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Oldřich Král (13 September 1930 – 21 June 2018) was a famous sinologist, translator and literary 
theorist. Although he started studying sinology by coincidence, he became one of the most 
productive translators of Chinese literature, poetry, philosophy and art theory in the Czech 
Republic. This interview, which I conducted with him in 2014, was originally prepared for his 
Festschrift in China1. After I asked Oldřich Král, who used to be my Ph. D. supervisor, for the 
interview, he agreed, but suggested to not just answering the prepared questions, since he more 
preferred a relaxed conversation, in turn making it more authentic. Although it was meant for a 
Chinese scholar journal, I noticed that the content is much more appealing to Western readers, 
especially for people living in the region of former Czechoslovakia as it is concerns our recent 
history, and he references many features typical of our cultural background. It has been approved 
by him in the Chinese version; the English published here has been shortened. I slightly changed a 
few of my questions. During the translation of the interview I realized on several occasions that I 
would like to ask him far more than I did, although this is no longer possible. 
 
 
D. Z.: You have translated a substantial amount of Chinese texts classical as 
well as modern, from novels to poems, the books of ancient philosophy, even a 
text of art theory and an erotic novel. The scale of classical and modern 
literature is over an admirable range of themes, so what led you to decide 
which works you would like to translate? 
O. K.: Maybe my motivation was partially to try to understand Chinese 
literature, and there are historical reasons, too. At the beginning of my career I 
started to translate modern Chinese literature, like all the students, as it was 

                                                            
1 Acta Linguistica et Literaturia Sinica Occidentalia, Huaxi Yuwen Xuekan, Sinological 
Monograph for Oldřich Král on the Occassion of his 85th Birthday, Sichuan wenyi 
chubanshe, 2015. 
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described in Jaroslav Průšek’s study program, which was specialized on 
Chinese literature of the 20th century, meaning all students who wanted to study 
literature entered that program. I chose Ba Jin’s Family, maybe it was a kind of 
prevision, because this novel is considered to be a modern version of the Dream 
of the Red Chamber2. Ba Jin was strongly influenced by European literature, 
especially French literature. His novel was written in the style of western 
novels, and the main hero was a boy confronted with the situation of the 
changing modern world. That was the beginning, since those times I had already 
started to understand translation as a means of understanding something. I 
started to work on translating that novel, although it was not with the intention 
of being my graduate thesis.  
This also allowed me to question the Chinese novel itself. After graduating I 
was admitted to the postgraduate program, Průšek started working at the 
Academy of Sciences, Institute of Oriental Studies, and I naturally followed 
him. In that time we discussed the topic of my thesis, it was a three-year study 
program, and at the end I was supposed to write a thesis. But in that time it was 
classical Chinese literature which started to attract me more and more. In Ba 
Jin’s novel there were reflections of classical Chinese literature, but it was 
written in the language of a Western translation.  
 
D. Z.: Did you perceive modern Chinese language as a very young and not 
really mature language at that time? I spoke with other sinologists and some of 
them presented the idea that modern Chinese was not mature enough in that 
period. 
O. K.: Of course, there is nothing negative in that consideration, but in that 
period of time, in the 20s and 30s of the twentieth century, it was a young 
language, just in the womb (so to speak). As it was a language strongly inspired 
by European literature, what he wrote was not that of a traditional Chinese 
novel, which was rejected by them, but he was writing a genre he had learned 
from the novels of the 19th century, Chinese language nowadays is completely 
different. And as to the writer and his style of writing: for me, Ba Jin is like his 
penname, which came from the names of two anarchists, Mikhail Bakunin and 
Pyotr Kropotkin3: it is a word game, and it is a European game. I read his short 

