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1 INTRODUCTION

The topic of this bachelor’'s thesis is the translation from English to
Czech and analysis of an excerpt of a popular scientific text about the
Brazilian martial art of capoeira, taken from "The Little Capoeira Book"
written by a Brazilian writer and capoeira master called Nestor Capoeira.
The selection of the source text was influenced by personal interests in
martial arts, their cultural aspects and their presentation in popular
scientific texts and the procedures of translation.

There is some important background information about the martial art
of capoeira itself and the author of the book which the reader should be
aware of in order to get a clear view of the whole topic and to make it
more comprehensible. Capoeira is a Brazilian martial art originated in
Bahia, a Brazilian state on the Atlantic coast. It is based on the traditions
of slaves brought to Brazil from Africa. Capoeira is a mixture of fighting,
dancing, singing and playing musical instruments. An important part of
the training is the so-called Jogo - the game, during which the fighters
practice fighting techniques in a simulated fight accompanied by a group
of musicians setting the pace of the game by playing various instruments
and singing traditional songs.

The author of the book is a Brazilian capoeira master and writer,
known under the nickname Nestor Capoeira. There are no sources where
his true name could be found, since even all his works have been
published only under this nickname. The tradition of giving nicknames to
capoeira practitioner comes from the time when capoeira was illegal and
there were even more nicknames used by each person. The aim of this
was to make it difficult for the police officers to arrest the practitioners
since they only knew the nicknames but not the real names of the people
involved in the practice of capoeira. Nestor Capoeira started practicing
capoeira under the supervision of Mestre Leopoldina (Demerval Lopes de

Lacerda) and later on, in 1990, he established his own school “Escola



Nestor Capoeira”. He is the author of several DVDs and books on
capoeira published both in Brazil, The United States and several
European countries.

The aim of this bachelor's thesis is to present a translation of a
scientific, namely a popular scientific text from English to Czech. For the
purpose of an accurate translation, some theoretical knowledge is
needed. Therefore, the second chapter consists of a description of the
main basic translation principles and the process of translation, current
translation theories, the methods of translation and the description of the
features which are characteristic for the scientific style and also the
popular scientific sub-style in which the source text is written.

The following chapter contains the translation from English to Czech
and the commentary. The excerpt taken from The Little Capoeira Book is
one chapter which is further divided into six sub-chapters dealing with the
description of one part of capoeira training and some of the significant
features connected with it. The text also includes some illustrative
pictures.

An indispensable part of this thesis is an analysis of the translation,
which is divided into two parts - the macro approach and the micro
approach. The macro approach is focused on the source text. It
comments on background information, audience, style, author, subject,
function of the text, grammatical level and lexical level, whereas the micro
approach is focused on the target text and the reasons for the particular
translations. The commentary is supplied with examples and a glossary of
the special terms used in the text.

The aim of the analysis is to present and describe the problems,
which are connected with the translation of the popular scientific source
text chosen, including the possible options of translation procedures and
strategies and the differences between them. The reasons for the

particular solutions of some translation problems are stated, too.



2 TRANSLATION THEORY

2.1 The translation process and its basic principle S

The aim of the translation process is to transmit information from one
language (source language) to another language (target language). Jifi
Levy presents opinions of different authors and linguists about the
principles and evaluation of translations. "If there is an answer to the
question ‘How should one translate?’ simply: ‘In the way that the
translation is as similar to the original as possible’, it is though as clear as
daylight, that there will still remain a difference and namely a huge one."

The process of translation includes encoding the information in one
language and decoding it in the other language. To prevent the
information from losing its essential content and the meaning, the
translator should be aware of the grammatical structures, registers, and
different styles of both the source and the target language. The
translators can use many different strategies of transmitting the
information and it is their own decision which of them they use.

Dagmar Knittlova, one of the leading Czech translatologists states,
that the translations of artistic literature were traditionally subjects of
rather literary-aesthetic interest. She also states, that only the second half
of the 20™ centrury comes with the linguistic approach. Since then, the
literary-aesthetic interest and linguistic approach can be found sometimes
in agreement, sometimes in competition. At the present time, they created
an integrated method together, that considers mainly the pragmatic
aspect. According to Knittlova, the translator’'s previous role which is
today the mostly emphasized one is the dealing with intercultural barriers.
This process is crucial for all the language planes such as lexicology,
syntax or phonetics.?

Peter Newmark presents his own view on the translation strategies.
According to it, the translator has two options. On one hand, he can

translate the beginning of the text, for example the first chapter, sentence



by sentence to understand the main idea of it. After a while, the translated
excerpt should be reviewed and the rest of the text should be read. On
the other hand, it is also possible for the translator to read the text as a
whole several times first to get the idea of the author’s intention and other
features such as the register used. After that, complicated words or
phrases should be highlighted. The translation should not begin unless
the translator is has a clear view of the source text.’

In his opinion, it can be distinguished between two types of
translation, the communicative translation and the semantic translation.
Dagmar Knittlova considers the conception of his so-called
communicative translation generally simpler and celarer and conforming
to a suitable register. This type of translation tends to undertranslation
and therefore to the use of not enough specific expressions in some
parts. On the other hand, the second type of translation presented by
Newmark is seen as more difficult and accurate, and it supports the
mentality of the author but the intention is not emphasized to such extent.
In this case, Knittlova draws the attention to the tendency of this
translation type to overtranslation, which means that the target text can
be even more specific than the source text and some information can be
added moreover. Both branches mentioned are parts of every translation
but each of them occurs in different extent according to the stressed
aspect and a particular sort of text.*

There are several categories of linguistics with different approaches to
the translated text. Considering the linguistic aspect of translation, the
most important part for the analysis is the text linguistics, connected with
all the features such as coherence or cohesion and some others.
Contrastive linguistics can contribute when working on grammatical,
lexical and even stylistic level. If the communicative role of the translation
is handled, the sociolinguistics, pragmalinguistics including its speech act
theory and psycholinguistics are of great importance. In particular types of

translation such as scenic translation or alliteration and rhythm in



advertisements, it is also necessary to take phonetic aspect and stylistics
into consideration. It is to be kept in mind that all the mentioned aspects
themselves do not create the translation theory without their relations in
context of the situation and culture.”

According to Jifi Levy, there were some criteria in European literature
history, by means of which the level of the translation could have been
evaluated. The factual and language accuracy was not the only thing to
be judged. The range of translator's language skills and the ability to

comply with the terminology were also important.®

2.2 Current theory of translation process

As all the languages themselves, the translation theories have also
been developing. The role of the translator as a “metaauthor” remains.
This term means, that “The translator enters the source text, from which
he is separated by a bigger or smaller time and space distance, as a

metaauthor, as a creator of the target text.”’

Even the basic object of the
research and evaluation has changed. In the past, the most important
aspect, when assessing the translation, was the final target text. At
present time, mainly the linguists in the Anglo-Saxon region emphasize
the process of translating rather then the outcome of it.®

The translation theories have been the subject of discussion since the
20™ century. During that time, particular works mainly with an empirical
were created also in our country. Mostly, they generalized the translation
experience. The thinking about translation with a significantly theoretical
nature and researches are up-to-date matters. The dual approach to ghe
research of literary translation - the literary-aesthetic one and the
linguistic one - is realized more clearly.®

One of the current approaches to the transmitting of information
between languages is the translation according to the features of both the

source culture and the target culture used by many authors - the so-called



cultural transposition. With this term, the authors summarize various ways

of diversion from literal translation in order to make the idea, expressed in

the source text, closer to the culture of the audience. The varieties of

possible diversion are seen'® as:

grades on a scale, the poles of which are

1)

2)

3)

4)
5)

2.3

exoticism, i.e. actually a taking of a word from source language either
without any change or adapted to the pronunciation or spelling (Delhi,
Dilji), and on the other hand

cultural transplantation, i.e. a substitution e.g. of a name by another
one which, however, has the same or similar cultural connotations (Jack
and Jill : Jenicek a Marenka). Between them, they stand

cultural loan (e.g. the terms already established in linguistics langue,
parole or not only in linguistics tabu),

calc (literal translation - potflower : hrnkova kvétina) and
communicative translation, which respects the different custom in
source language and target language (No entry x Vstup zakazan, One

swallow doesn’t make a summer x Jedna vlastovka jaro nedéla).™

Translation methods

The process of translation provides a wide range of methods how to

transmit information from the source language to the target language. Jifi

Levy divides the work of translators into three phases.

If we accept as a base the thesis that to the translator, the model

Is material to be artistically handled, it will be possible then to

summarize the requirements into three points:

1. understanding of the model,
2. interpretation of the model,

3. revision of the model.*?



Basically, there is the criterion of a direct equivalent to be considered
when choosing the right method of translation. There are two main

possibilities:

1. The equivalent exists:
a) full, absolute, mainly when it is about a significant stylistic acceptance:
Tuesday : utery
b) partial (it can come to transposition, but the opposite must have the
same statement function, express the relation to the same situation)
rolls : housky
c) there are more equivalents. go : jit/jet/letét/plout

2. There is no equivalent:
a) the empty position must be replaced by a circumlocution, a calc,
a loan word midterm : Ctvrtleti
computer : pocitaé/computer
mop : mop
b) the equivalent of the situation is replaced, if the society does not
know the situation of the source language

porch : veranda®®

One of the procedures of creating so-called zero equivalents for a
term without any equivalent in the target language is adoption. “It comes
to the adoption especially by proper names and geographical names:
Harry : Harry, Martini : Martiny, ... but also by terms from new branches
as hardware, software, interface.”™* In case of the source text analyzed in
this thesis there were also some Brazilian terms such as mestre : mestre,
berimbau : berimbau or roda : roda translated as zero equivalents, which
are commonly used among people regardless of the country they live in.

Some of the traditional translation methods defined by Canadian

authors Vinay and Darbelnet have influenced also the Czech linguists.



These seven basic procedures from the simplest to the most difficult include
1) transcription (overwriting more or less adapted to the custom of target
language; it is, though, also necessary to consider the transliteration, i.e.
overwriting by means of a different alphabet, by which it comes to acoustic
distortion; it is typical for transcription of Chinese and others,

e.g. Mao-tse-tung changes from /mawdzung/ to /mawtsetung/),

2) calc, i.e. literal translation (potflower : hrnkova kvétina)

3) substitution, i.e. replacing one language feature with another equivalent
one (e.g. a noun replaced with a personal pronoun and vice versa etc.),

4) transposition, i.e. necessary grammatical changes in consequence of
different language system,

5) modulation, i.e. shift of the point of view (e.g. angle-joint of the pipe :
koleno potrubi),

6) equivalence which we consider to be not a really well chosen term for
using of stylistic and structural features different from the original e.g. in the
field of expressivity (my sweet girl : dévenka),

7) adaptation, i.e. a substitution of the situation described in the original
with another, adequate situation, e.g. if there is no equivalent in target
language for proverbs, puns etc. (Kade speaks about transformations in

grammatical area and modulations in lexically-grammatical.)*

Peter Newmark emphasizes the problem of selecting the right
translation method according to its closeness either to the source
language or the target language. It happened that the writer, translator
and the reader were seen as one person. The situation is not the same
anymore but the fundamental issue is still the same.

