent in Celi’s letters, for example:

1. “a najednou sem méla plnou pusu prachu.”?%

2.“Co sme s kalhotama tenkrat zacly tak ja uz pak nikdy
neprestala.”?"!

3. “Sofie je tak pfekvapend Ze sem se ozvala Ze prestala na deset
minut zvejkat.”?%?

4. “Co si myslis Ze se§?”?%

Interestingly enough, Celie’s writing does not feature a very prominent Common Czech

<

marker of the prothetic “-v” sound in words beginning in “0” (for example “vokno,”
“votevtit,” or “vohnout”). This can be caused by the fact that the narrative is realised through
letters, and thus such a deviation from spelling might seem “too much.” However, Celie
misspells and combines some words, such as:

1. “Dybych v 1ét& zlistala v Memphisu. ..”?%

2. “Co dybysme, Celie, tviij navat oslavili ¢inou?”?%
3. “Kamze jedes?”?%

4. “E§té sme se ani nikdy nebavili.”?"

These are not as heavily featured in the translation as in Their Eyes Were Watching God,
mainly because the representation of eye dialect is not as strong in The Color Purple.
Moreover, the epistolary quality of the novel influences the occurrence as well.

It 1s crucial to realise that each of the deviations from Standard Czech in the translation (or
from Standard American English for that matter) are Celie’s mistakes and her incapability to

produce text in “proper” English. Hruby, for example, also opts for mistakes in the “mé&/mn¢’

distinction, which frequently occur among Czech speakers. This functions as an excellent

197 Hruby, 180.
198 Hruby, 178.
199 Hruby, 180.
200 Hruby, 178.
201 Hruby, 181.
202 Hruby, 172.
203 Hruby, 178.
204 Hruby, 209.
205 Hruby, 209.
206 Hruby, 174.
207 Hruby, 30.

71



marker of Celie’s skills, as this kind of marker would not work outside an epistolary novel.
Celie’s writing almost exclusively features the form “m¢,” for example:

1. “Mé& to nevadi, fekla sem.”?%®

2. “No mé se libi tenhle, ja na to>*’

These two examples also present another prominent feature of Celie’s writing, and that is the
issue of punctuation. Celie completely disregards the necessity of using quotation marks and
makes mistakes in the use of punctuation marks, and the translation replicates this feature.

Celie’s direct comment on her non-standard use of English is presented in the original,
where Celie writes: “Plus, Darlene trying to trach me how to talk. She say US not so hot. A
dead country give-away. You say US where most folks say WE, she say, and people think you
dumb. Colored peoples think you thick and white folks be amuse.”?!° The proper use of
pronouns is in the Czech translation substituted by a combination of shortening of the “u”
sound and omission of “”: “Mimoto m& Darlene uci jak spravné mluvit. PUDEM prej fikaj
leda burani a hned se to poznd. Tvrdi Ze ja fikdim PUDEM ale vétSina lidi fekne plijdeme a
vSichmi t€ pak povazujou za hlupaka. Barevny t¢ povazujou za kiupana a bily se ti
smé&jou.”?!! This self-realisation is crucial for Celie’s character, as she inevitably decides that
her self-expression is more important than proper use of grammar, and thus her writing gains
a certain level of authenticity in the original, as well as in the translation.

The translation also contrasts the difference between the language skills of the two sisters.
Nettie’s Czech is very Standard. She deviates from it very rarely. Her writing is also more
structured. Her letters have longer paragraphs that thematically divide the text. When
addressing her sister directly, Nettie capitalises the pronouns, which is considered to be a
formal feature in a written text by which the writer showcases respect to the recipient of the
letter.?!? This showcases Nettie’s formal education and marks the letter for the Czech reader.
She uses capital T exclusively when addressing Celie, for example:

1. “Liba T&, Tvoje sestra Nettie”?!?
2. “No jeste to nebylo vSechno, ale pro¢ T¢ tim otravovat.
3. “Pozdravuje T& take Tviij §vagr Samuel.”?!3

99214

208 Hruby, 207.

209 Hruby, 179.

210 Walker, The Color Purple, 194.

211 Hruby, 184.

212 “psani velkych pismen — obecné poudeni,” Internetovd jazykovd prirucka, Ustav pro jazyk cesky Akademie
véd Ceské republiky, available online: https://prirucka.ujc.cas.cz/?id=180. 30 June 2021.

213 Hruby, 136.

214 Hruby, 198.

215 Hruby, 203.
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This simple detail elevates Nettie’s writing, and it serves the Czech translation in marking
Nettie’s education. Her writing is coherent, she uses punctuation marks correctly, and even
her vocabulary is richer than Celie’s.

Nettie’s writing in Czech does include some mistakes. For example, “Pravidla ¢eského
pravopisu” dictate that holidays such as Christmas and Easter should be capitalised in
writing.?!® Nettie thus correctly capitalises Christmas, when sending wishes to Celie: “Moc
hezké Vénoce, Celie, Tobé i viem blizkym.”?!7 However, in the next letter, she forgets to
capitalise Easter: “Chté&la jsem Ti napsat jesté pied velikonocemi, ale...”?!® This showcases
that Nettie’s language skills are not perfect, and thus, these rare mistakes complete the whole
picture portrayed in the original. In order to naturalise Nettie’s writing, Hruby uses some
selected colloquial vocabulary that complements the overall picture. Nettie’s writing thus
displays her education in her correct use of grammar and spelling; however, it remains true to
her background through the occasional use of colloquialism. These include words such as:
“asfaltka,”!” “ndklad’ak,”?** or “3pital,”**! Besides these, Nettie rarely diverts from Standard
Czech.

It should be noted that the contrast between Nettie’s and Celie’s writing appears almost
more prominent in Czech than in English. This is probably caused by the frequency of non-
standard word forms. The omnipresent Common Czech endings in Celie’s writing sharply
contrast Nettie’s writing. The Czech translation of Nettie’s writing reads almost too formal,
and it might benefit from some deviation from the standard. That is not to say that Hruby
should have introduced more “mistakes” or some of the Common Czech endings or other
conjugation or declension changes into Nettie’s writing. Her letters would probably sound
more heart felled and like “letters written to a long lost sister” by marking utilised through
vocabulary use. More colloquial word choices in her writing would have showcased her
affection and personality better. In this case, Nettie’s letters appear almost too formal.

Overall, Hruby’s translation reads as a Czech text. There are no features that would appear
disruptive in the narrative. The text’s overall message and purpose appear to be transferred in
the Czech translation successfully, and the text reads perhaps more native in Czech than

Zantkovsky’s Nejmodiejsi oci. The translation balances the naturalisation of narrative

216 7Zdenka Hruskova, “Vanoce, Velikonoce, letnice,” Nase rec, vol. 82 no. 5, 1999. Available online:
http://nase-rec.ujc.cas.cz/archiv.php?art=7547, 26 July 2021.

217 Hruby, 146.

215 Hruby, 147.

219 Hruby, 147.

20 Hruby, 194.

21 Hryby, 233.
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strategies and African American English in Celie’s writing without sacrificing the original’s
narrative notion. The text might benefit from more colloquialism in Nettie’s letters as
mentioned above; however, overall, Barva nachu presents a balanced translation of most

linguistic and narrative features symptomatic of Walker’s writing.
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3 — Their Eyes Were Watching God
3.1 The Language in Their Eyes Were Watching God

The difference between the African American expression in the language in Their Eyes Were
Watching God and novels by Morrison and Walker discussed in the previous part is not
difficult to spot. Once again, the narration in Hurston’s book is based on superimposition.
The text contrasts the narrative written in standard language and the direct speech of the
characters speaking African American English. Considering the nature of this thesis, the
analysis of the language in Their Eyes Were Watching God focuses on the first two chapters
translated in the following chapter. A large part of these two chapters is constituted of Janie’s
retelling of her childhood, and thus the story is delivered through the speech of the main
protagonist. The novel records the speech in a highly stylised manner; her work has been
repeatedly recognised for the use of African American Vernacular and the way she portrays
it.2?2 Green notes that:

Hurston uses a fair amount of phonological, syntactic, semantic, and

lexical features in her representation of AAE. She does indeed use eye

dialect, but not to the exclusion of consistent spellings that are

intended to represent the pronunciations of African Americans in her

works.???
As the quote from Green explains, Hurston’s narrative is realised by using various features
specific to African American English. She frequently also uses eye dialect, which was not
represented in the two novels discussed above.

Hurston herself advocated for the expression of African Americans, and her criticism does
not focus solely on writing. However, the excerpts that comment on African American dialect
recorded in writing give great insight when analysing her novel. She strongly opposes the
representation of African American Vernacular in the writing of white writers, which was
already commented on. She states that she is aware of the fact that she might be “damned as
an infidel” for claiming that: “nowhere can be found the Negro who asks ‘am it?’ nor yet his
brother who announces ‘Ise uh winter.” He exists only for a certain type of writers and
performers.”?** She also directly comments on the phenomenon of clipping of pronouns,

stating that:

222 Green, 18.
223 Green, 18.
224 Hurston, “Characteristics of Negro Expression,” 93.
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Very few Negroes, educated or not, use a clear clipped “I.” It verges

more or less upon “Ah.” I think the lip form is responsible for this to a

great extent. By experiment, the reader will find that a sharp “I” is

very much easier with a thin, taut lip than with a full soft lip. Like

tightening violin strings. If one listens closely one will note too that a

word is slurred in one position in the sentence but clearly pronounced

in another. This is particularly true of the pronouns. A pronoun as a

subject is likely to be clearly enunciated, but slurred as an object.??
As the analysis below illustrates, this claim is reflected in her writing. The pronoun “I” is in
speech exclusively recorded as “Ah.” Hurston herself includes examples of a variety in
pronunciation of pronouns: “For example: ‘You better not let me ketch yuh.” There is a
tendency in some localities to add the ‘h’ to ‘it’ and pronounce it ‘hit.” Probably a vestige of
old English. In some localities ‘if* is ‘ef.”?%¢

Finally, Hurston comments on using the word “so” frequently used in storytelling to

connect the events.??” She utilised this herself frequently in the narrative. For example, in this

passage, it is used twice in a span of three sentences:

Den de big bell ring in Atlanta and all de men in gray uniforms had to

go to Moultrie, and bury their swords in de ground to show they was

never to fight about slavery no mo’. So den we knowed we was free.

“Ah wouldn’t marry nobody, though Ah could have uh heap uh times,

cause Ah didn’t want nobody mistreating mah baby. So Ah got with

some good white people and come down here in West Florida to work

and make de sun shine on both sides of de street for Leafy.?*®
This feature is prominent mainly in the storytelling conducted through Janie, who retells her
story to her friend Pheoby. The specifics of African American English are apparent in the
characters’ speech, and it corresponds with the above-introduced list. The use of eye dialect
emphasises Hurston’s portrayal of the language, and the way Hurston displays the voices of
the characters on paper often invites reading under one’s breath. However, that does not
deduct from the story; Hurston’s narrative is captivating, and the tension between the lyrical
and colloquial is conducted in a way that results in a balanced narrative.

The narrative is written in a highly lyrical style symptomatic for Hurston. For example, in

the Introduction to the novel, Zadie Smith praises Hurston’s writing even though she

acknowledges that she was sceptical due to the appraisal of the book. She says that She “has

225 Hurston, “Characteristics of Negro Expression,” 93.

226 Hurston, “Characteristics of Negro Expression,” 93.

227 Hurston, “Characteristics of Negro Expression,” 93-94.

228 Zora Neale Hurston, Their Eyes Were Watching God (New York: Virago Press, 2018) 22. All quotes and
examples presented in this chapter are from this edition, and the page reference is included in parathesis in the
text.
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[her] own ideas of ‘good writing.” It was a category that did not include aphoristic or overtly
‘lyrical’ language, mythic imagery, accurately rendered ‘folk speech’ or the love tribulations
of women.”??” Smith continues to correct her statement as the narrative style of Hurston’s
captivated her, and the use of language prevails as one of the most prominent denominators in
her description of the book:

I lost literary battles the day I read Their Eyes Were Watching God. 1
had to concede that occasionally aphorisms have their power. I had to
give up the idea that Keats has a monopoly on lyrical [...] I had to
admit that mythical language is startling when it’s good [...] My
resistance to dialogue (encouraged by Nabokov, whom I idolised)
struggled and then tumbled before Hurston’s ear for black colloquial
speech. In the mouths of unlettered people, she finds the bliss of
quotidian metaphor [...] of wisdom lightly worn [...] Her
conversations reveal individual personalities, accurately, swiftly, as if
they had no author at all...>°

Smith’s commentary expresses the depth of the narrative that is realised (not exclusively)
through language. Hurston unapologetically and consciously wrote in African American
English, which was the language of her youth. She rejected the Standard American English
that is recognised as the “neutral universal.”?!

This contrast between the lyricism of the main narrative and the dialect is one of the most
prominent features of the novel. The expressivity of this contrast is unique even across other
works of African American writers. As Sherley Anne Williams states in the Afterword, even
though the way in which Hurston portrays the ruralness has not been equalled, it does not
mean that it is solely the depiction of the dialect that is unique.

In the speech of her characters, black voices — whether rural or urban,
northern or southern — come alive. Her fidelity to diction, metaphor,
and syntax — whether indirect quotations or in paraphrases of
characters’ thoughts — rings, even across forty years, with an aching
familiarity that is a testament to Hurston’s skill and to the durability of
black speech.?*

Hurston’s ability to portray the expression of African Americans was repeatedly praised not
only for its accuracy but also for Hurston’s capability of making the characters lifelike

through their speech. Hurston’s dialect is thus not read-only as an exchange of information

229 Zadie Smith, “Introduction” to Their Eyes Were Watching God (New York: Virago Press, 2018) vii.

230 Smith, viii-x.

231 Smith, xvi.

232 Sherley Anne Williams, “Afterword,” to Their Eyes Were Watching God (New York: Virago Press, 2018)
226.
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between characters, but the characters tell their story that Hurston paints with their expression
and language.

Hurston’s narrative style in Their Eyes Were Watching God is not thus interesting solely
for the specific way in which the text records African American Vernacular English. As
Cheryl A. Wall states: “From its opening scene, Their Eyes establishes its concern with the
properties of words. ‘Burning statements’ and ‘killing tools’ resolve themselves into ‘a mood
come alive.”?*> What not only Wall observes in the narrative strategy of Hurston’s is the
extension of the African American expression past the vernacular. What is meant by that is
that Hurston does not operate only on the level of language and utilises African American
Vernacular. She also borrows from other specifics of the African American expression, and
thus her representation of it is multi-levelled. As Davis and Gates suggest, the authenticity of
idiomatic expressions is as important (if not more) as the accuracy of the actual language.?**
Hurston’s critics repeatedly acknowledge this notion of the novel: Hurston in Their Eyes Were
Watching God merges different specifics of African American narrative in order to create an
authenticity that reaches beyond language.

Wall takes the appreciation of Hurston’s writing a step further and claims that not only did
Their Eyes Were Watching God and her other writings combine the different specifics of
African American expression, she deduces that her writing influenced not only the African
American writing but the development of the English language in general, in these three
ways:

1. metaphor and simile;

2. the double descriptive;

3. verbal nouns.?*
Wall concludes by stating that Hurston’s most prominent contribution to writing prose is her
experimental attitude towards language.?*® What Wall refers to as experimental will most
probably correlate with what most critics refers to as the lyrical aspect of her writing. Even if

strictly prosaic in theory, Hurston introduces a certain level of lyricism in her storytelling,

which in itself presents an additional challenge in translation.

233 Cheryl A. Wall, “Women of the Harlem Rennaisance,” The Cambridge Companion to Afiican American
Women’s Literature, ed. Mitchell, Angelyn, and Danille K. Taylor (New York: Cambridge University Press,
2009) 45.

234 Charles T. Davis and Henry Louis Gate, Jr. “Introduction” to The Slave’s Narrative (New York: Oxford
University Press, 1985) xxxiii.

235 Wall, 44.

236 Wall, 44.
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In connection to the other aspects of the African American expression conveyed by
Hurston, Their Eyes Were Watching God also celebrates African American folklore and oral
tradition. In terms of the main plot of the story, as Walker suggests, the novel follows a love
story of a black woman and a black man:

A love story about a black man and a black woman who spent only

about one-eighteenth of their time worrying about whitefolks seemed

to them far less important—probably because such a story should be

so entirely normal—than a novel whose main character really had

whitefolks on the brain.?’
This in itself makes Hurston’s novel stand out amongst other works of African American
writers, as the story does not focus on race primarily. According to Byerman, this places
Hurston amongst writers such as Jean Toomer or Ralph Ellison, who were subjected to
criticism,

even though their work itself reflected current issues. The problems of
the race were considered so desperate that to use one’s skills for
anything other than protest, group assertion, or amelioration was
considered wasteful, escapist, and perhaps treasonous.?*®

This criticism of Hurston’s way of approaching the novel might be justified in the eyes of
selected critics; however, even if the story, according to these readings, does not showcase
“an appropriate level of social justice commentary,” the importance of the book consists in the
portrayal of African American English and the connection to folklore and oral tradition.

