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1. INTRODUCTION

The bachelor thesis deals with the translation of a text on 19" century
British history with a commentary and a glossary. The choice of this topic is
based on the author’s interest in British history and also her interest in the
process and manner of translation.

The bachelor thesis is composed of four main parts. The first part is
theoretical and deals with the basic theory of translation. This part is further
divided into translation, methods of translation, role of translator and popular
scientific style. The author is concerned with the definition of translation and its
basic division, methods of translation and their categorizations, the task of the
translator and also structure of his/her work. This information is based on the
publications by experts on translatology Dagmar Knittlova and Jifi Levy. In
addition to the theory of translation there is also a definition of popular
scientific style, which is the functional style of the original text.

The second part deals with the translation of the English text. As the
source text there were chosen two extracts from the book called The
Victorians, Britain through the Paintings of the Age by Jeremy Paxman.

The third part deals with the commentary related to the translation. The
commentary is divided into macro approach analysis and micro approach
analysis. In the macro approach analysis the author analyses both extracts of
the source text. The translation is analyzed in the micro approach analysis in
which is the author concerned with her translation and also describes some of
the decisions concerning the manner of her translation.

After commentary, there follows a glossary, which comprises the fourth
part. The glossary consists of the expressions occurring in the text. In view of
the fact that the source text deals with history, art and also new industrial
inventions the author focused on the expressions relating to these branches.

Subsequently, there is the conclusion describing the resulting
knowledge which the elaboration of this thesis brought to the author.

The conclusion is followed by bibliography containing printed and
internet sources which were used.



At the end we can find the appendices including the source text and also
the images contained in this text in order to provide the reader the illustrative
purposes and thereby better understanding of the text.

2. THEORETICAL PART

2.1 Translation

Translation is defined as the transfer of the meaning of an expression
from the source language into the target language. [1] “According to E. A.
Nida, the main aim of translation is a transfer of a content and of a form of
information from the source language into the target language.” [2]

According to Jakobson, we distinguish between three types of
translation [3]:

e intralingual translation

The term intralingual translation stands for translation within one
language, which includes, for example, a further specification of an expression
in the same language.

e interlingual translation
Interlingual translation is a translation from one language into another.
e intersemiotic translation

Intersemiotic translation means transfer of the information by means of
different semiotic system (e.g. description of a picture by words).



2.2 Methods of translation

During the translation process we can use various methods. However,
the classification of these methods differs according to their authors. There are
seven basic methods used in the translation process [4]:

1) Transcription

Transcription is a term used for a rewriting of a word from one system of
writing into another. The rewriting by means of different alphabet is
transliteration, which is another type of transcription.

2) Calque

Calque refers to a method in which the expression is translated into the
target language as literally as possible. The structure of the translated
expression remains the same.

3) Substitution

Substitution refers to the replacement of a word by another word with
equal meaning. For example, a noun can be replaced by a personal pronoun.

4) Transposition

The term transposition stands for the changes in grammar because of
different systems of both languages. For example a phrase “no smoking® is
usually translated as “zakaz koufeni*.

5) Modulation

Modulation refers to the variation of the form of the message in order to
mediate a better understanding for the target reader.

6) Equivalence

The term equivalence stands for using of equivalent expressions. It
means using of the expression which is used in the same situation in the target
language.

7) Adaptation

This method is used if there is no equivalent expression in the target
language. This expression is replaced by any other adequate expression.
Adaptation is usually used for the translation of sayings, idioms or puns.



These methods are considered to be seven basic methods of
translation. However, there are also many other categorizations, for example
according Gerard Vazquez-Ayora, who distinguish between eight strategic
methods: transposition, modulation, equivalence, adaptation, amplification,
explicitation (clarification), omission and compensation. [5]

According to Dagmar Khnittlova, we also distinguish between the
methods of finding equivalent expressions. The substance of translation is to
find an equivalent expression (or in other words the translation counterpart) for
the translated expression. In the case the equivalent exists we distinguish
between three situations:

e full equivalent: there is an identical expression in the target language,
for example the English word April stands for the Czech word duben

e partial equivalent: the expression is replaced by the equivalent
expression in the target language, for example roll stands for houska

e more equivalents: for example the word make means udélat, zpracovat
or pfimét
If there is no equivalent expression in the target language there are two
possibilities:

e the translated expression can be replaced by calque, loanword or it can
be further specified

e the expression is replaced by an expression used in the same situation
in the target language [6]

2.3 Role of translator

The main task of the translator is a mediation of the information
contained in the source text as precisely as possible. He/she should also
take account of the necessities of the target language and his culture.
During the translation process he/she should maintain a character of the
text and also an intention of the author. The type of target readers should
be also taken into consideration. [7]



“The translator should know the so-called trivium of translation [8]:

1)
2)
3)

the language he translates from
the language he translates to

the material content of the text”

We distinguish between three phases of the translator’s work [9]:

1)
2)
3)

understanding of the original text
interpretation of the original text
restyling of the original text

e Understanding of the original text:

Good reading skills are necessary for the translator because of his

understanding of the original text, which has three different phases.

1)

2)

3)

The first phase involves understanding of the source text (also called
philological understanding). The understanding of the original text is a
necessary part of the translator’'s work in order to prevent mistakes,
which can be caused by ambiguity or confusion of words with similar
wording, for example.

The second phase involves the understanding of ideological and
aesthetical features of the text (e.g. mood, ironic or tragic background).
After precise reading of the text the translator has to recognize these
features and transfer them into the target language.[10]

The third phase involves the understanding of the facts of the text, for
example setting of a story, the figures, the links between these figures or
the intention of the author. This phase is the most difficult one, because
the translator has to use his imagination, which is necessary for his
profession.[11]

e Interpretation of the original text:

If it is not possible to translate an expression directly to the target

language (i.e. there is no concord in a meaning), the interpretation is
necessary. This means further specification of the expression. In other words,
interpretation is essential for almost every translation. [12]



e Restyling of the original text:

Due to different structures of both languages it is not possible to
translate the expressions automatically. The task of the translator is not only to
maintain the meaning of conveyance, but also to restyle the original in an
artistic way, therefore he needs a stylistic talent. In this phase the problems
can occur in the relation of both languages, in the transfer of typical features of
source language into target language or in unnaturalness of the translation, for
example. [13]

2.4 Popular scientific style

In contrast to scientific style, popular scientific style is more
comprehensible. The main aim is to inform in an interesting way. The typical
characteristic feature of this functional style is a complicated structure of the
text, shorter sentences and a use of description, which serves to the better
interpretation of the information contained in text. As regards terminology, the
amount of terms is limited and the terms are often explained. Popular scientific
style today also has a great importance for general readers. [14]



3. PRACTICAL PART — TRANSLATION OF THE ENGLISH
TEXT

3.1 Translation of the first extract “The Angel in The House”

CAST TRETI
Andél v domeé

S odstupem cCasu se zda, ze duch kralovny Viktorie prostupuje témér
celym stoletim. Jeji vliv byl zveli€eny, nebot vynalezci, tovarnici, finanénici,
generalové a také politici by bez pochyby vyuzili svych pfileZitosti, které s
potéSenim nazyvali svym poslanim, at uz na triné sedél kdokoli. Nelze
pochybovat ani o vlivu jejiho manzela, ktery se prosadil pfi mnoha
prilezitostech, at uz to byla Svétova vystava v Hyde Parku v roce 1851 (kterou
Thomas Hardy oznacil jako ,propast v €ase®) nebo proslaveni vanocniho
stromku. Albert ale zmizel ze scény brzy. V roce 1861 zemfel na tyfovou
horeCku a nasledujicich patnact let po jeho smrti byla Viktorie pro vétSinu
sveho lidu neviditelna. Nicméné v rodinném zivoté platila stale za vzor.
Porodila devét déti, a proto bylo udélem britskych Zen rodit (v poloviné stoleti
byl primér Sest a vice déti — ¢im chudSi rodina, tim vétsi) a starat se o klidny
rodinny zivot. Tuto ulohu charakterizovala fraze ,andél v domé* (Angel in the
House®). Je to nazev basné od (pravdépodobné opravnéné) zapomenutého

basnika Coventryho Patmora, ktera je o jeho Zen&.!

Obrazy Viktorie byly vSudypfitomné a zachycovaly ji v riznych rolich -
jako panovnici, manzelku, matku, doma, v praci nebo pfi hfe. Tyto tradi¢ni
malby plné nezbytného dvorského lesku, jako napfiklad obraz George Haytera
Statni portrét kralovny Viktorie (State Portrait of Queen Victoria) (1837-1838),
byly porovnavany s pomeérné pfijemnéjSimi obrazy, na kterych dava Viktorie s
Albertem nahlédnout narodu do jejich nadherného domova.

1 . o e v v . . 7 . v s . v s s v
Virginia Woolf méla za to, Ze jednou z mnoha ambici spisovatelky by mélo byt zni¢eni fraze andél

v domé. Ve skutecnosti se ale Patmore ve své basni zmifoval spi$ o lasce, neZ o roli Zeny. Bez ohledu

na to se tento vyraz zachoval.



Zamérem sira Edwina Landseera (1803-1873) bylo v jeho obraze Zamek
Windsor v modernich ¢asech (Windsor Castle in Modern Times) vytvofit
nenucenost, coz nepfimo vyjadfuje uz nazev malby. Na obraze muzeme vidét
mlady a sobé oddany par v pohodli zeleného salonku ve Windsoru. Nutno
podotknout, Ze to bylo pomérné skromné pohodli, takové, aby se zalibilo. Na
vysokém podstavci stoji vaza jako pfipominka toho, ze toto je zobrazeni
bohatstvi a moci a skrz oteviené okno je mozné letmo zahlédnout zahradu.
Okoli Viktorie a Alberta pasobi klidné a uvolnéné. Jejich oblibeny anglicky chrt
a teriéfi si hraji u jejich nohou a po podlaze a na podnoZce jsou rozmisténé
rizné druhy lovného ptactva, kofisti z ranniho lovu. Mala princezna Viky drzi
v rukach mrtvého ledriacka (pro nas zvlastni, ale pravdépodobné ne pro tyto
viktoriany), zatimco se hrda manzelka Viktorie oddané diva na svého
energického a sportovné zalozeného manzela. Na tomto obraze mizeme vidét
panovnici se svym muzem a détmi jako obycCejnou rodinu. Vétsi rozdil ve
srovnani s Hayterovym staromdédnim a formalnim portrétem kralovny si Ize
téZko predstavit.

Ostatni malby sleduji trajektorii Viktoriina Zivota za ufelem zachovat
néco zjeji osobnosti pristim generacim. Na obraze sira Francise Granta
Kralovna Viktorie na vyjizdce s lordem Melbournem (Queen Victoria Riding out
with Lord Melbourne)(1839-1840) vypada mlada vladkyné sportovné a vitalné.
S praminkem vlasu odvazné vykukujicim zpoza jejiho kralovského ucha
vyjizdi spolu s pfedsedou vliady do terénu. Jiny obraz Kréalovna Viktorie
v Osborne House (Queen Victoria at Osborne House) (1865-1867) ji
zachycuje jako ovdovélou panovnici stfedniho véku v hlubokém smutku a opét
na koriském hibeté, tentokrat ve spoleCnosti jejiho oddaného skotského
spole¢nika, Johna Browna.

Osborne House byl pro Viktorii a Alberta opatrovanym domovem na
ostrové Isle of Wight a zaroven respektovanym utocCistém jejich rodinného
Zivota. Viktorie nebyla v této souvislosti jen vliadkyni impéria, ale také milujici
Zenou svému muzi a svédomitou matkou svym deviti détem. Byla jakymsi
nejvysSim andélem v domé. V Osbornu se tento ideal fadného a Stastného
rodinného Zivota staval vefejnou skuteCnosti. Tento pfimofsky dum byl
navrzen samotnym Albertem, za ucelem vytvofit velky, ale zaroven usporny
domov pro mlady par s rozrlstajici se rodinou. Viktorie ho nazyvala jako ,muj
maly raj“ a i kdyZz rozhodné nebyl maly, bylo na ném bezpochyby néco
davérného a utulného.



Kralovsky par o Osbornu mluvil jako o gemditlich — jako o utulném a pfijemném
— a pro Viktorii znamenal uték od jejich vladarskych povinnosti. Tady mohla
uniknout dvorskému svétu a byt sama se svym manzelem a détmi. ,Blh vi "
povzdychla si jednou, ,jak rada bych Zila se svym milovanym Albertem a
nasimi détmi v klidu a v ustrani soukromého Zivota a ne abych byla neustalym
pfedmétem pozornosti a novinovych ¢lankd.” Uz tato slova naznadila, Ze
Viktoriina vlada méla byt distojna a vazena a hlavné na hony vzdalena od
prostopasného panovani jejich predchiadcu, Williama a George V.

Tento mravny dojem se ale vzdy neshodoval se skuteCnosti. Viktorie
mozna byla oslavovana jako idealni matka této doby, ale napfiklad z rozeni
déti tak nadSena nebyla. Nazyvala tuto zalezitost jako ,temnou strankou®
manzelstvi a nelibé nesla skutecnost, ze ji to prerusilo jeji sexualni zivot. Ani o
malé déti nejevila kralovna pfilis velky zajem. Obzvlasté, kdyz byly ve véku,
kdy neumély nic jiného nez to, co nazyvala jako ,to pfiSerné chovani, kterym
se podobaji zabé&“. Zda se, ze ji vice sedéla role milenky nez matky a
pfedevsim je jasné, Ze pravidelné trpéla poporodni depresi. S tim ale nemohla
nic moc deélat. Jak pro kralovnu, tak pro jeji poddané neexistovaly zadné
spolehlivé prostifedky, kterymi by bylo mozné regulovat ¢etnost porodu a které
by byly zaroven dostupné i pro urozené damy. Proti otéhotnéni toho tudiz
mohly udélat jen velmi malo. A tak byla Viktorie po dobu svého manzelstvi
vice Ci méné neustale téhotna.

Doma v Osbornu se par mohl oddavat predstavé, Ze jsou jako kazda
jina britska rodina ze stfedni tfidy. Dum je dnes plny obrazl, ale ne téch
formalnich a kralovskych, nybrz rodinnych. Napfiklad Viktoriin oblibeny od
Franze Xavera Winterhaltera Kralovska rodina (The Royal Family) (1846).
Tento kousek maloval Winterhalter pfimo v Osbornu a zobrazuje na ném
kralovsky par s péti détmi kratce po tom, co se rodina nastéhovala. Jejich
formalni obleCeni kontrastuje se spontannosti malych a bezstarostnych
princezen v popfredi. Kralovna mezitim upira pohled pfimo na divaka a rukou
ochranitelsky objima mladého prince z Walesu, svého budouciho dédice.
V tomto jediném gestu vyjadfuje svou matefskou lasku a kralovskou rodovou
linii. Na nas vkus vypada obraz nepfirozené, faleSné a preslazené. Vzdyt kdo
kdy vidél, aby byla Solentska uzina tak modra? Daleko zajimavéjSi ale je, ze
na obraze vidime Viktorii, viadkyni toho nejohromnéjSiho naroda na svété, jak
misto své moci ukazuje sebe a svého muze v rodinném kruhu.



Diky vynalezu fotografie vroce 1850 se zachovalo mnoho snimkd
kralovské rodiny i pro dal8i generace. Byl to dikaz toho, Zze se Viktoriiny a
Albertovy hodnoty rozSifily i na jejich poddané. Viktorie, ktera byla o novém
pristroji velmi dobfe informovana, byla nadSena a zaroven si byla velmi dobfe
védoma jeho vlivu na vefejnost. Stala se prvnim panovnikem, ktery byl astéji
fotografovan nez portrétovan. Fotografie pofizena Henrym Collenem v roce
1844 nezachycuje Viktorii jako panovnici, ale pfedevsim jako milujici matku.
Na fotografii ochranitelsky objima svou dceru Viky, ktera v rukou drzi svou
panenku a naklani ji smérem k matciné hrudi. Nenucena a duvérna momentka
z rodinného kruhu. Pfesné takovy typ snimku si pfala Viktorie ukazat svétu.

Kralovské fotoportréty se staly cennymi sbératelskymi kousky a zaroven
také soucasti obchodu, ktery byl v té dobé na vzestupu. Silenstvi rozpoutaly
takzvané cartes-de-visites neboli navstivenky. Byly to malé vytisky fotografii,
které se tiskly na tvrdy papir a vkladaly se do alb. Napfiklad v jednom jediném
roce se prodalo 300 000 kopii jedné slavné fotografie od Williama a Daniela
Downeyovych. Na fotografii je princezna Alexandra (v tu dobu princezna
z Walesu), jak nese svou dceru Louisu na zadech (1867). Ro¢né se prodalo
néco mezi tfemi az Ctyfmi miliony téchto kartiCek a v roce 1860 zacali lidé toto
Silenstvi nazyvat jako ,kartomanii“. Sbératelstvi a vyroba téchto kartiCek vysli
levné a mimo to to byl také Sikovny zpuUsob, jak ukazat, co jste za¢ a do jaké
rodiny patfite.