There was a diagram in the shape of V created by Newmark, in which
particular translation methods are stated. The position of each translation
method shows its closness either to the source language (SL) or to the
target language (TL). The methods close to the center are relatively close

to each other:



SL emphasis TL emphasis
Word-for-word translation Adaptation
Literal translation Free translation
Faithful translation Idiomatic translation
Semantic translation Communicative translation®®

2.4 Features of scientific style

One of the basic styles of non-fictional literature is the scientific style.
The basic function of works which are written in this style is to provide the
audience with objective information connected with a particular field of

interests.

With a consistent usage of scientific terminology and sophisticated syntax,
still more accurate expressing is reached. And the basic function of the
scientific style is to deliver ideas from different branches accurately,
concisely and completely. The scientific style is mostly realised in written
form (lectures are secondary form of scientific style realisation) similarly to
the administrative style, it is, though, primarily in a form of a monologue.’

This form, however, can cause problems, since it never enables the
author to obtain feedback from the recipients.

There are some criteria which should be met when writing a scientific
text. A scientific text should provide facts, figures and information in a
plain, unambigious and precise way. The terminology should be clear
without synonymity to avoid misunderstandings. For this reason, also the
sentences are written in nominal rather than verbal style. An important
feature of this style is the way the facts are presented. The presentation
should be always done in an objective way, so the author’s opinions are
not stated. Therefore, impersonal constructions in passive voice such as

“It was discovered ...” are used predominantly.
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Considering the language point of view, a fundamental purpose of any
scientific text is the presenting of clear definitions and following the logical
order of ideas. The basic genre for explaining and clearing the issues
discussed by presenting arguments or examples in a logical way is
description. The articles written in the scientific style have not so
diversified structure but the extent can vary. However, the formal
structure remains always compact and coherent.®

It can be distinguished between several varieties of technical
translation. Peter Newmark presents his own way of such a

diversification, using medical vocabulary:

(1) Academic. This includes transferred Latin and Greek words associated
with academic papers, e.g., 'phlegmasia alba dolens'.

(2) Professional. Formal terms used by experts, e.g., 'epidemic parotitis',
'varicella', 'scarlatina’, 'tetanus'.

(3) Popular. Layman vocabulary, which may include familiar alternative

terms, e.g., 'mumps’, ‘chicken-pox’, 'scarlet fever', 'stroke’, 'lockjaw'.*°

The examples introduce a scale from the real scientific texts,
represented by academic style, to the least formal ones, which are the

popular scientific texts.

2.5 Features of popular scientific style

One of the substiles of the scientific style is the popular scientific
style. The aim of it is to provide general public with some specific
information connected to a particular field of interest. To fulfil this function,
this style uses some features of other styles such as publicistic or even
essayistic style in order to deliver all the facts or figures in an
understandable and simple way. The popular scientific style is typpical for

journals such as National Geographic or a Czech journal Epocha.
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This style has also several typical characteristics. To make the text
more comprehensible, a wider range of text divisions is used. The most
common form is a description with shorter sentences without using too
many special terms presented without explanation. In some cases, the
terms can also be circumlocuted or expressed with use of expressive
words or phrases. When compared to the pure scientific style, the titles
used in popular scientific style provide more information about the topic of
the text.”

One syntactic feature of this substyle not mentioned before is the
nominal style, particularly verbo-nominal phrases used in the texts. In
such phrases a single verb is replaced by a noun and a so-called light
verb which has its own meaning when used separately but in this phrase,

the noun creates the meaning of the whole phrase.



3 TRANSLATION

0 JOGO (HRA)

Menino escuta esta toada;

o lance certo muitas vezes esta errado.
Na roda, quem ja esta classificado
leva sempre o sorriso que desanuvia

o labio, ou entdo um rosto

gue é como uma charada.

Hej, mlady muZzi, poslouchej tuhle pisen;
co se zda byt spravné, je ¢asto Spatné.
Do rody zasvéceni

prichazeji vzdy s usmévem,

ktery oddéluje jejich rty, nebo s

vyrazem, ktery je jen hadankou.

(,Menino escuta esta toada“ - Nestor Capoeira)

12
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YE, VAMOS EMBORA, CAMARA!

Pfedstavte si, Ze jste v Sdo Salvadoru v Bahie, brazilském mystickém
hlavnim mésté afro-brazilské kultury. Jak prochazite dlazdénymi
kolonialnimi ulicemi staré ¢asti mésta, citite pulzujici energii, kterd prisla
z Afriky pfed staletimi — energii, kterd je dnes zakladem mnohého
z brazilské kultury a kazdodenniho Zivota. Je horko a slune¢ni paprsky se
odrazeji od modrych a zelenych vod Bahia de Todos os Santos (Zatoka
vSech svatych). Svétle modra obloha tvofi Uzasné pozadi pastelové
barevnych domda, které lemuiji ulice.

Lidé jsou venku v plné sile — konec koncud, tohle neni mésto
orientované na auta, jako vétSina dneSnich modernich mést. Zde slouzi
ulice a chodniky jako misto pro shromazdovani: misto, kde se lidé
setkavaji, obchoduiji, povidaji si, flirtuji nebo se jednoduSe bavi a pozoruji
davy z jednoho z mnoha barq, které jsou otevieny na chodnik.

Jak jdete ulici, najednou uslySite poutavy zvuk, sotva slySitelny
vSumu hovoru a smichu. Vabi vas tato hypnotickd hudba v dali a
rozhodnete se nasledovat ji kfivolakymi uliCkami.

Najednou zahnete za roh a uvidite maly dav stojici v kruhu. MuzZi,
zeny, mladez a déti, vSichni se zdaji byt nadSeni tim, co se déje ve
stfedu.

Podafi se vam protladit se davem, az se dostanete k malému
otevienému prostoru v jeho stfedu. Kolem tohoto otevieného prostoru je
skupina muzd, ktefi tleskaji do rytmu hudby. Néktefi jsou svieCeni do puli
téla a z vyrysovanych linii jejich horni poloviny téla vidite, Ze jsou zapojeni
do velmi disciplinované fyzické aktivity. Zaroveri vam vase intuice Fik4, na
zakladé toho, jak se nesou, Ze jsou zapojeni do néjaké valecnickeé kultury
nebo mozna dokonce bojového umeni.

Naproti nim vidite perkusni skupinu, vytvafejici bohaty zvuk, ktery
upoutal VaSi pozornost jako prvni: Tfi muzi stoji vedle sebe a hraji na

dlouhé nastroje podobné luku (berimbau) a jsou doprovazeni dalSimi
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¢tyfmi, ktefi hraji na soubor nastroja, které, jak se zda, zahrnuji tamburinu
(pandeiro) a buben conga (atabaque).

Jste jak zmateni, tak zaujati. Co je to, ¢eho jste svédky? Je to tanec,
nebo néjaky druh zvlastniho nabozenského ritualu? Gratulujeme, pravé

jste poprvé narazili na rodu capoeiry.

A RODA (KRUH)

Pojdme nyni bliz. Nékdo zacne zpivat oduSevnélou pisen a ostatni

pozorné poslouchaji:

Chlapce, kdo byl tvlj mestre?

MuUj mestre byl Solomon.

Jsem mu zavazan za bohatstvi, zdravi a Uctu.
Jsem zak, ktery se uci.

Jsem mestre, ktery uci.

Tajemstvi S&o Cosme,

je znamo jen Damonovi, camara.

.rajemstvi SGo Cosme je znamo jen Damonovi, camara!“ — neplette
si to: To, co tu mame, je bratrsky Fad, asociace, jejiz obfady, prestoze
jsou oteviené prezentovany, maji vyznam jen pro ty, ktefi byli uvedeni do
taju této hry.

... E arruande ...

Najednou vas prekvapi mraz, ktery vam prebéhne po zadech,

kdyzZ slySite muze v rodé reagovat jednohlasné na zpévakovo volani:

... Yé arruandé, camara ...
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Dva muzi sedi v dfepu proti sobé u paty berimbau se sklonénymi
hlavami. Vypadaji ztraceni ve svych myslenkach, nebo mozna v néjakém
druhu meditace. Zvednou hlavy a pozoruji zpévaka, jak dal ,udava ton“
ladainha. Sbor odpovida podle toho, jak se zvySuje hladina energie a

magnetismus roda:

Kohout zakokrhal;
- Yé, kohout zakokrhal, camara ...
E, co-ro-co-co;

- Y&, co-ro-co-co camara ...

Zpév a pomalé hypnotické tempo rytmu Angola se zaind zmocriovat
téchto dvou dfepicich hracud. Jejich mysli jsou osvobozeny od
rozptylujicich mySlenek a napadu. Zbaveni vSech nesouvisejicich
myslenek, citi se tak stafi jako ritual, do kterého se chystaji zapoijit.

Zpévak a sbor pokracuje ve zpévu stylem zvolani-odpovéd:

E, at Zije m{j mestre;

- Y&, at’ Zije m{j mestre, camara ...
E, ktery mé naugil;

- Y&, ktery mé naucil, camara ...
Al, zradnost;

- Y&, zrddnost, camara ...

E, capoeiry;

- Y&, capoeiry, camara ...

Ti dva muzi se rukama dotykaji zemé& a kresli magické znaky -
nacrtnuté Cary, které ,uzaviraji“ télo a posiluji ducha. Zpévak pokracuje

s ladainha a poté da znameni, Ze hra capoeiry zacina:
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E, odejdéme;
- Y&, odejdéme, camara ...
E, do Sirého svéta;
- Y&, do Sirého svéta camara ...
E, svét se todf;
- Y&, svét se toci camara ...
E, todil se;
- Y&, tocil se, camara ...
, Zas se bude tocit;

E
- Y&, zas se bude tocit camara ...

Dva hradi se navzajem ukloni u paty berimbau: Ze dfepu zdvihnou
sva téla na pokréenych pazich, zatimco jejich hlavy se téeméf dotykaji
zemé a jejich nohy visi ve vzduchu. Pomalu, s Uplnou kontrolou nad
svymi tély, se vraci do puvodni polohy a znovu se divaji tvafi v tvar. Hra

zacala.
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Uvédomuiji si, Ze ten, kdo stoji pfed nimi, uz neni jejich pfitel nebo
tréninkovy partner, ale Ze pred nimi je zdhada, ktera miZe znamenat
nebezpecné a nepredvidatelné hadanky v té€lesném dialogu, ktery bude
nasledovat. Je to dialog, ktery neni sloZeny ze slov ale spiSe z pohybu -
pruzkumnych pohyb(, Gtoénych pohybd, obrannych pohybl, klamnych
pohyb( - otdzek a odpovédi v magickém jazyce capoeiry.

Hraci vklouznou do stfedu rody, pficemz se dotykaji zemé pouze
rukama a nohama. Jejich uvolnéné a zdanlivé liné pohyby kontrastuji
s ostrazitosti v jejich oc€ich. Zpévak zakoncCil oduSevnély napév znamy
jako ladainha; medio a viola berimbau improvizuji a synkopuji do rytmu
udavaneho basovym berimbau, nebo také gunga.