The juxtaposition of the first-person storytelling of Janie and the frame narrative written in
the third person contrasts the two forms of English and through Janie’s recounting of her own
story mimics the oral tradition. As Dubey states, in contrast to the third-person frame
narrative, “Celie’s story is subject to no such linguistic mediation and is narrated entirely in
the southern vernacular of her own first-person voice.”** As King comments, it is Hurston’s
ability to merge the oral tradition and folklore with her narrative that gives her work the depth
and the representation of the African American culture thus emerges not only through the

language:

237 Alice Walker, “A Talk: Convocation 1972, In Search of Our Mother’s Gardens (New York: Open Road
Integrated Media, 2011) 37.

28 Keith Byerman, “Introduction: toward a History of the Black Present” Remembering the Past in
Contemporary African American Fiction (Chapel Hill: The University of North Carolina Press, 2005) 1-2.

2% Madhu Dubey, “‘Even some fiction might be useful’: African American women novelists,” The Cambridge
Companion to African American Women'’s Literature, ed. Mitchell, Angelyn, and Danille K. Taylor (New York:
Cambridge University Press, 2009) 162.
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Hurston’s intimate knowledge of the oral folk vernacular peculiar to

that part of Florida, and her intimate engagement with language assist

in giving her work the ring of authenticity. Her incorporation of folk

tales, lying contests, and other aspects of the oral tradition, adds

dimension and texture to her narrative. The focus on the spoken word

is particularly appropriate in a novel whose central project is giving

voice to the heroine’s journey toward self-knowledge.?*°
The importance of oral tradition in African American culture is indisputable. Thus, Janie’s
storytelling presents a crucial piece in the mosaic of the African American experience
depicted in the book.

The combination of African American Vernacular and the elements of oral tradition and
storytelling contrasts the third-person narrator of the frame narrative. The depiction of African
American English is, as it is evident, the more frequently analysed feature of the novel, and
the book is often praised for Hurston’s ability to presents the reality of African American
speech in the early twentieth century. As Jones states: “By presenting black dialects, Hurston
realistically depicted black cultural expression and life in the early 20th-century South. By
using this language, she implicitly validates it, showing it as a valuable and relevant part of
the culture, and not inferior to white versions of English.”**! Not only does Hurston present
the African American English in juxtaposition to Standard English, as she shifts between
different narrative voices, she also showcases “different ways in which blacks use language to
express themselves.”**? This understanding of how Hurston portrays the vernacular is crucial,
as it distinguishes the difference between conveying how different people talk and expressing
themselves from mockery and diminishing the vernacular. As Jones states, “the ability to
show how sophisticated African American English is” is one of the lasting legacies of
Hurston’s writing.*’

As previously stated, African American English was repeatedly, throughout history, used
to mock the speakers, and it was frequently misrepresented as inferior to Standard English.
African Americans have experienced discrimination based on the way they talked. This
remains as one of the most substantial contributions of Hurston’s writing — presenting African
American English as a self-conductive language that is capable of substituting Standard

English in literature. As Jones concludes:

240 Lovalerie King, The Cambridge Introduction to Zora Neale Hurston (Cambridge: Cambridge University
Press, 2008) 57.

241 Sharon L. Jones, Critical Companion to Zora Neale Hurston: A Literary Reference to Her Life and Work
(New York: Facts On File, Inc., 2009) 212.

242 Jones, 213.

243 Jones, 213.
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Rather than presenting dialect in a condescending or patronizing

manner, she shows its richness and complexity. [...] The vivid and

dynamic quality of the dialect reveals the innovative and creative

ways in which people used language to express themselves. By using

black southern dialect, Hurston emphasizes the importance of

presenting realistic language in representing African- American life

and culture.?*
The authenticity in which Hurston — utilising eye dialect — records the African American
expression, however, might present a challenge to the reader. As Jones suggest, for an
inexperienced reader, the speech of characters might be incomprehensible. Such readers might
benefit from reading out loud, as sounding out the words helps with understanding®** and
comprehending not only the individual words but also newly created compounds.

Their Eyes Were Watching God opens with a passage where Hurston presents her
distinction between male and female understanding. This passage prefaces the whole story
accurately, as it introduces the reader to the reality of the book. The novel is written from a
woman’s perspective, and the distinction between women’s and men’s language and
understanding is depicted in the first two paragraphs. The first paragraph introduces the male
understanding of the world: “Ships at distance have every man’s wish on board. For some
they come in with the tide. For others they sail forever on the horizon, never out of sight,
never landing until the Watcher turns his eyes away in resignation, his dreams mocked to
death by Time. That is the life of men.”?*® This contrasts the second paragraph that presents
the women’s understanding of the world and thus presents a setting for the whole novel, its
story, language, and expression: “Now, women forget all those things they don’t want to
remember, and remember everything they don’t want to forget. The dream is the truth. The
they act and do things accordingly.” (1) As Cotera notes:

This opening passage, with its stark distinction between male and
female ways of knowing serves multiple rhetorical functions. As an
explanatory metaphor for gendered consciousness, it invokes the
mechanics of imagination that stand at the core of different
conceptualizations of experience. But it also functions as a framing
device that stands outside of Janie’s story— the bulk of the
narrative—a hermeneutic that offers a key to understanding the
different storytelling traditions at play in the text.?*’

24 Jones, 213.

2% Jones, 213.

246 Zora Neale Hurston, Their Eyes Were Watching God (New York: Virago Press, 2018) 1. All quotes and
examples presented in this chapter are from this edition, and the page reference is included in parathesis in the
text.

247 Maria Eugenia Cotera, Native Speakers: Ella Deloria, Zora Neale Hurston, Jovita Gonzdles amd the Poetics
of Culture (Austin: The University of Texas Press, 2008) 181.
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Once again, Hurston, directly in her narrative, expresses that the crucial key to a correct
reading of Their Eyes Were Watching God is understanding the different narrative voices that
appear in the book. The duality of the dynamics of the novel is evident.

The Standard English of the frame narrative described above as poetic, where Hurston’s
lyricism presents much more than a simple prosaic recording of the events, sharply contrasts
with the characters’ speech. The recorded speech of African American characters in Their
Eyes Were Watching God shows specifics of African American Vernacular presented in the
previous chapter. Most of these phenomena were commented on either in the theoretical
chapter or in the analyses of The Blues Eye or The Color Purple. Thus the following analysis
is conducted in the form of listed records, as in most cases, the circumstances of the use of
these language forms are equal.

Speakers frequently use multiple negations, where negation is most commonly realised by
the form “ain’t”:

1. “Tain’t no use in your tryin’ to cloak no ole woman lak Janie
Starks, Pheoby, friend or no friend.” (3)

2. “Naw, ‘tain’t nothin’ lak you might think. So ‘tain’t no use in me
telling you somethin’ unless Ah give you de understandin’ to go
‘long wid it.” (8)

3. “Ah wouldn’t marry nobody...” (22)

Particles “yes” and “no” are in the speech of the characters replaced by “yeah” and “naw;”

however not exclusively, proper forms also occur, but they are rare:

1. “Yeah, Sam say most of ‘em goes to church so they’ll be sure to
rise in Judgment.” (6)

2. “Yes, indeed.” (6)

3. “Naw, Nanny, naw Ah ain’t no real ‘oman yet.” (15)
Besides the “yes” and “no” particles, other words are almost exclusively written to simulate
the speech. Frequently initial or final consonants are omitted; for example, pronoun “your” is
spelt as “yo,” just is spelt “jus’,” them is frequently written as “‘em,” more as “mo’,” about as
“‘bout,” yourself as “you’self.” Similarly, final -g in -ing verb forms is omitted consistently:

1. “De thought uh you bein’ kicked around from pillar tuh post is uh
hurtin’ thing.” (18)
2. “Dat mornin’ on de big plantation close to Savannah, a rider come
in gallop tellin’ bout Sherman takin’ Atlanta.” (19)
The “th” consonants digraph pronounced in Standard English as /0/or /d/ are in the text

recorded as d in words such as:

1. “de” (meaning “the”)
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. “dere” (meaning “there”)
. “dat” (meaning “that”)

. “dis” (meaning “this”)

. “wid” (meaning “with”)

. “dese” (meaning “these”).

(@)Y, I SRS I \S]

This spelling marks the alternative pronunciation. This phenomenon is, besides the “th” sound
most prominent in monosyllabic words, most commonly prepositions and pronouns, such as:

1. “mah” (meaning “my,” also occurs in “mahself” meaning
“myself”)
2. “ah” (meaning “I”")
3. “tuh” (meaning “to”).
4. “lak” (meaning “like”).
In these words, the diphthongs in Standard pronunciation are replaced by a written alternative
that omits the diphthong.
Frequently words are contracted, either by omitting a part of one word and making it

shorter such as:

1. “‘cause” (meaning “because”)
2. “befo’” (meaning “before”)
3. “‘spectin’” (meaning “expecting”).
Alternatively, two words are merged, creating one contracted form, such as:

1. “outa” (meaning “out of”)
2. “lemme” (meaning “let me”)
3. “gointuh” (meaning “going to”).
The verbal system in the characters’ speech reflects the most common features of the

African American verbal system. Incorrect forms of the auxiliary be:

1. “They was all cheerin’ and cryin’ and shoutin’ for de men dat was
ridin’ off” (20)

2. You know, honey, us colored folks is branches without roots, and
that makes things come round in queer ways. (19)

3. “Janie, youse uh ‘oman, now so—" (15)

The last example presents the incorrect verb form “you is” and it is also incorrectly
contracted. Verb forms are frequently incorrectly conjugated; sometimes, a hypercorrect form

is produced, for example:

1. “Y’all makes me tired.” (4)

2. “Ah knowed you’d be hungry.” (5)

3. “Ah hears what they say ‘cause they just will collect round mah
porch ‘cause it’s on de big road.” (6)

The verbal marked “done,” which denotes a completed action, also occurs in the text:
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1. “Ad done scorched-up dat lil meat and bread too long to talk
about.” (4)

2. “Don’t you set dere pouting” wid me after all Ah done went
through for you!” (17)

Besides the above-mentioned alternative pronunciations of pronouns or prepositions,
Hurston’s spelling also reflects an alternative pronunciation (or also emphasis) of selected
words such as:

. “Lawd” (meaning “Lord”)

. “Lawd a’mussy” (meaning “Lord have mercy”)
. “Mistis” (meaning “Mistress”)

. “unkivver” (meaning “uncover”

. “overhalls” (meaning “overalls”)

. “handksher” (meaning “handkerchief”)

. “chile” (meaning “child”).

NN N kW —

And finally, similarly to The Bluest Eyes or The Color Purple, the vocabulary also includes
vocabulary specific for African American English. The word “nigger” appears in the position
of an abusive denomination from a slave owner; however, it is also used by Nanny when she
disapproves of a boy Janie kissed: “Ah don’t want no trashy nigger, no breath-and-britches,
lak Johnny Taylor usin’ yo’ body to wipe his foots on.” (15) The slave owner also refers to
the baby as a “yaller” (21), which is a dialect word for derived from the yellow, or High
yellow, which refers to a person of African ancestry with lighter skin.

All the above-mentioned phenomena contribute to the complex representation of African
American English in the novel. The way in which Hurston records the expression of African
American characters in Their Eyes Were Watching God can be viewed as more complex
compared to the two other novels commented on in the previous chapter. This is most
prominently caused by the use of eye dialect, which introduced additional authenticity;
however, it also presents a challenge for the reader. The eye dialect also influences the
translation strategy, as the discrepancy between Czech pronunciation and spelling does not
match the English difference. This invited using different techniques when translating into

Czech, as illustrated in the following chapters.
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3.2 Jejich oci sledovaly Boha248

1

Paluby dalekych lodi ukryvaji veskera ptani. Nékterym se s prilivem ptiblizi. Ostatnim pluji
navzdy na obzoru, nikdy nezmizi z dohledu, nikdy nezakotvi, dokud Pozorovatel neodvrati
o¢i v beznadgji a Cas nerozmeta jeho sny svym smichem. Takovy uZ je Zivot muzZe.

Kdezto zeny, ty zapomenou na vSechno, co si nechtéji pamatovat, a pamatuji si vse, na co
nechtéji zapomenout. Sen je pravda. Podle toho se pak chovaji a jednaji.

Tahle Zena se vratila poté, co pochovala mrtvé, a tim cely piib¢h zacind. Nebyli to mrtvi,
kteti odesli nemocni a churavi s ptateli sedicimi u hlavy i v nohéach postele. Vratila se
od nasdklych a nafouklych, nenadale zesnulych, se zrakem vytiesténym a plnym odsouzeni.

VSichni ji vidéli se vracet, nebot’ zrovna zapadalo slunce. Sice uz zmizelo, ale zanechalo
na obloze stopy. Akorat ¢as posedét na zaprazi u cesty. Cas naslouchat a vypravét. Ti, kdo tu
sedéli, byli cely den néstroji bez jazyka, o¢i i usi. Stali se mezky a jinym dobytkem. Ale ted’,
kdyz slunce i pan zmizeli, jim jejich kiize opét pripadala silnd a lidska. Stali se pany zvuki a
drobnosti. Usty jim prochazely celé narody. Sedéli a soudili.

Ta ptichazejici Zena jim pfipomnéla vSechnu nashromazdénou zavist. Rozzvykali tedy
temna zakouti svych mysli a slastné¢ polkli. Padali z nich pal¢ivé komentéfe, otizky a
vrazedné nastroje vytesané ze smichu. Cira nenavist davu. Zlepsujici se nalada. Slova
naslapujici bez pani kracela spolecné jako melodie.

,Co se sem vraci v téch laclacich? Copak si nemuize voblict ndky Saty? — Kde ma ty
modry saténovy, v kerejch vodesla? — Kde sou vSecky ty prachy, kery jeji manzel nahrabal
nez umiel? — ProC ta stard Styficatnice nosi vlasy rozpustény jak nakd mlada holka? — Kde
nechala toho mladyho s kerym utekla? — Myslela si, Ze si ji veme? —Kde ji nechal? Co
udélal s téma penézma? - Beztak ji utek s fidkou holkou, co e$t€ ani chlupy nema — Proc¢
nezustala mezi svejma?”

KdyzZ k nim dosla, otocila se ¢elem k pomlouvaclim a promluvila na n¢. Zahalekali ,,brej
veir” a s Usty dokoféan a nastraZenyma uSima netrpélivé vyckavali. Jeji hlas znél pfijemné,
ale nezastavila se a pokracovala rovnou ke své brance. Celé zaprazi ztichlo a pozorovalo ji.

Muzi koukali na jeji pevny zadek, vypadalo to, jakoby méla v zadnich kapsach dva grepy.
Silné lano ¢ernych vlasi se ji houpalo az u pasu a ve vétru se ¢echralo jako pefi, zatimco prsa

v pozoru ji div neprotrhla koSili. Muziim mobhla sejit z oc¢i, ale ten pohled jim zistal v paméti.

248 The original text written by Hurston is included in the Appendix.
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Zatimco zeny si do paméti ulozili tu vyblednou kosili a zablacené laclace. Branily se tak jeji
sile a 1 kdyby se to nakonec ukazalo jako zbytecné, stale tu byla nadéje, ze jednou klesne
na jejich troven.

Ale nikdo se nepohnul, nikdo nepromluvil, nikoho ani nenapadlo polknout, dokud se za ni
nezaklapla branka. Pearl Stoneova oteviela pusu a hlasité¢ se zasmala, protoze nevédéla co se
sebou. Ve smichu se zhroutila na pani Sumpkinsovou. Ta si odfrkla a zamlaskala.

,Hm! Se ji nechate rozhazet. Nejste jak ja. Ja si pro ni hlavu lamat nebudu. Dyz nema dost
slu$nosti na to, aby se zastavila a fekla nam, jak se méla, tak at’ si de!”

,Skoda mluvit,” zahuhlala Lulu Mossova. ,Navrchu huj, vespod fuj. To si ja myslim
o starejch Zenskejch, co béhaj za mladejma hochama.”

Pheoby Watsonova se napiimila v houpacim kiesle a pravila: ,,Sak nikdo nevime, esi je co
vykladat. J& sem jeji nejlepsi kamaradka a taky to nevim.”