Zanedlouho uz si lidé do svych cenénych alb nezakladali jen obrazky
Clend kralovské rodiny. Tento zazrak techniky tu byl pro kazdého. Primérna
viktorianska rodina sice nevlastnila fotoaparat, ale méla k dispozici nékolik
Silinkt, coz umoznilo jejim ¢lenlm zamifit do jednoho z fotografickych studii,
ktera se vroce 1850 objevovala v Britanii téméf na kazdé hlavni tridé.
Portrétovani, které bylo kdysi zaleZitosti jen pro zamozné, zlevnilo a bylo tak
dostupné pro vSechny. Byl to prostfedek slouzici k pfirozenému vyrovnani
rozdild. Fotografové mohli svym zakaznikim nabidnout rdzna pozadi, od
typického salonku pro stfedni tfidu az k propracovangjSim imitacim kulis,
napfiklad s toaletnim stolkem nebo damskym salonkem. Byl to moderni
zpusob, ktery lidem umozroval ukazat jejich misto ve spole€nosti, anebo je
pozvednout z jejich skute¢ného postaveni.

Dnes se nam muze zpUsob, jakym se dfive fotografie pofizovaly, zdat
zarazejici. Kvlli dlouhé dobé samotného foceni existovalo nékolik metod, jak
udrzet model v klidu. Jedna z téch popularnich zahrnovala kovovou svorku
skrytou za hlavou sediciho, ty extrémnéjSi zase zahrnovaly davky opia.
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Jeden fotograf dokonce nabizel ,bezbolestné® fotografické sluzby s pouzitim
plynu. Jiny zase znenadani vytasil revolver a zakficel: ,Opovaz se pohnout a
vystfelim ti mozek z hlavy!* ¢imz dosahl toho, Ze jeho modely poézovaly bez
hnuti. Tyto prvni fotografie ukazuji svétu cenné snimky o stabilité a bezpeci
viktorianské rodiny. Zobrazuji paterfamilias neboli hlavu rodiny s jeho oddanou
a poslusnou manzelku a se spoustou upravenych déti. Realita ale mohla byt
docela jina.

Dvoji standard

Londynsky dim Marion a Edwarda Linleyho Sambourneovych mizeme
najit na adrese Stafford Terrace 18 v Kensingtonu. Linley (1844-1910)
pracoval jako kreslif pro magazin Punch a Marion (1851-1914) byla Zzenou
v domacnosti na plny uvazek a zarovefi matkou jejich dvou déti, Maud a Roye.
Byl to tvrdé pracujici bohaty par, ktery vkladal celé své télo a dusi do vytvoreni
svého opatrovaného domova. Dim zlstal od doby, kdy ho vroce 1870
prevzali do vlastnictvi, prakticky nepozménén. Stejné jako ostatni viktoriani se
Sambourneovi radi chlubili svym majetkem. V domé dnes sidli muzeum
Sambourne House, ve kterém je k vidéni 144 zidli a 900 obrazu, které visi po
jeho sténach. Minimalisticky tedy rozhodné neni.

Linley Sambourne se rad stykal s mistnimi bohémy, i kdyz sebe za
bohéma nikdy nepovazoval. Jednim z jeho pratel byl napfiklad Lord Leighton,
ktery bydlel hned za rohem a ktery se zase pfatelil s Johnem Everettem
Millaisem (1829-1896), umélcem a priznivcem hnuti prerafaelitd. Nékteré
z jejich dél, predevSim tedy kopie rytin, visi spolu s Linleyho vlastnimi skicami
na kazdé zdi v jeho domé. Linley byl moderni muz, ktery tvrdé pracoval, aby
mohl své rodiné zajistit pohodiny domov. Nékdy dokazal utratit celé jméni za
kus nabytku, ale vétSinou byl spofivy. Zu€asthoval se drazeb starych budov,
nakupoval na uvér a do mezer mezi obrazy, které mél povéSené na zdech ve
svém domé, se ani neobtéZoval nalepit tapety. Linley sehral ddlezitou roli pfi
navrhovani a vybaveni domu, coz bylo pro muze neobvyklé. Nadherna
vitrazova okna, na kterych bylo vyryté velké S jako Sambourne, navrhl pravée
Linley. Jak bylo pro stfedni tfidu zvykem, domacnost vedla Marion. Tento fakt
je ostatné mozné vycist i v jednom z vitraZzovych oken, na kterém je vyryté na
plocho L jako Linley, které protina velké M, jako Marion. Nemohlo byt tedy
pochyb, kdo byl doma panem.
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Marion vedla své domaci impérium ze svého ranniho salonku. Jejich
dim sice nepatfil mezi ty typické obrovské viktorianské domy, ale pfesto bylo
potieba Ctyr slouZicich — kucharfe, sluzebné na uklid, sluzebné ke stolu a
podkoniho. Marion sedéla u svého psaciho stolu, psala dopisy, vyfizovala
rodinné ucty a vymyslela sluzebnictvu naplin prace na kazdy den. Takto
vypadal seznam povinnosti jeji sluzky: ,07:00 Pfines mi teplou pitnou vodu,
zamet' a dukladné vytfi schody, nachystej koupel a toaletu. Nasnidej se. 08:00
Vytahni Zaluzie a vynes vodu po koupeli. 08:30 Vydcisti krb v salonku, dikladné
zamet a setfi prach v celém pokoji, otfi parkety, vylesti vSechnu mosaz. 09:30
Odkryj loze a oto€ matrace tak, aby dychaly, vynes pomeje, zkontroluj, zda
jsou Cisté sklenicky, vyleSti mramor a vodovodni kohoutky.” A podobnym
zpusobem seznam pokracuje az do vecera: ,20:00 Pomoz pfi prostirani stolu,
pfiprav loze. 21:00 Vecefe. 22:00 Odnes dopisy na postu, jdi na loze.“ Celkem
vzato to byl tedy patnactihodinovy pracovni den.

Pfi vedeni domacnosti se Marion spoléhala na Knihu pani Beetonové o
vedeni domacnosti (Mrs Beeton’s Book of Household Management), ktera
byla v té dobé pro vSechny hospodyné néco jako bible, kterou si mély precist,
zapamatovat a vnitiné zpracovat. Pokud jste si z Pani Beetonové vzaly
ponauceni, byly jste na dobré cesté, jak se stat perfektni a pfitom pomérné
obavanou bohyni domacnosti. Ve své knize pani Beetonova pise: , S pani
domu je to stejné jako s velitelem armady. Budto ona ovlada domacnost nebo
domacnost ovlada ji.”

Isabella Beetonova by mozna mohla byt povazovana za nejslavngjsi
autorku kucharky v britskych déjinach, to by ale nesméla byt jako kucharka tak
nedbala (jako pfiklad muze slouzit prosluly recept na Viktoriin moucnik, ve
kterém zapomnéla pfidat vajicka). Jeji uspéch nespodival jen v sestaveni prvni
moderni knihy o vafeni (ktera obsahovala &irou nahodou i recepty jinych
autoru), ale také vtom, Ze pfed samotnym postupem nasledoval vycet
ingredienci, coz bylo v té dobé zcela nové a neotfelé pojeti. Ve své knize se
nezabyvala jen jasnymi instrukcemi, jak uvafit povedené suflé, ale také
moralkou. Napfiklad Sambourneovi byli spoleCensky par, ktery si rad zval
hosty. K tomu, aby je nalezité pohostili a naplanovali dokonalou vecefi, jim
mohla pomoct pravé kniha pani Beetonové, ktera radi: ,Pohostinnost je ta
V opacném pripadé se uz nejedna o pohostinnost, ale o mrhani ¢asem.” (Coz
si mlzeme prelozit jako: ,Budte spoleCensti, ale pfiliS to nepfehanéjte.”) V
knize bylo mozné nalézt nazor na kazdy aspekt Zivota v domacnosti.
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Napfiklad v jedné pasazi pani Beetonova napomina: ,Stfidmost a uspornost
jsou vlastnosti, bez kterych si nemuize Zzadna domacnost vést dobfe. Tyto dvé
hodnoty se nicméné nikdy nesmi zvrhnout v lakomstvi a sprostotu.(Coz si
opét muzeme prelozit jako: ,Budte spofivi, ale nikdy lakomi.“) ,V konverzaci
s vasimi pfritelkynémi byste nikdy neméla zminovat takové bezvyznamnosti,
jako pocity zklamani nebo drobné mrzutosti. Vdana zena nikdy nedopusti, aby
se jen slivkem zminila o selhani svého muze.“ (Coz znamena: ,Nevyzivej se
ve zbyte€nych pomluvach a za zadnych okolnosti nekritizuj svého manzela.”)
A vzhledem k tomu, Ze uméla téz poradit, jak nejlépe prostfit stul pro Sestnact
osob (tyto rady doplnila o nazornou ilustraci Vecerni tabule s kvétinovou
vyzdobou pro Sestnact osob), si muzete predstavit, pro€ se jeji kniha stala
nepostradatelnou.

Beetonova byla jednim z mnoha hlas, které radily mladym manzelkam,
jak byt spravnou hospodyni, tedy ,andélem v domé&®. Obrazy a kopie, které
visely vdomé, nesly jasna poselstvi. Napfiklad obraz od Henryho Dunkina
Shepharda Domov, sladky domov (1887) nebo obraz od Waltera Dendyho
Sadlera (1854-1923) z roku 1880 se stejnym nazvem. Obé dila ukazuji tento
ideal s naprostou presnosti. Na obraze mizeme vidét onoho andéla, jak sedi u
klaviru, zatimco se rodina shromazdila u krbu. Aby nedoslo k pochybnostem,
objasnuje tuto situaci spisovatel John Ruskin: ,Muz je pfedevSim stvofitel,
objevitel a ochrance, ale sila Zeny slouzi k laskavému fizeni, poradku a
rozhodnosti. Zena musi byt trpélivé a bezpodmine&né poslusna a rozumna -
nikoliv kvdli vlastnimu seberozvoji, ale kvuli sebezapfeni. “ Zda se, Zze Marion
se této domaci dohody drzela. Nicméné vyvstava otazka, zda byla svému
muzi tak oddana anebo jen netusila, co provadél, kdyz byla mimo dum.

Celé to zaCalo pomérné nevinné. Zpoc&atku vyuzival Linley fotografovani
jen ke své praci kreslife. Byl to dobry malif, ale malovani obrazku mu pfislo
trochu slozité. Tvrdil, Ze by mu fotografie mohli pomoct tento problém obejit.
Byl sam sobé& modelem a necinila mu problém zadna pdza, ktera byla potfeba
pro aktualni Cislo magazinu Punch. K fotografovani zacCal poté pfemlouvat i
Cleny své rodiny. Prosil Marion, déti, dokonce i slouzici, aby si oblékli kostymy
a zapozovali mu. Brzy ale zacal upfednostfiovat zcela jiny typ modeld.
Existovaly totiz pdzy, které jste jednoduSe nemohli vyZadovat po své Zené
anebo po své osvojené dcefi.

ZacCal si najimat modelky a fotit takové fotografie, jako je napfiklad
Slec¢na Cornwallisova na kole (Miss Cornwallis on a Bike) (15. ¢ervna 1895),
na které na sobé modelka nema kromé Cernych puncoch nic.
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Svou praci omlouval tim, Zze seriozni umélec musi byt obeznamen s nahotou,
aby ji mohl zachytit na fotografii (Ale musela byt sleCna Cornwallisova naha
jen proto, aby mohl nakreslit vtip o dcefi farare, jak jede na kole? To je otazka,
na kterou by bylo velmi zajimavé slySet jeho odpovéd.) Samoziejmé, Ze Linley
nemohl takové fotografie fotit oficialné. Pro tyto ucely pouzival svou koupelnu,
kterou ke svému Stésti nesdilel se svou zenou, jako svou osobni temnou
komoru. Prevazné vznikaly tyto mirné pornografické fotografie v bezpecCi
Camera klubu na londynské Charing Cross Road, ktery byl znamy diskrétnim
podnajmem soukromych pokoju.

Linleyho oblibenou modelkou byla Maud Eastonova. V den, kdy pofridil
snimek Maud na lenoSce (Maud in Amrchair) (pfiblizné rok 1891), si do svého
deniku poznamenal: ,Stfeda, 30. zafi. Jsem vzhuru od osmi hodin rano.
Pokracuji s portrétem. (Marion odjela ve ¢vrt na dvé do Worthingu, aby
navstivila svou tetu.) Ve dvé hodiny jsem Sel fotografovat Maud Eastonovou
do Folly Dress. Na stfeSe ale byli femesinici. OdeSel jsem. 16:30 Dal jsem si
doma caj.” Jeho dalSi oblibenkyni byla pani Kingova anebo sleCna
Pettigrewova, ale zadané byly také Etty a Lily. Spolu s Linleyho zalibou
v obnaZenych snimcich rostla i jeho odvaha. Vzdy si peclivé vybiral dobu, kdy
se Marion bezpecné vzdalila a zaCal své modelky pasSovat do svého domu. Na
jedné konkrétni fotografii nazvané Modelka na lakovaném stolku (Model
Seated on a Lacquer Table) se dokonce objevuje Marionin kifehky cCajovy
stolek jako podpéra. Na jinych fotografiich se zase objevuji vSechna zakouti
jejiho ranniho salonku. Marion byla samozfejmé drzena v nevédomosti, ale jeji
deniCek prozrazuje, Zze néco tusila. Poznamenala si do néj: ,Lin dnes odeSel
do mésta brzy kvuli obédu — domnivam se, Ze jde o tajné fotografovani, jako
obvykle!!l.®

BoZe chran, aby na Linleyho nepfistojnosti pfiSel jeSté nékdo dalSi.
Takové vefejné ponizeni by bylo pro tak ,milou“ damu ze stfedni tfidy, jako je
mozna soukromym mistem, ale to, co se tykalo rodinného Zivota, bylo
probirano vefejné. Thomas Carlyle si stéZoval, ze , Pfehnana péce o vnéjsi
dojem je charakteristickym znakem této doby.“ Carlyle védél stejné tak, jako
ostatni, Ze vefejné minéni byla jedna véc a soukromi druha. Uz vime, Ze mohl
William Frith malovat obrazy typu VSechno nejlepSi k narozeninam (Many
Happy Returns of the Day) a zaroven si hned za rohem drzet milenku a
druhou domacnost.
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To nicméné neni zdaleka vSe a je tak trochu s podivem, ze dokonce sama
Viktorie méla k hodnotam kultury, které Sla sama pfikladem, vytky.,V$echna
manzelstvi,“ napsala, ,jsou jako loterie — uboha Zena je otrokem svého muze
celym télem a dusi. To mé pfivadi k nepficetnosti.”

3.2 Translation of the second extract “A World of Wealth and

Power”

CAST CTVRTA
Svét bohatstvi a moci

Béhem listopadu roku 1850 vyrostlo na jiznim bfehu jezera Serpentine
v londynském Hyde Parku dechberouci zjeveni ze skla a litiny. Touto
rozsahlou stavbou byl Kristalovy palac, navrzeny Josephem Paxtonem a
prefabrikovany v Birminghamu, odkud byl do Londyna pfepraven ke
kompletaci. Byl to jeden z technickych diva viktorianské éry a jeho rozméry a
ctizadost pfipomina obraz od Davida Robertse (1796-1864) Slavnostni
otevieni Svétové vystavy, 1. kvétna, 1851 (The Inauguration of the Great
Exhibition, 1st May, 1851) (1852), ktery znazoriuje vnitfni prostory
Kristalového palace, jeho dlouhé galerie a stropy s valenymi klenbami dost
vysoké na to, aby se sem vesly vzrostlé jilmy doplnéné o houfujici se vrabce.
(Kralovna nebyla volbou vrabcul pfili§ nadSena a zadala zménu. Starnouciho
vévodu z Wellingtonu napadlo feSeni: ,Krahujci, madam.”)