Dva hraci jsou si toho vSeho védomi - zvuka tfi berimbau, rytmu
atabaque, pandeira. Pozoruji jeden druhého, zatimco bez namahy stoji
na hlavach, délaji pohyby pfipominajici kobru nebo ko¢ku nebo delfina.
Jsou naprosto pohlceni timto okamzikem. VSechny jejich souasné a
minulé problémy pfestaly existovat. Pozoruji tento okamzik s ledovym
klidem a soustfedénim fotografa, ¢lovéka, ktery sedi na vrcholku Utesu a
pozoruje more.

Jeden z hraCd na berimbau udava ton nové pisné, stale v pomalém
rytmu Angola, a sbor odpovida. Je to, jako by veSkera energie v rodé byla
sméfovana a vhanéna do dvojice hra€u ve stfedu rody. Hladina energie
stale roste.

Jeden z hra€l se posune vpied, pomalu a opatrné, a provede utocny
pohyb; druhy se vyhne kopu tim, Ze se skloni. Navzdory pohybim, které
se zdaji byt pomalé, jsou oba hraci ostraZziti.

Najednou jeden z hracu provede kop rychly jako prasknuti bi¢em.
Druhy vSak uder pfedvida a snadno se mu vyhne.

Jeden ze dvou hracu se zato€i na patach a zastavi se se zdvizenou
rukou. Druhy se k nému pfiblizi a pfitom krouzi nizko u zemé a pazemi
neustale kontroluje jednu z protivnikovych nohou, aby pfekazil jakoukoliv

lest. Opatrné vstane a dotkne se jeho ruky. Jdou zpét a dopfedu, jako by
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byli zapojeni do zvlaStniho sdruzovaciho ritudlu a oba se vzajemné
dotykaji rukama ... Jeden z této dvojice prerusi toto passo-a-dois rychlym
a neCekanym kopem, ale to uz se mu jeho protivnik vyhnul a je daleko.

Nyni za¢nou berimbau hrat v rychlejSim rytmu zvaném S&o Bento
Grande a hra se pFenese do vzpfimené pozice. Hraci se pohupuiji,
zastavuji a taktizuji. Udery jsou rychlé, silné a neotekavané. Obranné
pohyby jsou uhyby, které mohou byt pouzity na oplatku pro pfipravu
protiatoku ve formé kopu nebo ,strhu®.

Najednou, bez varovani, se jeden z hracu otoci, zastavi a opatrné se
priblizi k svému protivnikovi a potfese si s nim rukou: Hra skondila.

Ale to uz u paty berimbau dfepi dalSi par, navzajem se ukloni a zacne

nova hra, pfi niz berimbau opét udava rytmus a tempo.

HRA, ZAPAS NEBO TANEC?

Otazka, kterou jste si polozili, kdyz jste poprvé prohlédli davem, se Vam

vraci: Je tohle zapas nebo tanec? Nebo to snad bylo jen jogo, hra?
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Odpovéd samoziejmé je, ze je vSim ztéchto tfi moznosti a jesté
mnohym dalSim.

Capoeiru je obtizné definovat. Tyto pfiklady prosté néjak nejdou
dohromady. A je nemozné ji zafadit do znamych a zavedenych kategorii -

tanec, zapas, bojové uméni, atd.

Pro naSe zapadni smysSleni, zvyklé na rozebirani a tfidéni pfedmétu,
lidi a udalosti do specifickych a standardnich kategorii, miZe byt obtizné
pochopit a porozumét tomu, co tato véc zvana ,capoeira“ opravdu je.
Pokud se ale osvobodime od pozadavkl naSich intelektl a budeme jen
sledovat hru ve stfedu rody, budeme patrné schopni intuitivné chapat, co
se tu déje: Je to néco, co jsme zazili dfive, jako déti, kdyz jsme si hréli a
byli jsme uUplné pohlceni hrami, které jsme vytvofili se svymi prateli.
KliCovymi slovy tu jsou kreativita, improvizace, fantazie, krasa a
predstavivost.

Ale to neni vSe. Stejné dulezité jsou ritual, nebezpeéi a nékdy

dokonce nasili.
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Takze ted, kdyz jsme poprvé vidéli rodu capoeiry a zacali jsme se
pokouset definovat ji, pojdme tuto zalezitost probrat trochu vice a objevit

tfi Urovné capoeiry.

TRI UROVNE HRY
Trojka se zda byt velmi popularni zpusob déleni ¢asti celku:

Néktefi mluvi o egu, superegu a id.

Jini mluvi o Brahmovi, Sivovi and Visnuovi.

DalSi mluvi o Otci, Synovi a Duchu svatém.

Rozdélme tedy capoeiru, pro didaktické ucely, do tfi Urovni.

Méjte na paméti, Ze tyto tfi Grovné se objevuji soucasné. Nicméneg,
v kazdém existujicim jednotlivci, kvlli jeho nebo jeji osobnosti, znalosti
hry a darovni zralosti, se jeden z téchto tfi aspektl bude projevovat silngji
nez ty ostatni.

Prvni Uroven se vztahuje k fyzickym aspektim: z4pas, tanec a utkani.
Na této urovni je dulezité byt v dobré fyzické kondici, mit efektivni a dobfe
mifené kopy, byt rychly a mit dobré reflexy. Na této Grovni je capoeira
mezi vale€niky vzruSujici hrou.

VétSina hracl, ktefi cvi€i Capoeiru Regional, rozvinula tento aspekt
na velmi vysoky stupen, ¢asto na ukor ostatnich arovni.

Hrac, ktery setrvava témér vyhradné na této arovni, pfesto zanedbava
ritudl hry a ignoruje kofeny capoeiry. Nehraje na berimbau (nebo na négj
hraje Spatné); nezpiva. Zajima se jen o hrani capoeiry, vétSinou velmi
systematicky a Casto agresivné. PfemySli ve smyslu ,vyhravani“ nebo
.prohravani“ a obava se o svou image a co si 0 ném budou myslet
ostatni.

Jak ¢as plyne, filosofie v pozadi hry zacind prosakovat do povédomi
zasvécence a on si za€ne vSimat druhé arovné hry - ktera byla vzdy

pfitomna, ale kterou vidi aZ nyni a je ji schopen jasné porozumét.
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Prvnim krokem v porozuméni této druhé arovni je porozumét malicia,
znalosti lidskosti, Zivota, utrpeni a motivace a fantazie lidskych bytosti.

Toto je okamzik, kdy se za¢nou dit podivné véci. Pocit ,byti pfi tom*
se dostavi béhem hry, pfebéhne vam mraz po zadech, kdyz slySite zvuk
berimbau. Novacek se pomalu zacind ucit o ritualech capoeiry: hudba,
pisné, které byly pfedavany z generace na generaci, filosofie Zzivota
starych mestres. Najednou se capoeira zméni ze zaliby na soucast
vaSeho kazdodenniho zivota. Vyhry nebo prohry uz se davno nezdaji byt
tak dulezité a vy mate starost o capoeiru jako celek a co byste méli délat
pro jeji zachovani v budoucnosti.

Jak plyne ¢as, za¢nete byt vnimani jako odbornik ale uvédomite si, Zze
jste pouze zacateCnik. ZaCnete pozorovat, jak cvi€eni capoeiry méni vas i
vas zivot a prilezitosti, které nabizi - pfilezitosti potkat nové lidi a byt pfijat
v novych spoleCenskych kruzich, pfilezitosti cestovat vSude ne jako
turista, ale jako capoeirista. Vidite také, jak vas cviCeni capoeiry chrani a
také na vas klade naroky.

ZaCnete premyslet o capoeiristech minulosti a o zvlastnim dédictvi,
pfedavaném z mistra na studenta. Nékdy to vypada, Ze hra reprezentuje
néco vétsiho, jako by byla odrazem Zivota samotného, odrazem zpusobu,
jakym na sebe rlizni jedinci pusobi, kazdy podle své osobnosti. Podle této
vize je capoeira Skolou, kde se Clovék uci zvlastni druh znalosti: jak se
lidské bytosti chovaji k sobé navzajem a hraji spolu hru Zivota. Citite
tento zvlastni pocit, Ze vam néco bude odhaleno, pocit, ktery méate, kdyz
jméno nékoho, na koho si nemiZzete vzpomenout, mate ,na jazyku".

A pak uplyne deset, dvacet, tficet let. Nyni jste mistrem. UZ neexistuje
zadny rozdil mezi vami a capoeirou: Zijete ji; tvofite jeden celek.

Mate nyni pronikavy pohled, ktery ma schopnost rozeznat, co se déje
mezi dvéma hradi, nejen na fyzické arovni ale také na arovni mentalni a
duchovni.

UZ necitite potfebu nebo nutkani vyzkouSet tu nebo onu neznamou

rodu a uz necitite potfebu poméfrovat se s nékym, o kom se fika, ze je
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Gzasny hrac¢. Byli jste u toho a vidéli, jak ,se svét toci“ znovu a znovu a
vytvorili jste si skupinu camaras, mladych a starych hraca, ktefi jsou
s vami duchovné spfiznéni a se kterymi se setkavate znovu a znovu po
celém svété.

Nebo mozna, jako nasledek nepratelskych &ind a nazord vaSeho
mladi, se zvas v pozdéjSim véku stal vlk samotaf, obdivovany a
respektovany mladymi a nezkuSenymi ale vaSi vrstevnici, ktefi nemaji
zajem mit s vami co docinéni, se vam vyhybaji.

At uz tomu bylo jakkoliv, ziskali byste pak pfistup - vice & méné -
k tfeti a posledni urovni, kterd byla neustale pfitomna, od prvniho dne,
kdy jste slySeli zvuk berimbau, ale kterd az nyni vychazi najevo ... néco,
CO muze byt nazvano ,tajemstvi a zradnost hry Zivota“, o které si stafi
mestres mezi sebou vypravéji legracni pfibéhy a vtipy, ale o které nikdy

nemluvi s ostatnimi, protoze neni co fict t&ém, ktefi nerozumi.

MALICIA

Malicia, na kterou capoeiristé poukazuji, je nepostradatelna vlastnost ve
hfe capoeiry. V capoeife znamena malicia smésici duvtipu, selského
rozumu a ostrazitosti. Neméla by se zaménovat s anglickym slovem
.malice”. [poznamka prekladatele: malice - zloba]

Dalo by se fici, Ze malicia ma dva zakladni aspekty. Prvnim je znalost
emoci a vlastnosti - agresivita, strach, hrdost, jeSitnost, domyslivost, atd. -
které existuji ve vSech lidskych bytostech. Druhym je rozpoznani téchto
vlastnosti, kdyZ se objevi u jiného hrace, a tim i schopnost predvidat
pohyby druhého hrace, at uz v rodé nebo v kazdodennim Zzivoté. Hrac,
ktery je malicioso, je schopen sehnout se pod soupeflv kop a pfipravit se
na protiatok nebo strh, nez uto¢nik dokoncéi, co zacal. V kazdodennim
zivoté by mél byt schopen rozpoznat skute¢nou lidskou bytost, ktera se

schovava za spoleenskou masku nékoho, koho praveé potkal.
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DalSi aspekt malicia se sklada z klamani nebo mateni protivnika, aby
si myslel, Ze se chystate provést ur€ity pohyb, zatimco se, ve skute¢nosti,
chystate udélat néco uplné jiného a neoCekavaného.