»Mozna ji nezname tak, jak ty, ale vSichni si pamatujem, jak zmizela a najednou je zas
zpatky. Nema cenu se zastavat Zensky jako je Janie Starksova, Pheoby, at’ ste kamaradky
nebo ne.”

,.Sak vona ani neni tak stard jak nékery z vas.”

,Pheoby, co ja vim tak ji je davno pfes Styricet.”

»Nevypada na vic jak Styricet.”

»Na kluka jako je Kolacek je fakt stard.”

,Kolagek uz davno neni zadnej chlape¢ek. Sak uz je mu vokolo tiiceti.”

,»Je mi fuk, co za tim je, ale mohla se s nama na chvili zastavit. D€l4, jako bysme ji néco
provedli,” postézovala si Pearl Stoneova. ,,To vona udé€lala chybu.”

,»INO proste té toci, Ze se s nama nezastavila a vSecko ndm nevykecala. A coze teda podle
vas vSech provedla tak hroznyho? Co ja vim, tak se vobcas délala mladsi nez je a to esSté
nikoho nezabilo. UZ vds mam plny zuby. Podle toho co vykladate, by si jeden myslel, ze se v
posteli jen modlite. Zdovolenim musim jit, vemu ji néco k jidlu.” Pheoby prudce vstala.

,»Na nas se nevohlizej,” usmala se Lulu, ,,béz tam rovnou, my ti zatim vohlidame barak,
nez se vratis. J& mam veceti hotovou. BEz zjistit, jak se ji vede. Pak nam to povis.”

,,Smarjé,” odvétila Pearl, ,.ten Skvarek masa a kus chleba nestoji za fe¢. Mlizu se vratit kdy
chci. Starymu je to jedno.”

,Hele, Pheoby, esi uz des, tak ja bych mohla jit s tebou,” nabidla se pani Sumpkinsova.
,UZ je skoro tma. ESté t€ chyti naky strasidlo.”

,»Ne, to je dobry, dik. Je to kousek, nic se mi nestane, uz du. Stejné¢ mi ten maj dycky fika,

ze by mé ani straSidlo nechtélo. Esi vam bude chtit néco fict, tak se to k vam dostane.”
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Pheoby odesla se zakrytou miskou v rukdch. Zaprazi plné nezodpovézenych otazek
nechala za sebou. Doufali, Zze odpovédi budou kruté a podivné. Kdyz dorazila na misto,
Pheoby Watsononova neprosla ptedni brankou a palmovou aleji k hlavnim dvefim. Misto
toho obesla plot a prosla soukromou brankou na bo¢ni strané, v rukach talif plny tmavé
michané ryZze. Janie musi byt na téhle strané.

Nasla ji sedét na schodech na zadni verandé€, lampy naplnéné, komin vyc¢istény.

,»Ahoj, Janie, jak se mas?”

,Ale de to, snazim se vodmocit tu inavu a $pinu z noh,” pousmala se.

,» 10 vidim. Holka, dobie vypadas. Jako bys byla svoje vlastni céra.” Ob¢ se zasmaly. ,,I
v téch laclacich vypadas jak Zenska.”

,Pokracuj, pokracuj! Beztak ¢ekas, ze sem ti néco piinesla. Ale ja sem dotahla tak akorat
sebe.”

,Sak to staéi. Svy piatele, nic jinyho nepotiebuju.”

,»Lakovy lichotky, ale vod tebe je pfijmu Pheoby, protoze vim, Ze to mysliS upfimné.”
Janie natadhla ruku. ,,Dobrej Boze, Pheoby! Copak mi nedas to jidlo, cos pfinesla? Muj
zaloudek dneska nedostal nic jinyho nez poplacani.” Ob¢ se rozesmaly. ,,Dej to sem a sedni.”

»Sem veédela, Ze bude§ mit hlad. Potmé nechces hledat dievo na podpal. Ta michana rejze
dneska neni nic moc. Hlad to zazene, 1 kdyZ sem méla malo sadla.”

»Vsecko ti to hned povim,” fekla Janie a odklopila viko. ,,Holka, to je dobrota! Ty se
prosté v kuchyni umis votacet.”

»Ale, Janie, Sak to neni nic pfevratnyho. Ale zejtra ti pfipravim néco fakt dobryho
na uvitanou.”

Janie s chuti jedla a mlcela. Pestrobarevnad oblaka, kterd na obloze rozvifilo slunce se
pomalu zacala vytracet.

,»Na, Pheoby, vem si ten talif. Prazdny nadobi mi nejni k ni¢emu. Ale dlabanec pfisel
vhod.”

Pheoby se zasmala piimosti své pritelkyné. ,,Ses furt stejnej poSuk.”

,»Mila zlata, podej mi ten hadr, co je na ty Zidli. Vydrbu si nohy.” Vzala Zinku a zacala
drhnout. Z hlavni cesty k nim dolehl smich.

,»NOo, jak vidim, tak VSemohouci sed¢j furt na stejnym misté. A beztak maj na mé plno
feci.”

,Je to tak. Vono kdyz projdes vokolo lidi a ani se s nima nezastavis, musej se pak pohrabat
v tvym Zivoté a probrat, co si kdy provedla. Védej vo tobé vic nez ty sama. Zavistivy srce

plodi zradny usi. Slyseli vo tobé, co se jim hodilo do krdmu.”
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,»Esi na nich zalezi panubohu tak jak mné¢, jsou straceny jak mic ve vysoky trave.”

,Ja vim, co povidaj jen protoze se schazej na mym zaprazi, pac¢ je u hlavni cesty. Mlij muz
je z nich nékdy tak votravenej, ze je vyZene at’ si dou dom.”

,.Sak ma Sam pravdu. Akorat vam prosedgj zidle.”

,J0, Sam tvrdi, Ze vétSina z nich chodi do kostela jen aby vobstali u Posledniho soudu. To
se vodhali kazdy tajemstvi. Chtéj tam bejt, aby to vsecko slyseli.”

,.Sam je taky posuk. Clovék se s nim nikdy nenudi.”

,,J0jo, prej by tam chtél bejt taky, aby zjistil, kdo mu ukrad fajtku.”

,Pheoby, ten tvlij Sam si neda pokoj! Blazen!”

,» VEtSinu téch votrapli zajimas tolik, ze se k Poslednimu soudu poZenou jen aby se vo tobé
vSecko dozvédéli. Méla by sis pohnout a povédét jim, jak to bylo. Jak sis vzala Kolacka a esi
ti zebral vSecky penize a utek s fidkou mladou holkou, a kde je ted a kde mas vsecko
voblecCeni, ze ses vratila v laclacich.”

,»Ja jim nehodlam nic vysvétlovat, Pheoby. To nema cenu. Esi chce$ tak jim klidné fekni,
co se vode mé dozvis. Bude to to stejny, pac jim to prevypravis jako moje kamaradka.”

,,Esi chees tak jim feknu, co budes chtit.”

,»lak zaprvy, ty lidi trdvi aZ moc ¢asu drbanim vo nééem, vo ¢em nic nevi. Ted’ je bude
zajimat, esi sem Koldcka milovala a esi to bylo dobry nebo ne. Nepoznali by zivot vod
kukufi¢ny kase a lasku vod deky.”

»Dokud se maj do koho vopirat, je jim jedno kdo to je a vo ¢em se bavi, hlavné kdyz z
toho mizou udélat néco strasnyho.”

,DYZ je to tak zajima, tak pro¢ mé neptidou pfivitat a pozdravit? Pak si muZem sednout a
ja jim to povypravim. M1j Zivot byl plnej velkejch véci. Jo! Velkd kongregace, plno lidi,
plnej zZivot, tam jsem byla ten rok a piil, co ste mé nevidéli.”

Sed¢€ly tam v té Cerstvé mladé tmé pospolu. Pheoby si pfala pochopit a porozumét vSemu,
co Janie zazila, ale nechtéla, aby to vyzné&lo jako ¢ird zv€davost. Janie plnd té nejstarsi lidské
touhy — sebepoznani. Pheoby dlouho drZela jazyk za zuby, ale nedokazala sedé¢t v klidu. Janie
tedy promluvila.

,Ja& a my laclace jim nemusime d¢€lat starosti, v bance mam furt devét set dolar. Kolacek
mé pfimél, abych si je nechala, kdyZ sem §la za nim. Von Z4dny moje prachy neprodrbal a ani
me nenechal kvili ndky mlady holce. Byl jedinou radosti, co sem na svété¢ méla. Sadm by jim
to fek, kdyby tu byl. Kdyby neumfel.”

Pheoby se dychtiveé zeptala: ,,Kola¢ek umiel?”
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,J0, Pheoby. Kola¢ek umftel. A to je jedinej diivod, pro¢ sem zpatky. Protoze tam, kde sem
byla uz nezistalo nic, co by mi délalo radost. Tam dole v bazinach v Everglades.”

,»Ne, neni to tak, jak si mysliS. Nema cenu, abych ti néco vykladala jen tak, musim ti to fict
cely, abys to pochopila. Kdyz nevidi§ kozich, tézko poznas, esi z nory vyleze norek nebo
myval. Hele, Pheoby, ne¢eka Sam na veceii1?”

,,M4 ji tam pfipravenou. Esi mu nedojde, Ze se ma najist, ma smilu.”

,» Tak to tu muzem ziistat sedét a vykladat. Voteviela jsem vSecky vokna, aby se sem dostal
cerstvej vzduch.”

,»Pheoby, Sak sme dycky byly dobry kamaradky, spolihdm, Ze mi poradiS. A proto ti to
vSecko vykladam.”

Vsechno Casem starne, i polibky, a zatimco Janie vypravéla, se z mladické tmy stala stard

bestie.
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Pro Janie byl jeji zivot jako obrovsky strom obrostly listy jejiho utrpeni, jejich radosti, véci
které dokézala, i téch, kterych se ji nepodafilo dosdhnout. Skrze ty vétve se rozednivalo i
smrakalo.

,Vim pfesné, co ti chci fict, ale nevim, kde zacit.”

»latu sem nikdy nevidéla. A kdybych ho potkala, ani bych ho nepoznala. S mamou to
stejny. Vytratila se dfiv, nez sem byla dost velka na to, abych si ji pamatovala. Vychovala mé
babicka. Babicka a ty bily, pro kery pracovala. Méla domecek u nich na zahradé¢, tam sem se
narodila. Byli to takovy fajnovy bily lidi ze Zéapadni Floridy. Menovali se Washburnovi.
Me¢la nés tam celkem S$tyri vnoucata, vSichni sme si spolu hrali; a proto sem nikdy babicce
nefekla jinak nez Babco, protoze tak ji tam fikali vSichni. KdyZz sme zlobili, tak nds Babca
chytla a vSechny nas propleskla a stejn¢ tak to délala pani Washburnova. A vsadim se, Ze to
nikdy nebylo jen tak, protoze tfi kluci a dvé€ holky, no beztak sme byli na ranu.

Tréavila sem s téma bilejma déckama tolik Casu, Ze sem si do ndkejch Sesti let myslela, ze
sem taky bild. Asi bych to nezjistila, dyby jednou nepftisel chlap, co d¢lal vobrazky. Shelby,
ten nejstarsi kluk, mu bez toho — aby se nékoho zeptal — ek, at’ nas blejskne. Vo tyden
pozd¢jc ten chlap pfines ty vobrazky, aby se na n¢ pani Washburnové podivala a zaplatila a
to udélala a pak ndm p&kné vy¢inila.

KdyZz sme se pak na ty obrazky podivali, kazdyho jednoho sem poznala, az tam zbyla
posledni vopravdu tmava holka s dlouhejma vlasama, kerd stala vedle Eleanor. Tam sem
méla stat ja, ale nemohla sem uvéfit, ze to tmavy décko sem ja. Tak se ptam: ,Kde sem ja?
Nevidim se.’

VSsichni se zacali smat, dokonce 1 pan Washburn. Pani Nellie, maminka téch décek, kera se
vratila domu potom, co ji umiel muz, ukdzala na to tmavy décko a povida: ,Tohle ses ty,
Abecedo, copak se nepoznas?’

Voni mi vSichni fikali Abecedo, protoZe sem mé¢la tisic jmen. Dlouho sem na ten vobrazek
zirala, az sem si vSimla, Ze sou to moje Saty a vlasy a tak fikdm:

, Ty jo! J& sem barevna!’

To se pak vSichni za bficho popadali. Do ty doby nez sem vid€la ten vobrazek sem si
myslela, Ze sem stejna jako vostatni.

Zila sem tam rada, ne se mi zacaly décka ve §kole posmivat, Ze Ziju na zahradé u bilejch.
Byla mezi néma jedna nana pitoma, jmenovala se Mayrella, a tu nakrk jen pohled na m¢. Pani
Washburnova mé dycky voblikala do vobleceni po vnoucatech, kery nepotitebovali, kery bylo

1 tak lepsi nez co mély vostatni barevny décka. A eSt¢ mi davala masli do vlas. To Mayrellu
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Stvalo nejvic. Proto se mi dycky posklebovala a navadéla k tomu i1 vostatni. Vytlacily mé z
kola ven a vykladaly, ze si nemiizou hrat s nékym, kdo Zije na dvote. Taky mi fikaly, ze se
nemam co vytahovat, Ze jim mama povidala, Ze myho tatu po nocich honi &okli. Ze prej pan
Washburn s Serifem na néj postvali policejni psiska, aby ho dostali za to, co proved my
mame. Ale Ze se muj tata snazil dat s mdmou dohromady, aby si ji moh vzit, to uz nefikaly.
Ne, vo tom se ani slivkem nezminily. Chtély, aby to znélo tak hrozn¢, aby se mi dostaly pod
kazi. Ani névédely, jak se menoval, ale to vo téch psiskach si pamatovaly moc dobte. Babca
nemohla vydrzet, ze sem neStastnd a tak usoudila, ze bude nejlepc¢i, kdyz budeme mit vlastni
dam. Vobstarala misto a vSecko a pani Washburnova taky pomohla s hromadou véci.”

Janie se dobie vypravélo diky tomu, Ze Pheoby tak dychtivé naslouchala. A tak
pokracovala ve vypravéni o svém détstvi, a vSechno své pftitelkyni vysvétlovala mekce a
jednoduse, zatimco jejich téla obklopila temnota.

Chvili ptremyslela a pak usoudila, Ze jeji opravdovy Zivot zacal u Babciny branky. Jedno
pozdni odpoledne ji zavolala domt, protoze Janie zahlédla, jak se nechava ptes branku libat
od Johnnyho Taylora.

Bylo to jednoho jarniho dne na Zapadni Floridé. Janie stravila vétSinu dne pod rozkvetlou
hruskou na zahradé. Pod tim stromem travila kazdou volnou chvilku, kterou si béhem
poslednich tfi dni mohla ukrast pro sebe, a to od chvile, kdy se rozvil prvni drobounky
kvitek. Ptivolal ji, aby ji nechal nahlédnout do svych taji. Od holych hnédych vétviéek po
lesklé pupeny listti, od téch pupent k panensky bilym kvétim. Byla z toho uplné€ roztfesena.
Jak? Pro¢? Znélo to jako pisent zahrana na flétnu, ktera zlistala zapomenutd v jiné skutecnosti,
a pak si na ni nékdo znovu vzpomné¢l. Co? Jak? Pro¢? Ten zpév, ktery slySela, nemél co
docinéni s jejima uSima. Rize svéta vydechovala viini. Pronasledovala ji béhem kazdé bdélé
chvile a ukladala ke spanku. Spojila se s dal$imi nejasnymi pocity, které ji nepozorované
zasahly a ponofily se hluboko do jejiho téla. Nyni se v§ak vynotily a Zadaly si jeji pozornost.

KdyZ k ni ten neslySitelny hlas pfiSel, byla nataZzend na zadech pod hruskou, ponofena
v altovém zpévu hostujicich vcel, zlatavych paprscich slunce a lapavém dechu vanku. Vidéla,
jak se pylem obalena vcela ponofila do svatyné jednoho z kvéta. Tisice sesterskych kalichii,
které se natahuji vstfic milostnému objeti a extatickému chvéni stromu od kotfene aZ po tu
nejmensi vétev radostné se tfesouci a rozplyvajici se v kazdém kvétu. Tak tohle je
manzelstvi! Byla povoléna, aby spatfila zjeveni. Pak Janie pocitila nemilosrdné sladkou
bolest, ktera ji zanechala malatnou, skoro v mdlobéch.