Kristalovy palac, ktery byl vystavén jako dégjisté pro Svétovou vystavu
prumyslovych dél vSech narodu, prodélal cestu od rysovaciho prkna k svému
dokonCeni béhem pouhych deviti mésicl a byl s patfiCnou slavou otevien
kralovnou a jejim chotém dne 1. kvétna. Albert se do organizace vystavy
aktivné zapojil. Viktorie byla vystavou nadSena a nazvala jeji otevieni jako
,-nejvyznamngéjsSi den v nasi historii“. Timesy ji jeSté pfedcCily prohlasenim, ze to
,Pylo prvni rano od vzniku svéta, kdy se shromazdily narody celého svéta ke
spolecnému pocinu®.
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Ve svém projevu z pfedchoziho roku Albert formuloval cil vystavy, ¢imz
pfedznamenal komentar Timesu. ,Nikdo“ prohlasil, ,kdo vénoval pozornost
zvlastnimu charakteru nasi doby, nebude ani na okamzik na pochybach, Ze
Zijeme v dobé uzZzasného predélu, ktery velmi rychle sméfuje k dosazeni onoho
skvélého cile, ke kterému ukazuje cela historie — uskute€¢néni jednoty lidstva.*

Na rozdil od pozdéjSich vystav v Manchesteru a Kelvingrovu, které mély
evokovat méstskou a regionalni hrdost a sebevédomi, byla Svétova vystava
v roce 1851 typicky mezinarodni a to jak svymi rozméry, tak svym dosahem.
Obraz Henryho Courtneyho Selouse Oftevieni Svétové vystavy, 1. kvétna,
1851 (Opening of the Great Exhibition, 1st May, 1851) (1851-1852) tuto
celosvétovost potvrzuje: béhem modlitby arcibiskupa z Canterbury stoji
Viktorie a Albert ve stfedu pozornosti, jsou obklopeni hodnostafi z celého
svéta a oblecCeni ve slavnostnich Satech s blystivymi medailemi. Postava, ktera
stoji hrdé v popfredi, je slavnostné obleCeny pfedstavitel Cinské viady - tedy
alespon si vSichni mysleli, Ze jim opravdu je. Nakonec Timesy celou situaci
osvétlily. ,Cinsky statni ufednik byl ve skuteénosti He-Sing, kapitan dzunky
uvazané na fece Temzi, ktery se rozhodl navstivit slavnostni zahajeni vystavy.
Jak tak bloumal po Kfistalovém palaci, kazdy pfedpokladal, ze je to Cinsky
statni ufednik a zavedli ho dopfedu. He-Sing se nadSené protlacil skrz rizné
lokaje, pfed zmatenou Viktorii proved| propracovanou uklonu, obsadil pozici
vedle kralovské skupiny a dle oCekavani byl takto ke svym potizim zvécnén na
obraze. Néco z viktorianského kouzla na néj muselo zfejmé zapulsobit, protoze
se po své navstévé na Svétové vystavé zacCal vydavat za dradujiciho
predstavitele Ciny. K jeho dZunce na Temzi, kterou pojmenoval jako ,Museum
kuriozit, se shromazdovalo obecenstvo a jeho posadka ucinkovala
v ukazkach €inského Sermu pro platici divaky.

Béhem péti mésicu pfilakala Svétova vystava 6 miliond navstévniku,
tedy dvakrat tolik, nez byl vté dobé pocet obyvatel Londyna. Jeji nemalé
vynosy pomahaly financovat zaloZeni Viktoriina a Albertova muzea, Muzea
vedy a Prfirodopisnych muzei. Toto mezinarodni pojeti vystavy (az po
samotného He-Singa) dokazuje, Ze si byli viktoriani dobfe védomi role své
zemé a jeji pozice pfimo ve stfedu svéta. Imperialista Cecil Rhodes jednou
pronesl ,Pamatuj, ze jsi Anglican, a tudiz jsi vyhral prvni cenu v loterii Zivota®“.
Viktoriani byli presvédcCeni, Ze jejich doba byla tou nejskvélejSi v d€jinach
civilizace a navic, ze by mohla trvat vécné.
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Uz slavnostni zahajovaci ceremonie vzbuzovala svou okazalosti dojem,
Ze Sveétova vystava nebyla ni¢im mensim, neZ velkolepou narodni soutézi
krasy, tedy mezinarodnim setkani koncipovaném tak, aby dalo vyniknout
Britanii a jejim uspéchum pFfed svétem. Proto je zajimavé, Zze navzdory
velkému mnozstvi vystavenych exponatl, pfevazovaly v Kfistalovém palaci
exponaty puvodem z Britanie a jejich kolonii. Budova byla pfeplnéna stroji na
predeni baviny, parnimi buchary, lokomotivami, telegrafy, parnimi turbinami,
tiskafskymi stroji, védeckymi nastroji a dalSimi symboly britské primyslové
zdatnosti. Londynska tiskarska a vydavatelska spoleCnost Bratfi Dickinsonovi
vydala sérii padesati péti velkych barevnych litografii s nazvem Komplexni
obrazy ze Svétove vystavy (Comprehensive Pictures of the Great Exhibition),
které znazornovali nejen jiz vySe zminéné exponaty, ale i mnohé dalSi. Tyto
dimysiné pfedméty uréené moderni spole¢nosti byly umistény hned vedle
chatrnych expozic dalSich méné uspésnych zemi. Napriklad vedle vyfezavané
postele z Rakouska nebo belgickych soch a tuniskych koberecku. Poselstvi
bylo hlasité a jasné. Britové jsou nejmodernéj§im technicky a pramyslové
zaloZzenym narodem ve svété a tohle je jejich pfilezitost zazafit. (Ne vSechny
exponaty na Svétové vystavé by zménily svét tak dramaticky. Viktorie byla
obzvlasté uneSena posteli, ktera vas automaticky sklopila do ranni koupele.
Nebo pro zaneprazdnéného doktora zde byl vystaveny jednodilny uziteCny
oblek pro rychlé vyjezdy k pacientim. Zeny se mezitim mohly nadchnout pro
korzet, ktery se v pfipadé nebezpeli okamzité oteviel — akoliv toto nebezpeci
nebylo dale specifikovano. Vyuziti téchto vystavovanych pfedmétl se ale ani
s odstupem Casu nesetkava s pochopenim.)

Dokonce uz ve své dobé byla Svétova vystava uznavana jako pfelom
v déjinach Britanie. Doba, kdy se Britanie zastavila, provedla inventuru a
uvédomila si rozsah vlastni moci. Franz Xaver Winterhalter ve svém obraze
Prvniho kvétna 1851 (The First of May 1851) (1851) tento obrat stru¢né
znazornuje a ukazuje nam dva svéty, minulost a budoucnost. Na obraze
muzeme vidét starého vévodu z Wellingtonu, ktery pred vice nez tficeti péti
lety zvitézil v bitvé u Waterloo, jak podava jako prvni narozeninovy darek
kazetu pro Viktoriina syna, budouciho krale Eduarda VII. Albert ale odvraci
pohled, rozptylen siluetou a kouzlem nové otevieného KFistalového palace.
Minulost je minulosti a zde nyni lezi osud a budoucnost Britanie. A jak se to
stalo? Jako by chtél pfipomenout miliony navstévniki Svétoveé vystavy, stal u
jejiho vchodu giganticky symbol mimoradné britské moci — byla to hrouda uhli
vazici dvacet Ctyfi tun.
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Séitani lidu toho samého roku potvrdilo to, co uz vSichni védéli.
S populaci, ktera tvofila pfes padesat procent obyvatel sidlicich v menSich
méstech nebo ve velkoméstech, se stala zelena a mila zemé Williama Blakea
svétové prvnim meéstskym narodem. Britanie byla nyni dilnou svéta a prvni
skute¢né industrializovanou spoleénosti. Hrizy a zazraky, izolace a vzruseni,
rozdily a pfilezitosti méstského zivota, to vSe se poprvé objevovalo ve
svych rliznych a modernich podobach v Britanii 19. stoleti. A bylo to uhli, které
cely proces zmén urychlovalo. Viktoriani byly fascinovani ekonomickym
uspéchem surovin jako je uhli, Zelezo a ocel. Napfiklad Sheffield byl v tu dobu
nazyvan jako Mésto oceli, které produkovalo uz v dobé Svétové vystavy pFes
polovinu celkového mnozstvi svétoveé oceli. Nasledujici €iselné hodnoty jsou
ohromujici. KazdoroCni produkce oceli vzrostla v letech 1850 az 1900
Zz 49 000 tun k plnym 5 milionim tun a ke konci stoleti bylo vyvazeno témér
milion tun po celém svété. | proto byl umistén odlitek z sheffieldské oceli, ktery
vazil néco pfes tunu, na Cestné misto v Kristalovém palaci. Dilo Bohatstvi
Anglie: Bessemertv konvertor (The Wealth of England: The Bessemer
Converter) (1895) od Williama Holta Yatese Titcomba (1858-1930) mluvi za
vSe. Prostifednictvim stroji jako Bessemerlv konvertor Britanie zbohatla.
Tento domaci vynalez zplsobil pfevrat ve vyrobé& diky rychlému zpracovani
suroveého Zeleza na ocel.

Podobné se mohla Britanie chlubit i celosvétové uznavanymi vynalezci.
John Lucas (1807-1874) ve svém portretu Setkani vynalezcti u mostu
Britannia (Conference of Engineers at Britannia Bridge) (1851-1853)
znazorfiuje naprosto fiktivni setkani pfednich britskych vynalezcl. Na obraze
muzeme vidét mimo jiné George Stephensona, Isambarda Kingdoma Brunela
a Josepha Lockeho, jak stoji spoleCné pfed ladnymi Zzeleznymi oblouky
nového mostu Britannia zroku 1850. Most, jehoz autorem je pravé
Stephenson, spojuje ostrov Anglesey s vel§skou pevninou. Obraz Zelezo a
uhli (Iron and Coal) (1861) od Williama Bella Scotta pfipomina svym namétem
dilo Forda Madoxe Browna Prace (Work). Scott (1811-1890) zde zobrazuje
pribéh stavebnich praci v Newcastlu. Na obraze je mozné vidét jiz zmifovany
Stephensonuv ZelezniCni most, pod kterym zrovna projizdi barka uhli.
V dolnim pravém rohu si mizeme vSimnout projektu parniho stroje, a pokud
se zaméfime na déni nize v docich, uvidime dva obchodniky, jak uzaviraji
dohodu. V popfedi se nachazi mala divka v elegantnich Satech. V ruce drzi
uCebnici aritmetiky a sedi na pouzdru urCeném k uschové zbrani.
Pravdépodobné pfisla, aby pfinesla otci teply obéd.
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Rodinny zivot, obchod, tézky primysl a vzdélani — pro viktoriany velmi dilezité
hodnoty, dle kterych vytvareli novy moderni svét. Na kazdé z téchto maleb je
patrna hrdost nejen na primyslové a technické vydobytky této doby, ale i na
to, Ze Britanie Sla nyni svétu pfikladem.

Vyvoj zeleznic byl podstatou rychlého rozvoje primyslu v Britanii, a
proto dosud poklidnou krajinu zaCala postupné preménovat buracejici parni
lokomotiva. V roce 1842 vyzkouSeli tento novy stroj i kralovna s princem
Albertem. Viktoriin nazor neni znam, ale Albertovu reakci se podafilo zachovat
pro pfisti generace: ,Prosim, pfisté ne tak rychle, pane privodci.“ Nepfijemné
pocity z jizdy ale nemél pouze princ. Zpoc€atku znervéznovalo cestovani
vlakem téméF vSechny cestujici. Jedna Zena dokonce odmitla zUstat ve voze
S jakymsi postarSim dzentlmenem, ktery zjevné nevédél, jak se ve vlaku
chovat. NadSené tancil kolem dokola, poskakoval, aby mohl vystrcit hlavu
z okénka a neustale si néco mumlal o vynikajicim svétle. Ukazalo se, Ze tento
podivny muz byl Joseph Mallord William Turner. Své nadSeni pfenesl do
sveho dila Dést, para a rychlost — Great Western Railway (Rain, Steam and
Speed - The Great Western Railway), ze kterého sila tohoto nového stroje
primo Cisi.

Zelezniéni doprava lakala lidi rozliéného pavodu, a tudiz urychlovala
spoleCenské zmény. Svym obrazem nazvanym Ramsgateské pisky
(Ramsgate Sands) ukazuje William Frith nasledky téchto zmén pro pfimorské
komunity, jako je napfiklad Ramsgate. Dokonce i cestovani samo o sobé
nabizelo neomezené moznosti zajimavych setkani. Byla to pfilezitost trochu
prekroCit meze, flirtovat a zamilovat se. Obraz Abrahama Solomona Prvni tfida
— Laska na prvni pohled (First Class - The Meeting, and At First Meeting
Loved) (1854), ktery zobrazuje dlvérny rozhovor mladého muze a divky, jejiz
otec spi pobliz, poboufil kritiky. Solomon (1824-1862) byl donucen tento obraz
pfemalovat. V jeho novém zpracovani sedi jiz zminovana divka v rohu,
zatimco je jeji otec zabran do hovoru s mladym napadnikem. To uz je vesmés
lépe akceptovatelna forma aféry. V svém dalSim dile Druha tfida — Louceni
(Second-Class - the Parting) (1854) nam Solomon ukazuje nejen posledni
momenty pfed rozdélenim rodiny (pravdépodobné emigraci), ale také rozdily
mezi kupé prvni a druhé ftfidy. Zatimco se cestujici prvni tfidy mohli
spolehnout na to, ze budou cestovat pohodiné na dobfe odpruzenych
sedadlech s kozenymi podhlavniky, ti v druhé tfidé cestovali na dfevénych
lavicich a v otevfenych vagonech, kde byli vystaveni napospas vSem
pFirodnim zivlim, nemluvé o koufi a |étajicich jiskrach z motoru.
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Zelezniéni manie — tak se nazyvalo hromadné skupovani akcii stale se
rozS8ifujici Zelezni¢ni sité. Lidé se timto zpusobem pokousSeli zbohatnout, a tak
Sly akcie soukromych zelezni¢nich spoleénosti z ruky do ruky. AZ do velkého
krachu na burze koncem roku 1840, kdy investofi pfiSli o 800 milionu liber a
tim pomohli toto Silenstvi zchladit. Zeleznice zustala ale i nadale sou&asti
Zivota, nebot spojovala Britanii dohromady. V roce 1844 méfila jeji draha,
vedouci z Wicku pres Holyhead do Penzance, 2 000 mil. Roku 1890 uz byla
se svymi 13 000 milemi o dost delSi. Rivalita mezi soukromymi ZelezniCnimi
spole¢nostmi byla zufiva, coz dokazuje i fakt, ze kone¢né stanice dvou
nejvétSich spole€nosti — St Pancras (Midland Railway) a King's Cross (Great
Northern Railway) — spolu sousedily pfimo v centru Londyna. Britové si svou
schopnost vybudovat spolehlivou Zelezni¢ni sit nenechavali jen pro sebe, ale
stavéli Zzeleznice po celém svété, napfiklad ve Francii, Italii, Belgii, épanélsku,
Rusku, Indii, Argentiné a Australii. ,Uhli,“ zvolal jeden spisovatel, ,to
nahromadéné slunecni svétlo miliond let, to je ta hlavni hybna sila ... svoboda
zazehava ohen ... civilizace je motorem, ktery Zzene cely svét. “

Obrazem Britsky vceli ul (The British Bee Hive) (1840) autor George
Cruikshank velmi u€inné znazornuje, jak si viktoriani radi predstavovali svUj
svét. Ukazuje nam vrstvenou hierarchii britské spoleCnosti a jeji rozdilné
pozice na spoleCenskem zebfiCku. Na uplném vrcholu se nachazi kralovska
rodina, za ni nasleduje Slechta, cirkev, umélci a dalSi profese podporované
primyslem, na samotném dné se pak nachazi chudobinec. Po pfickach tohoto
spoleCenskeho zebfiCku bylo teoreticky mozné stoupat, a to pomoci tézké
prace a zasadovosti. Motiv v€eliho ulu €asto slouZzil jako symbol primyslu. Byl
typickou dekoraci mnohych viktorianskych budov, ¢asto doplnénou o vcely,
které symbolizovaly nejen téZkou praci, ale také souhlas s timto spoleenskym
pofadkem. To se ale mélo brzy zménit. Vznikala zcela nova spoleCenska tfida,
jejiz obrovské materidlni zdroje pochazely z pramyslu a obchodu. Tito
,zbohatlici“ nejenZze rozhazovali penize do vSech stran, ale i pronikali mezi
starou Slechtu a zacali ji zpochybriovat.

Jako pfiklad nam muze slouzit Cragside, neobyCejny dum postaveny na
okraji dnesniho narodniho parku v Northumberlandu, vybudovany v roce 1863
diky vynosum z prodeje lodi, zbrani a stroju. Cragside, postaveny na
skalnatém utesu nad fekou Debdon Burn u Rothbury, byl zazrakem své doby.
Byl pfeplnény damysinymi pFistroji a zaroven byl jako prvni na svété osvétlen
pomoci vodni elektfiny. Za zminku stoji i velikost a rozmanitost Cragsideskych
zahrad, které dam obklopuji. Jsou to jedny z nejvétSich zahrad v Evropé, které
se mimo jiné mohou pochlubit nejvyssi jedli douglaskou v Anglii.
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Vlastnikem tohoto pozoruhodného domu je pravé jeden zjiz
zmifovanych novych zbohatlika, William — pozdéji lord - Armstrong (1810-
1900). Narodil se v Newcastlu jako syn kupce a jak bylo dle tehdejSi
viktorianské mdédy zvykem, byl nejenom pramysinik, ale také vynalezce a
zahradni architekt. Nadchl se pro strojirenstvi a vynalezl hydraulicky jefab,
ktery vyuzival k vytvoreni sily tlak vody. V Elswicku, na bfezich feky Tyne,
zalozil vyrobni zavod, ktery je zobrazen na akvarelu od mistniho umélce
Charlese Napiera Hemyho nazvaném Vyrobni zavod v Elswicku (The Elswick
Works). Armstronglv odkaz je v severovychodni Anglii patrny dodnes.
Napfiklad méstu Newcastle zanechal park Jesmond Dene a most Swing na
fece Tyne. Tento most byl navrzen s jasnym zamérem umoznit zaoceanskym
lodim doplout pfimo az k tovarnam v Elswicku a to az do doby, nez byl pro tyto
ucely otevien most Gateshead Millenium, ktery byl jedinym pohyblivym
mostem pFes tuto Feku. Expanzi, ktera nebyla dosud mozna kvdli
nepfistupnosti tovaren k mofi, uz nic nebranilo. Netfeba dodavat, Ze most byl
pohanén hydraulikou a po svém otevieni vroce 1876 znac¢né podporoval
obchodni Zivot Newcastlu. Armstrongova lodénice v Elswicku byla oteviena
vroce 1883 a lodni zasilky z durhamské uhelné panve se zacaly rychle
rozrlstat.