Rozvoj malicia je nekoncici proces, ktery podporuje hrani samotné
hry, pozorovani kazdodennich udélosti v naSich Zivotech a v Zivotech
ostatnich.

Malicia je nékdy nazyvana mandinga, pfestoZze druhé slovo ma
dokonce jesté SirSi vyznam, jelikoz také vyjadfuje, ze Elovék porozumél
zakladnim silam pfirody a vi, jak je vyuZivat do jisté miry pomoci rituéll
zahrnujicich magii.

Pfestoze pochopeni malicia a mandinga je nezbytné pro to, aby se z
Clovéka stal capoeirista, mnoho hradu je tim uneseno a maji vétsi
ambice. Zapominaji na oblibené brazilské réeni, ,Malandro demais se
atrapalha,” které znamena, Ze kdyz se Clovék snazi byt pfilis mazany
nebo chytry, misto mateni svého protivnika zmate sam sebe. Schazeji
z cesty, kdyZz pfijdou do styku s timto druhem védomosti. Stanou se
posedlymi myslenkou byt chytfi, chytfejSi nez ostatni a byt mocni,
mocnéjSi nez ostatni; stanou se posedlymi mySlenkou byt slavni a mit
spolecenské postaveni. A zapomenou, Ze vSichni patfime do stejné rody
a ze Clovék musi mit pratele, ¢lovék se musi bavit, ¢lovék si musi uzivat

spolec¢nosti dalSich lidskych bytosti, aby ze Zivota dostal co nejvice.

PUVOD MALICIA: OTROK A ZLOD EJ

UZ jsme uvedli poeticky popis mésta Salvador a rody capoeiry a to ham
poskytuje dobry vhled do ,hry“. Ale pokud se opravdu chystame zacit
rozumeét capoeife, musime mit také dalSi obrazek o ni a jejim brazilském
okoli. Pojdme tedy navstivit ¢tvrt jednoho z nejznaméjSich mestres v Rio
de Janeiru.

Vv

znamy svym rychlym a opravdu jedineCnym stylem hrani capoeiry, pravé
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tak jako pro své mistrovstvi ve hfe na berimbau. Je ale znam pfedevsim
pro pisné, které sklada a které se zpivaji, kdekoliv je roda capoeiry.

Leopoldinovi musi byt uz dobfe pfes Sedesat let, ale nikdo nezna jeho
presny vék. Kdyz se ho zeptate, fekne vam, Ze mu je pfesné 283 let a ze
Zumbi, ktery byl znamym vidcem quilombo (vesnice postavena v dzungli
uprchlymi AfriCany, ktefi byli zotro€eni od Sestnactého do devatenactého
stoleti), byl jeho Zdkem a Ze Besouro, prosluly capoeirista, ktery Zil na
zaCatku stoleti, byl jeho zastupce vrodé capoeiry, konané ve meésté
Santo Amaro.

Cidade de Deus, ¢ast Ria, kde Leopoldina Zije, je naprosto fantastické
misto. Neni to pfimo favela, jedna z chySovych osad nebo chudinskych
Ctvrti, které ohraniCuji spousty krasnych kopcu, které tla¢i mésto do more.
Cidade de Deus ma urcité vybaveni, které se ve favelach nenachazi, jako
napfiklad kanalizaci, plynovod a vodovod. Také ulice jsou dlazdény a
neni to na svahu. Ale kromé toho je socialni a kulturni prostfedi skoro
stejné jako ve favele. To znamend, Ze zakonna moc tu nezalezi na statu
nebo federalni viadé nebo dokonce na policii, ktera musi planovat
zvlastni najezd s nejméné Ctyficeti nebo padeséati téZkoodénci, aby se do
oblasti vubec dostala.

Pravo a zakonna moc jsou tu soustfedéné do rukou jedné osoby -
Clovéka Fidiciho obchod s kokainem a marihuanou - a stovky nebo vice
osob, kterym veli.

Prestoze Cidade de Deus je v 90. letech 20. stoleti malou ¢asti Rio de
Janeira, je to dobré nahlédnuti do chudinskych C&tvrti, které existuji ve
vSech velkych brazilskych méstech nejen v nasi dobé ale také tak, jak to
muselo byt v minulém stoleti. Nezapominejme, Ze gangy, které ovladaji
drogovou scénu dnes, Ziji ve stejné favele, ktera ukryvala gangy capoeiry
na konci devatenactého stoleti. Socialni situace zustala od té doby uplné
stejna.

V té dobé ovladala témér veSkeré bohatstvi a moc velmi mala ¢ast

spole¢nosti, tvofend portugalskymi panovniky a jejich potomky,
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narozenymi Vv Brazili. Ponékud vétSi Cast naSi spoleCnosti byla
reprezentovana dnesni takzvanou stfedni tfidou a kone¢né obrovska
masa otrok(, tvofena svobodnymi muzi a Zenami zajatymi v Africe a jejich
potomky, ktefi se narodili do otroctvi v Brazilii.

Poté, co se Brazilie stala nezavislou na Portugalsku, byla to stejna
aristokratickad skupina, ktera ziskala moc; protoze to byl Pedro I., syn
portugalského krale Jodo VI., ktery poslechl radu svého otce, aby se
chopil moci, nez to udéla néjaky jiny oportunista, a ziskal pro Brazilii
nezavislost.

Teoreticky byla Brazilie nezavisla na Portugalsku, ale prakticky byla
aplné pod ekonomickou nadviddou Anglie, evropského spojence
Portugalska, ktera méla monopol na brazilsky dovoz a vyvoz. Na pocatku
20. stoleti, po 1. svétové valce a pozdéji, po 2. svétové valce, byl
prosazovan stejny ekonomicky a politicky a socialni model, prestoze
nadvlada jiz nebyla anglick&a, nybrz americka.

Nyni, na konci 20. stoleti, mame stale zakladni model s dominanci
uplathovanou velkymi transnacionalnimi  nebo  multinacionalnimi
ekonomickymi spole€¢nostmi. Nic se vlastné moc nezmeénilo: Brazilie je
deséatou nejsilngjSi ekonomikou na svété a je soucasné treti na sezhamu
zemi s nejnespravedlivéjSim a nejzvracenéjsim systémem rozdélovani
penéz a majetku. Velka ¢ast pfijma Brazilie z vyvozu jde pfimo do rukou
mezinarodnich a severoamerickych bank a fondd, jako MMF
(Mezinarodni ménovy fond) k ahradé obrovského dluhu, ktery brazilska
vlada vytvofila od 50. let 20. stoleti a ktery dosahl své velikosti mezi lety
1964 a 1984 béhem obdobi, kdy se moci chopila armada.

Pro¢ vam tohle vS8echno fikame? Pouze z tohoto globalniho pohledu
je mozné pochopit korupci a nezakonnost, které existuji ve tfetim svété. A
pouze zvazenim této perspektivy mizeme pochopit nepsana pravidla a
bizarni etiku capoeiry.

Capoeira je kulturou utlaGovanych! Byla vytvofena v Brazilii nékdy

v 18. nebo 19. stoleti muzi zotro€enymi v Africe a pfivezenymi do Brazilie.
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Byla dale rozvijena muzi, zijicimi v lupiéském podsvéti a na okraji
extrémné nespravedlivé spole€¢nosti béhem 19. a 20. stoleti.

Teprve po roce 1934 bylo cviCeni capoeiry povoleno a az tehdy
zaCala capoeira vystupovat z podsvéti a zacali ji cvi€it i jedinci
z privilegovanych spole€enskych vrstev. | poté existovalo stigma, spojené
s capoeirou a jeji minulosti, stigma, které zacala mizet az v 60. a 70.
letech 20. stoleti.

Od upIného zacatku musela capoeira bojovat o preziti, jelikoz veSkeré
africké kulturni €innosti byly na pocatku 19. stoleti potlacovany. Protoze
capoeira Celila silnéjSimu protivnikovi, ktery mél moc a vydaval zakony,
musela se naucit byt pruzna a vyhnout se pfimym stfetiim, jit s proudem
véci. Capoeira se naucila partyzanskému zpUsobu boje, kdyz celila
silngjSi a organizovanéjSi armadé. Poznala hodnotu Izi a Isti, léCky,
pfekvapeni a zrady.

Kop se v capoeife neblokuje; naopak, ¢lovék jde s nim, tim se vyhyba
uderu a pak provede protiltok, pokud je to mozné. Clovék se &lovéku
nepostavi tvafi v tvar, ale spiSe predstira, ze je zbabélec, aby tak pozadal
o slitovani - a pak zaséahl protivnika, kdyZ polevi v ostrazitosti.

Capoeira nezna zadné ze slov, ocefiovanych zapadni spole¢nosti,
jako poctivost, pravda a fair play, kdyz Celi nepfiteli. Takovéto pojmy jsou
prepychem, ktery je nedostupny, kdyz jste otrok pana, ktery chodi rano
do kostela a v noci znasilfiuje mladé Zeny v otrockych &tvrtich, aniz by je
povazoval za lidské bytosti, ale jednoduSe za pecas (doslova kusy nebo
jednotky s ekonomickou hodnotou). Z capoeiristova pohledu na svét maji
takovéto pojmy byt pouzivdny pouze témi, kdo prokézali opravdové
pratelstvi.

Na druhou stranu zotro¢eni Afri¢ané a pozdéji zlodéji jasné pochopili,
Ze Clovék by se nemél jen pfipravovat, aby objektivné vyhral nebo preZzil.
Zivot je mnohem vic, neZ jen vyhravani nebo prezivani - zahrnuje radost
z Ziti. Tak tohle vSechno - hudba, tanec, tvofivost, improvizace, poezie,

s v 7

filozofie a zabava - je také Casti capoeiry.
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Ale co prvni svét? Ma capoeira, se svou zvlastni etikou a zptisobem
existence, néjakou hodnotu pro Evropany a SeveroameriCany? Tady je
situace upIné jina, protoZze velka c¢ast populace dosahla ekonomickeé
arovné, ktera jim dovoluje zit pfiméfené uspokojivé. Ale ekonomika a
materialni blahobyt nejsou v3echno. Zivot, jak jsme jiz dfive Fekli, je
mnohem vétsi.

V tom smyslu miZe byt capoeira nastrojem v prvnim svété, nastrojem
proti silam které maji sklon pfemérovat lidi v roboty, ktefi nemysli, nepfeji
si, nemaji predstavy, idealy, predstavivost nebo tvofivost; nastrojem proti
civilizaci, kterd stale Castéji Fika, Ze ¢lovék musi pracovat a pak jit domua a
sedét u televize s plechovkou piva v ruce, jako prase, vykrmované na
jatka.
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4 ANALYSIS

The first thing to be done when translating a text is the analysis of the
source text which has been done also in the case of this bachelor’s
thesis. All the examples presented in this chapter were taken from the

source text (see Appendix 1).