                                                            
2 Cao Xueqing 曹雪芹. Dream of the Red Chamber 红楼梦, also called The Story of 
the Stone, translated by O. Král, Prague: Odeon, 1986 – 1988 (three volumes).  
3 Ba Jin (25 November 1904 – 17 October 2005) is a Chinese writer, translator, and 
political activist. His original name is Li Yaotan. His penname Ba Jin is coming from 
the Chinese transcription of two names in Chinese, Ba is the first sylable of Mikhail 
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stories about life in quartier Latin in Paris. He got a scholarship to study abroad, 
chose Paris and he was sent there, and that decided his later life. The ideals of 
social justice strongly influenced him; these two names were the names of two 
anarchists. He became inspired by many different points of view. But I 
personally was influenced by Russian formalism and Prague structuralism, and 
for someone like me it was not that interesting what it was about, but the way 
how it was created. I chose The Unofficial History of the Scholars deliberately 
just to see how it was done; this is something I enjoy in Chinese literature! 
Průšek appreciated this point of view, he was a historian, but he was close to the 
Prague school, too, so he was looking at my work with a kind of admiration. 
The result was my thesis on the creative literary process in a classical Chinese 
novel shown here, and during that work I dealt with the idea of translation. At 
that time, it was the only classical Chinese novel that had not been translated 
yet. However, my translation was not the first one published, the first one was 
published in Russia; mine came a little later, but we were working on it at the 
same time. It attracted me just because it had never been translated into a 
European language before, and I would have explained it by the fact that all 
other classical Chinese novels had a major story that may not have been so 
important; but the Europeans were always fascinated by the story – classic 
European novels are always built on strong stories. So the Europeans did a 
terrible thing to most of the classical Chinese novels, as they did not translate 
those stories, they adapted them. The first translation of the Dream of the Red 
Chamber had 50 chapters only, the original had 250. The Unofficial History of 
the Scholars could not be adapted; it did not have a main storyline. Other 
novels, somehow, were presented in Europe. 
 
D. Z.: How did you feel when you came from a European cultural and literary 
background to a completely different cultural environment? Did you have the 
feeling that you were lost, or the opposite, that you had found yourself? All 
Westerns novels were built on strong and impressive stories, and suddenly the 
Chinese novel came with a number of characters and multiple episodes? Did 
you feel confused? 
O. K.: It was just all those episodes that were appealing to me. As I was 
interested in searching for patterns, the rules, it just attracted me. An 
examination of the Chinese novel, not in its adapted form, but in the original 
form, can be beneficial for comparative science. And I originally wanted to 

                                                                                                                                                  
Bakunin 巴枯宁 (Bakuning), and Jin is the last sylable of the name Pyotr Kropotkin 
克鲁泡特金 (Kelupaotejin). 
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study comparative literature and English. But at that time comparative literature 
was proclaimed as a cosmopolitan ideology, its Prague representative was 
Václav Černý, who became a politically undesirable person. As a result, after 
my application to university studies, I was told by the director of the English 
Institute that they would have admitted me as a student of English, but 
comparative literature could not be taken into consideration in that political 
situation. And it was a historical coincidence that the head of the English 
department was Zdeněk Vančura who had translated a Chinese novel from 
English. It was a translation of Water Margine4, translated into English by Pearl 
S. Buck, that famous Pearl S. Buck, who gained spotlight. Vančura with his 
team translated it into Czech language and Jaroslav Průšek helped them with 
corrections. They became friends. So then he looked at me, a young man who 
did not know what he would do in his life, he said one sentence to me, which 
changed my whole life: “If you really want to compare (to), you would need 
something that would be worth it.” And then he sent me to Průšek, to the 
department of East Asian Studies. And he accepted me. 
 
D. Z.: That was a really life changing sentence.  
O. K.: Yes, it was a kind of British humour, which changed my life. If you want 
to compare, you should have something to compare (to). And I was attracted to 
the novels. 
 
D. Z.: Most translators used to choose only a certain area of literature, but it 
seems that you were translating almost everything. Art, philosophy, literature, 
poetry… How did you start to translate philosophical works? Did you feel some 
connection between philosophical texts and classical Chinese literature? 
O. K.: Yes, I had a concept what is called now wholesome translation, which 
means translation which can maintain most of the original, and it expects 
something which is called the imprinted reader in literary hermeneutics today. 
And that means that I need not only to understand something from the literary 
background, but also to translate it in a way the reader would be familiar with 
and would be able to understand at that time, too. This was the reason I started 
to deal with the world of Chinese novels, in the beginning for myself but later 
for readers as well. I began to work on that problem while I translated The 

                                                            
4 Water Margin 水滸傳, Shuihu Zhuan, also translated as Outlaws of the Marsh, Tale of 
the Marshes, All Men AreBrothers, Men of the Marshes or The Marshes of Mount 
Liang, Chinese novel attributed to Shi Nai'an 施耐庵. 
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Unofficial History of the Scholars5. That led me to compile an anthology, which 
introduced to my readers with selected examples the whole intellectual and 
spiritual world upon which Chinese literature was built. 
 