Po chvili vstala z mista, kde leZela a pieSla pfes celé zahradni policko. Pidila se po

potvrzeni toho hlasu a vidéni, které nachézela na kazdém kroku. Vlastni odpovéd pro
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vSechny ostatni tvory kromé ni samé. Citila, Ze si ji odpovéd najde sama, ale kde? Kdy? Jak?
Ocitla se u kuchynskych dvefi a vravoravé vstoupila dovniti. Vzduch v mistnosti byl plny
musiho povyku a tance, jejich vdavek a oddani. V uzké chodbé si vzpomnéla, ze babicka
zustala doma s bolesti hlavy. Lezela napti¢ na posteli a spala, a tak se Janie vytratila hlavnimi
dvefmi. Ach, byt tak hruskou — jakymkoliv rozkvetlym stromem! Plna libajicich se vcel
zpivajicich o zrozeni svéta! Bylo ji Sestnact. Méla lesklé listy a pupeny k prasknuti a chtéla se
s zivotem prat, ale zdalo se, ze ji unikd. Kde zpivaly vcely pravé pro ni? Odpovédi se ji
dohlédla, potom sesla k brance a naklonila se pfes ni, aby se rozhlédla po cesté na obé& strany.
Pozorovala, ¢ekala, trpélivé oddechovala. Cekala na stvofeni svéta.

jako neposlusného Johnnyho Taylora, vysokého a hubeného. To bylo piedtim, nez pylovy
prach pozlatil jeho Saty a jeji oci.

Babce se v poslednich chvilich spanku zdalo, ze slysi hlasy. Hlasy vzdalené, ale vytrvalé a
postupné¢ se priblizujici. Jeden z nich patiil Janie. Janie v ttrzcich Septala spolené s
muzskym hlasem, ktery nedokazala zatadit. To ji probudilo. Zprudka se posadila a vykoukla
z okna, kde spatfila, jak svymi polibky Johnny Taylor trha jeji Janie na kusy.

,,Janie!”

V jejim hlase se neodrdzela ani jeji pevna ruka ani pokarani, byl plny drobivé jistoty.
Natolik, Ze si Janie myslela, Ze ji BabCa nevidéla. Vyvlékla se tedy ze svého snu a vratila se
zpatky do domu. Tak skoncilo jeji détstvi.

Babcina tvaf i1 oblicej vypadaly jako kofeny vétrem vyvraceného stromu, zéklady
staroveké sily, na které uz nezalezelo. Chladivé listy skocce, které ji Janie ovazala okolo
hlavy bilym hadrem uvadly a staly se jeji nedilnou soucasti. Jeji pohled nebyl pronikavy a
nebodal. Janie se v ném spolecné s celou mistnosti i svétem rozptylila a rozpustila do jednoho
porozumeni.

,Janie, uz je z tebe Zena, takze—"

,INe, Babco, esté nejsem zadna vopravdicka Zenska.”

Ta ptedstava byla pro Janie nova a obtiznd. Branila se ji.

Babca zaviela o€i a pomalu a znavené si odkyvala své piesvédceni, nez ho vyslovila
nahlas.

,J0, Janie, uz je z tebe fakt zenska. Takze ti uz miizu fict, na co sem se chystala. Chci, aby
ses co nejdiiv vdala.”

,Ja, vdala? Ne, Babco, prosimté ne! Copak ja vim vo manzelstvi?”
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,Co sem vid€la mi staci, berusko. Nechci aby se tady nékej umolousanec, jako je Johnny
Taylor, vo tebe votiral nohama.”

Ten polibek ptes branku znél najednou asi tak ldkave jako hromada hnoje po desti.

,Podivej se na m¢&, Janie. Nesed’ mi tu jak hromadka nestésti. Podivej se na babic¢ku!” Pod
tihou téch cith se ji zacal lamat hlas. ,,Nechci s tebou takle mluvit. Sak sem stokrat na
kolenéch prosila Stvofitele, abych to bifemeno unesla.”

,,BabCo, ja sem — j& sem tim nic nemyslela.”

,»A to mé dési. VSecko mysli§ dobfe. Ty ani nevis, co je zlo. Ja uz sem stard. A nemiizu té
potad hlidat, abys nepftisla k uhoné€. Chci aby ses co nejdiiv vdala.”

,Koho bych si jen tak z nic¢eho nic vzala? Nikoho nezndm.”

,Panbll se vo to postard. Vi, ze sem to bifemeno snasela za kazdyho pocasi. Uz davno se
m¢ na tebe nékdo ptal. Nic sem nefikala, pa¢ sem s tebou méla jiny imysly. Chtéla sem abys
dodélala skolu, abys doséhla na sladsi jabko. Ale ty to tak nechces, ted’ uz to vim.”

,Kdo se t¢ na m¢ ptal, Babco?”

,Bratr Logan Killicks. Je to dobrej ¢lovek.”

,»Ne, Babco, prosim ne! Proto se tu porad tak vochomejtal? Vypada jak naka stara lebka ze
hibitova.”

Star$i zena sedéla vzptimené, zaptela se chodidly do podlahy a odtahla si listy z obliceje.

,»Copak ty se nechces dobte vdat? Chces se vobjimat, libat a vosahavat s jednim chlapem
za druhym? ChceS§ mé trapit stejné jak tvd mama? ESt€ nemam hlavu dost Sedivou? Hibet esté
nemam dost zhrbenej?”

Janie nevédéla, jak ma Babce fict, Ze jen pfedstava Logana Killickse znesvécuje hrusen.
Tak jen sklonila hlavu a upirala o¢i na podlahu.

,,Janie!”

,,Ano, madam.”

,»Vodpovéz mi, kdyz s tebou mluvim. Nesed’ tam jak hromadka nestésti potom, co vSecko
sem pro tebe udélala!”

Vrazila vnucce facku a nasilim ji zvedla pohled od podlahy, aby ji mohla vzdorovat z o¢i
do o¢i. Kdyz naptahla ruku, aby ji udefila podruhé, spattila krokodyli slzy, které se Janie ze
srdce draly pifimo do o¢i. Spatfila to strasné utrpeni a pevné seviené rty zadrzujici vzlykot.
Namisto uderu odhrnula Janie z tvare pramen hustych vlast a zlstala stat plna utrpeni, lasky
a stesku.

,»Pod’ k babicce, berusko. Posad’ se mi na klin, jaks to dé¢lavala. Tvoje Babca by ti

nezkiivila jedinej vlasek na hlaveé. A ud€lam, co je v mejch silach, aby ti ani nikdo jinej
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neublizil. Berusko, co ja vim, tak vSemu vladnou bily. Mozné na nakym dalekym vostrové
uprostéd vocednu vladne Cernoch, ale my tady nic takovyho nezname. Co bilej zahodi, to
nechd ¢ernyho zvednout. Ten to zvedne, protoZze musi, ale nevlaci se s tim. To necha na
zensky. Co j& vim, tak ¢ernd Zzenska je tim mezkem. Modlim se, abys méla jinej zivot. Boze,
Boze, Boze!”

Dlouho tam tak sedé¢la a pohupovala se s divkou pfitisknutou ke svym povadlym prsim.
Na jedné strané¢ ptes opérku vysely div€iny dlouhé nohy a na té druhé se pohupovaly
prameny jejich dlouhych vlasti. Babca nad hlavou placici divky naptl vzlykala, naptl
drmolila modlitbu.

,»BoZe, smiluj se! Dlouho se k tomu schylovalo a asi uz se to stalo. Jezisi! U¢in néco,
Jezisi! Ja dé€lala, co sem mohla.”

Konecné¢ se obé zklidnily.

,Jak dlouho se nechavas libat vod Johnnyho Taylora?”

,Jen ted’ka jednou, Bab¢o.” J4 ho viibec nemiluju. Nevim, co mé to popadlo.”

,Dekuji ti, Jezisi.”

,Ja uz to znova neudélam, Bab¢o. Nenut’ m¢, abych si vzala pana Killickse.”

,Sak ja nechci, abysis vzala Logana Killickse, ja chci, abys byla v bezpeéi. Ja nestarnu,
berusko. Ja uz stara sem. UZ brzo se tu s me€em v ruce zastavi and¢l. Nevim dne ani hodiny,
ale uz to nebude dlouho trvat. Kdyz sem t¢ est¢ nosila v naruci, prosila sem Boha, aby mé¢ tu
nechal, dokud nevyrosteS. A on mé& uSetfil, abych se toho dne dockala. Ted’ se denn¢ modlim,
aby tydle zlatavy vokamziky trvaly esté chvili, abych t& vidéla v bezpeci.”

,»INech me esté chvili pockat, Babco, jen chvili.”

,Nemysli si, Ze mi to neni lito, Janie. Ani kdybych t€ porodila, nemohla bych té mit radg;.
Vlastné t€¢ miluju daleko vic nez tvou mamu, kerou sem sama porodila. Ale musi§ si
uvédomit, Ze nejses jako vostatni. Nemas tatu, a tvoje mama taky nestoji za zminku. Nemas
nikoho kromé mé. A ja sem stard, jednou nohou v hrobé. A ty nemiize§ zlstat sama.
Ptedstava, Ze by ses potloukala vod ni¢eho k ni¢emu mi lame srce. Kazda tvoje slza je jak
dyka do myho srce. Musim t¢ zavopattit, nez naposled zaviu voci.”

Janie se zpoza rtl vydral vzlyk. Stafenka ji v odpovédi zlehka hladila po rukou.

,» Vi§, berusko, my barevny neméame kofeny, a tak se ndm vobcas d&jou podivny véci. Tak
treba ty. J4 sem se narodila kdyZ sme esté byli zvotroceny, takZe ja sem si nemohla plnit sny
a bejt tim, co sem chtéla a méla. V tom ti votroctvi brani. Ale nic ti nemiiZze zabranit vysnit si
lepsi Zivot. Nikdo t€ nemuze vobrat vo tvoje sny. Nechtéla sem bejt mezek, ani dojnd krava a

nechtéla sem, aby tak dopadla moje céra. Urcit€ to nebylo z moji vlastni vile, ze véci
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dopadly tak, jak dopadly. Nechtéla sem aby ses takle narodila. Ale 1 tak sem panubohu
podékovala a dostala sem dalsi Sanci. Bejt tak kazatelny pro nékoho jako sem ja, kazala bych
vo tom, co vSecko muze dokazat barevna Zenska. Svoboda si mé€ nasla s malinkou hol¢i¢kou
v naruci, tak sem vzala smetdk a hrnec, ze ji vySlapu cestu divocinou. Myslela sem, ze vona
to pochopi. Ale ani sem se nenadala a ztratila se mi na ty cesté. A najednou si byla na svété
ty. Takze, kdyZ sem se vo tebe po nocich starala, fekla sem si, ze to kdzani skovam pro tebe.
Cekala sem dlouho, Janie. Ale viecko to za to stalo, esi se ti bude Zit tak, jak sem si prala.”

Stafenka sedé¢la a dal Janie pohupovala tam a zpatky jako nemluvné. Ptredstavy pfinesly
pocity, které vytahly vSechny strasti z hlubin duse.

»10 rano na tu velkou plantdZz kousek vod Savannah dorazil na koni tryskem n€kdo se
zpravou, ze Sherman dobil Atlantu. Syn pana Roberta zahynul u Chickamaugy. A tak
vosedlal svyho nejlepsiho koné, vzal pusku a se zbytkem Sedivejch dédkt i mladejch kluki
vyrazil, aby vyhnal ty Yankije zpatky do Tennessee.

Vsichni je pfi vodjezdu vyprovazeli povykem, placem a kiikem. J4 sem nevidéla nic,
protoze tvoji mame byl sotva tejden, takze sem lezela. Najednou se ale votocil, jako by néco
zapomnél, pfibéh za mnou do boudy a ja sem si musela naposled rozpustit vlasy. Zaboftil do
nich ruce, zatahal mé za palec na noze, jak to dycky dé¢laval, a jako blesk se zase pfipojil k
vostatnim. SlySela sem, jak ho poslednima vykiikama vyprovazeli. Pak zavladlo ve velkym
domé a v okoli ticho a klid.

KdyzZ se k veceru vochladilo, pfiSla za mnou pani. Rozvalila dvefe dokofan a stila tam a
koukala na mé& voc¢ima i tvafi. Vypadala, jako by pieZila sto let v lednovy zimé&, bez jedinyho
jarniho dne. Postavila se vedle moji postele.

,Babco, chci vidét to tvoje décko.’

Snazila sem se nevnimat ten chlad, co ji Sel z tvare, ale byla tam takové kosa, Ze sem malem
pod dekama umrzla. Takze sem se nemohla hned hnout, i kdyZ sem chtéla. Ale véd€la sem,
7e sebou musim pohnout.

,Sundej z toho décka ty deky a to fofrem!” vyhrkla na m¢. ,Madam asi nevi, kdo je na tyhle
plantaZi pani. Sak ja ti ukdzu.’

Konec¢né se mi podafilo vodkrejt to dité tak, aby vidéla hlavu a voblice;.

,JaktoZze ma tvoje décko Sedivy voci a svétly vlasy, ty hubo Cernd?’ Zacala m¢ fackovat z
vobou stran. Ty prvni sem si ani nevS§imla, jak sem se snazila znova zakrejt to maly. Ale z ty
posledni sem méla tvar v jednom vohni. Ttiskalo se ve mné tolik rGznejch pociti, ze sem
nevédéla, kerym se tidit, a tak sem ani necekla. Ale vona do mé furt valila, pro¢ moje décko

vypada jako bily. Na to se mé zeptala snad pétadvacekrat nebo tficekrat, jak dyby si nemohla
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pomoct a nemohla ptestat. Tak sem ji fekla, Ze délam jen to, co mi nékdo piikaze, protoze
nejsem nic jinyho nez votrok a huba ¢erna.

Sem myslela, ze to ji uklidni, ale misto toho vypadala esté¢ vzteklejc. Ale asi uz byla
unavena a smifend, protoze uz do me¢ vic nebusila. Poposla k noham postele a utfela si ruce
do kapesniku. ,Si vo tebe nebudu Spinit ruce. Ale hned rano t¢ dozorce vezme na pranyft,
piivaze t€ tam na kolenach a rozseka ti ty tvy barevny zada na hadry. Sto ran bi¢em na holy
zada. Necham t¢ tam dokud ti nepotece krev po patach. Sama ty rany budu pocitat. I kdyby té
to mélo zabit tak tu ztratu pteziju. A to tvoje décko proddm hned, jak bude mésic stary.’

Vodpochodovala, ale ten chlad sebou nevodnesla. Védéla sem, ze esté nejsem zahojena,
ale na to sem nemohla ¢ekat. V naprosty tmé sem zabalila to maly, jak nejlip sem uméla, a
vydala sem se do bazin u feky. Védéla sem, ze je to tam plny zmiji a jinejch jedovatejch
hadu, ale vic sem se bala toho, co sem nechala za sebou. Skovavala sem se tam celej den a
noc, a kdyz to dit¢ brecelo, hned sem ho prsem utisila, protoze sem se bala, ze by m¢ podle
toho place mohli najit. Nefikdm, Ze vo mé par pratel nevédélo. Ale Panbu pii mé stal a nikdo
m¢é tam nenasel. Divim se, ze moje mliko to maly nezabilo, $ak sem se celou dobu jen bala a
strachovala. Désilo m¢ houkani sov, cypfiSovy vétve se vokolo mé svijely a mlely a parkrat
sem zaslechla pantera, jak se plizi vokolo. Ale panbu na mé déval pozor a nic se mi nestalo.

Jedny noci sem slysela rachot velkejch pusek, jako by himélo. Trvalo to celou noc. A pak
sem rano v dalce vidéla vohromnou lod’ a vSude vokolo povyk. Tak sem Leafy zabalila do
mechu, skovala ji v dutym stromé a $la sem se podivat k ptistavu. Tam to byl samej chlap
v modrym a slySela sem lidi jak povidaj, ze Sherman se blizi do Savannah, a ze vSichni
votroci sou volny. Tak sem béZela zpatky pro to maly a voslovila ndky lidi, abych si nasla
misto, kde bych mohla ziistat.

Ale vod ty doby to bylo esté spousta ¢asu nez v Richmondu slozili zbran¢€. Pak zacly znit
zvony v Atlanté¢ a vSichni v Sedejch uniforméch museli do Moultrie, kde museli vSichni
zakopat zbrané na dilkkaz, Ze uZ nikdy nebudou za votroctvi bojovat. Tak potom sme uz
veédeli, Zze sme volny.

Pac¢ sem se bala, Ze by byl nékdo zlej na to maly, tak sem se nechtéla vdat, i kdyz by si mé
snad 1 n€kdo vzal. Tak sem se seznamila s par dobrejma lidma a doSli sme sem na zapad
Floridy za praci a za sluncem, kery mélo prozafit Leafy Zivot.

