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Distinctions between Translations and Adaptations — through Western Drama
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Abstract

When theatrical texts are performed on the stage, they are required to contain nonverbal
expressions to convey the messages of the original texts. This may be categorized as what is
defined by Roman Jakobson ‘intersemiotic translation’, “an interpretation of verbal signs by
means of signs of nonverbal sign systems” (Jakobson, 2004:139). Moreover, when theatrical
texts are translated into another language, nonverbal signs may be adapted within different
cultural contexts of the target text. According to Anthony Pym, “One of the things that
‘cultural translation’ theory does best is move beyond a focus on translations as (written or
spoken) texts. The concern is with general cultural processes rather than with finite linguistic
products. This is the sense in which we can talk about ‘translation without translations’”
(Pym, 2010:148). Significance of adaptation will be analyzed through western drama
particularly plays by William Shakespeare and Samuel Beckett.
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FTTER I OERITOWVWT Baker # Routledge Encyclopedia of Translation Studies
Second Edition % 5|X72\>, “adaptation is a procedure which can be used whenever the
context referred to in the original text does not exist in the culture of the target text, thereby
necessitating some form of re-creation” (Bastin, 2011:3-4). > FV FIE LIL, AT 7 ART
AL TWDRID AR T 7 ARDSABIAFAE LR N EE TR DR PUAEV R X D728 12
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AR 72 FEECHDHEV 2D, £7-, “Adaptation is sometimes regarded as a form of
translation which is characteristic of particular genres, most notably drama. Indeed, it is in
relation to drama translation that adaptation has been most frequently studied” (Bastin, op.
cit.:4).ZD I R LITFHBI R LR E DOV Y VAR A 7R BIRRIE RBIZ L 7 S d T B )
REDFEE I NTHFESNDZ LN E DT,

TR R I DB AR L O E B W THISESN D ZERZ NI L2 A T, MENIC KT
DITEIER 122U TR T, “Unlike the translation of a novel, or a poem, the duality inherent
in the art of the theatre requires language to combine with spectacle, manifested through
visual as well as acoustic images” (Anderman, 2011: 92). /NiECFFOFNFR L& SCFEAE M
VORI PLAMC B ORI FRICIE R B IO R OAA—VZBEL T, SEL/EE L RLE
— KL T HILRRDOENTNDDTE, Fe,

When performed on stage, however, the words spoken constitute only one
element of a theatrical production, along with lighting, sets, costumes and music.
Here, because it forms part of an integrated whole, greater demands are also
placed on the translation with respect to its ‘performability,” thus increasing the
tension between the need to relate the target text to its source (the adequacy
factor), and the need to formulate a text in the target language (the acceptability

factor) (ibid.).
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(intersemiotic translation) DA 22575 £2 3%, “Intersemiotic translation or transmutation
is an interpretation of verbal signs by means of signs of nonverbal sign systems” (Jakobson,
op. cit.:139). LS MBI, DEVB LI X L%, B -RE BBV FEITRLRWIE
Sl TR RICIVEFRLSEMRTHILTHD,

ErNBOF L SN, BE B THEHL THRRZEL THRSNLLRIZHONT,
YI=2x b -~y h (Samuel Beckett, 1906-1989) 0> B I 1E i O H ARGE~DOFHEH %2 2
riH&DLﬁ‘é Ohio Impromptul A /~AA BN BLEI ] (1981) 1%, 1982 ==L T BISRIT T,