D. Z.: That is how your well-known Book of Silence6was born. 
O. K.: Yes, that was the Book of Silence, where I explained what was hidden in 
the story, so I had to deal with some poems, and also philosophical texts, 
because that spiritual world cannot exist without philosophy. And it is 
significant that there is a translation of the Lao Zi, which I had not wanted to 
translate as a whole originally, I wanted to select a few samples of it, but then it 
did not work. I just was not able to do it without the whole translation. 
 
D. Z.: It completely trapped you in! 
O. K.: Yes, that’s exactly what I was doing, I was unable to resist, I was able to 
do it with Zhuangzi´s philosophy, I meant to give a few samples only, but 
Laozi´s Dao De Jing is something so complex, I had to translate it all, which 
actually was against my wishes. In fact, there was a need to introduce 
something concerning Chinese poetry, so I translated a descriptive poem about 
poetry, and I added the text about a painting, because if anyone in China starts 
to deal with Chinese poetry, that person usually gets inspired by poetry, which 
is closely connected with painting. It’s unavoidable.   
 
D. Z.: You started with a modern novel, continued with classical novels and 
then you started to translate multiple genres.  
O. K.: Yes, because everything was strongly connected with the novel, it was 
the background of the classical novel. Then, after 1968, I had to leave the 
university; maybe all I had done beforehand around art helped me, as Rudolf 
Hájek, the founder of the collection of Oriental art in the National Gallery, 
noticed my situation and offered me to work there. So I spent about twenty 
years at Zbraslav castle, where I started to be more and more attracted to 
Chinese painting, and I started to translate more texts on paintings which had 
not yet been published. The second thing which happened to me there was that I 
went on to translate the Dream of the Red Chamber, which I had wanted to do 
before, but I hadn´t had enough time to. So I spent 15 years translating that 
                                                            
5 Wu Jingzi 吳敬梓. Unofficial History of the Scholars [Rulin waishi 儒林外史], writen 
1750 during the Qing dynasty. Czech translation by O. Král. Wu Ťing-c’: Literáti a 
mandaríni. Neoficiální kronika konfuciánů, Prague: SNKLU, 1962. 
6 Book of Silence, a compilation of texts of Ancient Chinese literature, philosophy and 
art theory, first time published due censorship under the name Tao – texty staré Číny 
[Dao – Texts of Ancient China]. Prague: Československý spisovatel, 1971. 
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book; since I lived in the suburbs outside of Prague, I had a lot of time… I have 
to admit that it fulfilled me; I was totally immersed in that in the 70s – 80s. 
Translating the Dream of the Red Chamber was called by my wife “living with 
the novel”. I had my notes everywhere, my wife was an excellent editor, and 
she was reading it after me, correcting it… Actually, I did not know that in that 
time David Hawkes had started to do a translation of the novel as well, and he 
had to leave university to be able to work on it. 
 
D. Z.: He needed that immersion too, I guess.  
O. K.: Yes, I was forced to leave, but he left the school, he only dedicated a few 
hours per week, but the novel absorbed all of his attention. The same happened 
to me, then the situation in the 80s started to be better, Odeon somehow 
managed successfully, that it could be published, the first volume was published 
in 1986, the last of the trilogy came out in 1988. 
 
D. Z.: After that, you even won a prize for the translation. 
O. K.: Yeah, that happened at the conclusion, Odeon gave the novel a 
prestigious award. It was really kind of a beautiful ending. 
 
D. Z.: When you were working on it, you could not compare it with other 
translations, as they were not available here, and they were in the process of 
creation, too. After finishing, did you have any energy to read other translations 
and compare it with yours, in order to see the specifics of your work? 
O. K.: I did not compare it in this way. But I had access to the old German 
translation, better said adaptation, and the Russian translation, too. Before 
David Hawkes and I started to translate it, the Russian translation was the only 
one that was a full translation of the whole novel, but I did not like it. I heard 
that the Russians were considering translating it again; maybe they did not like 
it either. But I am not sure if that ever happened. And then, in the 80s, the 
Chinese translation to English was published in Beijing. 
 
D. Z.: Yes, it was Yang Xianyi’s translation; it was published in Beijing in 1978. 
O. K.: After I saw, I do not remember exactly when, Hawkes’s translation, I 
realized that the idea of a wholesome translation was possible, that the reader 
should not be underestimated.  
 