Moje pani mi s ni pomohla stejné€, jak mi pomohla s tebou. Kdyz byla dost stara, tak sem ji
poslala do skoly. Doufala sem, Ze by z ni mohla bejt u¢itelka.

Jednou se ale nevratila dom jak méla a ja ni Cekala a Cekala, ale do rdna nepfisla. Vzala

sem lucernu a §la se poptat, kde sem mohla, ale nikdo ji nevid¢l. Druhej den rano se pfiplazila
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po kolenach. PiiSernej pohled. Ucitel ze Skoly ji vodtah do lesa, kde ji drzel celou noc a
znasilnil mi moji hol¢ic¢ku, nez tésné nad ranem utek.

Néco takovy se ji ptihodilo, kdyz ji byla teprv sedumnact let! Boze smilujse! Jako by se to
cely zase vopakovalo. Dlouho to trvalo, nez se spamatovala a to uz sme védély, Ze se§ na
cesté. A jak ses narodila, tak zacala popijet a toulat se po nocich. Nemohla sem ji tu uvazat za
nohu. Panbu vi, kde asi je. Neni mrtva, to mama poznd, ale vobcas bych si piala, aby uz
vodpocivala v pokoji.

A Janie, mozna to n¢kdy nestacilo, ale dé€lala sem pro tebe, co sem mohla. Skudlila sem,
schanéla, abych mohla koupit tenle kousek zem¢, abys nemusela zit u bilejch na dvofe a
stydét se za to pfed vostatnima déckama. To stacilo, kdyzs byla mala. Ale jak si byla véci,
chtéla sem, abys vécem rozuméla a sama ses vo vSem piesvécila. Alen nechci abysis zediela
kolena pokazdy, kdyz ti n€kdo hodi klacek pod nohy. A ja nemtzu v klidu umfit pfi
pomysleni, Ze si z tebe bily nebo barevny délaj rohozku. M¢&j se mnou slitovani. Uloz mé

vopatrné, Janie. Sak sem celd polamana.”
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3.3 Commentary on the Translation

Zora Neale Hurston’s novel Their Eyes Were Watching God, published in 1937, has never
been translated into Czech. Even though Hurston is considered one of the most influential
African American female writers, she has not been represented in the Czech curriculum (like
Walker or Morrison). The missing Czech translation of the novel heavily contributes to this
issue; the only alternative to the original available for the Czech reader is the Slovak
translation Ich oci vyzeraly Boha translated by Maria Rafajova and published in 1947.
However, because this translation was not republished since the forties, Rafajova’s
translation can be on occasion found in a second-hand bookstore. Their Eyes Were Watching
God was selected as a material for the translation included in this thesis for the very reason of
the lacking Czech translation.

The translation above includes the first two chapters of the novel, and considering the fact
that these pages were given the most focus when working with Hurston’s text, the following
analysis of the translation focuses on issues and specifics of the twenty-three pages of the
book that serve as a representative sample of the specifics of African American English,
narrative strategies, and other specifics of the novel. As the analysis of Hurston’s writing
illustrated, the story of Janie in Their Eyes Were Watching God is told using superimposition
and contrast of the language used by the third-person frame narrative and Janie’s retelling of
her story. This contrast heavily influences the tone of the narrative, and thus reproducing and
preserving this relationship between the two language expressions was one of the focal points
of the translation.

The highly lyrical style of the frame narrative, Hurston’s imagery, and expressivity was
arguably more difficult to adequately translate and reproduce a similar tone in the Czech
translation in comparison to the use of African American English. The first paragraph,
Hurston’s infamous introductory passage that opens the book with the image of boats, was a
first warning regarding the complexity of her writing. The original plays with the dual
meaning of the word “men” that can be regarded as a general reference to all people, and then
Hurston completely changes the meaning of the first paragraph by the following sentence:

Ships at a distance have every man’s wish on board. For some they
come in with the tide. For others they sail forever on the horizon,
never out of sight, never landing until the Watcher turns his eyes away
in resignation, his dreams mocked to death by Time. That is the life of
men.**

2% Hurston, Their Eyes Were Watching God. 1.
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The opening passage suggests a general statement including all people; however, Hurston
then opens the next paragraph by: “Now, women...,” by which she completely shifts the
original meaning of the introductory paragraph.

This shift in meaning was impossible to reproduce in Czech, where a word that might
refer to men, as well as people in general, does not exist. In the Czech translation, the shift
inevitably comes at the end of the first paragraph instead of the beginning of the second one:

Paluby dalekych lodi ukryvaji veskera ptani. Nékterym se s ptilivem

priblizi. Ostatnim pluji navzdy na obzoru, nikdy nezmizi z dohledu,

nikdy nezakotvi, dokud Pozorovatel neodvrati oci v beznadé¢ji a Cas

nerozmetd jeho sny svym smichem. Takovy uz je zivot muze.>>
Hurston’s highly lyrical writing manifests through the frame narrative and presents the events
of the book embellished by imagery that reaches beyond standard narrative and attacks all
senses. This style of writing is complicated to reproduce and in some aspects, translating these
passages comes close to translation of poetry.

In these lines, Hurston introduces the life of Janie through the scope of a poet, the writing
is very elusive, and thus the balance between the facts that are communicated through the
narrative and Hurston’s colourful language presents a challenge. The image of the pear tree
that dominates Janie’s memory of her youth serves as a great example of this issue. Hurston
implements different senses in the depiction and thus makes the memory almost bordering a
fantastic dream:

She was stretched on her back beneath the pear tree soaking in the alto
chant of the visiting bees, the gold of the sun and the panting breath of
the breeze when the inaudible voice of it all came to her. She saw a
dustbearing bee sink into the sanctum of a bloom; the thousand sister-
calyxes arch to meet the love embrace and the ecstatic shiver of the
tree from root to tiniest branch creaming in every blossom and
frothing with delight. So this was a marriage! She had been
summoned to behold a revelation. Then Janie felt a pain remorseless
sweet that left her limp and languid. (13)

In theory, an image of a girl lying underneath a tree seems simple enough; however,
Hurston’s depiction of individual details encompassed in a lyrically charged description,
including a long sentence, presents a challenge. Passages such as this one invite a division

into shorter, more compact sentences, and yet, in order to respect the pacing of the original,

the sentences cannot be too short:

250 Translation, 84. All future references to this translation will be included in parenthesis in the text.
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Kdyz k ni ten neslySitelny hlas piiSel, byla natazena na zadech pod

hruskou, ponofena v altovém zpévu hostujicich vcel, zlatavych

paprscich slunce a lapavém dechu vanku. Vidéla, jak se pylem

obalena vcela ponofila do svatyné jednoho z kvéta. Tisice sesterskych

kalichti, které se natahuji vstfic milostnému objeti a extatickému

chvéni stromu od kofene az po tu nejmensi vétev radostné se tresouci

a rozplyvajici se v kazdém kvétu. Tak tohle je manzelstvi! Byla

povoléna, aby spatfila zjeveni. Pak Janie pocitila nemilosrdné sladkou

bolest, ktera ji zanechala malatnou, skoro v mdlobach (91)
These are the passages described by Smith as “mythical language.”?! Translating these and
ensuring that they sound “natural” in Czech and not synthetic or artificial presented a more
significant challenge than reproducing the colloquial language expression.

Hurston’s recording of the speech of African Americans is in the original conducted, most
notably, through eye dialect. The story retold by Janie is then filtered through the language
expression, and thus, the whole narrative is introduced in a shape that resembles storytelling
of the African (American) oral tradition. Hurston, in the narrative, records the speech of her
characters in eye dialect, which presents a problem in Czech. The difference between phonetic
transcription and correct spelling in Czech does not yield enough to present Czech in the way
that Hurston records African American English. For the Czech translation to resemble
characters’ speech in Their Eyes Were Watching God, the translation mainly utilises Common
Czech. The use of Common Czech was commented on in the passage concerning the
translation of The Color Purple; however, to mimic Hurston’s writing, the translation of Their
Eyes Were Watching God is much more “extreme.”

Compared to Zabrana’s Prezydent Krokadylu, the translation of the speech in Hurston’s
novel was modelled more regionally neutral; the alternative to Standard Czech is mainly
derived from forms that correspond with Common Czech, which is not regionally specific.
The naturalisation of the vernacular is necessary since the specific features of African
American English are not reproducible in Czech. For this reason, the alternative of Common
Czech as a contrast to Standard Czech of the frame narrative was used to mimic the
superimposition in the original. The relationship between Common and Standard Czech
shares several analogous or comparable features to the relationship between Standard
American English and African American Vernacular. Common Czech frequently simplifies
the language by using the same ending in different genders and cases, which correspond with
the African American Vernacular’s tendency to create simplified versions of the verbal

system, for example.

251 Smith, ix.
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Common Czech as an alternative to African American English appears to be a viable
substitution. In order to comply with Venuti’s principle concerning the translation of minority
languages and staying true to “the codes that are specific to the target-language culture,”?>
Common Czech seems adequate. Wilder experimentation in creating neologisms and
artificially constructed word endings could result in a language that might borderline a
parody. At the same time, the translation aims to preserve the diversity and variability of the
original and thus not to succumb to — what Venuti calls — reductive domestication.?>* This is
crucial as African American Vernacular’s complex background and history should not be
subjected to whitewashing and unnecessary ‘“smoothing” to please the Czech reader.
Hurston’s language is very raw, vulgar at places, and also comments on the racial issues
presented in the narrative. Thus, a viable translation should respect the original and introduce
alternative linguistic practices to present the story to a Czech reader in a believable and
adequate retelling.

The use of Common Czech in the translation was tailored to comply with Edwards’s call
for a compromise between the linguistic and ideological sides of translation.>>* Keeping the
text balanced in order to make the translation “linguistically authentic” yet not to compromise
Czech translation tradition and ensure that the issues of race and identity are still evident and
represented in the text was challenging when translating Hurston’s use of African American
Vernacular. In contrast to the translation of The Bluest Eye or The Color Purple, the
translation of Their Eyes Were Watching God appears visibly more stylised. This is caused by
the differences between the originals. At first glance, even when Hurston’s novel is open at
random, the heaviness of the use of the vernacular is evident. Thus, to mimic the original
language, the translation includes a heavier and more consistent use of Common Czech.

The use of Common Czech partially correspond to the way Hruby uses it in Barva nachu.
The translation uses consistently the alternative adjectival, pronoun and noun endings, for

example:

—_—

. ,Kolacek uz davno neni Zadnej chlapecek.” (86)

2. ,,Svy ptatele, nic jinyho nepotiebuju.” (87)

. ,Pheoby, Sak sme dycky byly dobry kamaradky, spoliham, ze mi
poradis.” (89)

4. ,,Tak sem se sezndmila s par dobrejma lidma a doSli sme sem na

zapad Floridy za praci a za sluncem, kery mélo prozafit Leafy

zivot.” (96)

[98)

252 Venuti, “Call to Action,” 311.
253 Venuti, “Call to Action,” 311.
254 Edwards, 25.
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Similarly, verbs are commonly alternated, either by the omission of the syllabic “1,”
shortening of the ending (omission of -e), change of the final vowel, shortening of the vowel
“” or “4,” or — as in the case of nouns, pronouns and adjectives — diphthongiaation to “ej”
where fitted:

1. “Sak ja nechci, abysis vzala Logana Killickse, ja chci, abys byla v
bezpeci.” (94)

2. “Nevim dne ani hodiny, ale uz to nebude dlouho trvat.” (94)

3.,.Dyz je to tak zajima, tak pro¢ mé neptidou pfivitat a pozdravit?
(88)

4. ,,Jojo, prej by tam chtél bejt taky, aby zjistil, kdo mu ukrad fajfku.”
(88)

The initial “j” is also omitted in the different word forms of the word “to be”:

1. “...no beztak sme byli na ranu.” (90)
2. ,,Travila sem s téma bilejma déckama tolik Casu, ze sem si do nakejch Sesti let
myslela, ze sem taky bila.” (90)
3.,,Nemd cenu se zastdvat zensky jako je Janie Starksovd, Pheoby, at’ ste
kamaradky nebo ne.” (86)
These changes are implemented throughout the translation consistently, and they are not
necessarily limited to the word classes mentioned above. For example, diphthongisation to
“ej” 1s used even in a word like “rejze” 87); or some of the words are recorded in colloquial
pronunciation, such as “mliko.” (96)

The aspect of colloquial pronunciation is reflected in the translation. This could be partially

regarded as eye dialect. Most prominent of these features is prothetic v-, in words such as:

99 ¢ 99 €6

“votrok,” “vokolo,” “vojdejz,” “voc€i,” or “vobcas.” Besides this, other alternative spellings

99 ¢

connected to pronunciation are words merged, as in “jaktoze,” “prosimté,” or “Panbu.” In
some cases, the words are misspelt on purpose to reinforce the idea of non-standard language;
however, these are used sporadically. In terms of eye dialect, the Czech language does not
present a significant difference between spelling and pronunciation, and thus excessive
alternations in spelling would not appear natural.

As previously mentioned, the translation uses Common Czech that does not present
deviations from Standard Czech that would be as dramatic as other Czech dialects. For
example, the Hanak dialect showcased below would yield a more “dramatic” effect; however,
this would result not only in unwanted localisation in the concrete region of the Czech
Republic but using such a strong dialect might appear as parodical. Imagining that Janie

would say something like:

“Tetke doleCovale a podrovnavale stavena, stréci oklozele dvore,
pacholci fezale na svatke secko, divke ométale pocene, omévale okna
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a drhle trecafe, dévCata zhanéle bfezolko na velekonocni vajicka a
décka se rozbihovale pro vrbovy prétke na mrskutovy zele. Ke kostelo
trosele se ledi ,,lobat Pambucka” a za Skold pohrkavale hrkacke a
poklupavale klupade;”?>>
appears entirely unacceptable. Thus occasional changes in spelling that refer to a non-standard

or perhaps exaugurated or inattentive pronunciation were used in the translation. Among these

belong, for example:

—

. “n&jaky” spelt as “naky”

. “Ctyficet” spelt as “Styricet”

. “sedmnact” spelt as “sedumnact”

. “se kterym” spelt as “s kerym”

. “dcera” spelt as “céra”

. “srdce” spelt as “srce”

. “s dovolenim” spelt as “zdovolenim”
. “vzdycky” spelt as “dycky”

. “jablko” spelt as “jabko”

10. “vzpamatovala” spelt as “spamatovala”
11. “shanéla” spelt as “schané¢la.”

0 I N hn WD

O

All these alternations belong amongst mistakes that would be unacceptable in Standard Czech
text; however, considering the rest of the translation, these complement the Common Czech
endings and changes and create a coherent language expression.

In connection to these alternatives, the translation also uses colloquial vocabulary that

9% e X
C

completes the overall effect of the text. Words such as: “psisko,” “Cokl,” “umolousanec,” or

“laclace” are colloquial enough for the reader to understand (thus, the text avoids neologisms
or vocabulary specific for a regional dialect), and they do not stand out in the text. Another
vocabulary specific issue is the way how to approach racial slurs in the translation. The first
two chapters contain several instances of the N-word, and how to deal with that particular
vocabulary was discussed repeatedly. In some cases, the word is used by a white plantation
owner as a slur in a verbal attack against Janie’s grandmother: “Nigger, whut’s yo’ baby doin’
wid gray eyes and yaller hair?”?® This obviously racially motivated slur is in Slovak

translated by Rafajova as: “Ako to, Ze ti dieta ma sivé o¢i a belavd vlasy, ¢ernoska?’*>’ This

translation completely omits the racial charge of the scolding and the speaker thus solely

255 Martina Irenova, Hana Koneéna, Slovnik ndieci deského jazyka (Praha: Stiedisko spoleénych ¢innosti AV
CR, 2016) Available online: https://www.academia.cz/edice/kniha/slovnik-nareci-ceskeho-jazyka, 8-9.

256 Hurston, 20.

257 7Zora Neale Hurston, Ich oci vyzeraly Boha, translated by Maria Rafajova (Sv. Martin: Zivena, 1947) 29. All
future references to this translation will be labelled by the name of the translator in order to distinguish the
translation from the original.
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acknowledges the race of the addressee without a direct racial motivation (if we disregard the
fact that calling someone by his race is racist by default.)