Armstrongovi se jeho obchody dafily, a tak se v roce 1869 rozhodl, ze
nastal Cas, aby si vytvofil sidlo pfimo pro sebe. Najal si architekta Richarda
Normana Shawa, aby mu navrhl dim, ktery by odrazel jeho postaveni.
Nasledujicich patnact let ménil Cragside, ktery byl puvodné postaven v roce
1864 jako mala lovecka chata, svou podobu. Se svymi tradiénimi véZzemi a
roubenim se dim ohlizi za tradiéni minulosti a poukazuje na vzneSenou
rodinnou historii, kterou Armstrong ve skutecnosti nikdy nemél. Navzdory
tomuto dojmu byl Cragside moderni zazrak. Jeho hydraulicka sila byla
rozvadéna skrz strojovnu dal do utrob budovy. Diky tomu byl dim vybaven
teplou a studenou tekouci vodou, centralnim vytapénim, pozarnimi alarmy,
tureckymi laznémi, elektrickym gongem, automatickou rozni a osobnim
vytahem a zaroven to byl prvni dim v Britanii, ktery byl osvétlen elektfinou.
Cragside byl doslova pfeplnény inovacemi a proto byl ve své dobé oznacovan
jako ,palac moderniho kouzelnika®“.

Ale nebyla to magie, kterou Armstrong viadl, nybrz moc. Diky svému
vlivu by mohl byt klidné i ministrem vilady. V Cragsidu hostil svétove lidry, jako
byl napfiklad persky S$ah, siamsky kral a Cinsky pfedseda vlady, ktefi pfijeli,
aby mohli obdivovat jeho vynalezy a vliv. Ddm byl ve skuteCnosti
Armstrongovou vykladni skfini, obfi reklamou na jeho obchod se zbranémi.
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Navstévy v Cragsidu nebyly jen zalezitosti zahraniCnich osobnosti, které
vzdavali hold jeho moci a vlivu, ale také britské elity, ktera velmi dobfe védéla,
kdo ma stale vétsSi vliv. Kdyz na Cragside zavital osobné princ z Walesu,
povéfil Armstrong jednoho ze svych oblibenych umélcti, Henryho
Hetheringtona Emmersona (1831-1895), aby jejich setkani namaloval. Obraz
Princ z Walesu v Cragside v roce 1884 (The Prince of Wales at Cragside in
1884) (1884 ) zobrazuje prince s jeho doprovodem pfi odpoc€inku na terase.

Armstrongova rozsahla sbirka uméni ukazuje vyhody, které nabizel
aristokraticky styl Zivota. Zatimco urozeni sbératelé méli tendenci sbirat dila,
ktera znali ze svych kavalirskych cest po Evropé (nejCastéji dila starych
italskych a nizozemskych mistrl), Armstrong si vybiral dila sou€asnych
britskych umélct. Ty upfednostiiovala i nové vzniklda majetna vrstva a to
z jednoho prostého duvodu. Védéli jste, co kupujete, beze strachu z toho, ze
byste byli oSizeni padélky zplichténymi v né&i zahradni kdlné. Armstrongova
zaliba v sentimentalnich obrazech déti a zvifat byla pro jeho dobu typicka.
Jeho pes Silky byl oblibenym modelem pro psiska ve vétSiné takovych maleb,
napfiklad v Emmersonové presladlém obraze Vérny az do smrti (Faithful Unto
Death) (1884) ho mulzeme vidét, jak se tuli k mrtvému pastyfi. Zaliba ve
zvifecich motivech se objevovala i u mnoha dalSich viktoridnskych malift a
sbératel(1.? Tato tendence vyzdvihovat v obrazech v$e Zivé a mistni je dal§im
typickym znakem této doby. Spousta modernich galerii ve méstech severni
Anglie vlastni hlavni €ast svych sbirek diky viktorianskym filantropim
a prumysinikim. Armstrong tedy nebyl jediny, kdo jevil zajem o kulturu.
| ostatni viktoriansti podnikatelé objevili ve sbirani uméni svou vasen. Jeden
seversky textilni magnat, Abraham Mitchell, povéfil Henryho Herberta La
Thanguea (1859-1929) namalovanim obrazu Znalec (The Connoisseur)
(1887). Tento lichotivy portrét zobrazuje Mitchella usazeného v jeho vilastni
umeélecké galerii, jak rozjima nad svou sbirkou a v ruce drzi lupu, aby mohl
zkoumat jemné detaily malifské prace. V pozadi se mezitim jeho rodina vénuje

vvvvvv

Napfriklad série maleb se zviteci tématikou od sira Edwina Landseera, véetné dila Eos, milovany chrt, majetek
jeho kralovské vysosti prince Alberta ( Eos, a Favourite Greyhound, the Property of HRH Prince Albert), 1841,
(Kralovska sbirka), ktery ma pomnik v zdmeckych zahradach ve Windsoru,; obraz Nadchdzejici uddlosti jsou
Casto predznamendny (Coming Events Cast their Shadows Before Them), 1843-1844, ( sbirka vévody

z Northumberlandu ); a nebo jeho slavny obraz Panovnici z Glenu (Monarch of the Glen), 1851, (osobni sbirka).
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Diky svym obchodnim uspéchum pronikl Armstrong do aristokratické
vrstvy a roku 1887 mu byl udélen titul barona, coz byl jeden z 200 nové
vzniklych tituld v poslednich 30 letech 19. stoleti, pfi€emz 70 z nich bylo z
oblasti pramyslu a podnikani. Na Emmersonové obraze Prvni lord Armstrong
v kuchyni svého domu Cragside (The First Lord Armstrong Sitting in the
Dining Room Inglenook of Craside) (pfiblizné rok 1880), ktery si sam
Armstrong pofidil, pusobi az pfehnané skromné. Jako by fikal: ,Jsem jen
obycCejny chlapik v pantoflich dychtivy slySet novinky. A za tento pomérné
pékny dim rozhodné nevdécim svému plvodu.“ Obraz zobrazuje Armstronga
pfi Cteni novin u krbu, a aby opravdu presveédcil, je na ramu vyryty popisek
VSude dobrfe, doma nejlépe (East or West, Hame's Best). Stara Slechta se
témto novackim vysmivala a nazyvala je ,pivni Slechtou“ (vétSina z nich byl
sladkové), ale v této rychle se ménici dobé brzy pfiSla na to, Ze nema jinou
volbu, nez se sklonit pfed rostouci moci prumyslové Britanie.

Kontrola ucasti

Kromé zavodl v Elswicku a lodénic bohatl William Armstrong i diky
zbranim a valeénému obchodu. Jeho zbrané a valec¢né lodé se prodavaly po
celém svété. Své nové vynalezy Armstrong testoval na svych pozemcich, kde
mohl stfilet do zalesnénych udoli v okoli Cragsidu. Jeho nejvyznamnéjSim
vynalezem bylo Armstrongovo délo, které bylo popisovano jako prvni moderni
zbran a mohlo byt prepravovano a nasazeno vSude po svété. Po uspéchu
Svétové vystavy, ktera predvedla svétu britskou primyslovou zdatnost a
obchodni duvtip, se nyni Velka Britanie chtéla prosadit i na vojenském poli. Ale
hned prvni konflikt po vystave, kruta a krvava krymska valka vedena mezi roky
1854 a 1856, Britanii zadny uspéch nepfrinesl.

Krymska valka byla vedena alianci britskych, tureckych a francouzskych
sil proti Rusku. Cilem Britd bylo podpofit moc upadajici Osmanské fiSe a
udrzet Stfedozemni mofe mimo rusky vliv. Po Ctyficeti letech to byla prvni
vetsSi valka vedena Britanii, zaroven povazovana za prvni moderni valku, ve
které byly uplatnény takové vymozenosti, jako je telegraf nebo viak. Ale
z britského uhlu pohledu to byla jen vojenska katastrofa a Sokujici selhani na
vice Ci méné kazdé fronté. Udalosti na Krymu ukazaly désivé nedostatky.
Vojaci byli nedostateCné vybaveni, Spatné Ziveni a neméli témer zadnou
zdravotni podporu.
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Zbrané byly zoufalé, coz vedlo k rozvoji celé fady Armstrongovych dél, které
mély zabranit dalSimu pokracovani této krymské vojenské katastrofy.
Armstrong vidél v ruském krveproliti pfilezitost a tak odhodlané pokracoval
s vyvojem dalSiho moderniho stfeliva.

Udalosti krymské valky ukazaly, Zze jsou dustojnici britské armady
snobsti, poSetili a neschopni, zatimco Fadovi vojaci az neuvérfitelné odvazni.
Vefejnost zoufale touZila po novinkach z fronty a o konfliktu na Krymu®. Byla
to prvni valka, kterou bylo mozné Zivé sledovat v médiich. Od zpravodajstvi
kritizujiciho valeéného korespondenta Timesu Williama Howarda Russela az
k propagandistickym obrazkim Rogera Fentona, prvniho valeéného fotografa,
ktery zaznamenaval boj zivé. Pfesto to byly malby, ve kterych byly zachycené
1899), malif akvarelu, byl vyslan spole¢nosti Colnaghi do bitvy, aby pfipravil
litografie pro jeji kampani, zatimco umélec Edward Alfred Goodall (1819-1908)
zachycoval valku pro noviny lllustrated London News. Nékteré z té&chto obrazu
pusobily vesele. Naptiklad Simpsontlv obraz Stédrovederni vedere pred
bitvou o Sevastopol (Christmas Dinner on the Heights before Sebastopol)
(1855) zobrazuje skupinu vypasenych a dobfe obleCenych duastojnikl, ktefi
zrovna vecefi ve svém stanu. A prestoze zpravy z fronty nebyly vibec
povzbudivé, mohli Britové mluvit alesponn o malém vitezstvi a to diky
osobnostem, jako byla Mary Seacoleovd a pfedevSim Florence
Nightingaleova. Ta se objevuje na obraze Jeden z pokoju nemocnice ve
Scutari (One of the Wards of the Hospital at Scutari) (1856), kde vynika na
pozadi Cistého nemocni¢niho pokoje. Ulohou mnohych umélct bylo
zprostfedkovat tomuto narodu s otfesenym sebevédomim nové a hlavné
pozitivni zpravy.

AvSak Krymska valka odhalila daleko naléhavéjSi problém, a to byl
vrstev britské spolecnosti. Byli zpravidla negramotni a odchod na frontu pro né
byl Casto az posledni moznosti pfed vézenim nebo obavanym chudobincem.
Vévoda z Wellingtonu nazyval takové rekruty ,spodinou zemé“ a dle toho
s nimi bylo zachazeno. Mrskani bylo rutinou, jidlo na pfidél, chléb a rum —
oboji bylo fidké a jednotvarné. Ubytovani bylo pfeplnéné a stisnéné, vyjimkou
nebylo dvacet muza, ktefi sdileli jednu mistnost. Nebylo cesty zpét.

* Krymska valka nebyla Uplné spravné oznaceni, protoze konflikt souvisel nejen se zapojenim Krymu, ale také s
Baltskym a Bilym morem a také s dalekym ruskym vychodem.
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Pro povySeni z Sikl mohl Clovék udélat vSe, ale nebylo mu to nic platné.
VétsSina z vojaku tedy nikdy nedosahla Zadného postupu. Naproti tomu
pochazeli jejich velitelé z téch nejvysSich vrstev spoleCnosti. Neni se ¢emu
divit. Dustojnici si své jmenovaci listiny museli zakoupit, coz nebylo vibec
levné. Hodnost kapitana bylo mozné pofidit za cenu 1 800 liber, zatimco major
prisel az na 3 200 liber. V té dobé to byly kralovské sumy, a tak si hodnost
mohli koupit jen ti nejmajetnéjsi. Takovy systém, ve kterém bylo mozné si titul
koupit bez ohledu na pfedchozi zkuSenost nebo talent, vytvofil armadu, ktera
byla ve vysledku jen hrackou snobu. Dustojnici travili tolik ¢asu lovem na
jejich panstvich, chozenim na plesy v Londyné a jachtafenim v Cowesu, kolik
ho travili délanim pro né bezvyznamnych véci, jako byl vycvik jejich muzu.
Jeden aristokrat, vévoda z Cambridge, to vystihl: ,Britsky dustojnik by mél byt
nejprve dzentimen, az potom dustojnik.“ Ale udalosti Krymské valky nazorné
ukazaly, ze ma tento systém zalostné nedostatky.

James Thomas Brudenell, sedmy vévoda z Cardiganu, ktery pochazel
z panstvi Deene Park pobliz mésta Corby (hrabstvi Northamptonshire) by
mohl slouZzit jako nechvalny pfiklad takového dZentimena. Cardigan, ktery si
za ohromuijicich 40 000 liber koupil hodnost podplukovnika, sehral jako velitel
lehké brigady jizdniho pluku (Light Brigade of Cavalry) v Krymské valce velmi
dulezitou roli. V dobé&, kdy valka propukla, byl Cardigan v Britanii jiz velmi
znamou osobnosti, ackoliv ne ze zrovna dobrych divodd. Znamy suknickar si
liboval v duelech se svymi dustojniky a v bi¢ovani svych muzu a tak se mu
fikalo ,vrazedny vévoda“. Kdyz se rozhodl opustit své obrovské panstvi, aby
navstivil operu, lidé ho obvykle vypiskali. Po dobu, kterou pobyval na Krymu,
se choval vice jako rekreant nez vojak. Travil spoustu €asu na své jachté,
popijel Sampariské a uzival si servis svého francouzského kuchare. Velitelem
celé kavalérie byl lord Lucan, ktery se ozZenil s Cardiganovou nejmladsi
sestrou. Svou Zenu tyral a pozdéji i opustil a mozna pravé proto mezi sebou
tito dva muzi neméli pfiliS pratelské vztahy. Abychom tento vycet dokoncili,
musime jesté zminit lorda Raglana, generala britské armady a postarSiho
vojaka, ktery za Ctyficet let své kariéry nikdy nevkrocil na bojisté. Cardigan,
Lucan a Raglan byli spole¢né zodpovédni za jednu z nejstraslivéjSich episod
britské vojenské historie, za masakr, ktery se udal 25. fijna roku 1854 a je
znamy jako Utok lehké brigady (The Charge of the Light Brigade).
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Z pozdéjSich zobrazeni bitvy ale neni patrné, ze by utok dopadl tak zle.
Napfiklad Simpson(v obraz Utok lehké brigady v bitvé u Balaklavy (The
Charge of the Light Brigade at the Battle of Balaklava) (1854) a nebo obraz
Richarda Caton-Woodwilla Utok lehké brigady (The Charge of the Light
Brigade) (1895). Oba zobrazuji impozantni vyjevy z bojisté, &iny velkého
hrdinstvi a vitézstvi nad zoufalstvim. Autor prvné jmenovaného obrazu,
malovaném jesté v dozvucich slavné bitvy, si radéji drzi odstup od zobrazeni
skute¢ného krveproliti. Zobrazuje pouze celkovy pohled na bitvu, pficemz se
snazi vyvolat dojem hrdinstvi. Ve své biografii se Simpson brani a
poznamenava, ze byl nucen obraz tfikrat pfemalovat, nez jej Cardigan
konecné schvalil a odkoupil. Zatimco Simpson dorazil do Balaklavy uz tfi tydny
po bitvé, Caton-Woodville (1856-1927) namaloval svou verzi az
pozoruhodnych Ctyficet let po oné udalosti. To uz bylo davno jasné, co se toho
dne stalo. | presto jeho obraz vzbuzuje podobny dojem, az na jednu véc —
v tomto obraze totiz pfekypuji hrdosti i koné.