D. Z.: I personally enjoyed your translation; I felt the philosophical dimension 
of the novel very strongly there.  
O. K.: Thank you, maybe it was because I did a curve, as I had translated the 
Book of Silence, and other works before I started. When I did my doctoral 
studies, Průšek asked me to write about something else, while I wanted to 
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continue with The Unofficial History of the Scholars. Then I suggested that I 
could do research on The Literary Mind and the Carving of Dragons7, as I was 
interested in the literary aesthetics of it. This is the most systematic theoretical 
work, the Chinese are usually not very systematic, their studies on poetry are 
more similar to essays, but this one is a bit different. I started to be interested in 
cultural semiotics, and the idea that culture is a structure of characters is close to 
The Literary Mind and the Carving of Dragons, because it came from the same 
idea – it is about the characters.  
 
D. Z.: In my opinion, it is difficult to translate, because if the translator does not 
have something that the Chinese call wenxue xiuyang 文学修养8, it can sound 
pretty flat and mentoring, like “you should do this, not that”, but you were able 
to avoid that. In your translation it was exactly how it was supposed to be. 
O. K.: As the Europeans were searching for the story, then they told it again, 
and in that process they changed the structure of sentences. The Chinese have a 
completely different form of expression, it is the structure of parallel prose, and 
if you destroy that structure, sometimes it does not make sense. Because it is a 
thought parallel too, so without that parallel it would become meaningless. That 
was the reason why I kept the character of free verses, because European prose 
cannot express it so clearly. I wrote a study on the terminology, in which I 
systematically discussed all the terminology of the book. My translation could 
not be published at that time, as you know, because of the political situation. It 
waited for about twenty years, and then my students published it in 2000. That 
was the translation which was read by Průšek.     
 
D. Z.: So your translation of The Literary Mind and the Carving of Dragons 
was waiting in the drawer for twenty years. 
O. K.: Not really, it was published as a small “samizdat”9. 
 
D. Z.: So did you publish it illegally?  
O. K.: No, that would not be an exact definition; it was published in a few 
copies, about ten, all my friends knew about it. We planned to publish it later, as 

                                                            
7 Liu Xie 劉勰. The Literary Mind and the Carving of Dragons [文心雕龍 Wen Xin 
Diao Long], translated by O. Král and published as Liou Sie, Duch básnictví řezaný do 
draků. Teoretická báseň v próze, Praha: Brody, 2000. 
8 It can be translated as: his level of cultivate literary language is not high enough.  
(D. Z.)  
9 It was a form of a dissident activity across the Eastern bloc in which individuals 
reproduced censored and underground publications by hand and passed the documents 
from a reader to a reader. 
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an appendix to my thesis. Odeon publishing house was considering translating 
Dream of the Red Chamber, Průšek was the head of the publishing house, so we 
agreed, and then I translated two chapters, and Průšek read them very carefully 
and very critically. Interestingly, he asked me to submit it as a project, as in his 
opinion it would be a good idea to translate it as a team, and he was right at that 
time, that I would have no time to do it alone. Průšek had always had a very 
high opinion of collective work, which I disagreed with, but we could come to a 
compromise on this one. Of course, we both had no idea how suddenly the 
situation could change.  
And really, all the other things I did, the variability of my translations, were 
connected to each other. I translated Hui Neng10, and without that, the Dream of 
the Red Chamber would not have been able to succeed.  
 
D. Z.: Truly, this is what I felt from your translation of the Dream of the Red 
Chamber. Taoism and Buddhism resonate there. It is very philosophical. 
O. K.: Yes, it contained all of my experiences. It really is inside the book, when 
they were speaking on Baoyu.s grandmother, theat they all used words from the 
Heart Sutra11. You cannot translate it without realising it, without knowing that 
Sutra. It is the same in the A Supplement to the Journey to the West12. Other 
translators did not know how to translate it, so they all conveniently skipped it. 
 
D. Z.: I would like to ask you, as you originally wanted to study something else, 
Chinese just happened to you, then you started to devote yourself to Chinese 
literature. Did you ever feel that it has changed you a bit? Have you ever felt 
that your way of thinking, your perception, is no longer European; that you 
have become someone completely different?  
O. K.: True. It has changed my life; of course it changed me too. I knew 
different people, but in reality I am still doing what I have always wanted, and 
that is literature. 
 