Thus, in order to ensure that the negative connotations of the statement will be re preserved
in the Czech translation, the Czech text reads: “Jaktoze ma tvoje décko Sedivy voci a svétly
vlasy, ty hubo cernd?” (95) This sentence might appear aggressive; however, it does
correspond with the severity of the situation depicted in the text. Alternatively, the slur could

29 <6

be substituted by a Czech variation of the word “nigger,” “negr.” Considering the dating of
the text, it is understandable that Rafajova’s translation from the forties does not include this
word; however, in the contemporary climate, one might argue that this word has sufficiently
infiltrated the Czech vocabulary, and thus it would be a viable solution. The translation
nevertheless uses a paraphrase, which appears vulgar enough in the context of the text and
somehow corresponds with the overall tone of the text and blends seamlessly. Arguably, the
outcome of this utterance works better than a possible alternative: “JaktoZze mé tvoje décko
Sedivy voci a svétly vlasy, negie?” This might be reinforced by the fact that the word “negr”
does not have a widely used feminine form.

In other instances of the use of the N-word, the slur is used by Nanny, where it — clearly —
does not have a racially motivated function. African Americans do use the word to refer to
each other. So when Nanny says: “So de white man throw down de load and tell de nigger
man tuh pick it up. He pick it up because he have to, but he don’t tote it. He hand it to his

womenfolks. De nigger woman is de mule uh de world so fur as Ah can see,”*®

she simply
uses it as a marker to distinguish between a white person and a black person. So in this case,
the translation uses: “Co bilej zahodi, to necha ¢ernyho zvednout. Ten to zvedne, protoze
musi, ale nevlaci se s tim. To neché na Zensky. Co j& vim, tak ¢ernd Zenské je tim mezkem.”
(94) One might argue that in order to remain as faithful to the original as possible, even this
use of the N-word calls in the translation for the Czech equivalent; however, it is not without
merit to resort to a certain level of naturalisation in order to keep the text balanced. When the
N-word is used as a slur and when the African American speaker uses it in order to reclaim it
is perhaps a concept too distant in the Czech context.

When trying to naturalise the text, names and nicknames of the characters frequently
present a challenge for the translator, as they present a crucial aspect of the whole narrative.

In contemporary translations, the consensus dictates to keep the first names untranslated

(meaning that if the character’s name Katherine, the translation will not use “Katefina”);

258 Hurston, 17.
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however, gender inflexion of surnames is considered the norm. Thus, the translation
introduces the main character as “Janie Starksova,” and her friend as “Pheoby Watsonova.”
As noted above, the first names remain in their original form. In the Slovak translation,
Rafajové opted for alternative more closely resembling Slovak names, and thus Janie becomes
“Jana” and Pheoby is naturalised to “Féba.” This decision probably correlates with the dating
of the translation, and thus the additional naturalisation is justifiable.

If the translation consensus calls for keeping the original form of first names and adding “-
ova” to surnames of female characters, then nicknames and pet names present a whole new
area. A nickname derived from the nature defining the character makes it impossible to keep
the non-translated version, as this whole device in the narrative would lose its meaning. That
is why the nicknames “Tea Cake” and “Nanny” in Their Eyes Were Watching God deserve
attention when commenting on the translation strategies. Nanny is not a nickname per se;
however, the character of Janie’s grandmother is almost exclusively referred to as Nanny in
the books, even by Janie. The Slovak translation uses the form “Nafia,” which is a word that
refers to a nanny. This form exists in Czech as well; however, it does not appear to be
colloquial enough for it to be used in the translation. Similarly, the word “chtiva” does not
appear like a viable solution, as calling someone “chlivo” seems somewhat artificial. That is
why the translation opts for a diminutive “Babca.”

Considering the relationship between Janie and her grandmother, Janie addressing her
“Babfo,” in some cases, and Madam in others seems disruptive and inconsistent, which
corresponds with the original. Janie refers to her grandmother as “Nanny,” because “Ah never
called mah Grandma nothin’ but Nanny, ‘cause dat’s what everybody on de place called
her.”?*® Considering this justification, the solution “Bab¢a” appears suitable as it disrupts the
due respect and certain level of “formality;” however, it still reads more natural than “Chtiva.”
In this case, the translation stays true to the codes of the target language in order to comply
with Venuti’s principle. This solution may appear more suitable than “Chiva” only due to
subjective preferences. However, translative solutions are always, to some extent, subjective.

Next to Nanny, the most prominent nickname in the whole story is obviously Tea Cake.
His birth name is Vergible Woods, and the motivation behind his nickname is vaguely
revealed in this conversation:

“Ah sho didn’t. Wuzn’t expectin’ fuh it to be needed. De name mah
mama gimme is Vergible Woods. Dey calls me Tea Cake for short.”

259 Hurston, 10.
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“Tea Cake! So you sweet as all dat?”” She laughed, and he gave her a
little cat-eye look to get her meaning.

“Ah may be guilty. You better try me and see.”%°

Firstly, Vergible Woods is a name that is difficult to pronounce and thus nickname is an
optimal solution for this problem. Second, the nickname refers to Vergible’s nature, and thus
the Czech translation needs to reflect that. Choosing a viable alternative in Czech has proven
problematic for several reasons. The obvious choice is looking for a solution in a bakery
amongst baked goods. However, Czech vocabulary in this realm does not offer many viable
solutions. Many of these words have feminine grammatical gender, which eliminates them as
a possibility, so words such as “SuSenka,” “Buchta,” or “Bébovka” are not suitable.
Moreover, the two latter have different colloquial connotations that would insert an unwanted
secondary meaning for the nickname.

Rafajova, in the Slovak translation, opted for “Keksik,” a diminutive of the word “Keks,”
which comes from German (the word came to German from English plural cakes). The goal
of the Czech translation was to find a word that would sound natural in Czech, would not
sound exoticising and would fit the whole narrative. Words such as “Muffin” are
domesticated in Czech nowadays; however, it does not seem to fit the context of the narrative.
These are the reasons that motivate the choice of the nickname “Kolacek.” The word appears
to be fitting the narrative, and the motivation behind the nickname seems better than other
options. The diminutive also somewhat better captures the notion of the nickname rather than
neutral “Kolac.” The nickname is to some extend playful and encompasses the nature and
character of Vergible Woods.

These individual choices might seem unimportant to the overall outcome of the translation;
however, the details inevitably contribute to the coherence and cohesion of the text. If one of
these is selected inaptly, it is easy to contribute to an adverse reaction in the reader’s
subjective evaluation. The translation aims to present a narrative that feels balanced and
which appears “natural” to the Czech reader. This is the primary motivation behind all
individual choices concerning the translation. The overall notion of the text has to, in the end,
more than anything else function as a text that will be enjoyable for the reader. This
translation was inspired by Luba and Rudolf Pellarovi and their use of “Common Czech” in
The Catcher in the Rye translation. However, considering how Hurston uses language, it

depicts the speech of the characters through eye dialect, and African American English calls

260 Hurston, 111.
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for a more stylised language. That is why the translation heavy-handily uses all the specifics
and possibilities of Common Czech.

As the text above conveys, the speech of African American characters in Their Eyes Were
Watching God is depicted with great authenticity, and the use of eye dialect is very “thick.”
That is why the translation combines not only conjugational and declensional alternations to
Standard Czech, but it also includes colloquial vocabulary and other non-standard linguistic
features. The translation aims to present a Czech text that functions in the Czech context
linguistically as well as ideologically. The translation aims to present Hurston’s text in its
complexity through means and strategies available in the target language. In order to ensure
that the text would not suffer unnecessarily violent and inappropriate naturalisation, the
translation omits regional dialects and conveys the speech of the characters through regionally
neutral Common Czech. This solution complies with Levy, Kufnerova, or Venuti. The sub-set
of features specific to Common Czech is used to mimic the sub-set of African American
Vernacular. In this sense, the superimposition of Standard American English and African
American English was achieved by superimposing Standard Czech and its colloquial
alternative Common Czech. This part shows the specifics of language used in Hurston’s Their
Eyes Were Watching God and presented an analysis of her narrative strategy and linguistic
features of the depiction of African American English. Translation of the first two chapters of
Hurston’s novel was presented to demonstrate possible solutions for translating the novel’s
complexity into Czech. The final commentary concerning the chapter presents obstacles

encountered during the translation as well as strategies used to tackle them.
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Conclusion

This thesis presented African American English as a language and to illustrate the
possibilities of its translation into Czech. The first part — focusing directly on African
American Vernacular as a language — establishes its position in direct comparison to Standard
American English. This part comments on the emergence of the African American
Vernacular, highlighting the defining moment of its development, such as the Harlem
Renaissance or the Civil Rights Movement. As the first chapter illustrates, the eventful
history of the development of the language was heavily influenced by literature. Thus, this
chapter proves to be essential in order to establish the literary expression of Aftrican
American authors as one of the defining forces of the development of African American
English.

The following chapter then presents the way in which African American characters have
been portrayed not only by African American authors but also by white authors. The
depiction of these characters by the majority writing contributed to the complicated picture of
the African American community. The response of African American writers and critics to
this injustice proves to be a core process of the development of African American expression
in literature. African American writers such as Zora Neale Hurston, Alice Walker, or Toni
Morrison are inevitably tied to the movement of writers that fought through their art for the
acceptance of African American literature and African American English as a language that
can be published side by side Standard American English.

African American English proves to be a stand-alone language, which functions as a
medium of expression for African American writers and as a language capable of functioning
as a primary form of communication. The last chapter devoted to African American English
demonstrates the specifics of the vernacular on the background of Standard American English
to present the specifics of the language that is later analysed in the selected novels. African
American English is presented as a source language for the following discussion regarding its
translation into Czech.

The second part of this thesis then demonstrates the translation of African American
English as a discipline rooted not only in understanding the source language and its specifics
but also in the extensive translation theory. The chapter dedicated to the translation
introduced various approaches to translating a vernacular, drawing from the rich Czech
translation tradition. Relevant findings from Levy’s The Art of Translation are introduced in

order to shape the approach to the translation of a dialect. Additional texts relevant to the
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theory of translation of a non-standard language by Kufnerova, Zabrana, or Skoumalova are
consulted to complete the material of Czech translation tradition.

In order to evaluate different possible approaches to the translation of African American
English, this chapter then concludes by consulting texts by Venuti, Cutter, or Catford that
comment on the issue of translating a dialect. Thus this chapter presents a theoretical base
that is referenced in the following analyses of the translated novels.

This thesis analysed three novels by African American authors and their Czech
translations in order to evaluate and explore the different approaches to the subject. Toni
Morrison’s The Bluest Eye is presented as a novel that uses African American English to
present the reality of the African American community. The analysis of Morrison’s language
concludes that The Bluest Eye uses the superimposition of the primary narrative voice and the
language spoken by the characters by which she presents her characters as authentically
African American. The following analysis of the Czech translation of Morrison’s novel —
Nejmodrejsi o¢i —translated by Michael Zantovsky evaluates the translator’s approach to the
material. The analysis establishes Zantovsky’s translation to be a viable one, refers to the
used translation strategies and also comments on inconsistencies and errors of the translation
and offers new solutions.

Analogically to The Blues Eyes, the language of Alice Walker’s The Color Purple is
analysed, and the findings are presented in the following chapter. The influence of the
epistolary quality of the novel is evaluated, and the implications of the two narrative voices
are established. The language expressions of the two sisters are individually evaluated, and
their differences prove to be the novel’s defining feature. The Czech translation Barva nachu
is then evaluated based on the finding of the analyses of Walker’s narrative, and the strategies
used in Jifi Hruby’s translation are commented on. Hruby’s translation is evaluated and
concluded to be a functioning transference of the narrative into Czech. The analysis also
comments on selected issues of the translation and presents alternative solutions.

Finally, the last part of the thesis is devoted to Zora Neale Hurston’s 1937 novel Their
Eyes Were Watching God. The language of the novel is evaluated, and the analysis presents
the specifics of Hurston’s writing, which are connected to the following translation. The
contrast between the third-person frame narrative and the language spoken by Hurston’s
characters is evaluated. The analysis comments on the lyrical aspect of the frame narrative
and evaluates the authenticity of the speech of African American characters in connection to

the theoretical chapter. The language expression of the novel is compared to the previously
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discussed novels by Hurston and Walker, and the unique character of Hurston’s writing is
evaluated.

Following the analysis of Hurston’s language, the thesis presents a new translation of the
two first chapters of Their Eyes Were Watching God. The translation is conducted in
compliance with the presented theoretical material concerning translating a dialect into
Czech. An analysis of the translation concludes the chapter concerning Hurston’s novel. This
chapter establishes the specifics of the translation and comments on the presented solution.
The analysis concludes that the use of Common Czech as a substitute for African American
English in the translation proves to be a viable solution.

The commentary includes a discussion of selected translation strategies and comments on
how do they comply with the theory presented in the thesis. The translation analysis
concludes that deviation from the established Czech translation tradition is not viable, as the
Czech readership is conditioned to a certain standard in Czech translations. The tradition is
too strong to be ignored, and the established strategies were proven by the translation as
suitable and well-functioning. The translation is commented on in order to explain the utilised
strategies and to justify the way in which the material was approached. The translation of the
first two chapters of Jejich oci sledovaly Boha tests all the previously established translation
theories and strategies and presents a possible approach to translating the specifics of African

American English into Czech.
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Appendix

First two chapters from Zora Neale Hurston’s Their Eye Were Watching God?%!

1

Ships at a distance have every man’s wish on board. For some they come in with the tide. For
others they sail forever on the horizon, never out of sight, never landing until the Watcher
turns his eyes away in resignation, his dreams mocked to death by Time. That is the life of
men.

Now, women forget all those things they don’t want to remember, and remember
everything they don’t want to forget. The dream is the truth. Then they act and do things
accordingly.

So the beginning of this was a woman and she had come back from burying the dead. Not
the dead of sick and ailing with friends at the pillow and the feet. She had come back from
the sodden and the bloated; the sudden dead, their eyes flung wide open in judgment.

The people all saw her come because it was sundown. The sun was gone, but he had left
his footprints in the sky. It was the time for sitting on porches beside the road. It was the time
to hear things and talk. These sitters had been tongueless, earless, eyeless conveniences all
day long. Mules and other brutes had occupied their skins. But now, the sun and the bossman
were gone, so the skins felt powerful and human. They became lords of sounds and lesser
things. They passed nations through their mouths. They sat in judgment.

Seeing the woman as she was made them remember the envy they had stored up from
other times. So they chewed up the back parts of their minds and swallowed with relish. They
made burning statements with questions, and killing tools out of laughs. It was mass cruelty.
A mood come alive. Words walking without masters; walking altogether like harmony in a
song.

“What she doin’ coming back here in dem overhalls? Can’t she find no dress to put on?—
Where’s dat blue satin dress she left here in?—Where all dat money her husband took and
died and left her?—What dat ole forty year ole ‘oman doin’ wid her hair swingin’ down her
back lak some young gal?—Where she left dat young lad of a boy she went off here wid?—
Thought she was going to marry?—Where he left her?—What he done wid all her money?—

261 This text corresponds with the 2018 publication: Zora Neale Hurston, Their Eyes Were Watching God (New
York: Virago Press, 2018) 1-23.
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Betcha he off wid some gal so young she ain’t even got no hairs—why she don’t stay in her
class?—”

When she got to where they were she turned her face on the bander log and spoke. They
scrambled a noisy “good evenin’ “ and left their mouths setting open and their ears full of
hope. Her speech was pleasant enough, but she kept walking straight on to her gate. The
porch couldn’t talk for looking.

The men noticed her firm buttocks like she had grapefruits in her hip pockets; the great
rope of black hair swinging to her waist and unraveling in the wind like a plume; then her
pugnacious breasts trying to bore holes in her shirt. They, the men, were saving with the mind
what they lost with the eye. The women took the faded shirt and muddy overalls and laid
them away for remembrance. It was a weapon against her strength and if it turned out of no
significance, still it was a hope that she might fall to their level some day.

But nobody moved, nobody spoke, nobody even thought to swallow spit until after her
gate slammed behind her. Pear]l Stone opened her mouth and laughed real hard because she
didn’t know what else to do. She fell all over Mrs. Sumpkins while she laughed. Mrs.
Sumpkins snorted violently and sucked her teeth.

“Humph! Y’all let her worry yuh. You ain’t like me. Ah ain’t got her to study ‘bout. If she
ain’t got manners enough to stop and let folks know how she been makin’ out, let her
g’wan!”

“She ain’t even worth talkin’ after,” Lulu Moss drawled through her nose. “She sits high,
but she looks low. Dat’s what Ah say ‘bout dese ole women runnin’ after young boys.”

Pheoby Watson hitched her rocking chair forward before she spoke. “Well, nobody don’t
know if it’s anything to tell or not. Me, Ah’m her best friend, and Ah don’t know.”

“Maybe us don’t know into things lak you do, but we all know how she went ‘way from
here and us sho seen her come back. ‘Tain’t no use in your tryin’ to cloak no ole woman lak
Janie Starks, Pheoby, friend or no friend.”