A coze se to onoho fijnového dne vlastné stalo? Britové branili krymsky
pristav u Balaklavy oproti plné sile ruské armady, ktera ovladala pfistup do
udoli smérem k pevniné. Cardiganova lehka brigada obsadila pozici v udoli.
Lord Raglan, jenzZ mél z horského hfebenu dobry vyhled, vidél postupuijici
Rusy, ktefi ohrozovali britskou zakladnu na okraji udoli. Poslal Lucanovi psany
rozkaz, aby s lehkou brigadou postoupil a,zkusil nepfiteli zabranit v odvazeni
dél“. Problém byl v tom, Ze Lucan ze své pozice nemohl zminénou zakladnu
vidét. ,Jaké zbrané&?“ zeptal se roz€ilené kapitana Nolana, ktery s rozkazem
pricvalal na koni. Jediné zbrané, které mohl ze své pozice vidét, byly ty ruske
na dalekém konci udoli. Nolan tedy mavl na znameni souhlasu generalovym
smérem. Lucan nafidil Cardiganovi, aby tento sebevrazedny rozkaz spinil a
zautodil po celé délce udoli. ,Provedu pane®, odpovédél Cardigan, ,ale dovolte
mi podotknout, Ze v pfedu je na kazdém kfidle vojenska baterie a zemé je
poseta ruskymi kavaleristy®“. ,S tim Vam nepomohu.” odsekl mu Lucan. A tak
Cardiganovi nezbylo nic jiného, nez zaujmout pozici v Cele brigady a zahdjit
utok. ,A tak odchazi posledni Brudenell.“ pronesl. Mozna byl Cardigan
nevychovanec, ale alespon mél kuraz.

Vysledkem byla krvava jatka. Kdyz Nolanovi doSlo, co se ma stat, pobidl
koné tryskem do utoku a naposledy mavl meCem. Kricel: ,Ne, ne, mylite se,
tohle jsou ty zbrané?“ To uz se nikdy nedozvime, nebot byl jako jeden
z prvnich zasazen stfepinou z ruského granatu. Brigada, na kterou se sneslo
krupobiti kulek, Srapnel a délovych kouli, pokracovala v utoku. Tfetina z 670
vojaku byla zabita nebo ranéna ruskymi silami b&éhem prvnich 25 minut.
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Francouzsky marsal, ktery vSe sledoval z povzdali, to okomentoval:,Je to
ohromuijici, ale neni to valka.”

V Britanii néjakou dobu trvalo, nez detaily o utoku vesly ve znamost.
Vefejnost se ale jako prvni zaméfila na hrdiny této bitvy. Kdyz se Cardigan,
Rolandovi, obklopen jasajicim davem a kapely vyhravaly ,Pohledte, vitézny
hrdina pfichazi“ (,See! The Conquering Hero Comes®). Procestoval celou zem,
aby mohl pronaset vitézné projevy a vypravét detaily z bitvy. Pletena vesta,
kterou nosil na Krymu, se stala nezbytnym mddnim dopliikem sezony.

Umélci se k pochlebovani pfidavali a zobrazovali Cardigana ve svych
malbach jako hrdinu. V jidelné Cardiganova sidla dodnes visi portrét od
Henryho Payna (1868-1940) nazvany Lord Cardigan vede utok lehké brigady v
bitvé u Balaklavy, 25. rijna, 1854 (Lord Cardigan Leading the Charge of the
Light Brigade at the Battle of Balaklava, 25 October, 1854) - opét malovan
celych ftficet let po této bitvé. Na obraze jede hrdina bezstarostné na Rolandovi
do bitevni viavy, odolny vuci délovym koulim, které svisti vzduchem kolem néj.
Obraz od Jamese Santa (1820-1916) nesouci nazev Lord Cardigan vypravi
princi Albertovi a kralovskym détem o utoku lehké brigady ve Windsoru dne
18. unora, 1855 (Lord Cardigan Describing the Charge of the Light Brigade to
Prince Albert and the Royal Children at Windsor on 18 January, 1855), ktery
visi u hlavniho schodisté domu, ukazuje, jak si Cardigana ve vySSich kruzich
vazili.
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4. COMMENTARY

4.1 Macro approach analysis

4.1.1 The source text

The selected source text comprises two extracts from the book The
Victorians, Britain through the Paintings of the Age by Jeremy Paxman,
published in 2009. This book deals with the life in the Victorian age. The
author guides the reader through his narration using paintings in order to show
the real life of this age. The titles of the paintings are translated in order to
mediate a better understanding for the target reader. The original titles,
nevertheless, are mentioned in brackets.

The publication selected is written in popular scientific style, whose
purpose is to inform the reader in an interesting manner. As regards
terminology, there are many specific expressions from the historical field,
which is also another characteristic feature of this style.

The first extract, The Angel in the House, deals with characteristic
features of life in the Victorian age. The reader is informed about such
interesting facts as a personal life of the royal family, everyday life of this age,
problems faced by the public, running a household or about morality.

The second extract, called The World of Wealth and Power, deals with
Britain’s industrial power. The author speaks about the global success of The
Great Exhibition, the new inventions, the beginning of railway mania and finally
about the military disaster which went down in history as The Charge of the
Light Brigade.

As regards the structure of the source text, the extracts are divided into
paragraphs and consist of several subchapters. The author of the original
sometimes uses long sentences which are divided in the translation in order to
mediate a better understanding for the target readers. On the contrary, some
shorter sentences are joined for the same reason. The text is accompanied by
images.

4.1.2 Author
The author of this book is Jeremy Paxman, a well-known British political
journalist currently working for BBC (British Broadcasting Corporation). He
obtained a degree in English at St Catharine's College at Cambridge and has
a profound knowledge of British history and politics.
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In addition to The Victorians, his other publications include, for instance, The
English, The Political Animal and On Royalty and Friends in High Places. [15]

4.1.3 Target reader
As mentioned above, this publication is intended for the readers with
interests in the Victorian age or in art of this historical period, for instance
historians, art historians, university students of history, art students and the
like. But the target group can also include readers who have at least some
basic knowledge of this topic and who are interested in it.

As regards context, the author is not concerned with the description or
explaining of historical facts, but he speaks specifically about the details
concerning the life of this era.

4.2 Micro approach analysis

4.2.1 Lexical level

e Translation of proper nouns

The text contains a large number of proper nouns. The translator
decided to translate these nouns with the help of gender inflection. For
example:

Original: And even as the news of disaster came creeping out of the
Crimea, the British managed to extract a measure of triumph in the figures
of the nurses Mary Seacole and especially Florence Nightingale.

Translation: A prestoze zpravy z fronty nebyly vibec povzbudivé, mohli
Britové mluvit alespori o malém vitézstvi a to diky osobnostem, jako byla
Mary Seacoleova a predevSim Florence Nightingaleova.

Some of the proper nouns were translated with the help of their
Czech forms, for instance:

princess Vicky — princezna Viky

Queen Victoria — kralovna Viktorie
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Edward VII. — Eduard VII.

The Times — Timesy

e Terminology

The original author of the text has an extensive vocabulary and thus the
text contains specific expressions related to the field of history, art and
industrial inventions. Below we can see some examples of these expressions
with their translation:

female subject — poddana

the Royals — kralovska rodina

lord — lord

Pre-Raphaelite artist — umélec z hnuti prerafaelitt
groom — podkoni

turn down a bed — it was not possible to find an equivalent Czech expression,
the author of the translation decided to translate this phrase as priprava loze
na noc

Prince Consort — chot’ kralovny

Victorian age — viktorianska éra

cotton-spinning machine — stroj na predeni baviny
steam hammer — parni buchar

telegraph — telegraf

litograph — litografie

duke — vévoda

merchant — kupec

the Grand tour of Europe — kavalirska cesta po Evropé

Armstrong gun — Armstrongovo délo
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e Idioms

An idiom can be defined as a fixed connection of words having a
different meaning together than every single word. [16] Idioms are more
widespread in English than in Czech [17] and thus it was not always possible
to find an equivalent Czech idiom for the translation. The following are
examples of idioms and their translation:

pay homage to:

The meaning of this idiom is appreciation or admiration of someone or
something. [18] We can translate it as vzdat hold, obdivovat.

Original: Nor was it a mere matter of foreign leaders who paid homage to his
power and influence.

Translation: Navstévy v Cragsidu nebyly jen =zalezitosti zahraniCnich
osobnosti, které vzdavali hold jeho moci a vlivu.

be on speaking terms:

To be on speaking terms means to have a positive relationship with someone.
[19] This idiom can be translated as mit mezi sebou pratelské vztahy.

Original: The two men were not on speaking terms.

Translation: Tito dva muzi mezi sebou neméli priliS pratelské vztahy.

East or West, Hame's best:

The meaning of this idiom is that it is possible to feel good everywhere
we are, but home is still the best place for us. [20] This idiom has an
equivalent translation. We can translate it with help of Czech idiom VSude
dobre, doma nejlépe.

Original: East or West, Hame s best.

Translation: VSude dobre, doma nejlépe.

31



change hands:

To change hands means to change the proprietor. [21] It can be
translated as jit z ruky do ruky.

Original: Shares in the private railway companies changed hands in a frenzy of
speculation.

Translation: Akcie soukromych Zelezni¢nich spole¢nosti Sly z ruky do ruky.

drive the point home:

“To drive the point home means to say or explain something in a very
forceful and effective way.” [22] We can translate it as presvédcit.

Original: Armstrongs is sitting reading the paper — and in order_to drive the
point home ...

Translation: Obraz zobrazuje Armstronga pfi Cteni novin, a aby_opravdu
presved il ...

stick in a throat:

If something sticks in our throat it means that we are angry because of
some particular fact we are speaking about. [23] We can translate it as privést
k nepricetnosti.

Original: ,All marriage,“ she wrote, ,is such a lottery — the poor woman is
bodily and morally a husband’s slave. That always stick in my throat. “

Translation: ,V8echna manzelstvi,“ napsala, ,jsou jako loterie — uboha Zena je
otrokem svého muze celym télem a dusi. To mé privadi k nepfi¢etnosti.”

e Abbreviations

In the text occur some examples of abbreviations. “An abbreviation
can be defined as a shortened form of a word ”. [24] For example:

c. 1891 - stands for circa [25] — translated as pfiblizné roku 1891
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Up 8am. — stands for Ante Meridiem (time from a midnight to a noon) [26]
— translated as Jsem vzhiru od osmi hodin réano.

e Compound nouns

Compound nouns are words composed of more than one
independent word. [27] Below we can see some examples with their
translation:

greyhound — anglicky chrt
kingfisher — ledriacek

childbearing — rozeni déti
post-natal — poporodni
middle-class — stfedni tfida (vrstva)
housemaid — sluzebna

mankind — lidstvo

Englishman — Angli¢an

rag-tag — chatrny

e The translation of foreign words

The original text contains not only English words, but also words from
French, Latin or German. These expressions are also translated into Czech
in order to mediate a better understanding for the Czech reader.

cartes-de-visites — French word, translated as navstivenky
paterfamilias — Latin word, translated as hlava rodiny

gemdutlich — German word, translated as utulny
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4.2.2 Grammatical level

e Verb tenses

During the translation the translator placed emphasis on maintaining the
verb tenses. For example:

Original: The spirit of Queen Victoria seems, at this distance, to infuse almost
the entire century. Her influence has been exaggerated ...

Translation: S odstupem Casu se zda, Zze duch kralovny Viktorie prostupuje
témér celym stoletim. Jeji vliv byl zveliCeny, ...

However, in some cases the change of the tense was necessary due to
better clarity and better impression of the target text. Following is example, in
which the past tense in English was transformed into the present tense in
Czech.

Original: The message was loud and clear: Britain was the most advanced
technological and industrial nation in the world and this was its moment to
shine.

Translation: Poselstvi bylo hlasité a jasné. Britové jsou nejmoderngjsSim
technicky a pramyslové zaloZenym narodem ve svété a tohle je jejich
prilezitost zazafit.

e Translation of passive voice

The passive voice usually refers to action without the agent or to action
when the agent remains unspecified. [28] In some cases the translator decided
to translate a sentence with passive voice as a sentence in active voice
because of a better clarity and better impression. The following are examples:

Original: ... a quiet landscape was being transformed by the thundering roar of
the steam locomotive.

Translation: ... poklidnou krajinu zaCala postupné pfeméfiovat buracejici parni
lokomotiva.
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Original: Soon, it wasn't only pictures of the Royals that could be added to
one’s prized photo album.

Translation: Zanedlouho uz si lidé do svych cenénych alb nezakladali jen
obrazky ¢lend kralovské rodiny.

However, in some cases the passive voice remains in the translation.
For example:

Original: The Crimean War was fought between an alliance of British, Turkish
and French forces and Russia ...

Translation: Krymska valka byla vedena alianci britskych, tureckych a
francouzskych sil proti Rusku ...

e The translation of possessive pronouns

The translation of possessive pronouns follows special rules. In English
there is no equivalent expression for the Czech reflexive pronoun “svij“ so we
have to use the possessive pronoun of the particular person. [29] The
following examples demonstrate the use of this rule:

Original: If the mistress be a wife, never let an account of her husband’s
failings pass her lips.

Translation: Vdana Zena nikdy nedopusti, aby se jen slivkem zminila o
selhani svého muze.

Original:The young princess Vicky holds (oddly, to our eyes, but presumably
not to those of the Victorians) a dead kingfisher in her hands; and all the while,
Victoria, the proud wife, looks devotedly at her energetic and sporting
husband.

Translation: Mala princezna Viky drzi v rukach mrtvého lediacka (pro nas
zvlastni, ale pravdépodobné ne pro tyto viktoriany), zatimco se hrda manzelka
Viktorie oddané diva na svého energického a sportovné zaloZzeného manzela.
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e Gerunds

A gerund can be defined as a verbal noun and is usually used as a
subject or an object in English sentence. This form is created by adding of an
suffix —ing. Gerunds are mostly translated into Czech by means of subordinate
clauses. [30] The author of the translation also used the subordinate clauses
for the translation of gerunds. For example:

Original: The Times went one better, announcing that it ,was the first morning
since the creation of the world that all peoples have assembled from all parts
of the world and done a common act.”

Translation: Timesy ji jeSté pfedCily prohlaSenim, Ze to ,bylo prvni rano od
vzniku svéta, kdy se shromazdily narody celého svéta ke spole€nému pocinu®.

Original: In a speech of the previous year, Albert had set out the Exhibition’s
ambition — anticipating the Times’'s comments in the process.

Translation: Ve svém projevu z pifedchoziho roku Albert formuloval cil vystavy,
¢imz pfedznamenal komentaF Timesu.
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5. GLOSSARY

English

Czech

typhoid fever

tyfova horeCka

post-natal depression

poporodni deprese

posterity

prisSti generace

cartes-de-visites

navstivenky

paterfamilias hlava rodiny
Bohemian bohém
stained glass window vitraZzové okno
mistress pani domu
lavatory toaleta
drawing room salonek
slop pomeje
Victoria sponge Viktoriin moucnik
tea table Cajovy stolek
apparition Zjeveni, pfizrak
prefabricated prefabrikovany, montovany
marvel div, zazrak

drawing board

rysovaci prkno

Victorian age

viktorianska éra

painting malba, obraz
dignitary hodnostar, vysoky pfedstavitel

finery paradni Saty

representative predstavitel

junk dZunka, Cinska lod
moored uvazany

lackey lokaj

Great Exhibition Svétova vystava
vault klenba
colony kolonie

cotton-spinning machine

stroj na predeni baviny

steam hammer

parni buchar

steam turbine

parni turbina

printing machine

tiskarsky stroj

lithograph litografie
rag-tag chatrny
corset korzet
coal uhli
blueprint projekt
steam engine parni stroj
transgress prohfesit se, pfekroCit meze
rail network zeleznicni sit
social scale spoleCensky ZebriCek
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watercolour

akvarel

coalfield uhelna panev
Grand Tour kavalirska cesta
beerage pivni Slechta

(“a humorous term used for wealthy
brewers®) [31]

(posméSek uzivany pro Slechtice zabyvajici se
pivovarnictvim)

ill-equipped Spatné vybaveny
officer dUstojnik
frontline fronta
stratum spoleCenska vrstva
rank Sik
charge utok
landward obraceny k pevniné
battery palebna baterie
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6. CONCLUSION

The task of the author of this bachelor’s thesis was to translate the text
dealing with 19th-century British history and to compile a commentary and
glossary.

As the source text there were chosen two extracts from the book The
Victorians, Britain through the Paintings of the Age. The choice of this
publication was based on the author’s interest in British history, namely in the
period of the Victorian age.

The translation of the text was not simple for the translator. The author
of the original text, Jeremy Paxman, has a very extensive vocabulary and uses
longer and more complicated sentences and thus one of the first problems for
the author of the translation was understanding the original text. The translator
also had to concentrate on the correct transfer of the meaning and also on the
final impression of the translated text in order to mediate the pleasant reading
experience.

During the translation itself the translator had to solve several translation
problems. For example, the translation of the original titles of the paintings,
which were not always possible to translate literally or translation of the idioms,
whose meaning had to be sought out in order to find an adequate translation.
In order to enable a better understanding for the broader groups of readers,
the translator also had to focus on the generally valid information and cultural
facts, which had to be searched (e.g. The Czech reader might not know the
fact that Debdon Burn is a river, so in the translation the translator added the
word “river” before its name).

The compiling of this bachelor’s thesis was a valuable experience for
the author, representing an opportunity to try the translator’s craft and all
things related. The author can confirm that correct and precise translation is
not a one-off activity; on the contrary, it requires time and patience.
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9. ABSTRACT

This bachelor thesis deals with the translation of a text on 19" century
British history with a commentary and a glossary.