 

                                                            
10 Platform Sutra of the Sixth Patriarch [六祖壇經 Liuzu Tanjing], attributed to the 
sixth Chan patriarch Huineng 惠能, was composed in China during the 8th to 13th 
century.  
11 Heart Sūtra [Sanskrit Prajñāpāramitāhṛdaya, Chinese 心經 Xīnjing] is a popular sutra 
in Mahāyāna Buddhism. 
12 Dong Yue 董說. A Supplement to the Journey to the West [西游补 Xiyou pu]. 
Chinese Fantasy novel, 1640, translated by O. Král as Dong Yue [Vsuvka do Putování 
na západ: román na přidanou], Lásenice: Maxima, 2009. 
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D. Z.: So you are doing more or less what you always wanted, only in a slightly 
different way? 
O. K.: Later I realized that if you experience something totally different from 
your life so far, then you perceive your own experience in another light. You no 
longer take anything as something obvious. You start to feel like something you 
know might be very different. And that's what it is. 
 

D. Z.: I was asked you that question because I realized that China had changed 
me. When people ask me now, what I think about China, as a European, I am 
not sure anymore, if I am still that European, I feel that my opinion is no longer 
the opinion of someone who comes from Europe. It is the view of someone living 
in between two different cultures. 
O. K.: This is that confrontation. After all, I realised that I have led my dialogue 
not so much with sinology but more with literature. My friends were, for 
example, Červenka, people from the department of Russian culture; I was living 
in circles where I felt they had something to offer me, to give me another point 
of view. 
 
D. Z.: That means you never considered yourself as a sinologist, but as someone 
devoting himself to comparative literature.  
O. K.: Yes, more like a literary comparatist. I fulfilled my idea. Even, 
paradoxically, that I was not able to study comparative literature years ago, in 
1949, it was me who helped to re-open the department of Comparatist studies at 
the Philosophical faculty of Charles University in Prague. I believe that Czech 
Comparatist studies need to be more in contact with non-European comparatist 
studies.   
 
D. Z.: I remember you in that time, being the head of the department of Eastern 
Asian Studies in the 90s, where you promoted the idea of having more 
connections with other fields, to open and connect to other departments, for 
example to literature from everywhere in the world. 
O. K.: Yes, as there is no field called Oriental studies in a number of countries 
anymore, nowadays it should not be people called sinologists devoted to 
Chinese literature, but literary scientists specialised in Chinese literature, and 
that is the same with comparative studies. So I strongly supported 
methodological interconnection, linking questions, so we have doctoral studies 
of literature focusing on the languages of Asia and Africa, as well as the 
linguistics of the languages of Asia and Africa. 
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D. Z.: Yes, and during my doctoral studies you urged me to have an attestation 
to theory of Fine arts, which was extremely important for my later research. If I 
had not studied fine arts, I would not have been able to comprehend it in such a 
complex way.  
O. K.: Of course, I still respect Průšek a lot, he was writing texts about novels 
and linguistics, but his situation was completely different. And you just 
reminded me, he also wrote a catalogue of an art exhibition… 
 
D. Z.: You wrote something like this, too. It was a catalogue to the exhibition of 
calligraphy, a tiny book. I would like to ask you about your translation of The 
Plum in the Golden Vase13. How did you get to translate erotic literature? I am 
not really sure what the Chinese opinion of this book is: on one hand it is erotic 
literature, on the other hand it is a part of the Chinese classics.  
O. K.: As my work with the university is sufficient enough (without being 
overwhelming), I have time to translate, I am doing what I wanted as a young 
daring boy, when I wrote to Odeon after publishing The Unofficial History of 
the Scholars that I would like to translate Dream of the Red Chamber and The 
Plum in the Golden Vase. I felt that it was a kind of a trilogy. 

D. Z.: So you have the feeling that these three novels are somehow connected to 
each other? 
O. K.: Yes, all of them describe Chinese society, each from a different point of 
view. It is like an irregular triangle. Even Cao Xueqing had read The Plum in 
the Golden Vase in that period of time. These two great novels are all 
concerning everyday life in the house. 
 
D. Z.: Yes, actually, they are all describing how life was in a big Chinese house. 
O. K.: There are two metaphors of the universe. And me as a daring young man 
wanted to translate these two masterpieces. 
 