4.1 Macro approach

4.1.1. Background information

The source text analyzed in this bachelor’s thesis is an excerpt taken
from a popular scientific book called “The Little Capoeira Book” about a
Brazilian martial art of capoeira.

The book provides the reader with a clear and structured insight into
the history, pioneering, development, philosophy, modern trends,
principles, music and learning methods of this martial art. This literary
work includes even topics including racism or women in capoeira.

The translated excerpt is a chapter describing the way capoeira is
practiced and the philosophy connected with it. Originally, the book was

written in Brazilian Portuguese and was translated into English.

4.1.2. Audience

The source text, as well as the book as a whole, is dedicated to the
non-professionals (general public), interested in the martial art of capoeira
together with both physical and mental aspects of its practice. There is no
special knowledge needed before starting the reading. There are special
terms used in the text, but they are either explained right as they are used
for the first time or translated promptly in brackets or in the glossary at the
end of the book:
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The weather is hot, and the sun’s rays reflect against the blue and

green waters of Bahia de Todos os Santos (All Saint's Bay). - p. 23, 1st

par.”!

Three men stand side-by-side, playing long, bow like instruments

(berimbau), and they are accompanied by four others playing an

assortment of instruments that seem to include a tambourine (pandeiro)

and a conga drum (atabaque). - p. 24, 1% par.?

In capoeira, malicia means a mixture of shrewdness, street-smarts,

and wariness. - little cap. book - p. 33, 1% par.?®

“Malandro demais se atrapalha,” which means that when one tries to

be too clever or smart, instead of confusing his opponent, he confuses

himself. - little cap. book - p. 33, 6™ par.?*

To make it comprehensible for the audience, there are also pictures
for the reader to be able to imagine how the particular person or the

situation mentioned in the text looks.

4.1.3. Style

The source text is popular scientific. From the stylistic point of view,
the text is non-fictional, narrative, chronological and mostly non-literary
with some literary parts which are the samples of songs sung during the
capoeira roda. In order to make the text more interesting and
comprehensible for the target reader, some features of other styles such
as publicistic style or colloquial style are included, too. There are, for
instance, some poetic descriptions used, to make the reader be able to

imagine the scene.
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The light blue sky serves as a stunning backdrop to the pastel-colored

houses that line the streets. - p. 23, 1% par.?

The weather is hot, and the sun’s rays reflect against the blue and

green waters of Bahia de Todos os Santos (All Saint’s Bay).- p. 23, 1%

par.?®

Although the book is written objectively, the author wants the reader
to feel more involved. Therefore, the reader is often either directly

addressed by the author or referred to as “we” together with the author.

You are lured by this hypnotic music in distance, and you decide to
follow it through the crooked streets - p. 23, 3" par.?’

You are both confused an intrigued. - p. 24, 2" par.®

Let us move closer. - p. 24, 3" par.?®

There are some special stylistic features such as phrasal verbs,
rhetorical questions, idiomatic phrases and typical collocation used in the
text.

Here the streets and sidewalks serve as a gathering place: a place
where people meet, do business, chat, flirt or simply hang out and watch
the crowds from one of the many bars that open onto the sidewalk. - p.
23, 2" par.*°

What is this you are witnessing? Is this a dance, or some sort of
strange religious ritual? - p. 24, 2" par.*
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You feel this odd sensation that something is about to be revealed to

you, the feeling you get when someone’s name you cannot remember is

“at the tip of your tongue.” p. 32, 1% par.*

Suddenly you are surprised by the shiver that runs down your spine

as you hear the men in the roda respond in unison ... - p. 24, 5" par.*®

4.1.4. Author

The author of the text is a capoeira master and a native Brazilian
writer known under the nickname Nestor Capoeira. He does not express
his own opinions or ideas about the topic. Instead, there are only
objective general facts and precise explanations of the features and
aspects of the capoeira game presented in the text. The author also
provides a very colorful description of both cultural and social capoeira

background and history in many parts of the text.

4.1.5. Translator

Alex Collett Ladd is a Brazilian Portuguese native speaker,
professional translator and interpreter and also a capoeira practitioner.
Ladd is also a member of the American Translators Association (ATA)
and an approved interpreter of Administrative Office of the Courts, New
Jersey.®

His experience with the practice of capoeira, the knowledge of
Brazilian language, culture, history and English language together with
the translation skills are good premises for a correct translation with a
minimum of inaccuracies caused by differences between Brazilian

Portuguese and English.
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4.1.6. Subject

The translated excerpt is a chapter called “O Jogo” which literally
means “The game” and it consists of several parts each of which contains
information about a particular subtopic connected with the game of
capoeira. The introduction describes in detail the situation and the
environment, which the reader would experience if visiting the birthplace
of this martial art and seeing it for the first time.

The next subchapter describes the procedure of practicing the
capoeira techniques by means of a game in a circular training ring, a so-
called “roda”, and formed by the other capoeira students playing the
instruments or just clapping and singing. A detailed description of all the
rituals connected with the game in included, too.

The following part deals with a determination of what capoeira really
is, regarding all its features according to which it can be considered from
different points of view. Further, the three levels of the game are
described closer.

The further section is dedicated to the explanation of the capoeira
philosophy called “malicia”. Finally, the roots, the history and the

development of the “malicia” philosophy are summarized.

4.1.7. Function

The function of the source text is informative. The aim of this excerpt
is to introduce the reader to the particular way of practicing capoeira by
means of a game, to attract the reader’s attention and to provide the all

the information needed and terminology with explanations.
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4.1.8. Grammatical level

The most commonly used tense in the source text is present simple.
This tense corresponds with the narrative and descriptive style of the
source text. Furthermore, some other tenses are used, too:

Past simple - Or perhaps it was just a jogo, a game? - p. 29, 2" par.*

Present continuous - You begin to see how the practice of capoeira is
changing you... - p. 31, 6" par.*®

Present perfect - You have been around and have seen the “world go
round” again ... - p. 32, 4" par.¥’

Future perfect - Whatever the case might be, you will then have had

access to ... - p. 32, 6" par.®

The text is mainly written in active voice. In some parts of the text,
sentences with passive voice in both agentive and non-agentive form are

also used.

You are lured by this hypnotic music in the distance. - p. 23, 3" par.*®

You are both confused and intrigued. - p. 24, 2" par.*°

According to the intention of the author to make the reader feel
personally involved and able to imagine the facts described, the reader is
not only addressed directly but also the imperative forms of the verbs are
used.

Imagine that you are in Sdo Salvador, Bahia, Brazil’'s ... - p. 23, 15t

par.*!
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... make no mistake about it: What we have ... - p. 24, 4" par.*?

Keep in mind that these three levels occur simultaneously. - p. 30, 5"

par.”®

As it is typical for the scientific or popular scientific style, the text
consists mostly of longer complex and compound sentences but there are

also simple sentences used.

At the same time, your intuition tells you that, based on the way they
carry themselves, these men are involved in some sort of warrior culture

or perhaps even a martial art. - p. 23, 5" par.*

And then ten, twenty, thirty years go by. - p. 32, 2" par.*®

You have been around and have seen the “world go round” again and
again, and you have established a network of camaras, young and old
players who are spiritually akin to you and whom you meet again and

again throughout the world. - p. 32, 4" par.*®

A grammatical feature often used in the text is apposition. It is
additional information providing more details about a particular element of
the sentence. Usually, an apposition is created by two noun phrases. In
case of the source text analized in this bachelor’s thesis, the appositions

were separated either by commas or by hyphen.

Imagine that you are in S&o Salvador, Bahia, Brazil’'s mystical capital

of Afro-Brazilian Culture. - p. 23, 1% par.*’

It is a dialogue made up not of words but rather of movements -

exploratory movements, attack movements, defense movements,




35

deceitful movements - questions and answers in the mysterious language

of capoeira. - p. 27, 1% par.*®

The two players are conscious of all of this - the sound of the three

berimbaus, the beat of the atabaque, the pandeiro. - p. 27, 3" par.*®

4.1.9. Lexical level

The source text is mainly written in formal language with some
features of the colloquial register acording to the style in which it is
written. Concerning the word formation, compound words (mainly written
with a dash), derivations (both prefixation and suffixation) and loan words
are often used in the text. The loan words are mainly the original terms
and names of the musical instruments, techniques or the names of the
rhythms played during capoeira trainings.

Since the context is not important in this part, the examples are given

separately. Only the particular collocations are presented.

Compound words:

- car-oriented city; well-defined lines of their upper-body - p. 23
- stand side-by-side - p. 24

- call-and-response fashion - p. 25

- day-to-day life - p. 31

Derivations:

- some of them are shirtless - p. 23

- soulful song - p. 24

- crouching players - p. 25

- the singer has finished; unpredictable enigmas - p. 27

- the game unfolds; violent and unexpecteced - p. 28
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Loan words:

- roda, berimbau, pandeiro, atabaque - p. 24
- ladainha, Angola - p. 25

- passo-a-dois, Sdo Bento Grande - p. 28

- jogo - p. 29

- malicia, mandinga - p. 31

4.1.10. Structure of the source text

The source text opens with the main headline of the chapter. It is
structured into six sub-chapters, each of which is marked whith its own
sub-headline. The content of each sub-chapter is further divided into
pargraphs. There are several song lyrics included. These are indented,

each as a separate paragraph:

The rooster has crowed:;
- Y@, the rooster has crowed, camara ...
E, co-ro-co-co:;

- Y&, co-ro-co-co camara ... - p. 25, 1% par.>®

There are many expressions in the text, written in itallics. Those are
either the original Brazilian terms such as names of the instruments,
techniques and some other features of capoeira or the song verses

repeated by the chorus.

The two players are conscious of all of this - the sound of the three

berimbaus, the beat of the atabaque, the pandeiro. - p. 27, 3" par.>*

E, let's go away;

- Yé let's go away camara ... - p. 25, 3" par.>?
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One of the two breaks this passo-a-dois with a quick and sudden kick,

but his adversary has already dodged it and is far away. - p. 28, 1% par.>®

The malicia which the capoeirista refers to is an indispensable trait in

the game of capoeira. - p. 33, 1% par.>*

There are several photos and illustrations conained in the text. Since
their function is only illustrative and they are not directly linked to any

particular section of the text, no special desription is attached.

4.2 Micro approach

4.2.1. Addressing and the levels of formality

The first problem connected with translations from English into Czech
in general, which appears throughout the whole translated text, is the way
the readers are addressed. Especially when addressing the recipients
with personal pronouns or when using imperatives, there are more
possibilities of translation concerning to Czech grammar and stylistics.
This typical feature also defines the level of formality expressed in both
spoken and written Czech texts. The Czech language distinguishes
between a so-called vykani, which is used for a formal level of addressing
the audience, and a so-called tykani, which is used for an informal level of
addressing.

From the point of view of word morphology, the Czech language uses
two different forms for the personal pronoun expressing 2" person. The
form ty in singular and vy for 2" person in plural, whereas English uses
only one form of the personal pronoun you for both cases. The Czech
plural form is also used for a formal addressing of one person but in this

case it is capitalized e.g. in correspondence. This feature is also visible in
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the Czech target texts, when the reader is adressed without a personal

pronoun but with the use of imperative, instead.