The first part of the thesis concerns the basic theory of translation and is
further divided into the translation, the methods of translation, the role of the
translator and the popular scientific style. Following is a practical part which
deals with the translation of two extracts from the book The Victorians by
Jeremy Paxman. The third part contains a commentary divided into macro
approach analysis and micro approach analysis. In the macro approach
analysis, the author is concerned with the source text; the micro approach
analysis contains the analysis of the translation. After the commentary there
follows a glossary which consists of the expressions contained in the source
text.
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10. RESUME

Tato bakalarska prace se zabyva prekladem odborného textu na téma
britské historie 19. stoleti s komentafem a glosarem.

Prvni Cast této prace se zabyva zakladni teorii pfekladu a je dale
rozdélena na pFeklad, metody pfekladu, roli prekladatele a popularné naucny
styl. Nasleduje prakticka Cast, ktera se zabyva pfekladem dvou uryvkl z knihy
The Victorians (Viktoriani) od Jeremyho Paxmana. Treti Cast obsahuje
komentar rozdéleny na makroanalyzu a mikroanalyzu. Makroanalyza se
zabyva vychozim textem, mikroanalyza se zabyva analyzou prekladu. Po
komentafi nasleduje glosaf, ktery je tvofen vyrazy obsazenymi ve vychozim
textu.

46



11. APPENDICES

11.1 The English source text

THREE

THE ANGEL
'IN THE HOUSE
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HE SPIRIT OF QUEEN Victaria seems, at chis distance, to infuse « Detail feom

almost the entire century, Her influence has been exaggerared: the Wiliiam Quiller

inventors, manulfacturers, inanciers, generals and politicians would Ovchardson,
douheless have followed the opportunities they delighted to call their descinies, SN
whoever sat upon the throne. Lhere is no daubting, vither, the influence of her 1884, Kelvingrove
husband, trom his championing of the 1855 Great Exhibition in Hyde Park Are Callery,
{what Thomas Hardy called *a precipice in tirne’) to the popularisation of the Glasgow Museums
Christmas tree. Alberr leh the stage early and, for much of the Afteen vears
following his sudden death from typhoeid fever in December 1861, Victoria
was mvisible to most ol her pecple, In the field of domestic life, however, she
remained a model, She had given birth to nine childeen, and the destiny of
her female subjects was to reproduce (fan average ol six or more children m
mid-century - the poorer che family, the farger) and ro form the calm centee of
family life, The phrase ‘the Angel in the House® has been used to characrerise
this role. It is the title of & poem by the (probably nghely! forgorten Coventry
Patmore, in talking about his wife,”

Images of Victoria ~ as monarch, wife and mother, ar hame, at work

and at play = were ubiquitous, Such rraditional-minded paintings as Sir
George Havter's State Portrast of Queen Victoria (1837-1538), luaded with
requisite glitterg court ormamentation, were st against rather cosier images
of Victona and Alberr welcoming the nation into their beautiful homes.
The objective of Sir Edwin Landseer (s 8o3-1873) 1n his Windsor Casele in
Modern Times (1841~1845) is to create a conscious informality - something
implied in the painting’s title. The voung and devoted couple are pictured in
the comfort of the Green Drawing Room ar Windsor = but amid relatively
madest comfore, just grand enough to please. A vase stands un a high
pedestal, as though ro remind us that this s a scene of wealth and power,
and we carch a glimpse, 100, of a tormal garden through the open window.
Bur ranged around Victoria and Alberr are images of lessure and relaxation;
the couple’s favourite grevhound and terriers play at their feer; assorted
game birds, the spoils of a morning's recreational shooting, are set out on the
ground and on a foorstool; the young Princess Vicky holds [oddly, to our eves,
but presumably not o those of the Victorians! a dead kingfisher in her hands:
and all the while, Victoria, the proud wife, looks devotedlv at her energetic
and sporting husband. This is the monarch, her husband and their children
living as a normal family - a more extreme concrast to Havter's stuffily formal
portrait of the Queen can hardly be imagined.

Marigge de

“Virginia Woolf thought it ought 1o be one of the ambitions of the female writer to
ksll the Angel in the House. In fact, Patmore was referring to love, rather than the
woman’s role, No matter, the term stuck.

I8 THE ANGEL IN THE HOUSE
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in the process

rounding vut her image for posterity, In Sir Francis Granrs Queen Victoria
Riding onr with Lord Melbowrne (1839 1840), the voung monarch looks
sporty and vigorous, with a cendnl of hair even darning to dangle below a royal
car as she rides into the ficld wach che Prime Mimster of the day; while Landseer,
in Queen Victoria at Osborne House (1565-1867), caprures the widowed
monarch in the deep mourning of hee middie life, again on horscback and now
in the company of her devoted Seottish companion, John Brown.

Osbarne Hause was Victaria and Albert's cherished family home on rhe
Isle of Wight, and it stood as a haven of respectable domesticity, Victoria, in
this conzext, was not only monarch and ruler of an empire: she was also a
loving wife to Prince Alberr and a dutiful mother of mine, the supreme *Angel
in the House™. At Osbarne, this ideal of a solid and happy family life was
made a public reality, The new seaside property — designed by Alberr himself,
handsomely, but with thrifs and econemy in mind (oo = was purpose-bailt
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Sir Francis Grant,
Queen Victoria
Riding out with
Lord Melbourne,
1819-1840.
Royal Collection,

Franz Xaver
Winterhalter,

The Royual Family,

1846, Royal
Collection,

for a young couple with a growing family. To Victoria. it was ‘my Litde
Paradise’, and, while it certainly isn't ‘litele’, there is undoubredly something
rather intimate and homely about the place. The couple referred to Osborne
as gemiitlich - snug and cosy - and, for Victoria, it provided a retreat from the
business of being monarch. Here, she could escape the world of the court and
be alone with her hushand and family. *God knows,” she sighed, *how willingly
1 would always live with my beloved Albert and our children in the quict and
retirement of private life and not be the constant object of observation and of
newspaper articles.” And so the word went out that Victoria’s monarchy was to
be dignified and respectable - a world away from the rakish reigns of her two
predecessors, William and George 1V,

Not that this virtuous image always chimed with the difficult reality of
the situation. Victoria may have been celebrated as the ideal mother figure of
the age, for example, but she was not terribly keen on childbearing. She called
the whole business the ‘shadow side’ of marriage, and resented the fact that
it interrupted her sex life. Nor did the Queen much care for small children,
especially when they were incapable of anything other than whar she called
‘that terrible frog-like action’. In fact, she seems to have been less suited to the
role of mother than to that of lover, particularly as it seems clear that she also
suffered periodically from post-natal depression. But there was nothing very
much that she could do about all this: for the Queen, as for her subjects, there
was no reliable means of artificial birth control available to respectable women
and consequently very little that they could do to avoid becoming pregnant.
And so it was that Victoria was more or less permanently with child for most of
her early married life.

At home at Osborne, the couple could indulge their favourite fantasy, which
was that they were just like any other British middle-class family. The house today
is full of pictures of the family: not so much royal pictures as family ones, like
Franz Xaver Winterhalter's The Royal Family (1846), Victoria’s own favourite.
Winterhalter painted this piece ar Osborne itself, and it shows the couple with five
of their children shortly after the family moved in. The formality of the subjects’
clothing is juxtaposed against the informality of the carefree young princesses
ranged in the foreground. The Queen, meanwhile, gazes out directly at the viewer,
her arm wrapped protectively around the young Prince of Wales, her future heir:
maternal love and royal lineage conveyed in a single gesture. To our taste it looks
staged, artificial and sugary — who has ever seen the Solent that extraordinary
blue? But most interesting is that here we see Victoria, Queen of the mightiest
nation on Earth, and yer the picture that she wants to project is not one of power
but of herself and her husband at the centre of the family,

The invention of photography in the 1850s made sure that many images
of this family survived for posterity, evidence of the extent to which Victoria
and Albert’s values were disseminated to all their subjects. Victoria, herself
knowledgeable and enthusiastic about the new medium and more than aware
of its public influence, was the first monarch to be more photographed than
painted: a photograph taken by Henry Collen in 1844 portrays her as a loving
mother — not a royal sovereign — her arm held protectively around Vicky, who
clutches her doll and leans in towards her mother’s bosom. Informal, intimate
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and simply tramed, it 3s a snapshot of perfect domesticity: just the image
Victoria wished to portray to the outside world,

Photographic poreraies of the Royals became treasured collecrables, part
of a booming trade ar the rime, There was a craze for cavtes-de-visifes, small
photographic prints which were pasted onto card and added o albums,
One famous portrait by William and Daniel Downey af Princess Alexandra
{ac this point, Princess of Wales| carrying her davghter Louise on her back
(1867) sold 300,000 copies in one vear alone, and, by the r860s, people
were talking of ‘cartomania’, with between three and four million of the
things being sold annually. Cheap to make and to collect, they pravided a
neat way of flagging up just what sort of person you were or the kind of
family ro which you belonged,

Soon, it wasn't only piczures of the Royals that could be added to one's
prized photo album - this miracle of rechnology allowed everyone to ger a look
in. The average Victorian family did not own a camera - bur armed with a
few shillings, its members could head to one of the Photographic Scuding now
springing up on every high street in Britain during che 1850s. Porteairare, onee
only for the well-to-do, became cheap, mass-produced and available ta all; i
was a natural leveller, Photographers conld provide backdrops varying from a
rypical migldle-class drawing room to more clahorate, mock-glamour scenery of
dressing table ur boudoir: fashionable sertings thar could project the subjects’
pusition in sociery — or lift them out of their real status,

The methods involved can seem startling today. Because of the long
exposures needed, there were various methods for keeping a sitter siill. A
popular one invalved a metal clamp hidden behind rhe sitrer’s head; muore
extreme merthods included doses of laudanum — one practivioner alvertised
his photography “without pain® by using gas. Another would suddenly draw
a revolver and shour, "Dare to move a musele and Il blow vour brains out!®
as a means of rerrifying his siteers into motionless submission, These carly
photographs projecred careful and valuable images to the world of the stable
and secure Victarian family: the paterfamilias, his devoted and dutiful wite
and their array of tidy children, The reality could be racher different,

A Double Standard

The London home of Marion and Fdward Linley Sambourne can be found ar 18
Stafford Terrace in Kensington. Linley (1844-1012] was a cartoonist for Prach
and Marion (1851-1914} a full-time housewife and mother o their swo children,
Maud and Roy. They were a hard-working and prosperogs couple who put their
hearts and souls into the creation of a cherished family home = the house remains
virtually unchanged from the ime they took possession in the 18708, Like many
Victonans, the Sambournes liked 1o show off their possessions: there are 144
chairs in whar is now the Sambourne House museum, for example, and 920
picrures on the walls. Minimalist it ain't,

Linley Sambourne, while certainly never considering himselt a Bohemian,
liked to mix with the local arty crowd — Lord Leighton lived round the corner
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Victoria and Vicky
Jueen Victooa and
her fimst daughbier,

photagraphed by

and he was also chums with the Pre-Raphaclire arrist, John Evererr Millais (r829-
1896], Examples of their work — mainly engraving copics — hang on every wall,
josthng for space with Linley’s own sketches. Linley was 2 man of modest means,
whao worked hard to provide a comfortable home for his family. Somerimes,

he’d splash ouz on a prize bit of furmiture: for the most part, though, be was a
thrilry felims, hidding for lots in house clearances, buying items on credit, amd
not always bathering o wallpaper behind the paintings thar hung on his walls,
Unusually for a man, Linley played a large parcin the design and furnishing of
the house - its wonderful stained glass windows, with a large § for Sambouene,
were his design. Buz, as in any middle-class home, it was Marion whao ran the
houschold: this reality was even reflecred in one of those same stained-glass
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windows, in which an L for Linley lies flat on its side with a large M for Marion
striding above it. There was no doubt about who was the hoss ar home,

Marion ran her domestic empire from the Morning Room. Theirs was not
a particularly large Victorian house bur it sall required a staff of four - a cook,
# housemaid, a parlour maid and a groom. Marion sat at her desk, writing
letters, downg the family accounts and working out what each of the stafl should
do cach day. This was her account of the parlour maid’s duty: “s7.0c0 Bring my
hot drinking water, sweep down and tharoughly wash stairs and ger bathroom
ready — and lavatory. Own breakfast. o8.00 Draw up blinds and empey hatl
away ... o8.30 Clean grate in drawing room and thoroughly dust and swecp
room, wipe round parquet. Clean all brass ... a9.30 Open beds and turn nver
mattresses to air; take away slops; see glasses clean, marble clean and zaps.” And
so the list goes an... until: *8pm, assist and wait ar table, tura down beds: gpm
supper; 10pm letters 1o pust; bed. Tn all, it was a 15-hour dav.

As well as employing seaff ro run the household, Marion also relicd upan
what had become the Rible for the woman of the house: Mrs Beeton’s Buok
of Household Management, a hook to be read, marked, learned and inwardly
digested. Tf you could learn your Mrs Reeton, vou might become the perfect
domestic goddess - and a rather daunting one ut that, *As with the commander
of an army,” wrote Mrs Beeton, *so it is with the mistress of a house ... A woman
must rule her household or be ruled by it.’

Isabella Beeton may be the most famous cookery wricer in British history,
but she scems to have been a slapdash cook (famously, one of her recipes for
a Victoria sponge left out the eggs). Her genius instead lay in compiling the
first modern cookery book ~ made up, as it happens, of recipes she lifted from
other people’s hooks — by listing the ingredients before the method, an entirely
practical concept but novel at the time. But she did far maore than simply give
clear instructions for a successful soufflé, Her book is also a moral tract, The
Sambournes, for example, were a sociahle couple and liked to entertain - Mrs
Beeton could help them host and plan the perfect dinner party, ‘Hospitality is a
mast excellent virtue,” she advises sternly, ‘but care must be caken that the love
of company, for its own sake, does not become 4 prevailing passion; for then che
habit is no longer hospitality, but dissipacion.” {Which eranslates as: Be sociable
but don't overdo it.) The Book of Household Management had an opinion on
every facet of domestic life, For example: ‘Frugality and economy,’ chides Mrs
Beeton, *are home virtues, without which no household can prosper; economy
and frugality musrt never, however, be allowed ta degenerate into parsimony
and meanness.” (Be thrifty, then, but never stngy.) “In conversation, trifling
occurrences, such as small disappointments or petty annoyances, should never
be mentioned to your friends, If the mistress be a wife, never let an account of
her husband's failings pass her lips." (Don't indulge in idie gossip and never, cver,
criticise your husband.) And, given that she could also give instructions as to the
best way to set a table for sixteen persons and could provide an illuseration 1o
boot = Supper Table with Floral Decorations, Arranged Sixteen Persons — vou
can sce how Isabella Becton’s book became indispensable,

But Beeton's was just one voice among many telling a young wife how she
could be an angel. There were plenty more. The paintings or reproductions
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Linley Samboume,
Misgs Cormaonilis
on a Bike, 15 June,

1585,

thar hung in the home carried clear messages - Heary Dunkin Shephard’s
Home, Sweet Home (18870 and another Home, Siweet Home (c.1880], this
time by Waleer Dendy Sadler {1 854-1923), both present the ideal wich pitiless
precision: the angel at che prano in one and che family gathered around the
fire in the other are the pinnacles thae must be achieved. John Ruskin spele

it out, lest there be any doubr on the matter: “Man is eminently the doer, the
creator, the discoverer, the defender ... But the woman's power is ... for sweet
ardering, arrangement and decision. She must he enduringly, incorrupribly
good, instinctively wise — ot for self-development, bue for self-renuncianion.”
Marion seems to have kept her part of this domestic bargain. Bur one wonders
whether she would have been quite so Jloyal, if she'd been fully aware of what
her husband had been getting up to while she was out of the house,

It all started racher innocently. At first Linley used photography to help his
work as a cartoonist: he was a good drafcsman, but found drawing figures a
bit ericky, and phomgraphs would, he said, help him ger around chac problem.
He would use himselt as 1 model lor whatever pose was needed for that week’s
Punch cartoon, Then, be began cajoling members of his family — Marion, the
children, even the servants ~ to don costumes and pose tor lam, But soun, he
would require anocher sort of mode! altogether: thers were some poses you
simply couldn’t ask vour wife or daughrer to adopr.