D. Z.: And you succeeded.  
O. K.: I had some problems with the translation. And I had a feeling that I 
needed to find the right language for translating The Plum in the Golden Vase 
and I was missing that kind of language. This was the reason why I translated 

                                                            
13 The Plum in the Golden Vase or The Golden Lotus [金瓶梅 Jin Ping Mei]. Chinese 
novel composed in China during the late Ming dynasty (1368 – 1644). The author used 
the pseudonym Lanling Xiaoxiao Sheng [蘭陵笑笑生 The Scoffing Scholar of 
Lanling]. Translated by O. Král as Jin Ping Mei aneb Slivoň ve zlaté váze. Lásenice: 
Maxima, 2012 – 2017, the translation is unfinished. 
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the erotic novel The Carnal Prayer Mat14, because the volume of that novel is 
still short enough to find the right language, if I had started with The Plum in 
the Golden Vase I could have gotten lost easily. It became a platform where I 
tried new language, including punctuation, which is different too. That was one 
of my translator´s interlineation; the second one was Journey to the West, which 
I translated mostly for sentimental reasons. I purchased it during my stay in 
China; it was the period of the One Hundred Flowers movement, when it was to 
possible publish the books which could not have been published before. So I 
bought Journey to the West. As to The Carnal Prayer Mat, this is another story, 
on end sent it to me from Macao after he got married as sarcastic greetings from 
Eastern Asia sometimes in the 60s – 70s, I read it and let it be. I used these short 
novels to train my language, to change it from the Dream of the Red Chamber 
to The Plum in the Golden Vase. I have the impression that our Chinese 
literature is not complete without having a wholesome translation of The Plum 
in the Golden Vase. 
 
D. Z.: That is right, if someone translates a novel, it means creating it again in 
a different language. And that language of translation should be found by the 
translator. If you are translating something from the 17th century you cannot 
use the language of that period, you need to conduct research for the right 
language carefully, to let your reader realise that it is an old book, but the 
language of translation cannot be too archaic.  
O. K.: Exactly, that is a metaphor of ancient language which should be used, 
you cannot translate Dream of the Red Chamber and pretend that you have 
never read Joyce. This will give you energy, the courage to be unrestrained, to 
avoid archaisms you can involuntarily absorb from the language of the original.  
 
D. Z.: I would like to ask, you spent a part of your life in seclusion. Since you 
are close to the ideal of the “hidden sage”15, have you ever felt secluded, have 
you ever thought of yourself in these categories coming from Chinese Taoism? 
O. K.: Maybe the fact that I knew the Taoist ideal, different possibilities of 
living were helpful for me in those times. I liked it, it inspired me, and it helped 
me to understand something. 
 
                                                            
14 The Carnal Prayer Mat [肉蒲团 Rouputuan] is a 17th-century Chinese erotic novel 
published under a pseudonym but usually attributed to Li Yu (李渔, 1611 – 1680). It 
was written in 1657 and published in 1693 during the Qing dynasty. 
15 It is a Taoist, and Buddhist, ideal of living apart from the society, chushi 出世, which 
means exactly “leaving the world” as opposite to rushi 入世 “entering the world” which 
is parallel to Confucianist life in the society. 
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D. Z.: Did you find yourself in that philosophy? 
O. K.: Taoists, the Book of Silence, were not only Taoist monks; they were 
inspired by that lifestyle as well. It was possible to accept it as an alternative. 
This was not purely an ascetic way of life. 
 
D. Z.: I never considered it in the way of ascetics, I meant it as it was an 
alternative way of life, being in seclusion far from the centre, far from the dusty 
world, that used to be very often the case of Chinese scholars. 
O. K.: Yes, it became familiar to me, thanks to the coincidence, thanks to the 
association with Hájek and the association with the castle; we actually enjoyed a 
happy life there. 
 
D. Z.: Happy life in the peace of the Taoist garden. 
O. K.: Yes, and we were not really isolated from the world, we were not lonely 
there, painters were coming, we made seminars, we played there… It’s about 
accepting what comes in your life and making the most of it. 
 