Imagine that you are in S&o Salvador, Bahia, Brazil’'s mystical capital

of Afro-Brazilian culture. - p. 23, 1% par.>

Keep in mind that these three levels occur simultaneously. - p. 30, 5"

par.>®

These sentences could be translated in two different ways according
to the differences between English and Czech which were mentioned

before.

Predstav si, Ze jsi v Sdo Salvadoru v Bahie, brazilském mystickém

hlavnim mésté afro-brazilské kultury. - informal form

Predstavte si, Ze jste v Sdo Salvadoru v Bahie, brazilském mystickém

hlavnim mésté afro-brazilské kultury. - formal form

Méj na paméti, Ze tyto tfi irovné se objevuji soucasné. - informal form

Méjte na paméti, Ze tyto tA arovné se objevuji soucasné. - formal form

Scientific texts including the texts written in popular scientific style
should be always in and objective impersonal way without emotions.
Therefore, it is more acceptable to choose the formal form from the two

possibilities given.

4.2.2. Translation strategies

The topic of the translated text was a Brazilian martial art. Therefore,
it was also necessary to transmit both some geographical names and

some technical terms into the Czech target text. The terms such as the
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names of the musical instruments, rythms or other capoeira-related words
used in the source text themselves were transmitted into English from
Brazilian Portuguese as zero equivalents through the process of
adoption, presented by Dagmar Knittlova, which was described in the
theoretical part.

Although some of the terms can be translated for example as a calc,
such translations are mainly used only when explaining the term for the
first time. The following terms, examples taken directly from the

sourcetext, could be translated or explained as follows:

mestre - a master - a teacher of capoeira
capoeirista - a capoeira practitioner
roda - a circle - a round training ring formed by another practitioners

jogo - a game - a practical form of sparring training

As it is usual when speaking about a particular branch such as martial
arts, the terms remain the same, regardless of the language in which they
are used. However, it is to be taken into consideration, how to solve the
transmittion of the terms from English into Czech according to Czech
grammatical structures using for example declination or cases.

This problem was solved with reference to the previous use of the
terms in other Czech texts about capoeira. Some of the terms, which are
used frequently became lexicalized, therefore these words were treated
as Czech words in the translation and obtained the gender according to
lexical similarity to some words in Czech. The words roda and capoeira

have already been lexicalized:

Contgratulations, you have just stumbled upon a capoeira roda for the

first time. - p. 24, 2" par.®’

Gratulujeme, pravé jste poprvé narazili na rodu capoeiry.
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The other terms (ladainha, medio, viola, gunga) are possibly not used
often enough to become lexicalized, so they are used in the same form

without using any type of flexion:

The singer has finished the soulful chant known as the ladainha; the
medio and viola berimbaus improvise and syncopate over the rhythm laid
down by the bass berimbau, or gunga. - p. 27, 2" par.*®

Zpévak zakonCil oduSevnély napév znamy jako ladainha; medio a

viola_berimbau improvizuji a synkopuji do rytmu udavaného basovym

berimbau, nebo také gunga.

In one particular case, the form of one term in the target text was
exactly the same as in the original text. The Brazilian word capoeirista,
which was used in the English source text as a zero equivalent from
Brazilian Portuguese, remained the same but in this case not as a zero
equivalent but due to the similarity to the word form in Czech.

The suffix -ista is commonly used in the Czech language for a person
involved in a particular activity such as sport or playing any musical
instruments whereas in English, collocations with the word player are
used for such expressions predominantly. The collocation with the word
player (hrac) is also possible in Czech but is not used frequently.

Following are some general examples:

a footbal player - fotbalista (hra¢ fotbalu)
a guitar player - kytarista (hra€ na kytaru)

a capoeira player - capoeirista (hra¢ capoeiry)

4.2.3. Present participles

Present participle verb forms are used very frequently in English,

whereas in Czech, the same verb forms are considered archaic and occur
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almost exclusively in literary or historical texts. There were several
different strategies chosen for translation of the present participles which

were used in the source text.

Opposite them you see the percussive band creating the rich sound...
- p. 24, 1% par.>®
Naproti nim vidite perkusni skupinu, vytvarejici bohaty zvuk ...

Three men stand side-by-side, playing long, bow like instruments
(berimbaus), ... - p. 24, 1% par.®°
TFi muzi stoji vedle sebe a_hraji na dlouhé nastroje podobné luku

(berimbau) ...

Surrounding this open space are a group of men who are clapping to
the beat of the music. - p. 23, 5" par.®*
Kolem tohoto otevieného prostoru je skupina muzu, ktefi tleskaji do

rytmu hudby.

Two men are crouched facing each other at the foot of the berimbau,

with their heads bowed. - p. 25, 1% par.®
Dva muzi sedi v dfepu proti sobé u paty berimbau se sklonénymi

hlavami.

In the first example, present participle was maintained in the target
text. The second sentence presents the translation of present participle
by creating another main clause connected to the first main clause with
the additive conjunction “and”. In the third and the fourth example,
transposition was used and the present participle was replaced by an

adverbial construction.
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4.2.4. Passive voice

Passive verb forms are frequently used in a wide range of texts but it
is typical for scientific, eventually popular scientific style. In general, there
are several situations, in which passive voice is used. This verb form is
used in case that the author is either unknown or not important or if a
particular action and its results is to be emphasized. In scientific texts,
passive voice is used to make the text objective, when presenting
particular scientific facts or research results.

In the source text, both the agentive and non-agentive form of passive
voice is used. In Czech, the passive voice is also used but it is not
preferred in so many cases. The following sentences present the
situations which can be translated into Czech in different ways. The

sentences are presented in the order of appearance in the source text.

You are lured by this hypnotic music in the distance ... - p. 23, 3"

par.®®

Vabi vas tato hypnoticka hudba v dali ...

... when we played and were completely absorbed by the games that

we created with our friends. - p. 30, 1% par.®

... kdyz jsme si hrali a byli jsme dpIné pohiceni hrami, které jsme

vytvofili se svymi prateli.

... to meet new people and to be accepted in new social circles, ... - p.
31, 6" par.®
.. potkat nové lidi a byt pfijat v novych spole¢enskych kruzich, ...

.. against someone who is said to be a great player. - p. 32, 4" par.%®

.. S nékym, o kom se fika, ze je Uzasny hrac.
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It should not be confused with the English word “malice.” - p. 33, 1%

par.®’

Neméla by se zamérovat s anglickym slovem ,malice”.

.. process that is stimulated by playing the game itself, ... - p. 33, 4"

par.®®

... proces, ktery je podporovan hranim samotné hry, ...

The first and the last sentence are examples of translation of the
passive voice using active voice in Czech. In both cases, the passive
form is agentive. Other possible translation strategy is presented in the
second, third and fifth sentence. These sentences were translated using
the same verb form, which is the passive voice. This way of translation is
also applicable for both the agentive and non-agentive passive forms.
The fourth sentence was also translated into passive voice but this time

using a reflexive verb.
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5 CONCLUSION

This bachelor’'s thesis was focused on the translation and analysis of
a chapter about training methods used in the Brazilian martial art of
capoeira. The main aim was to create and present a comprehensive
translation with regards to the specific features of popular scientific style
in which the text was written.

The source text for the translation was taken from The Little Capoeira
Book written by Nestor Capoeira and translated into English by Alex
Ladd. Since the text provides information about training methods, ritual
and philosophy of a martial art from Brazil, there are special terminology
in Brazilian Portuguese including geographical names or terms for
techniques and titles.

The second chapter presented general facts about the translation
process, current theory of translation and translation methods, features of
scientific style and features of popular scientific style. The facts and
procedures described in this part have been presented in the literature
used for the analysis, written by Czech linguists Dagmar Knittlova and Jifi
Levy and the British linguist Peter Newmark.

The practical part consists of the translation and the analysis of both
the source text and the target test. These issues were dealt with in the
third and the fourth chpater, where the fourth chapter is divided into two
sub-chapters. In the sub-chapter Macro approach, the problems of the
audience, stylistics, grammar, lexical aspects and the structure of the
source text were documented with examples directly from the source text.
The background information to the topic and information about the author,
translator, subject and the function of the source text were also added.
The Micro approach sub-chapter dealt with the analysis of the target text.
It was focused on the differences between expressing the level of
formality when addressing the reader in English and in Czech, the

procedures of translation used according to the methods stated in the
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second chapter, translation of present participles and passive voice in
Czech. The thesis was supplemented with a glossary of some words and
phrases used in the source text.

The whole book, from which the source text was taken, would be too
extensive for a complex translation and analysis in a bachelor’s thesis.
However, the translated excerpt could be used as a basis for the
commercial translation of the whole book, which should help with

spreading of this unique Brazilian martial art in the Czech Republic.
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8 RESUME

Tato prace se zabyva prekladem uryvku z knihy o brazilském bojovém
uméni "The Little Capoerira Book", jejimz autorem je Nestor Capoeira.
Prace je formalé clenéna do péti kapitol. Soucasnou teorii prekladu a
riznymi prekladatelskymi strategiemi se zabyva druha kapitola.
Nasledujici kapitola je vénovana samotnému prekladu. V dalSi kapitole se
autor vénuje uziti teorii a stategii popsanych ve druhé kapitole. Jednotlive
pripady jsou doplnény nazornymi priklady pfimo z pfekladaného uryvku.
Tato ¢ast nas také stru¢né seznamuje s kulturné-historickym prostfedim,
na jehoz pozadi se capoeira vyvyjela. Tato zakladni znalost je nezbytna

jak pro preklad, tak pro nasledny komentar k prekladu.
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9 ABSTRACT

This thesis deals with the translation of an excerpt from a book about
a Brazilian martial art “The Little Capoeira Book”, written by Nestor
Capoeira. The thesis is formally divided into five chapters. The second
chapter deals with current theory of translation and various translation
strategies. The following chapter is devoted to the actual translation. In
the next chapter, the author focuses on the use of the theories and
strategies described in the second chapter. The particular cases are
supplemented with objective examples directly from the translated
excerpt. This chapter also briefly introduces the cultural-historical
environment on the background of which capoeira was developing. This
basic knowledge is necessary both for the translation and for the

subsequent commentary to the translation.



10 APENDICIES

Appendix 1 — The source text from “The Little Capoe  ira Book”

The Little
Capoeira Book




O JOGO (THE GAME)

Menino escuta esta toada;

0 lance certo muitas vezes esta errado.
Na roda, quem jd esta classificado
leva sempre o sorriso que desanuvia

0 ldbio, ou entdo um rosto

que ¢ como uma charada.

Hey, young man, listen to this song;
what seems right is often wrong.

In the roda, those in the know
always come ready with a smile

that parts their lips, or with an
expression which is but a riddle.

("Menino escuta esta toada”— Nestor Capoeira)






YE, VAMOS EMBORA, CAMARA?