Using the rather predicrable excuse thar a serious arust needed 1o be
familiar with the naked form in arder to depice it in pictures, he starred
1o hire in models and 1o cake photos such as Miss Comeeallis on a Bike
{15 June 1895) = wearing nothing but black stockings, (Quite why Miss
Cornwallis needed to be naked in order for him to draw a cartoon of 3
vicar’s davghter riding & bicycle 1s a guestion 1 would have been very
interesting to hear him try 1o answer.) Clearly, Linley couldn’t rake phoros
like this to be developed prafessionally, so he used his bathroom — which,
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< Lindey Sambourne,
Moaodel Seated o
a Lacquer Table.

luckily for hum. he didn't share with his wife - as his own private dark
room, And for the most parr, these mildly pornographic photos were taken
in the satety of the Camera Club on London’s Charing Cross Road, known
for its discreet hire of private rooms,

A favourite model of Linley’s was Maud Easton, His diary entry for the
day Maud in Armchazr (¢,1891) was raken states: “Wednesday Sepe j0: Up
gam. Got on with portrait, (Marion left at .15 for Worthing to visit her aunt.|
At 2pm went and photographed Maud Easton in Folly Dress, Hindered by
waorkmen on roof. Left 4.30. Tea at home." A Mrs King was another favourite;
and the Misses Pettigrew, Erty and Lily, were also much in demand. As his
passion far nude phatography grew, so Linley grew bolder. Always carefully
choosing times when Marion was safely absent, Linley started 1o smuggle
models into the family home. One particular session, tor Model Seated on
a Lagquer Table, involved Marion’s delicate tea table as a prop -~ and in her
Morning Room of all places. Marion was clearly kepe in the dark, but her diary
reveals she had an inkling that there was something going on: “Lin off early to
lunch in town — believe secret photography as usual!!?

God forbid that anyone else should find out abour Linley’s goings-on, for
the public shame could have spelt disaster for a ‘nice’ middle-class lady like
Marion. Never had the curward image been so important: 2 home might have
been private, but what constituted domestic life was very publicly debated.
Thomas Caslyle complained that *‘Undue cultivation of the outward® was ‘the
arand characteristic of the age’. Carlyle knew, as did everyone else, that public
image was one thing, privaze realicy another. We already know that William
Frith could create such paintings as Many Happy Returns of the Day, while at
the same tme keeping a mistress and a second meénage around the corner from
the family home, This, however, wasn't the half of it, and it is lietle wonder
that even Vicroria herself had some doubes about the values of the culture she
exemplified: ‘All marriage,” she wrote, “is such a lortery - the poor woman is
budily and morally a husband’s slave, That always sticks in my throat.”

The Awakening Conscience

Fven Mrs Becton, thac paradigm of middie~class respecrability, was o fall foul
of double standards. Her husband, having dallied with prosututes, contracted
syphilis and passed the disease on to her As a result, she suffered endless
miscarrages and eventually died at the age of 28, & week after giving birch ro
her second child, N was her face exceptional: moral purity may have been
the standard in pubhe life, but the reality was often uite different. Venereal
discases were a fact of life in Victorian Britain: che spread in particular of
syphilis, an inevitable by-product of prostitution, caused growing concern
amaongst campaigners for sexual respectability, who increasingly saw themselves
as beleaguered by working-class permissiveness, illegitimacy and disease - in
a subculture lacking self-discipline and respect. Prostitution was considered
the 'Great Sccial Evil' amd was viewed as che grearest threat to the institution
of marnage. Veneres! diseases were preseated as God's punishment, the wages
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URING THE AUTUMN OF 1850, a stunning apparition ia glass and
cast iron arose on the sauthern hank of the Serpentine in London’s
Hyde Park, This vast building way the Crysial Palace, designed by
Joseph Paxron and prefabricated in Birmingham before being transported o
London for assembly. It was one of the engineening marvels of the Victorian
age and its scale and amhinion are remembered 1 The Inasguration of e
Great Fxbibition, r* May. 78571 (1852) by David Roberts (1796-1884). which
portrays lung galleries and barrel-vauled ceilings high enough to sheleer full-
grown elms, complete with Hlocking sparrows. {The Queen was not enamoured
of the sparrows, and sought a solution. ‘Sparrowhawks, ma’am,” was the reply
from the ageing Duke of Wellington.)
The Crystal Palace, created o house the ‘Great Exhibition for the Works
of Industey of All Nations’, had gone from the drawing buard to completion
in a mere nine months, and it was opened on thar first day of May and with
due fanfare by the Queen and Prince Consort. Alberr had been deeply involved
in the organisation of the Exhibition; and Victoria was suicably ecsratic,
calling its opening ‘the greatest day in our history”. The Times went one bereer,
announcing thar it “was the first morning since the creation of the warld thar all
peoples have assembled from all parts of the world and done a commaon act’.
In a speech of the previous year, Albers had ser out the Fxhibition's
ambition — anticipating The Times’s comments i the process, ‘Nebody,' he
declared, ‘wha has paid any attention to cthe peculiar features of our present
era, will doubt for a moment that we are living at a period of most wonderful
transition, which tends rapidly to accomplish that great end, to which, indeed, «
all history points - the realisation of the unity of mankind,’
If the later exhibitions at Manchester and Kelvingrove were redolent of
a deep civic and regional pride and confidence, the Grear Exhibition of 1851
was specifically iprernational in its scale and reach. Henry Courtney Selous’
painting, Opesdig reat Exhibition, 1" May, 1852 {1851-1852),
illustraies this global flavour: as the Archbishop of Canterbury offers a prayer,
Victoria and Albert stand centre stage, flanked by dignitaries from around the
world, dressed in their finery and with medals gleaming. Taking up pride of
position in the foreground is a representative of the Chinese government, all
got up in ceremonial robes — ar at any rate, that was who everyone initially
thought he was. Eventually, The Timies got at the truth of the marter: the
‘Chinese official” was, in fact, He-Sing, the captain of a junk moored in the
Thames, who had decided 1o go and rake a look ar the Opening Ceremony
for himself. As he wandered into the Crystal Palace, everyone assumed he was
a Chinese state official, and ushered him forward, Excitedly, he then pushed
through the various lackeys, performed an elaborate bow in front of a bemused
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David Robeits, Victoria, took a position next to the roval parry — and was duly immorzalised
e Bnapssnition for his trouble. Something of the spint of Victorian enterprise abviously
ok "' y rubbed off on him, because after his appearance at the Great Exhibirion, He-
R e Sing started to advernse himsclf as the *Acting Imperial Representative of
8o Ristal China” = and audicnces flocked to che junk on the Thames. e renamed the
llectron. vessel the “Museum af Curiosities” = and his crew took to performing nightly
demonstrations of Chinese swordplay 1o a payving andience.

In five months, the Grear Exhibition arcracred six million visicors — more
than double the population of London at the time — and irs handsome profits
helped to finance the foundarnion in Londen of what are now the Victoria and
Alberr, Science, and Natural Llistory Museums, Its international element, right
down 1o He-Sing himself, reflected a specific Victortan awareness of Britain's
role in the world = of the country’s place, thar is to say, at the cenrre of the
wurld, “Remember that you are an Englishman,’ said that arch-imperialist Cecil
Rhodes, “and have consequently won first prize in the lorery of life’. Victorians
were convinced that their age was the greatest in the history of civilisarion — and
moreover, that it would last for ever,
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It was this sense that underlay the ornate opening ceremonies, the ghtter

and the spectacle thar occurred in Hvde Park throughout the course of that
London summer; an understanding that the Great Fxhibition was nothing less
than # grear national beauty pageant, a gathering designed to show oft Britain
and her achievements to the world. For it is notable that in spize of the mass
of international displays gathered beneath the Crystal Palace’s vaulted roof, it
was exhibits originating in Britain and her colonies thar dominared martters.
The building was filled to the brim with cotton-spinmiag machines, steam
hammers. locomotives, telegraphs, steam turbines, printing machines, scientific
inseruments and other emblems of British industrial prowess; the Dickinson
Brothers. a London printing and publishing company, produced a series of fifty
five large coloured lithographs entitled Comprehensive Pictures of the Great
Exhibition, which portrayed all these goods and more, This was the cratc and
genius of an ulrra-modern socicty on display and it was set beside the rag-tag
offerings of other, less fortunate countries: a cary ¢d bed from Austria. Belgian
statues and Tunisian rugs, The message was loud and clear: Britain was the
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most advanced technological and industrial nation in the world - and this was
its moment to shine. {Not thar all the exhibits on show at the Grear Exhibition
would change the world quite so dramarically. Victoria was especially taken

by o bed that automacically tipped you inte a bath in the morning. O, for

a husy doctor, there was a one-piece suit handy for quick call-outs, Women,
meanwhile, might have been interested in a corset that ‘opened instantaneously
in case of emergency’ — though the emergency remained unspecitied.)

These are not emphases understood wich the benefic of hindsight. Even
at the time. the Great Exhibition was recognised to be a turning point in the
countey’s hiscorv: the moment when Britain stood back, took stock, and realised
the extent of her own power, Franz Xaver Winterhalter, in The First of May
851 (1851 neatly encapsulates the turning of this corner, showing as he does
two worlds, the past and the future, The old Duke of Wellingron, victor on
the battlefield at Waterloo over shicey-Ave years before, offers a casket as a
first hirthday gift to Victoria's baby son, the future Edward VIL But Albert is
looking away, distracted by the silhouetze and lure of the newly opened Crystal
Palace. The past is past; here lies Britain’s destiny and future. And how had this
happened? As if to remind the millions wha came to the Exhibition, greeting
them at the entrance was a gigantic symbol of what underpinned Britain’s
extraordinary puwer: a tg-ton lump of coal,

The Census of that same vear confirmed what everyone already knew:
with aver fifty per cent of the population now resident in rtowns or citics,
William Blake's ‘green and pleasant land® had become the world’s first urban
nation. Britain was now the workshop of the world: the first truly industrialised
souiety, The horenrs and wonders, isolation and excitement, inequalities and
apportunities of urban life all appeared in their modern guise for the firs
time in nineteenth-century Bricain — and it was coal that was the cartalyst. The
Vicrorians were fascinated by che raw matenials — the coal, the iron, the steel
of cconomic suceess. Sheffield, for example, was ac this time Steel Ciey., already
producing over half of the world’s stecl by the time of the Grear Exhibinon. The
figures are astonishing: annual steel production grew from 49,000 tons in 1850
taa full § million tons in 1900; and by the end of the century, nearly a million
rons were being exporred all arvund the world. As a resulr, the alloy was also
given pride of place ar the Crystal Palave, in the shape of an ingot of Shetfield
steel, weighing over a ton. The citle of The Wealth of England: The Bessemer
Converrer (18951 by William Halt Yates Tircomb (18 58-193a] says it all.
Through such machines as the Bessemer converter - a home-grawn invention
that revolusionised production by quickly cransforming tons of pig iron into
steel = Bricain grew rich.

Similarly, the country could boast of its inventive engineers, famed the
world over. [ohn Lucas (1807-18741, in his portrait of a Conference of
Engiieers af Britannia Bridge (1851-1853), gathers together Britam's leading
inventors for an entirely fictional meeting. George Stephenson, Isambard
Kingdom Brune! and Joseph 1 ocke, among others, stand together in front of
the shapely iron arches of Stephenson’s new Brirannia Bridge of 1850, hnking
Anglesey to the Welsh mainland. William Bell Scott’s fron and Coal (1861,
proudly subtitled In the Nineteenth Century the Northumbrians Show the
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World What Can be Done With [ron and Coal, echoes Ford Madox Brown's
Work in its emphasis upon the pride and skill of the working man and in

the breadth of the society it caprures. Scott (181 1~18g0) depicts a scene

at Stephenson’s works at Newcastle: his high-level railway bridge is in the
hackground; at the bottom right is a blueprint for a steam enggine: a coal barge
passes by on the niver and, on the docks below, a deal is struck between two
businessmen. [n the foreground, a smartly dressed little girl sits on a gun case
manufactured just upriver: she has brought her father’s hor lunch and is holding
a school arithmetic book. Family life, commerce, heavy industey and education:
Victorian values are distilled in this ternfic picture, Such were the men creating
the modern world; and each of these paintings broadeast # palpable pride in the
industrial and technical advances of the age, and demonstrared the Victorian
sense that Britain cruly was showing an example o the world,

The development of the railways was inirinsic to this rapid
industrialisation of Britain. Ouzside the cites, a quicr landscape was being
transformed by the thundering roar of cthe steam locomative. The Queen
and Prince Albert first tried out the acw machine in 1 §42: we don’t know
what Victona thought of ity but Albert’s reaction was recorded for posterity:
“Noar 5o fast next time, Mr Conducinr, if you please,” Nor was e alone in his
discomfore: carly passengers were very alten unnerved by this utterly new
experience. (Ine woman recalled being in a carriage with an elderly gentleman
who clearly didn’ ver know how to behave un a rrtin: he was excitedly danving
about, jumping up 10 stick his head out of the window and gabbling on abour
the extraordinary light, As it happened, this strange man was Turner —and he
would go on to record his excitement in Rain, Steans, and Speed = The Great
Western Railieay. in which the sheer power of this brand-new machine burses
out of the canvas.

The railway was a catalyst of soctal change oo, thrasting together
people from all hackgrounds — and often for the first time. William Frith
would observe the consequences of this great social change for coastal
communities such as Ramsgate in his celebration of the seaside, Ramsyate
Sands. Bur the rashway carriage itself offered limitless oppartunities for
spiced encounters. It was even a place to transgress a little, o flirt and o
fall in love: Abraham Soloman's First Class — The Meeting, and At Fivst
Meeting Loved (1854) outraged critics with its frank portrast of a young
man and woman talking to each other in an overly familiar fashion, while
the girl's father snores nearby. Solomon {1824-18621 was forced to repaint
the scene, planting the girl firmly in a corner while her respectable father
chats to the young suitor - an altogether more acceptable stare of affairs.
In Second-Class — the Parting (1854), showing the final moments before 2
family is divided. presumably for ever, by emigration, Solomuon also depices
the differences berween first- and second-class compartments, These could
be stark, especially in the early days of railway rravel: while first-class
passengers could depend upon well-sprung seats and leather headrests ta
case their bumpy journeys, those in second class were carvied on wooden
benches and i carriages that —at least in the early days — were open to the
elements, not to mention to the smoke and flying sparks from the engine.
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Thousands of people boughrt shares in the ever-expanding rail nerwork:

raslaeay wmania, rhcy catled ir. as peapic attempted to cash in on this new
phenamenon, Shaves in the private railway companies changed hands

in a frenzy of speculation = umtil a grear marker crash at the end of the
1840s lost investors £8c0 million and helped 1o dampen the trenzy. But

the railway would remain a ubiguitous feazure of life, as the country was
rapidly connected together: there were just over 2,000 miles of line in 1844,
bur 13,200 miles i 18y0, pare of a nerwork thar strerched from Wick 1o
Halvhead to Penzance. Competition between che private railway companies
could be ferocious, which helps account for otherwise curious facts: that,
for example. two large London termini - St Pancras (home of the Midland
Railway) and King's Cross (home of the Great Northern Railway) - directly
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¢ Goerge Crmbshank,

I British Bew

M, 1880,
Victor and Albers
Museuns,

adjoin each other in the heart of the city, Nor were these labours kepr for the
home market, for Britain built railways all over the world: in France, Italy,
Belgium, Spain, Russia, India, Argentina and Auscralia. *Coal,’ exclaimed
one writer, ‘the stored up sunlight of a million years — is the grand agent ...
Liberty lights che fire .., Civilisation is the engine taking the whole world
with it

In The British Bee Hive {1840), George Cruikshank demonstrartes very
effectively how the Vicrorians liked to imagine their world, It dramarises the
tiered hierarchy of Brirish society and the different positions on the social
scale: royalty on top, followed by the aristocracy, the Church, the arrs and
the professions; these are supported by industry: and by the workhouse at
the bortom, The rungs of this social ladder could be climbed - so the theory
went = by dint of hard work and integrity. The beehive was a frequently used
metaphor for the industnal process: the decoration of many Victorian buildings
featured bees, which functioned usefully both as symbols of hard work and of
the acceptance of the prevailing social order. But in this changing world, the
focus of power was beginning to move in new directions. The wealth being
produced by industry and commerce was creating 2 whaole new class, with vast
material resources ac the ready - and these newcomers now began to infiltrare,
1o outspend and to challenge the old aristocracy,

Take the extraordinary house called Cragside, on the edge of what is now
the Northumberland National Park and built in 1863 on the profits from ships,
guns and machinery. Cragside was a wonder of its age: constructed on a rocky
crag high above the Debdon Burn at Rochbury, it was crammed with ingenious
padgers and was the first house in the world te be lic by means of hvdroelecericity,
harnessed by the waters flowing through its own estate, Even the variety and scale
of Cragside’s gardens are remarkable: surrounding the house on all sides is one
vt the largest *hand-made’ rock gardens in Europe; and in the pinetum below,
England’s tallest Douglas fir sours above other woodland giants.