D. Z.: Thank you.  



<<
  /ASCII85EncodePages false
  /AllowTransparency false
  /AutoPositionEPSFiles true
  /AutoRotatePages /None
  /Binding /Left
  /CalGrayProfile (Dot Gain 20%)
  /CalRGBProfile (sRGB IEC61966-2.1)
  /CalCMYKProfile (U.S. Web Coated \050SWOP\051 v2)
  /sRGBProfile (sRGB IEC61966-2.1)
  /CannotEmbedFontPolicy /Error
  /CompatibilityLevel 1.4
  /CompressObjects /Tags
  /CompressPages true
  /ConvertImagesToIndexed true
  /PassThroughJPEGImages true
  /CreateJobTicket false
  /DefaultRenderingIntent /Default
  /DetectBlends true
  /DetectCurves 0.0000
  /ColorConversionStrategy /CMYK
  /DoThumbnails false
  /EmbedAllFonts true
  /EmbedOpenType false
  /ParseICCProfilesInComments true
  /EmbedJobOptions true
  /DSCReportingLevel 0
  /EmitDSCWarnings false
  /EndPage -1
  /ImageMemory 1048576
  /LockDistillerParams false
  /MaxSubsetPct 100
  /Optimize true
  /OPM 1
  /ParseDSCComments true
  /ParseDSCCommentsForDocInfo true
  /PreserveCopyPage true
  /PreserveDICMYKValues true
  /PreserveEPSInfo true
  /PreserveFlatness true
  /PreserveHalftoneInfo false
  /PreserveOPIComments true
  /PreserveOverprintSettings true
  /StartPage 1
  /SubsetFonts true
  /TransferFunctionInfo /Apply
  /UCRandBGInfo /Preserve
  /UsePrologue false
  /ColorSettingsFile ()
  /AlwaysEmbed [ true
  ]
  /NeverEmbed [ true
  ]
  /AntiAliasColorImages false
  /CropColorImages true
  /ColorImageMinResolution 300
  /ColorImageMinResolutionPolicy /OK
  /DownsampleColorImages true
  /ColorImageDownsampleType /Bicubic
  /ColorImageResolution 300
  /ColorImageDepth -1
  /ColorImageMinDownsampleDepth 1
  /ColorImageDownsampleThreshold 1.50000
  /EncodeColorImages true
  /ColorImageFilter /DCTEncode
  /AutoFilterColorImages true
  /ColorImageAutoFilterStrategy /JPEG
  /ColorACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /ColorImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000ColorACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000ColorImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasGrayImages false
  /CropGrayImages true
  /GrayImageMinResolution 300
  /GrayImageMinResolutionPolicy /OK
  /DownsampleGrayImages true
  /GrayImageDownsampleType /Bicubic
  /GrayImageResolution 300
  /GrayImageDepth -1
  /GrayImageMinDownsampleDepth 2
  /GrayImageDownsampleThreshold 1.50000
  /EncodeGrayImages true
  /GrayImageFilter /DCTEncode
  /AutoFilterGrayImages true
  /GrayImageAutoFilterStrategy /JPEG
  /GrayACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /GrayImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000GrayACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000GrayImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasMonoImages false
  /CropMonoImages true
  /MonoImageMinResolution 1200
  /MonoImageMinResolutionPolicy /OK
  /DownsampleMonoImages true
  /MonoImageDownsampleType /Bicubic
  /MonoImageResolution 1200
  /MonoImageDepth -1
  /MonoImageDownsampleThreshold 1.50000
  /EncodeMonoImages true
  /MonoImageFilter /CCITTFaxEncode
  /MonoImageDict <<
    /K -1
  >>
  /AllowPSXObjects false
  /CheckCompliance [
    /None
  ]
  /PDFX1aCheck false
  /PDFX3Check false
  /PDFXCompliantPDFOnly false
  /PDFXNoTrimBoxError true
  /PDFXTrimBoxToMediaBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXSetBleedBoxToMediaBox true
  /PDFXBleedBoxToTrimBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXOutputIntentProfile ()
  /PDFXOutputConditionIdentifier ()
  /PDFXOutputCondition ()
  /PDFXRegistryName ()
  /PDFXTrapped /False

  /CreateJDFFile false
  /Description <<

    /BGR <>
    /CHS <FEFF4f7f75288fd94e9b8bbe5b9a521b5efa7684002000410064006f006200650020005000440046002065876863900275284e8e9ad88d2891cf76845370524d53705237300260a853ef4ee54f7f75280020004100630072006f0062006100740020548c002000410064006f00620065002000520065006100640065007200200035002e003000204ee553ca66f49ad87248672c676562535f00521b5efa768400200050004400460020658768633002>
    /CHT <FEFF4f7f752890194e9b8a2d7f6e5efa7acb7684002000410064006f006200650020005000440046002065874ef69069752865bc9ad854c18cea76845370524d5370523786557406300260a853ef4ee54f7f75280020004100630072006f0062006100740020548c002000410064006f00620065002000520065006100640065007200200035002e003000204ee553ca66f49ad87248672c4f86958b555f5df25efa7acb76840020005000440046002065874ef63002>
    /CZE <>
    /DAN <>
    /DEU <>
    /ESP <>
    /ETI <>
    /FRA <>
    /GRE <>