[magine that you are in Sao Salvador, Bahia, Brazil’'s mystical cap-
ital of Afro-Brazilian culture. As you walk through the cobblestone

colonial streets of the old part of town, you can feel the pulsating

energy that came from Africa centuries ago—an energy which
today is the basis for so much of Brazilian culture and everyday life.
The weather is hot, and the sun’s rays reflect against the blue and
ereen waters of Bahia de Todos os Santos (All Saints’ Bay). The
light blue sky serves as a stunning backdrop to the pastel-colored
houses that line the streets.

People are out in full force—after all, this is not a car-oriented
city like so many of today’s modern cities. Here the streets and side-
walks serve as a gathering place: a place where people meet, do busi-
ness, chat, flirt or simply hang out and watch the crowds from one
of the many bars that open onto the sidewalk.

As you walk along the streets, suddenly you hear an intriguing
sound, barely audible beneath the hum of conversation and laugh-
ter. You are lured by this hypnotic music in the distance, and you
decide to follow it through the crooked streets.

Suddenly you turn a corner and see a small crowd gathered in
a circle. Men, women, teenagers and children all seem to be
entranced by what is going on in the center.

You manage to squeeze through the crowd until you get to a
small open space in the center. Surrounding this open space are a
group of men who are clapping to the beat of the music. Some of
them are shirtless, and you can see from the well-defined lines of
their upper-body that they are involved in the practice of a very
disciplined form of physical activity. At the same time, your intu-
ition tells you that, based on the way they carry themselves, these
men are involved in some sort of warrior culture or perhaps even
a martial art.

23



THE LITTLE CAPOEIRA BOOK

Opposite them you see the percussive band creating the rich
sound that first attracted your attention: Three men stand side-by-
side, playing long, bow like instruments (berimbaus), and they are
accompanied by four others playing an assortment of instruments
that seem to include a tambourine (pandeiro) and a conga drum
(atabaque). _ '

You are both confused and intrigued. What is this you are wit-
nessing? Is this a dance, or some sort of strange religious ritual?
Congratulations, you have just stumbled upon a capoeira roda for
the first time.

A RODA (THE <CIRCLEY

Let us now move closer. Someone begins singing a soulful song,
and all listen carefully:

Boy, who was your mestre?

My mestre was Solomon.

[ owe him wealth, health and duty.
[ am a disciple who learns

[ am a mestre who teaches.

The secret of Sao Cosme,

is known only to Damon, camara.

“The secret of Sao0 Cosme is known only to Damon, camari!”—
make no mistake about it: What we have here is a fraternal order,
an association whose rites, although openly displayed, have mean-
ing only for those who have been initiated into the mysteries of the
game.

... E arruandé . ..

Suddenly you are surprised by the shiver that runs down your

spine as you hear the men in the roda respond in unison to the
singer’s call:

... Ye arruande, camard . ..
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Iwo men are crouched facing each other at the foot of the berim-
bau, with their heads bowed. They seem to be lost in their own
thoughts, or perhaps in some form of meditation. They lift their
heads and observe the singer as he continues to “lead” the ladainba.
The chorus responds accordingly as the energy level and the mag-
netism of the roda increase:

The rooster has crowed:;
— Y2, the rooster has crowed, camard . . .

E, co-ro-co-co:
—Ye, co-ro-co-co camard . . .

The singing and the slow, hypnotic rhythm of the Angola beat
begin to possess the two crouching players. Their minds are free of
stray thoughts and ideas. Divested of all extraneous thoughts, they
feel as old as the ritual they are about to engage in.

The singer and chorus continue singing in call-and-response
fashion:

E, long live my mestre;

—Ye, long live my mestre camard . . .
E, who taught me;

—Ye, who taught me, camard . ..
At, the deceitfulness:

—Ye the deceitfulness, camard . ..

E of capoeira;

— Y@ of capoeira, camard . . .

The two men touch the ground with their hands and trace mag-
ical signs—sketched lines that “close” the body and strengthen the
spirit. The singer continues to lead the ladainha, and then gives the
signal that the game of capoeira is about to begin:

E, let’s go away;
—Ye, lets go away, camard . . .
E, through the wide world;

—Ye, through the wide world camari . . .
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They realize that it is no longer their friend or training partner
who is in front of them, but instead there stands before them a rid-
dle that can present dangerous and unpredictable enigmas in the
corporal dialogue that will follow. It is a dialogue made up not of
words but rather of movements—exploratory movements, attack
movements, defense movements, deceitful movements—questions
and answers in the mysterious language of capoeira.

The players glide to the center of the roda with only their hands
and feet touching the ground. Their relaxed and seemingly lazy
movements contrast with the alertness in their eyes. The singer has
finished the soulful chant known as the ladainha; the medio and
viola berimbaus improvise and syncopate over the rhythm laid down
by the bass berimbau, or gunga.

The two players are conscious of all of this— the sound of the
three verimbaus, the beat of the atabaque, the pandeiro. They observe
each other while they effortlessly stand on their heads, make moves
reminiscent of a cobra or a cat or a dolphin. They are totally in the
moment. Their present and past problems all cease to exist. They
observe the moment with a crystal-clear calm and the photographic
tranquillity of someone seated on top of a cliff observing the sea.

One of the berimbau players leads a new song, still in the slow
Angola rhythm, and the chorus responds. It is as if all of the energy
of the roda is channeled and propelled into the pair of players in
the center of the roda. The energy level continues to rise. .

One of the players advances, slowly and carefully, and executes
a movement of attack; the other one dodges the kick by moving
under it. In spite of the movements that appear to be in slow motion,
both players are alert.

Suddenly, one of the players unleashes a kick as quick as a crack-
ing whip. The other, however, anticipates the blow and dodges it
ettortlessly.

One of the two players spins on his heels and stops with one
arm raised. The other one approaches him, swirling close to the
ground, and holds one of his adversary’s feet in check with his arms
so as to prevent any treachery. He cautiously rises and touches his
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hand. They walk backward and forward as if engaged in a strange

L L

mating ritual, each touching the other’s hands ... One of the two
breaks this passo-a-dois with a quick and sudden kick, but his adver-

ary has already dodged it and is far away.
Now the berimbaus start to play at a faster rthythm, called Sao

Bento Grande, and the game unfolds standing up. The players swing,

break and feint. The blows are swift, violent and unexpected. The

defensive movements are dodges, which can be used in turn to set

up a counterattack in the form of a kick or a “takedown.

Suddenly, without warning, one of the players spins, stops and

arefully approaches his opponent and shakes his hand: This game
has ended.
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Lo our Western minds, accustomed to dissecting and classify-
ing objects, people and events into specific and standard categories,
it can be difficult to grasp and understand what this thing called
“capoeira’ really is. But if we cut ourselves loose from the demands
of our intellectual minds, and just watch the game in the center of
the roda, we will probably be able to intuitively grasp what is going
on here: It is something that we have experienced before, as chil-
dren, when we played and were completely absorbed by the games
that we created with our friends. The key words here are creativity,
improvisation, fantasy, beauty and Imagination.

But that is not all. Just as important are ritual, danger and some-
times even violence. ‘

50 now that we have seen a capoeira roda for the first time and
have begun to try to define it, let us delve a little further into the
matter and explore the three levels of capoeira.

THE THREE LEVELS OF THE GAME

Three seems to be a very popular way of dividing the parts of the
whole:

Some speak of the ego, the superego and the id.
Others speak of Brahma, Shiva and Vishnu.

Still others speak of the Father, the Son and the Holy Ghost.

Let us then divide capoeira, for didactic purposes, into three
levels. *

Keep in mind that these three levels occur simultaneously. How-
ever, in any given individual, due to his or her personality, knowl-
edge of the game and level of maturity, one of the three aspects will
manifest itselt more strongly than the others.

The first level is related to the physical aspects: the fight, the
dance and the competition. At this level, it is important to be phys-
ically fit, to have efficient and well-placed kicks, to be quick and
have good reflexes. On this level, capoeira is an exciting game among
Warriors.

Most of the players who practice Capoeira Regional have devel-
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oped this aspect to a very high degree, often at the expense of the
other two levels. . _

The player who dwells almost exclusively on this level, though,
neglects the ritual of the game, and ignores the roots of capoeira.
He does not play the berimbau (or plays it poorly); he doesn't sing.
He is interested only in playing capoeira, usually in a very method-
ical way and often in an aggressive manner. He thinks in terms of
“winning or “losing,” and he worries about his image and what
others will think about him. __

As time goes by, the philosophy behind the game begins to seep
into the consciousness of the initiate, and he begins to notice a sec-
ond level to the game—which was always present but which only
now can he see and understand clearly.

The first step in understanding this second level is to under-
stand malicia, the knowledge of humanity, of life, of the suffering
and the motivation and fantasies of human beings.

This is when strange things begin to occur. The sensation of
“being there” occurs during a game, shivers run down your spine
as you hear the sound of the berimbau. The novice slowly begins
to learn about the ritual of capoeira: the music, the songs that have
been passed down from generation to generation, the philosophy
of life of the old mestres. Suddenly it shifts from being a hobby to
being part of your day-to-day life. Wining or losing doesn't seem
that important anymore, and you are concerned about capoeira as
a whole and what you should do to preserve it in the future.

As time goes by, you begin to be seen as an expert, but you real-
ize that you are only a beginner. You begin to see how the practice
of capoeira is changing you and your life, and the opportunities
that it offers— opportunities to meet new people and to be accepted
in new social circles, opportunities to travel all over not as a tourist
but as a capoeirista. You also see how it protects you, and makes
demands of you as well.

You begin to think about the capoeiristas of the past, and about
the odd inheritance passed down from master to student. Some-
times it seems that the game represents something greater, as if it
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personality. According to this vision, capoeira is a school where one
learns a specific kind of knowledge: how human beings behave
toward each other and play the game of life with one another. You
feel this odd sensation that something is about to be revealed to

you, the feeling you get when someone’s name you cannot remem-
ber is “at the tip of your tongue.”

And then ten, twenty, thirty years go by. You are now a master.
T'here no longer exists any distinction between you and capoeira:
You live it; you are one and the same. -

You now possess the penetrating glance that is able to discern
what goes on between two players, not only on the physical level,
but also on the mental and spiritual levels.

You no longer feel the necessity or the urge to experience this
or that new or unknown roda, and you no longer feel the need to
measure yourself against someone who is said to be a great player.
You have been around and have seen the “world go round” again
and again, and you have established a network of camards, young
and old players who are spiritually akin to you and whom you meet
again and again throughout the world.

Or perhaps as a consequence of the unfriendly acts and attitudes
of your youth, you have become a lone wolf in your later years,
admired and respected by the young and inexperienced, but avoided
by your peers who have no interest in doing any sort of business
with you.

Whatever the case might be, you will then have had access—
to a greater or lesser degree—to the third and last level, which had
been present all along, since the first day that you heard the sound
of a berimbau, but which only now reveals itself . . . something that
can be called “the mystery and the deceitfulness of the egame of life,”
about which the old mestres tell funny stories and jokes among
themselves, but about which they never speak with others because
there is nothing to be said to those who do not understand.
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MALICIA

The malicia which the capoeirista refers to is an indispensable trait
in the game of capoeira. In capoeira, malicia means a mixture of
shrewdness, street-smarts, and wariness. It should not be confused
with the English word “malice.”