“At dat she ain’t so ole as some of y’all dat’s talking.”

“She’s way past forty to my knowledge, Pheoby.”

“No more’n forty at de outside.”

“She’s ‘way too old for a boy like Tea Cake.”

“Tea Cake ain’t been no boy for some time. He’s round thirty his ownself.”

“Don’t keer what it was, she could stop and say a few words with us. She act like we done

done something to her,” Pearl Stone complained. “She de one been doin’ wrong.”
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“You mean, you mad ‘cause she didn’t stop and tell us all her business. Anyhow, what you
ever know her to do so bad as y’all make out? The worst thing Ah ever knowed her to do was
taking a few years offa her age and dat ain’t never harmed nobody. Y’all makes me tired. De
way you talkin’ you’d think de folks in dis town didn’t do nothin’ in de bed ‘cept praise de
Lawd. You have to ‘scuse me, ‘cause Ah’m bound to go take her some supper.” Pheoby
stood up sharply.

“Don’t mind us,” Lulu smiled, “just go right ahead, us can mind yo’ house for you till you
git back. Mah supper is done. You bettah go see how she feel. You kin let de rest of us
know.”

“Lawd,” Pearl agreed, “Ah done scorched-up dat lil meat and bread too long to talk about.
Ah kin stay ‘way from home long as Ah please. Mah husband ain’t fussy.”

“Oh, er, Pheoby, if youse ready to go, Ah could walk over dere wid you,” Mrs. Sumpkins
volunteered. “It’s sort of duskin’ down dark. De booger man might ketch yuh.”

“Naw, Ah thank yuh. Nothin’ couldn’t ketch me dese few steps Ah’m goin’. Anyhow mah
husband tell me say no first class booger would have me. If she got anything to tell yuh,
you’ll hear it.”

Pheoby hurried on off with a covered bowl in her hands. She left the porch pelting her
back with unasked questions. They hoped the answers were cruel and strange. When she
arrived at the place, Pheoby Watson didn’t go in by the front gate and down the palm walk to
the front door. She walked around the fence corner and went in the intimate gate with her
heaping plate of mulatto rice. Janie must be round that side.

She found her sitting on the steps of the back porch with the lamps all filled and the
chimneys cleaned.

“Hello, Janie, how you comin’?”

“Aw, pretty good, Ah’m tryin’ to soak some uh de tiredness and de dirt outa mah feet.”
She laughed a little.

“Ah see you is. Gal, you sho looks good. You looks like youse yo’ own daughter.” They
both laughed. “Even wid dem overhalls on, you shows yo’ womanhood.”

“G’wan! G’wan! You must think Ah brought yuh somethin’. When Ah ain’t brought home
a thing but mahself.”

“Dat’s a gracious plenty. Yo’ friends wouldn’t want nothin’ better.”

“Ah takes dat flattery offa you, Pheoby, ‘cause Ah know it’s from de heart.” Janie

extended her hand. “Good Lawd, Pheoby! ain’t you never goin’ tuh gimme dat lil rations you
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brought me? Ah ain’t had a thing on mah stomach today exceptin’ mah hand.” They both
laughed easily. “Give it here and have a seat.”

“Ah knowed you’d be hongry. No time to be huntin’ stove wood after dark. Mah mulatto
rice ain’t so good dis time. Not enough bacon grease, but Ah reckon it’1l kill hongry.”

“Ah’ll tell you in a minute,” Janie said, lifting the cover. “Gal, it’s too good! you switches
a mean fanny round in a kitchen.”

“Aw, dat ain’t much to eat, Janie. But Ah’m liable to have something sho nuff good
tomorrow, ‘cause you done come.”

Janie ate heartily and said nothing. The varicolored cloud dust that the sun had stirred up
in the sky was settling by slow degrees.

“Here, Pheoby, take yo’ ole plate. Ah ain’t got a bit of use for a empty dish. Dat grub sho
come in handy.”

Pheoby laughed at her friend’s rough joke. “Youse just as crazy as you ver was.”

“Hand me dat wash-rag on dat chair by you, honey. Lemme scrub mah feet.” She took the
cloth and rubbed vigorously. Laughter came to her from the big road.

“Well, Ah see Mouth-Almighty is still sittin’ in de same place. And Ah reckon they got
me up in they mouth now.”

“Yes indeed. You know if you pass some people and don’t speak tuh suit ‘em dey got tuh
go way back in yo’ life and see whut you ever done. They know mo’ ‘bout yuh than you do
yo’ self. An envious heart makes a treacherous ear. They done ‘heard’ ‘bout you just what
they hope done happened.”

“If God don’t think no mo’ ‘bout ‘em then Ah do, they’s a lost ball in de high grass.”

“Ah hears what they say ‘cause they just will collect round mah porch ‘cause it’s on de big
road. Mah husband git so sick of ‘em sometime he makes ‘em all git for home.”

“Sam is right too. They just wearin’ out yo’ sittin’ chairs.”

“Yeah, Sam say most of ‘em goes to church so they’ll be sure to rise in Judgment. Dat’s
de day dat every secret is s’posed to be made known. They wants to be there and hear it all.”

“Sam is too crazy! You can’t stop laughin’ when youse round him.”

“Uuh hunh. He says he aims to be there hisself so he can find out who stole his corn-cob
pipe.”

“Pheoby, dat Sam of your’n just won’t quit! Crazy thing!”

“Most of dese zigaboos is so het up over yo’ business till they liable to hurry theyself to
Judgment to find out about you if they don’t soon know. You better make haste and tell ‘em

‘bout you and Tea Cake gittin’ married, and if he taken all yo’ money and went off wid some
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young gal, and where at he is now and where at is all yo’ clothes dat you got to come back
here in overhalls.”

“Ah don’t mean to bother wid tellin’ ‘em nothin’, Pheoby. ‘Tain’t worth de trouble. You
can tell ‘em what Ah say if you wants to. Dat’s just de same as me ‘cause mah tongue is in
mabh friend’s mouf.”

“If you so desire Ah’ll tell ‘em what you tell me to tell ‘em.”

“To start off wid, people like dem wastes up too much time puttin’ they mouf on things
they don’t know nothin’ about. Now they got to look into me loving Tea Cake and see
whether it was done right or not! They don’t know if life is a mess of corn-meal dumplings,
and if love is a bed-quilt!”

“So long as they get a name to gnaw on they don’t care whose it is, and what about,
‘specially if they can make it sound like evil.”

“If they wants to see and know, why they don’t come kiss and be kissed? Ah could then sit
down and tell ‘em things. Ah been a delegate to de big ‘ssociation of life. Yessuh! De Grand
Lodge, de big convention of livin’ is just where Ah been dis year and a half y’all ain’t seen
me.”

They sat there in the fresh young darkness close together. Pheoby eager to feel and do
through Janie, but hating to show her zest for fear it might be thought mere curiosity. Janie
full of that oldest human longing—selfrevelation. Pheoby held her tongue for a long time, but
she couldn’t help moving her feet. So Janie spoke.

“They don’t need to worry about me and my overhalls long as Ah still got nine hundred
dollars in de bank. Tea Cake got me into wearing ‘em— following behind him. Tea Cake
ain’t wasted up no money of mine, and he ain’t left me for no young gal, neither. He give me
every consolation in de world. He’d tell ‘em so too, if he was here. If he wasn’t gone.”

Pheoby dilated all over with eagerness, “Tea Cake gone?”

“Yeah, Pheoby, Tea Cake is gone. And dat’s de only reason you see me back here—cause
Ah ain’t got nothing to make me happy no more where Ah was at. Down in the Everglades
there, down on the muck.”

“It’s hard for me to understand what you mean, de way you tell it. And then again Ah’m
hard of understandin’ at times.”

“Naw, ‘tain’t nothin’ lak you might think. So ‘tain’t no use in me telling you somethin’
unless Ah give you de understandin’ to go ‘long wid it. Unless you see de fur, a mink skin
ain’t no different from a coon hide. Looka heah, Pheoby, is Sam waitin’ on you for his

supper?”
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“It’s all ready and waitin’. If he ain’t got sense enough to eat it, dat’s his hard luck.”

“Well then, we can set right where we is and talk. Ah got the house all opened up to let dis
breeze get a little catchin’.

“Pheoby, we been kissin’-friends for twenty years, so Ah depend on you for a good
thought. And Ah’m talking to you from dat standpoint.”

Time makes everything old so the kissing, young darkness became a monstropolous old

thing while Janie talked.

2
Janie saw her life like a great tree in leaf with the things suffered, things enjoyed, things done
and undone. Dawn and doom was in the branches.

“Ah know exactly what Ah got to tell yuh, but it’s hard to know where to start at.

“Ah ain’t never seen mah papa. And Ah didn’t know ‘im if Ah did. Mah mama neither.
She was gone from round dere long before Ah wuz big enough tuh know. Mah grandma
raised me. Mah grandma and de white folks she worked wid. She had a house out in de back-
yard and dat’s where Ah wuz born. They was quality white folks up dere in West Florida.
Named Washburn. She had four gran’chillun on de place and all of us played together and
dat’s how come Ah never called mah Grandma nothin’ but Nanny, ‘cause dat’s what
everybody on de place called her. Nanny used to ketch us in our devilment and lick every
youngun on de place and Mis’ Washburn did de same. Ah reckon dey never hit us ah lick
amiss ‘cause dem three boys and us two girls wuz pretty aggravatin’, Ah speck.

“Ah was wid dem white chillun so much till Ah didn’t know Ah wuzn’t white till Ah was
round six years old. Wouldn’t have found it out then, but a man come long takin’ pictures and
without askin’ anybody, Shelby, dat was de oldest boy, he told him to take us. Round a week
later de man brought de picture for Mis’ Washburn to see and pay him which she did, then
give us all a good lickin’.

“So when we looked at de picture and everybody got pointed out there wasn’t nobody left
except a real dark little girl with long hair standing by Eleanor. Dat’s where Ah wuz s’posed
to be, but Ah couldn’t recognize dat dark chile as me. So Ah ast, ‘where is me? Ah don’t see
me.’

“Everybody laughed, even Mr. Washburn. Miss Nellie, de Mama of de chillun who come
back home after her husband dead, she pointed to de dark one and said, ‘Dat’s you, Alphabet,

don’t you know yo’ ownself?’
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“Dey all useter call me Alphabet ‘cause so many people had done named me different
names. Ah looked at de picture a long time and seen it was mah dress and mah hair so Ah
said:

“‘Aw, aw! Ah’m colored!’

“Den dey all laughed real hard. But before Ah seen de picture Ah thought Ah wuz just like
de rest.

“Us lived dere havin’ fun till de chillun at school got to teasin’ me ‘bout livin’ in de white
folks’ back-yard. Dere wuz uh knotty head gal name Mayrella dat useter git mad every time
she look at me. Mis’ Washburn useter dress me up in all de clothes her gran’chillun didn’t
need no mo’ which still wuz better’n whut de rest uh de colored chillun had. And then she
useter put hair ribbon on mah head fuh me tuh wear. Dat useter rile Mayrella uh lot. So she
would pick at me all de time and put some others up tuh do de same. They’d push me ‘way
from de ring plays and make out they couldn’t play wid nobody dat lived on premises. Den
they’d tell me not to be takin’ on over mah looks ‘cause they mama told ‘em ‘bout de hound
dawgs huntin’ mah papa all night long. ‘Bout Mr. Washburn and de sheriff puttin’ de
bloodhounds on de trail tuh ketch mah papa for whut he done tuh mah mama. Dey didn’t tell
about how he wuz seen tryin’ tuh git in touch wid mah mama later on so he could marry her.
Naw, dey didn’t talk dat part of it atall. Dey made it sound real bad so as tuh crumple mah
feathers. None of ‘em didn’t even remember whut his name wuz, but dey all knowed de
bloodhound part by heart. Nanny didn’t love tuh see me wid mah head hung down, so she
figgered it would be mo’ better fuh me if us had uh house. She got de land and everything
and then Mis’ Washburn helped out uh whole heap wid things.”

Pheoby’s hungry listening helped Janie to tell her story. So she went on thinking back to
her young years and explaining them to her friend in soft, easy phrases while all around the
house, the night time put on flesh and blackness.

She thought awhile and decided that her conscious life had commenced at Nanny’s gate.
On a late afternoon Nanny had called her to come inside the house because she had spied
Janie letting Johnny Taylor kiss her over the gatepost.

It was a spring afternoon in West Florida. Janie had spent most of the day under a
blossoming pear tree in the back-yard. She had been spending every minute that she could
steal from her chores under that tree for the last three days. That was to say, ever since the
first tiny bloom had opened. It had called her to come and gaze on a mystery. From barren
brown stems to glistening leaf-buds; from the leaf-buds to snowy virginity of bloom. It stirred

her tremendously. How? Why? It was like a flute song forgotten in another existence and
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remembered again. What? How? Why? This singing she heard that had nothing to do with
her ears. The rose of the world was breathing out smell. It followed her through all her
waking moments and caressed her in her sleep. It connected itself with other vaguely felt
matters that had struck her outside observation and buried themselves in her flesh. Now they
emerged and quested about her consciousness.

She was stretched on her back beneath the pear tree soaking in the alto chant of the
visiting bees, the gold of the sun and the panting breath of the breeze when the inaudible
voice of it all came to her. She saw a dustbearing bee sink into the sanctum of a bloom; the
thousand sister-calyxes arch to meet the love embrace and the ecstatic shiver of the tree from
root to tiniest branch creaming in every blossom and frothing with delight. So this was a
marriage! She had been summoned to behold a revelation. Then Janie felt a pain remorseless
sweet that left her limp and languid.

After a while she got up from where she was and went over the little garden field entire.
She was seeking confirmation of the voice and vision, and everywhere she found and
acknowledged answers. A personal answer for all other creations except herself. She felt an
answer seeking her, but where? When? How? She found herself at the kitchen door and
stumbled inside. In the air of the room were flies tumbling and singing, marrying and giving
in marriage. When she reached the narrow hallway she was reminded that her grandmother
was home with a sick headache. She was lying across the bed asleep so Janie tipped on out of
the front door. Oh to be a pear tree—any tree in bloom! With kissing bees singing of the
beginning of the world! She was sixteen. She had glossy leaves and bursting buds and she
wanted to struggle with life but it seemed to elude her. Where were the singing bees for her?
Nothing on the place nor in her grandma’s house answered her. She searched as much of the
world as she could from the top of the front steps and then went on down to the front gate and
leaned over to gaze up and down the road. Looking, waiting, breathing short with impatience.
Waiting for the world to be made. Through pollinated air she saw a glorious being coming up
the road. In her former blindness she had known him as shiftless Johnny Taylor, tall and lean.
That was before the golden dust of pollen had beglamored his rags and her eyes.

In the last stages of Nanny’s sleep, she dreamed of voices. Voices far-off but persistent,
and gradually coming nearer. Janie’s voice. Janie talking in whispery snatches with a male
voice she couldn’t quite place. That brought her wide awake. She bolted upright and peered
out of the window and saw Johnny Taylor lacerating her Janie with a kiss.

“Janie!”
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The old woman’s voice was so lacking in command and reproof, so full of crumbling
dissolution,—that Janie half believed that Nanny had not seen her. So she extended herself
outside of her dream and went inside of the house. That was the end of her childhood.

Nanny’s head and face looked like the standing roots of some old tree that had been torn
away by storm. Foundation of ancient power that no longer mattered. The cooling palma
christi leaves that Janie had bound about her grandma’s head with a white rag had wilted
down and become part and parcel of the woman. Her eyes didn’t bore and pierce. They
diffused and melted Janie, the room and the world into one comprehension.

“Janie, youse uh ‘oman, now, so—"

“Naw, Nanny, naw Ah ain’t no real ‘oman yet.”

The thought was too new and heavy for Janie. She fought it away.

Nanny closed her eyes and nodded a slow, weary affirmation many times before she gave
it voice.

“Yeah, Janie, youse got yo’ womanhood on yuh. So Ah mout ez well tell yuh whut Ah
been savin’ up for uh spell. Ah wants to see you married right away.”

“Me, married? Naw, Nanny, no ma’am! Whut Ah know ‘bout uh husband?”

“Whut Ah seen just now is plenty for me, honey, Ah don’t want no trashy nigger, no
breath-and-britches, lak Johnny Taylor usin’ yo’ body to wipe his foots on.”

Nanny’s words made Janie’s kiss across the gatepost seem like a manure pile after a rain.