The owner of this remarkable huuse and estace was one of the ‘new rich’,
William - later Lord = Armstrong | 1810-1900). Bom the son of a merchane
at Newcastle, Armstrong was, i classic Victorian fashion, not merely an
industrialist, but alse an inventor and landscape architect. He became fascinated
by engineering and was the inventar of a hydraulic crane that used water pressure
ta create power. e also founded a manutacruring plant at Elswick on the banks
of the Time, the scale of which is portrayed in The Elswick Works, a watercolour
Armstrong commissioned trom locally born arnst Charles Napier Hemy, Even
today, Armstrong’s legacy remains visible in the north cast of England: Jesmond
Dene Park, for example, was an Armstrong bequest to the ity of Newcastle;
and the Swing Bridge on che Iyne - until the Gateshead Millennium Bridge was
inaugurated, the only bridge across the river that moved - was designed with the
express intention of allowing ocean-going ships to reach che factories at Flswick,
the expanston of which had hitherto been held back due to their inaccessibility to
the sea; the bridge was powered, needless to say, by hydraulics, The trading life of
Newcastle was greatly somulated following the completion of the Swing Bridge in
1876: Armstrong’s shipyard ac Elswick opened in 1883: and shipments from the
Durham coalfield began rapidly to expand.
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In 1860, with business booming, Armstrong decided it was nme for » Henry
a stately home of his own, He employed the architect Richard Norman Hetheringron
Shaw to design him a house which reflected his status, Over the next fifreen R,

vears, Cragside, which had been builc in 1864 as a small hunting lodge, was y.,' ,,:'.’:‘(’ : ,;., ide
rransformed. It is a glorious place, and ir sends out a wonderful mixture in TRE4, 1RKy

of messages. With its towers and half-timbering, the house looks back 1o a Cragside House,
rraditional past and hints at a grand family history thac Armstrong didn'e Natronal Teust

actually have. But in spite of this traditional skin, Cragside was a modern
marvel. Its hvdraulic power was channelled through an engine room in the
bowels of the building. This power provided the house with hot and cold
running water, central heating, fire alarms, a Turkish bath, an elecrrical gong,
an auromated ruznspit and a passenger lilt. It was also che first house in
Britain ta be lit by elecericiey, Crammed full of innovations as it was, Cragside
was described ar the time as the “palace of a modern magician’.

It was not magic thar Armstrong wielded, but power: he might have been
a government minister for all his influence. At Cragside, he enterrained world
leaders: the Shah of Persia, the King of Siam and the Prime Minister of China
came here to admire his inventions and his authonty. The huuse was in effect
Armstrang’s shop window, a giant advertisement for his armaments business.
Nor was it a mere matter of foreign leaders who paid homage to his puwer
and influence, lor the cream of British leaders came also — recognising where
clout increasingly lay. When the Prince of Wales himself visited, Armstrong
commissioned one of his favourite artises, Ilenry Hetherington Emmerson
{183 1-1895), to paint a scene ol pleasure and style: in The Prines of Wales at
Cragside it 1884 |1884), the Prince and his party are portraved reclining at
their Ieisure on the terrace,

Armstrang’s extensive art collection tormed a viral aspect of the trappings
of an anstocratic lifestvle. But there is significance in his choice of paintings:
whereas blue-bloaded callectors tended to go for the kinds of things they'd seen
on the Grand Tour of Furope — in which Iralian and Dutch old masters figured
largely — Armscrong plumped for the work of living, breathing British artists, and
often local ones at that. In general, the new Victorian moneyed class preterred
it this way = for one thing. you knew what you were getting, with no fear of
being ripped off with fakes knocked up in someene’s garden shed. Armstrong’s
tastes were very much of his time, veering rowards the sentimental with much
in the way of paintings of children and amimals, His dog, Silky, was the model
of choice for the mutts in most of these paintings, appearing nuzzling his dead
shepherd master, for example, in Emmerson’s cloying Faithfu! Unto Death
(1884] — although to be sure, this favouring of animal subjects was echoed by
many a Victorian painter and collector.” Bue this rendency to emphasise the

‘Emmerson was in good company: see, for example, a series of animal-thered
paintings by Sir Edwin Landscer, including Eos, a Ravoreite Greybowmnd, the Property
of HRH Prince Albert, 1841 {Roval Collection). the subject of which is commemorared
by a grave and & bronze in the castle gardens at Windsor: Coming Events Cast Thesr
Shadows Before Them (The Challenge), 1843-1844 1Duoke of Norchumberland
Collection); and his famous Manarch of the Glen, 1851 {Private Collection),
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living and the local also owed a gnod deal to che strong regional pride that is
such a characreristic of the time; many modern municipal gallenes in the cities
of northern England, for example, owe the core of their collections to the wills
of Victorian philanthropists and industrialists. And it is cerrainly the case that
Armstrong was not zlone in his cultural interests: other Victorian businessmen
developed a passion for collecting are. One northern cloth magnate, Abraham
Mitchell, commissioned Henry Herbert La Thangue {1859-1929) to pains The
Conmoissenr (18871, a flattering porrrait of Mitchell seated in his own private art
gallery: he is pictured contemplating his collection, with magnifying glass at the
ready to spot the finer points of brushwork. [n the background, meanwhile, his
family engages in the more frivolous pursuit of tea and conversarion.
Armstrong’s commercial success propelled him into the aristocracy. In
1887, he became Baron Armstrong, one of 200 new titles created in che last 30
years of the century, 76 of them from industey and business, The painting he
commissioned of himself at Cragside, however, is studiedly modese - at heart,
it says, ‘I'm just an ordinary bloke in slippers carching vp on the news, And it
wasn’t blue blood that gor me this rather nice house.” In Emmerson’s painting,
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The o Lord Armstrong Sitting in the Diming Room Inglenook of Cragside
(¢.1880), Armstrong is sitting reading the paper - and in order to drive the point
home, the frame comes inscribed with the legend: East or West, Hame's Best, The
aristocratic old guard mocked the new boys, calling them the *beerage’ (because
so many of them were brewers) - but in a dramatically changing world, soon
found they had litele choice but to bend o the rising power of industrial Britain,

The Roll Call

For all of the dynamism of the Elswick Works and the shipyards, it was
armaments and the business of war char made William Armstrong rich.
His guns and warships sold around the world; and he would test his new
inventions on his estate, firing rounds off into the wooded valleys surrounding
Cragside. His most influential invention was the Armstrong gun, which has
been described as the first modern gun, and which would be transported and
deployed around the globe, as the country’s empire waxed. In the aftermath
of the Grear Exhibition, which had displayed British industrial prowess and
commercial acumen to the world, the country now wanted a great military
trinmph to march, Bue the firse conflicr ra follow the Exhibition - the birter
and bloudy war fought in the Crimea between 1854 and 1856 - would provide
Britain with nothing of thar sorr.

The Crimean War was fought between an alliance of Brirish, Turkish
and Freach forces and Russia, with the British objective being to shore up the
power of the declining Orteman Empire in order — among other things - to
keep the Medirersanean free of Russian influence. It was the first major war
fought by Britain in forty years and is sometimes considered the first modern
war, employing as it did such assers as the telegraph and che train. But, from
the British point of view, it was a military catastrophe and a shocking failure on
more ur less every front. Events in the Crimea showed up appalling deficiencies.
Soldiers were ill-equipped, badly fed and had almost no medical support.
The guns were hopeless, which led directly to the development of the range
of Armstrong guns, rulled out in responsc 10 the unfolding Crimean miliary
disasters; their creator, seeing need and opporiunity in the Russian blondshed,
pressed ahead with che development of his new and modern range of munitions.

The events of the Crimean War showed officers of the British Army to be
snobhish, stupid and incompetent, and regular soldiers often breathtakingly
couragecus. Back home, the public was desperate for news from the frontline,
and so the conflict in the Crimea” became the firse to be played out in the media,
from the critical coverage of The Times’s war correspondent, William Howard
Russell, to the propagandist images of Roger Fenton, the first war photographer
on hand to record the action. Nevertheless, it was in painting that some of
the most dramatic records of the war were to be captured: the watercolour

"The Crimean War is somerhing of a misnomer, as the conflic saw associated
engagements not only o the Crimea, bur also in the Balric and White Seas and in the
Russian Far East.
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painter William Simpson (1823-1899) was desparched to che bactle by the arc Cu
dealers Colnaghi, in order to prepare lithographs of the campaign, while the It
artist Edward Alfred Goodall |18 19~1908) covered the war for the Wiustsated
London News. Some of these images were positively cheery: Simpson’s A
Christmas Dinner on the Heights before Sebastopol 118551, for example,
shows a well-fed, well-clad and well-lit group of officers dining in cheir micely befor
appuinted tent. And even as the news of disaster came creeping out of the
Crimea, the British managed to exeract o measure of triumph in the figures
of the nurses Mary Seacole and especially Florence Nighringale, who appears
against the backdrop of a sceupulously clean hospital in One of the Wards of
the Hospital at Scutari (18¢6). It was the function of many arcises o provide
good news stones to a shaken national self-csteem.

The most pressing and pervasive prablem revealed by the Crimean War
was an invisible one — the problem of class. Ordinary soldiers usually came
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from the lowest strata of British society; generally illirerate, they would often
join as a last cesort to avoid prison or the dreaded workhouse. Wellingron
called such recruits ‘the scum of the earth’, and they were treated accordingly.
Floggings were routing, rations = meat, bread and rum - sparse and
moenotonous, and accommoedation crowded and claustrophobic, with ewenty
men cften sharing & small room, Nor was there any way out, for advancement
from the ranks could be all but impossible: most of them would never achieve
any promaotion. Their commanders, on the ocher hand, came from the very
highest echelons of seciety: they had to, because officers had 1o buy their
commissions, which didn’s come cheap, The price of a captaincy was £1 8co,
while a major came in at £3,200 = princely sums at the time and by no means
within reach of any but the very well-ott, Such a svstem, in which rank was
bought regardless of experience or talent, created an army that was in effect
the plavthing of the toffs: officers spent as much time hunting on their estates,
going to balls in London and yacheing at Cowes as doing such erifling chings as
drilling their men. One aristocrat, the Duke of Cambridge, summed it up: “The
British cfficer shouid be a gentleman first and an officer second,” The events of
the Crimean War would illustrate pireonsly the shortcomings of such a system,

The most notoricns Cramean gentleman-officer came from Deene Park,
near Corby in Norchampronshire, This was the ancestral home of James
Thomas Brudencll, Seventh Earl of Cardigan, Cardigan had boughr his
licurenant-coloneley for a staggering {40,000, and, as commander of the Light
Brigade of Cavalry, he was 1o play a crucial vole in events in the Crimea, Ar the
outbreak of war, Cardigan was already a well-known Sgure in Britain -
albest fur all the wrong reasons, A well known womaniser, he was also referred
o as the ‘Homicidal Larl” because of his taste for duelling with his officers and
flogging his men: when he left his splendid estace to go o the opera, he was
coutinely boned. At times. in the Crimea, he hehaved mare like a holidaymaker
than a saldier - staying on his yacht, drinking champagne and enjoying the
services of his French chel, Cardigan’s boss and the commander of cavaley
in the Crimea, meanwhile, was his brother-in-law, Tord Tucan, who had
married, bullied and then left Cardigan’s youngest sister; the two men were
nut on speaking terms, To compleze this pacture of dvsfuncrion at the top of
the mibisary chain of command, above these swo enemies was Lord Raglan,
Commander-in-Chicf of the British army and an clderly soldier who had nor
o much as ser font nn a hawdeficld in farry vears. Cardigan, Lucan and Raglin
were together respemsible lor one af the most dreadtul episodes in British
military history = the massacre ol 25 October 1854 that became known as the
Charge of the Light Brigade,

Nor that you'd chink it was so very dreadful from the many depictions of
the batcle painted larer - such as Simpson’s 1he Charge of the Light Brigade
at the Bartle of Balakiava (1854) and Richard Caton-Woadville's The Charge
of the Light Brigade (1895}, bath of which show geand sweeping views of
the bartlefield, acts of greatr heroism and triumph over despair. The former,
painted in the aftermath of the famous battle, wisely keeps its distance
from the actual scene of bloodshed and concensrates instead on presenning
panorama and vast scale, succeeding in conveying a scene of distant heroism
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in the process, In fairness to Simpson, he did actempt the painting three
times before it was approved and later bought by Cardigan, He nates in his
autobiography that in the final work he had ‘taken greater care than in the
first twa to make his lordship conspicuous in front of the brigade’. While
Simpson arrived in Balaclava three weeks afrer che battle, Caton-Waodville
(1856-1927] painted his version a remarkable forty vears after the event,
when the events of that day were well understoad. It nonetheless conveys

a similar sense of heroism, although from rather closer quarters: in this
painting, cven the horses appear over-brimming with pride.

So what actually happened on chat October dav? The British were
defending the Crimean pore of Balaclava against the full might of the Russian
army, which held the approaches to the deep valley on the landward side
of the town, Cardigan's Light Brigade was positioned on the valley floor
outside Balaclava: Raglan, higher up on the ridge, could see the advancing
Russians threatening an outpost on the valley rim, He sent a written order to
Lucan, relling him to advance the Light Brigade to ‘try to prevent the enemy
carrying away the guns’. The problem for Lucan was that, from where he
was standing, he couldn’t see the threatened Brinsh pesition, “Whart guns?®
he spluttered to the enthusiastic Caprain Nolan, who had cantered over with
the order: the unly guns he could see were the Russian ancs ar che far end of
the valley. Nolan waved his sword in the general divection ol the valler. And
s0, suicidal as such an action would be, Lucan trasted over 1o Cardigan and
ordered him to actack down the length of the valley, ‘Certainly, my Lord’,
responded Cardigan, *bur allow me to point out o you chat there 15 a battery
in front, a battery on each flank, and the ground is covered with Russian
cavalrymen.” T cannot help thar,” came the retorr. And so Cardigan took
up position on his horse (named Ronald) ar the front of the Lighe Brigade,
mutrered, *Here goes the last of the Brudenel's,” and led the charge. A hounder
Cardigan mighr have been, bur he did ar least have guts,

The result was carnage. Capran Nolan, seeing what was about to happen,
galloped into the charge, waving his sword once more. Was he saving, "No,
no. you're wrang - those are the guns’? We will never know. for he was one of
the first to die, killed by a tragment of a Russian shell. The Brigade rode on,
and a hail of bullets, shrapnel and cannenballs chundered inco the advancing
cavalry; a third of its 670-0dd members were killed or wounded by the Russian
forces in the space of 25 minutes. A French marshal watching commented: 'Ic's
magnificent. But ir’s nor war.”

Back in Britain, it would rake a while for the sheer folly of the Charge
to become known, and public reaction ar fiest focused on the heroism of
those who had taken part, When Cardigan - who had survived the charge -
returned shorely afterwards, he was given a hero’s welcome, and bands played
‘See! The Conguering Hero Comes’ as he (and Ronald) were mobbed by
admiring crowds. He criss-crossed the country making triumphant speeches
retelling derails of the Charge, and the knitted waistcoat chat he had worn i
the Crimea became the must-have fashion item of the season,

Artists joined in the adulation, and paintings showed Cardigan as the
man of the hour: in the dining room at Deene Park roday chere seill hangs a
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porirait by Henry Pavne {1868-1940) of Lord Cardigan Leading the Charge
of the Light Brigade at the Battle of Balaklava, 25 October, 1854 - again,

painted a full chirty vears alter the event ~ in which the hero insouciantly
rides Ronald into the thick of the action, impervious to the cannonballs
fizzing through the air around him. Another painting, ord Cardigan
Describing the Charge of the Light Brigade to Prince Albert and the Roval
Children ar Windsor on 18 Jansary, 1855, by James Sant (1820-1916),
which hangs in the central stairwell of the house, illustrates the extent to
which Cardigan was feted by high society.
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11.2 Images

Zamek Windsor v modernich ¢asech (Windsor Castle in Modern Times), Sir
Edwin Landseer [32]

Kralovna Viktorie na vyjizdce s lordem Melbournem (Queen Victoria Riding out
with Lord Melbourne), Sir Francis Grant [33]
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Kralovska rodina (The Royal Family), Franz Xaver Winterhalter [34]

Viktorie a Viky (Victoria and Vicky), Henry Collen [35]
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Sle¢na Cornwallisovéa na kole (Miss Cornwallis on a Bike), Edward Linley
Sambourne [36]

Modelka na lakovaném stolku (Model Seated on a Lacquer Table), Edward
Linley Sambourne [37]
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Slavnostni otevieni Svétove vystavy, 1. kvétna, 1851 (The Inauguration of the
Great Exhibition, 1st May, 1851), David Roberts [38]

Prvniho kvétna 1851 (The First of May 1851), Franz Xaver Winterhalter [39]
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Bohatstvi Anglie: Bessemertv konvertor (The Wealth of England: The
Bessemer Converter), William Holt Yates Titcomb [40]

Setkani vynéalezcd u mostu Britannia (Conference of Engineers at Britannia
Bridge), John Lucas [41]

75



Zelezo a uhli (Iron and Coal), William Bell Scott [42]

Prvni tfida — Laska na prvni pohled (First Class - The Meeting, and At First
Meeting Loved), Abraham Solomon [43]
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Britsky vceli ul (The British Bee Hive), George Cruikshank [44]

Princ z Walesu v Cragside v roce 1884 (The Prince of Wales at Cragside in
1884), Henry Hetherington Emmerson [45]
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Znalec (The Connoisseur), Henry Herbert La Thangue [46]

PAY WARR BRI ST LML,

Stédrovederni vedefe pred bitvou o Sevastopol (A Christmas Dinner on the
Heights before Sebastopol), William Simpson [47]
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