    /HRV (Za stvaranje Adobe PDF dokumenata najpogodnijih za visokokvalitetni ispis prije tiskanja koristite ove postavke.  Stvoreni PDF dokumenti mogu se otvoriti Acrobat i Adobe Reader 5.0 i kasnijim verzijama.)
    /HUN <>
    /ITA <>
    /JPN <FEFF9ad854c18cea306a30d730ea30d730ec30b951fa529b7528002000410064006f0062006500200050004400460020658766f8306e4f5c6210306b4f7f75283057307e305930023053306e8a2d5b9a30674f5c62103055308c305f0020005000440046002030d530a130a430eb306f3001004100630072006f0062006100740020304a30883073002000410064006f00620065002000520065006100640065007200200035002e003000204ee5964d3067958b304f30533068304c3067304d307e305930023053306e8a2d5b9a306b306f30d530a930f330c8306e57cb30818fbc307f304c5fc59808306730593002>
    /KOR <FEFFc7740020c124c815c7440020c0acc6a9d558c5ec0020ace0d488c9c80020c2dcd5d80020c778c1c4c5d00020ac00c7a50020c801d569d55c002000410064006f0062006500200050004400460020bb38c11cb97c0020c791c131d569b2c8b2e4002e0020c774b807ac8c0020c791c131b41c00200050004400460020bb38c11cb2940020004100630072006f0062006100740020bc0f002000410064006f00620065002000520065006100640065007200200035002e00300020c774c0c1c5d0c11c0020c5f40020c2180020c788c2b5b2c8b2e4002e>
    /LTH <>
    /LVI <>
    /NLD (Gebruik deze instellingen om Adobe PDF-documenten te maken die zijn geoptimaliseerd voor prepress-afdrukken van hoge kwaliteit. De gemaakte PDF-documenten kunnen worden geopend met Acrobat en Adobe Reader 5.0 en hoger.)
    /NOR <>
    /POL <>
    /PTB <>
    /RUM <>
    /RUS <>
    /SKY <>
    /SLV <>
    /SUO <>
    /SVE <>
    /TUR <>
    /UKR <>
    /ENU (Use these settings to create Adobe PDF documents best suited for high-quality prepress printing.  Created PDF documents can be opened with Acrobat and Adobe Reader 5.0 and later.)
  >>
  /Namespace [
    (Adobe)
    (Common)
    (1.0)
  ]
  /OtherNamespaces [
    <<
      /AsReaderSpreads false
      /CropImagesToFrames true
      /ErrorControl /WarnAndContinue
      /FlattenerIgnoreSpreadOverrides false
      /IncludeGuidesGrids false
      /IncludeNonPrinting false
      /IncludeSlug false
      /Namespace [
        (Adobe)
        (InDesign)
        (4.0)
      ]
      /OmitPlacedBitmaps false
      /OmitPlacedEPS false
      /OmitPlacedPDF false
      /SimulateOverprint /Legacy
    >>
    <<
      /AddBleedMarks false
      /AddColorBars false
      /AddCropMarks false
      /AddPageInfo false
      /AddRegMarks false
      /ConvertColors /ConvertToCMYK
      /DestinationProfileName ()
      /DestinationProfileSelector /DocumentCMYK
      /Downsample16BitImages true
      /FlattenerPreset <<
        /PresetSelector /MediumResolution
      >>
      /FormElements false
      /GenerateStructure false
      /IncludeBookmarks false
      /IncludeHyperlinks false
      /IncludeInteractive false
      /IncludeLayers false
      /IncludeProfiles false
      /MultimediaHandling /UseObjectSettings
      /Namespace [
        (Adobe)
        (CreativeSuite)
        (2.0)
      ]
      /PDFXOutputIntentProfileSelector /DocumentCMYK
      /PreserveEditing true
      /UntaggedCMYKHandling /LeaveUntagged
      /UntaggedRGBHandling /UseDocumentProfile
      /UseDocumentBleed false
    >>
  ]
>> setdistillerparams
<<
  /HWResolution [2400 2400]
  /PageSize [612.000 792.000]
>> setpagedevice