“Look at me, Janie. Don’t set dere wid yo’ head hung down. Look at yo’ ole grandma!”
Her voice began snagging on the prongs of her feelings. “Ah don’t want to be talkin’ to you
lak dis. Fact is Ah done been on mah knees to mah Maker many’s de time askin’ please—for
Him not to make de burden too heavy for me to bear.”

“Nanny, Ah just—Ah didn’t mean nothin’ bad.”

“Dat’s what makes me skeered. You don’t mean no harm. You don’t even know where
harm is at. Ah’m ole now. Ah can’t be always guidin’ yo’ feet from harm and danger. Ah
wants to see you married right away.”

“Who Ah’m goin’ tuh marry off-hand lak dat? Ah don’t know nobody.”

“De Lawd will provide. He know Ah done bore de burden in de heat uh de day. Somebody
done spoke to me ‘bout you long time ago. Ah ain’t said nothin’ ‘cause dat wasn’t de way Ah
placed you. Ah wanted yuh to school out and pick from a higher bush and a sweeter berry.
But dat ain’t yo’ idea, Ah see.”

“Nanny, who—who dat been askin’ you for me?”

“Brother Logan Killicks. He’s a good man, too.”
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“Naw, Nanny, no ma’am! Is dat whut he been hangin’ round here for? He look like some
ole skullhead in de grave yard.”

The older woman sat bolt upright and put her feet to the floor, and thrust back the leaves
from her face.

“So you don’t want to marry off decent like, do yuh? You just wants to hug and kiss and
feel around with first one man and then another, huh? You wants to make me suck de same
sorrow yo’ mama did, eh? Mah ole head ain’t gray enough. Mah back ain’t bowed enough to
suit yuh!”

The vision of Logan Killicks was desecrating the pear tree, but Janie didn’t know how to
tell Nanny that. She merely hunched over and pouted at the floor.

“Janie.”

“Yes, ma’am.”

“You answer me when Ah speak. Don’t you set dere poutin’ wid me after all Ah done
went through for you!”

She slapped the girl’s face violently, and forced her head back so that their eyes met in
struggle. With her hand uplifted for the second blow she saw the huge tear that welled up
from Janie’s heart and stood in each eye. She saw the terrible agony and the lips tightened
down to hold back the cry and desisted. Instead she brushed back the heavy hair from Janie’s
face and stood there suffering and loving and weeping internally for both of them.

“Come to yo’ Grandma, honey. Set in her lap lak yo’ use tuh. Yo’ Nanny wouldn’t harm a
hair uh yo’ head. She don’t want nobody else to do it neither if she kin help it. Honey, de
white man is de ruler of everything as fur as Ah been able tuh find out. Maybe it’s some place
way off in de ocean where de black man is in power, but we don’t know nothin’ but what we
see. So de white man throw down de load and tell de nigger man tuh pick it up. He pick it up
because he have to, but he don’t tote it. He hand it to his womenfolks. De nigger woman is de
mule uh de world so fur as Ah can see. Ah been prayin’ fuh it tuh be different wid you.
Lawd, Lawd, Lawd!”

For a long time she sat rocking with the girl held tightly to her sunken breast. Janie’s long
legs dangled over one arm of the chair and the long braids of her hair swung low on the other
side. Nanny half sung, half sobbed a running chant-prayer over the head of the weeping girl.

“Lawd have mercy! It was a long time on de way but Ah reckon it had to come. Oh Jesus!
Do, Jesus! Ah done de best Ah could.”

Finally, they both grew calm.

“Janie, how long you been ‘lowin’ Johnny Taylor to kiss you?”
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“Only dis one time, Nanny. Ah don’t love him at all. Whut made me do it is—oh, Ah
don’t know.”

“Thank yuh, Massa Jesus.”

“Ah ain’t gointuh do it no mo’, Nanny. Please don’t make me marry Mr. Killicks.”

“ ‘Tain’t Logan Killicks Ah wants you to have, baby, it’s protection. Ah ain’t gittin’ ole,
honey. Ah’m done ole. One mornin’ soon, now, de angel wid de sword is gointuh stop by
here. De day and de hour is hid from me, but it won’t be long. Ah ast de Lawd when you was
uh infant in mah arms to let me stay here till you got grown. He done spared me to see de
day. Mah daily prayer now is tuh let dese golden moments rolls on a few days longer till Ah
see you safe in life.”

“Lemme wait, Nanny, please, jus’ a lil bit mo’.”

“Don’t think Ah don’t feel wid you, Janie, ‘cause Ah do. Ah couldn’t love yuh no more if
Ah had uh felt yo’ birth pains mahself. Fact uh de matter, Ah loves yuh a whole heap more’n
Ah do yo’ mama, de one Ah did birth. But you got to take in consideration you ain’t no
everyday chile like most of ‘em. You ain’t got no papa, you might jus’ as well say no mama,
for de good she do yuh. You ain’t got nobody but me. And mah head is ole and tilted towards
de grave. Neither can you stand alone by yo’self. De thought uh you bein’ kicked around
from pillar tuh post is uh hurtin’ thing. Every tear you drop squeezes a cup uh blood outa mah
heart. Ah got tuh try and do for you befo’ mah head is cold.”

A sobbing sigh burst out of Janie. The old woman answered her with little soothing pats of
the hand.

“You know, honey, us colored folks is branches without roots and that makes things come
round in queer ways. You in particular. Ah was born back due in slavery so it wasn’t for me
to fulfill my dreams of whut a woman oughta be and to do. Dat’s one of de hold-backs of
slavery. But nothing can’t stop you from wishin’. You can’t beat nobody down so low till you
can rob ‘em of they will. Ah didn’t want to be used for a work-ox and a brood-sow and Ah
didn’t want mah daughter used dat way neither. It sho wasn’t mah will for things to happen
lak they did. Ah even hated de way you was born. But, all de same Ah said thank God, Ah
got another chance. Ah wanted to preach a great sermon about colored women sittin’ on high,
but they wasn’t no pulpit for me. Freedom found me wid a baby daughter in mah arms, so Ah
said Ah’d take a broom and a cook-pot and throw up a highway through de wilderness for
her. She would expound what Ah felt. But somehow she got lost offa de highway and next
thing Ah knowed here you was in de world. So whilst Ah was tendin’ you of nights Ah said
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Ah’d save de text for you. Ah been waitin’ a long time, Janie, but nothin’ Ah been through
ain’t too much if you just take a stand on highground lak Ah dreamed.”

Old Nanny sat there rocking Janie like an infant and thinking back and back. Mind-pictures
brought feelings, and feelings dragged out dramas from the hollows of her heart.

“Dat mornin’ on de big plantation close to Savannah, a rider come in a gallop tellin’ ‘bout
Sherman takin’ Atlanta. Marse Robert’s son had done been kilt at Chickamauga. So he
grabbed his gun and straddled his best horse and went off wid de rest of de gray-headed men
and young boys to drive de Yankees back into Tennessee.

“They was all cheerin’ and cryin’ and shoutin’ for de men dat was ridin’ off. Ah couldn’t
see nothin’ cause yo’ mama wasn’t but a week old, and Ah was flat uh mah back. But pretty
soon he let on he forgot somethin’ and run into mah cabin and made me let down mah hair
for de last time. He sorta wropped his hand in it, pulled mah big toe, lak he always done, and
was gone after de rest lak lightnin’. Ah heard ‘em give one last whoop for him. Then de big
house and de quarters got sober and silent.

“It was de cool of de evenin’ when Mistis come walkin’ in mah door. She throwed de door
wide open and stood dere lookin’ at me outa her eyes and her face. Look lak she been livin’
through uh hundred years in January without one day of spring. She come stood over me in
de bed.

“ ‘Nanny, Ah come to see that baby uh yourn.’

“Ah tried not to feel de breeze off her face, but it got so cold in dere dat Ah was freezin’ to
death under the kivvers. So Ah couldn’t move right away lak Ah aimed to. But Ah knowed
Ah had to make haste and do it.

“ “You better git dat kivver offa dat youngun and dat quick!” she clashed at me. ‘Look lak
you don’t know who is Mistis on dis plantation, Madam. But Ah aims to show you.’

“By dat time I had done managed tuh unkivver mah baby enough for her to see de head and
face.

“ ‘Nigger, whut’s yo’ baby doin’ wid gray eyes and yaller hair?” She begin tuh slap mah jaws
ever which a’way. Ah never felt the fust ones ‘cause Ah wuz too busy gittin’ de kivver back
over mah chile. But dem last lick burnt me lak fire. Ah had too many feelin’s tuh tell which
one tuh follow so Ah didn’t cry and Ah didn’t do nothin’ else. But then she kept on astin me
how come mah baby look white. She asted me dat maybe twentyfive or thirty times, lak she
got tuh sayin’ dat and couldn’t help herself. So Ah told her, ‘Ah don’t know nothin’ but what

Ah’m told tuh do, ‘cause Ah ain’t nothin’ but uh nigger and uh slave.’

126



“Instead of pacifyin’ her lak Ah thought, look lak she got madder. But Ah reckon she was
tired and wore out ‘cause she didn’t hit me no more. She went to de foot of de bed and wiped
her hands on her handksher. ‘Ah wouldn’t dirty mah hands on yuh. But first thing in de
mornin’ de overseer will take you to de whippin’ post and tie you down on yo’ knees and cut
de hide offa yo’ yaller back. One hundred lashes wid a raw-hide on yo’ bare back. Ah’ll have
you whipped till de blood run down to yo’ heels! Ah mean to count de licks mahself. And if it
kills you Ah’ll stand de loss. Anyhow, as soon as dat brat is a month old Ah’m going to sell it
offa dis place.’

“She flounced on off and let her wintertime wid me. Ah knowed mah body wasn’t healed,
but Ah couldn’t consider dat. In de black dark Ah wrapped mah baby de best Ah knowed
how and made it to de swamp by de river. Ah knowed de place was full uh moccasins and
other bitin’ snakes, but Ah was more skeered uh whut was behind me. Ah hide in dere day
and night and suckled de baby every time she start to cry, for fear somebody might hear her
and Ah’d git found. Ah ain’t sayin’ uh friend or two didn’t feel mah care. And den de Good
Lawd seen to it dat Ah wasn’t taken. Ah don’t see how come mah milk didn’t kill mah chile,
wid me so skeered and worried all de time. De noise uh de owls skeered me; de limbs of dem
cypress trees took to crawlin’ and movin’ round after dark, and two three times Ah heered
panthers prowlin’ round. But nothin’ never hurt me ‘cause de Lawd knowed how it was.

“Den, one night Ah heard de big guns boomin’ lak thunder. It kept up all night long. And
de next mornin’ Ah could see uh big ship at a distance and a great stirrin’ round. So Ah
wrapped Leafy up in moss and fixed her good in a tree and picked mah way on down to de
landin’. The men was all in blue, and Ah heard people say Sherman was comin’ to meet de
boats in Savannah, and all of us slaves was free. So Ah run got mah baby and got in quotation
wid people and found a place Ah could stay.

“But it was a long time after dat befo’ de Big Surrender at Richmond. Den de big bell ring
in Atlanta and all de men in gray uniforms had to go to Moultrie, and bury their swords in de
ground to show they was never to fight about slavery no mo’. So den we knowed we was
free.

“Ah wouldn’t marry nobody, though Ah could have uh heap uh times, cause Ah didn’t
want nobody mistreating mah baby. So Ah got with some good white people and come down
here in West Florida to work and make de sun shine on both sides of de street for Leafy.

“Mah Madam help me wid her just lak she been doin’ wid you. Ah put her in school when

it got so it was a school to put her in. Ah was ‘spectin’ to make a school teacher outa her.
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“But one day she didn’t come home at de usual time and Ah waited and waited, but she
never come all dat night. Ah took a lantern and went round askin’ everybody but nobody
ain’t seen her. De next mornin’ she come crawlin’ in on her hands and knees. A sight to see.
Dat school teacher had done hid her in de woods all night long, and he had done raped mah
baby and run on off just before day.

“She was only seventeen, and somethin’ lak dat to happen! Lawd a’mussy! Look lak Ah
kin see it all over again. It was a long time before she was well, and by dat time we knowed
you was on de way. And after you was born she took to drinkin’ likker and stayin’ out nights.
Couldn’t git her to stay here and nowhere else. Lawd knows where she is right now. She ain’t
dead, ‘cause Ah’d know it by mah feelings, but sometimes Ah wish she was at rest.

“And, Janie, maybe it wasn’t much, but Ah done de best Ah kin by you. Ah raked and
scraped and bought dis lil piece uh land so you wouldn’t have to stay in de white folks’ yard
and tuck yo’ head befo’ other chillun at school. Dat was all right when you was little. But
when you got big enough to understand things, Ah wanted you to look upon yo’self. Ah don’t
want yo’ feathers always crumpled by folks throwin’ up things in yo’ face. And Ah can’t die
easy thinkin’ maybe de menfolks white or black is makin’ a spit cup outa you: Have some

sympathy fuh me. Put me down easy, Janie, Ah’m a cracked plate.”
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Summary

This thesis aims to present African American English as a source language for translation into
Czech. The first part focuses on African American English, its development, and relevant
historical context. African American literature and authors utilising the vernacular in their
work are presented as an influence on the development of the language. In connection to the
subject of this thesis, the first part is concluded by a summary of the most prominent
linguistic features of African American English.

The second part presents the translation of African American English and its specifics.
The Czech translation tradition is reflected, and relevant theory concerning the translation of
a dialect is introduced. Toni Morrison’s The Bluest Eye and Alice Walker’s The Color
Purple are analysed to present the specifics of the language these authors use to portray their
characters. This part then presents published Czech translations of these two novels in order
to analyse the way in which Michael Zantovsky in Nejmodiejsi oci (The Bluest Eye) and Jiii
Hruby in Barva nachu (The Color Purple) deal in their translations with the specifics of
African American English.

The thesis is concluded with a part that focuses on Zora Neale Hurston’s Their Eyes Were
Watching God. The novel’s language is analysed compared to the novels by Walker and
Morrison, and the analysis presents specifics of Hurston’s portrayal of African American
characters. The analysis is followed by a new translation of the first two chapters of Jejich oci
sledovaly Boha, which complies with the translational theory presented in this thesis. Finally,
the last chapter comments on the translation, justifies the chosen solutions, and introduces the

strategies used during the translation.
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Resumé

Afroamericka anglictina je jazyk natolik specificky, Ze si pii prekladu zaslouzi zvlastni
pozornost; a tato prace si klade za cil predstavit tuto variantu angliétiny pravé jako zdrojovy
jazyk pro ptreklad do cestiny. Prace definuje afroamerickou anglictinu, pfedstavuje ¢eskou
piekladatelskou tradici, komentuje existujici Ceské preklady knih, ve kterych se afroamericka
anglictina vyskytuje, a vSechny tyto poznatky aplikuje v ptekladu novém.

Prvni ¢ast prace predstavuje afroamerickou anglictinu, jeji vyvoj a zejména jeji specifika.
afroamerickou literaturu. Afroamericka anglitina je srovndvana se standardni americkou
angli¢tinou, pficemz je kladen daraz na prvky, které maji dopad pieklad do Cestiny.

Ve druhé casti se prace soustfed’'uje na preklad do CeStiny, jakozto disciplinu s bohatou
tradici, a zvlaStni pozornost vénuje piekladu dialektu. Kromé ceské teorie prace také
pfedstavuje zahrani¢ni zdroje, které doplnuji napiiklad Levého ,,Uméni ptekladu” o dalsi
informace tykajici se ptekladu afroamerické anglictiny.

Prace dale predstavuje dva romany afroamerickych autorek a jejich ceské pieklady a
podrobuje je jazykové analyze. Prvnim z nich je ,,The Color Purple” od Alice Walker a jeho
pteklad ,.Barva nachu” od Jifiho Hrubého. Stejné analyze je podroben také roman ,,The
Bluest Eye” Toni Morrison a &esky pieklad ,,Nejmodiejsi o&i” od Michaela Zantovského.

V posledni ¢asti se prace soustied'uje na jazyk romanu Zory Neale Hurston ,,Their Eyes
Were Watching God” a srovnava ho se zbylymi dvéma knihami. Je analyzovan s odkazem na
teorii prezentovanou v piedchozich kapitolach. Prace nakonec pfedstavuje novy pieklad
prvnich dvou kapitol z ,Jejich o¢i sledovaly Boha” a klade si za cil vytvofit preklad, ktery
reflektuje pfedstavenou teorii. Nasledujici kapitola poté preklad komentuje.

Prace popisuje rozdilné pfistupy k vyobrazeni afroamerickych postav a srovnava, jak
k tomuto tématu pfistupuji autorky Zora Neale Hurston, Alice Walker a Toni Morrison a

jejich prekladatelé.
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