[t may be said that malicia has two basic aspects. The first is
knowing the emotions and traits—aggressiveness, ftear, pride, van-
ity, cockiness, etc.—which exist within all human beings. The sec-
ond is recognizing these traits when they appear in another player,
and therefore being able to anticipate the other player's movements,
whether in the 7oda or in everyday life. The player who is malicioso
is able to dodge under an opponent’s kick and prepare for a coun-
terattack or a takedown before the assailant finishes what he started.
In everyday life, he should be able to recognize the real human
being that hides beneath the social mask of someone he has just
met. _ * , _

Another aspect of malicia consists of deceiving or faking the
opponent into thinking that you are going to execute a certain move
when in fact you are going to do something completely different
and unexpected.

T'he development of malicia is a never-ending process that is
stimulated by playing the game itself, by observing others as they
play capoeira, and by observing everyday events in our lives and in
the lives of others.

Malicia sometimes is called mandinga, although the latter word
has an even broader meaning, since it also implies that one under-
stands the basic forces of nature and knows how to use them to a
certain extent by means of rituals involving magic.

Although an understanding of malicia and mandinga are essen-
tial to becoming a capoeirista, many players get carried away with
it in the greater scheme of things. They forget a popular Brazilian
saying, “Malandro demais se atrapalha,” which means that when
one tries to be too clever or smart, instead of confusing his oppo-
nent, he confuses himself. They lose their way as they come into
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contact with this type of knowledge. They get obsessed with being
smart, smarter than others, and with being powerful, more pOw-
erful than others; they get obsessed with being famous and with
having status. And they forget that we all belong to the same roda,
and that one has to have friends, one has to have fun, one has to

enjoy the company of other human beings, in order to get the most
out of life.

THE ORIGINS OF MALICIA:
THE $LAVE AND THE BANDIT

We have already given a poetic description of the city of Salvador
and of the capoeira r0da, and that gives us a good insight into the
“game.” But if we are really going to begin to understand capoeira
we must also have another picture of it and of its Brazilian envi-

ronment. Let us then visit the neighborhood of one of the most
famous mestres in Rio de Janeiro.

old and that Zumbi, who was the famous leader of 2 quilombo (a
village built in the jungle by runaway Africans who were enslaved
trom the sixteenth to the nineteenth centurles), had been his pupil
and that Besouro, a celebrated capoeirista who lived in the begin-
ning of the century, was his second-in-command in a capoeira roda

held in the city of Santo Amaro.
Cidade de Deus, the part of Rio where Leopoldina lives, is quite

a fantastic place. It is not exactly a favels, one of the shantytowns
or slums that line the many beautiful hills gently squeezing the
town against the sea. Cidade de Deus has certain amenities that
one does not find in the fzvelas, such as sewer, gas and water lines.
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Also, the streets are paved and it is not on a hillside. But other than
that, the social and cultural environment is pretty much the same
as In a favela. That means that authority here does not lie with the
state or federal government or even with the police, who must plan
a special incursion with at least forty or fifty heavily armed men
just to go into the area.

Law and authority here are concentrated in one person— the
man in charge of cocaine and marijuana trafficking— and the hun-
dred or more persons that he commands.

Although Cidade de Deus is a small part of Rio de Janeiro in
the 1990s, it is a good insight into the slums that exist in all big
Brazilian cities, not only in our day but also as it must have been
in the last century. Let us not forget that the gangs that rule the
drug scenes today live in the same fzvela that housed the capoeira
gangs at the end of the nineteenth century. The social situation has
remained very much the same since then. '

At that time, a very small portion of society made up of the Por-
tuguese rulers and their descendants born in Brazil controlled nearly
all the riches and power. We also had a slightly bigger part of soci-
ety represented by what is today called the middle class, and finally
an enormous mass of slaves made up of free men and women cap-
tured in Africa, and their descendants who were born into slavery
in Brazil.

After Brazil became independent from Portugal it was the same
aristocratic group that maintained power; for it was Pedro I, son
of the Portuguese King Joao VI, who took his father’s advice to take
the power for himself before another opportunist could do so, and
made Brazil independent.

[n theory Brazil was independent from Portugal, but in prac-
tice it was completely under the economic rule of England, Portu-
gal's European ally, which had a monopoly on imports and eXPOrts
to and from Brazil. In the early 1900s, after World War I, and later
on, after World War II, this same economic and political and social
model was maintained, although the domination was no longer

English but American.
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Now, 1n the final years of the twentieth century, we still have
the same basic model, with the domination exercised by the big
trans-national or multi-national economic groups. Nothing, in fact,
has changed much: Brazil is the tenth most powerful economy in
the world, and at the same time it is third in the list of countries
with the most unfair and perverted distribution of money and
wealth. A great part of Brazil’s income from exports goes directly
into the hands of international and North American banks and
tunds like the IMF (International Monetary Fund) to pay the enor-
mous debt that Brazil's government has accumulated since the 1950s,
the bulk of which was incurred between 1964 and 1984, during the
period that the military took power.

Why are we telling you all of this? It is only under this global
view that it is possible to understand the corruption and lawless-
ness that exist in the Third World. And it is only by considering
this perspective that we can understand the unwritten rules and
bizarre ethics of capoeira. -

(apoeira is the culture of the oppressed! It was created in Brazil,
sometime in the eighteenth or nineteenth centuries, by men enslaved

living in the underworld of banditry and on the margins of an
extremely unfair society during the 19th and 20th centuries.

Only after 1934 was the practice of capoeira permitted, and only
then did it begin to come out from underground and to be prac-

ticed by individuals from more privileged social groups. Even then,
there was a stigma attached to capoeira and its past, a stigma that
began to fade only in the 1960s and 1970s.

From the very beginning, capoeira had to struggle to survive,
since all African cultural activity was repressed in the 1800s. Fac-
Ing a stronger opponent who controlled the power and made the
laws, capoeira had to learn to be flexible and avoid frontal con-
frontations, to go with the flow of things. Capoeira learned the
guerrilla way of fighting when faced by a stronger and more estab-

lished army. It learned the value of lies and deceit, of ambush, sur-
prise and treason.
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One does not block a kick in capoeira; on the contrary, one goes
along with it, thus avoiding the blow, and then counterattacking
if possible. One does not confront a man face to face, but rather
pretends to be a coward, to ask for mercy—and then to hit the
opponent when he lowers his guard.

Capoeira knows nothing of such words, valued in Western soci-
ety, as honesty, truth and fairplay when facing the enemy. Such
concepts are luxuries that are not available when you are slave to a
master who goes to church in the morning and at night rapes young
women in the slave quarters, not even considering them to be human
beings but simply pegas (literally pieces, or units with some eco-
nomic value). In the capoeirista’s world view, such concepts are to
be employed only with those who have proved real friendship.

On the other hand, it was clearly understood by the enslaved
Afrieans, and later by the bandits, that one should not merely pre-
pare oneself to objectively win or survive. Life is much more than
just winning or surviving—it involves the joy of being alive. So all
of this— music, dance, creativity, improvisation, poetry, philoso-
phy, and having fun—is part of capoeira too.

But what about the First World? Has capoeira, with its special
ethics and way of being, any value for Europeans or North Amer-
icans? Here the situation is quite different, for a good part of the
population has achieved an economic level that permits them to
live in a reasonably comfortable way. But economic and material
well-being are not enough. Life, as we said before, is far greater than
that.

In that sense, capoeira can be a tool in the First World, a tool
against the forces that tend to turn people into robots that do not
think, do not wish, do not have any fantasies, ideals, imagination
or creativity; a tool against a civilization that increasingly says one
simply has to work and then go home and sit in front of a TV with

a can of beer in hand, like a pig being fattened for the slaughter-
house.
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Appendix 2 - Glossary

The words in the glossary are presented in order of appearance:

cobblestone - dlazebni kostka
pulsating - pulsujici

stunning - Uzasny

backdrop - pozadi
car-oriented - orientovany na auta
gathering place - misto pro shomazdovani
to hang out - bavit se

onto -nal/azk
intriguing - poutavy

audible - slySitelny

hum - Sum

to lure - vabit, l1akat
crooked - kfivolaky, kfivy

to be entranced - byt nadseny

to squeeze trough - protlacit se
well-defined - vyrysovany
martial art - bojové uméni
percussive - perkusni
assortment - soubor, smés
disciple - Zak, nasledovnik
fraternal - bratrsky

rite - obfrad, ceremonie

to be initiated into
in unison

to be crouched

- uvedeny, zasvéceny do

- jednohlasné, unison

- sedét v dfepu

stray - rozptylujici, zbloudily
divested - zbaveny
extraneous - nesouvisejici, vedlejsi



to be about to engage in something - chystat se zapojit do néeho

to pay respect
bent

initial

enigma
corporal
exploratory
deceitful

to glide
alertness
chant
reminiscent of
to cease
tranquillity

to be propelled
to execute

to unleash a kick
to anticipate
to dodge

to swirl
adversary
treachery
mating

to unfold

to swing

to break

to feint

swift
counterattack
takedown

pace

- uklonit se

- pokréeny, ohnuty

- puvodni

- hadanka

- télesny

- prazkumny, vyzkumny
- klamny, zradny

- vklouznout, plachtit

- ostrazitost, bdélost

- ndpév

- pfipominajici, podobny
- prestat

- klid

- byt vhanény

- provést

- proveést kop, rozpoutat
- predvidat

- vyhnout se

- krouzit, vifit

- protivnik

- lest, zrada

- sdruzovaci, péfici

- pFenést, rozvinout se

- pohupovat se

- zastavovat se

- taktizovat

- rychly

- protiutok

- strh

- tempo



dissecting

to grasp

to cut loose
to delve into
didactic purposes
simultaneously
maturity

to manifest (oneself)
efficient

well placed
to dwell

to seep
novice
inheritance

to interact

to reveal
penetrating
to discern
urge

to be akin to
peer
deceitfulness
indispensable
trait
shrewdness
street-smarts
vanity
cockiness
assailant

to imply
extent

- rozebirani

- pochopit

- osvobodit se

- probrat

- didaktické ucely
- soucasné

- zralost, dospélost
- projevovat se

- efektivni

- dobfe mifeny

- setrvavat

- prosakovat

- novacek

- dédictvi

- vzajemné na sebe pusobit
- odhalit

- pronikavy

- rozeznat

- nutkani

- byt spfiznény s
- vrstevnik

- zrddnost

- nepostradatelny
- vlastnost

- davtip

- selsky rozum

- jeSitnost

- domyslivost

- utoénik

- vyjadfovat

- mira, rozsah



insight
shantytown
amenity
incursion
descendant
ally

bulk

to incure
lawlessness
oppressed
stigma

to fade

to struggle
deceit
ambush
treason
coward
fattened

slaughterhouse

- vhled, pohled

- chySova osada
- vybaveni

- ngjezd, invaze
- potomek

- spojenec

- velikost

- zpUsobit

- nezakonnost

- utlaCovany

- stigma, znameni
- mizet, blednout
- bojovat

- lest

- léCka

- zrada

- zbabélec

- vykrmovany

- jatka