BEE B D HE RN R L C Li# L7z, “In August 1982 the NOHO Theatre Group of Kyoto,
Japan produced the British premieres of Samuel Beckett’s Rockaby and Ohio Impromptu at
the Edinburgh Festival and at the National Theatre in London. Performing in Japanese, the
troupe employed the acting style they had learned from their training in classical
fourteenth-century no and farcical kyogen acting” (Cima, 1993:184). W EX DT — 7 L EF
FTOBHEBRET, BEOMBILEIMAON, T—T V&2 /97T 21T 23R EFOOLTH
SEIEICDD, :}\@’571\%75§%0<@0)ﬁ‘f757k% Reader (3t & F) & Listener (FEXT) 1%
T ETXOEENTE G LT, BB O e IR 1 &) éaof_ﬁﬁﬁ%%%bﬁ%%&aéb
72 “In Ohio Impromptu, the knocking of the table by the Listener was replaced by a tapping
of a fan against his palm. Moreover, a masked woman appeared toward the end of the play to
perform Noh dance” (Salz, 2008). JT % , X7y EREWIZZ O BIE M X, B35 A Reader
MEICHL TR ED ICEINTZTRER I OWFEL T —7 L Oxt fA#f EIZHES Listener
HEEFLOIBIEMEITE TR T2%E LKW ENR 2 155 A LT, “Complicated
storytelling strategies allow Beckett, like Zeami, to interweave the narrative past and the
dramatic present” (Cima, op. cit.:193). PEFTHRD LT, X7y MTlo T, EHE W 58 DG

I EEONDOWEEOBM EL, ZOWENER ETHEON TV OBIELHRV T LI LE T RIS
L7z,

Quad (1984)[ 77 v R i, 2006 4 H AT D FRAl 2 RERE BT THERICHIZE STz, “A piece
for four players, light and percussion” (Beckett, 1986:451) [P4 A D 7' —- — LI LT 4
DD D/ IE, XTI RDOENWCFTIEHEORBRWELE 2 HZ870<, BED TR L2 2 1F i 1255
BEETWIZ, ZOEMTIE 4 NOBSG AWITEHNL R ETT 21X KIca Eh, 65 1E7R
CANBDOIILEDY EREWHEPRROTIESEOT X TOBERS AR LaAEmEy, 4
ICEDETHEBENEDS, BLAIRRBE T, Yo, T oA MA SHICIT e N
z. LT, *)\foi?iﬁfb\ o ZO—HEOEE N EVIRSND, Xy hDOREZDE
RIEY . FICESFEOHR O RITERELTEY, iR O Mg OB | LTIV E | ZTFEH LR RBHY
X‘Aﬁf@é)iﬁ LARRob Ty bR L7 BB 2 B 32T BLL Cuv/z, “Both Beckett and
Zeami suggest, through their reliance on carefully controlled stage movement, the centrality
of the body as well as the mind in the search for truth through will-lessness” (Cima,
1993:190). 7 v bbb oRe, | HEF OB THE ZIRIETDHERICIT, A LoB S 2 i
Za b= 528 T MM OF, ARG ELEEROIELRRLTND,
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LNLARNRE, BB EM AT hA~DA A 2—%{To72BEIC, B ADRER ICEE %
TV E T DN TOE RIZx LT, “NOT CONSCIOUSLY” (Takahashi, 1982:68)r?§
BIICITEEEZZ T TRV I EVIEIZEZL TND, Bk BT 0Ichbhrnbb T,
Ry DT I ANEREIZTIZEL, éﬁnr&kaﬁe@ﬂﬂ-%wﬁ-%&wot#;m EVRERCN
Fa@ LTI HBRISNIZZEN Xy hOREMMEZ R E LI L, A SFETEN
NWTWIAERDOEF =70, HIESHEO L ar 77 AMO TR R ICEL LT,
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“Cultural translation” may be understood as a process in which there is no
source text and usually no fixed target text. The focus is cultural
processes rather than products. The prime cause of cultural translation is
the movement of people (subjects) rather than the movement of texts

(objects) (Pym, 2010:144).

BEORMRETEZRY THERIRITIX, B R T Z7AMNCEHE LI BT 7 AP FEE T
ERERDOZ, EHY TIERARUL T o ZAZ DL D ThD, TV AN (BE) OB X TiEA
<. J\(EW)@@J%??E%?EZ) FIISERRR NIF R S =32 =7 — a0 — iR )
ELTHE 264, FIRRICB T 2% O BEFR 23 FAE L2\, “there are no entities that could be
related by equivalence. Instead, translation is seen as a general activity of communication
between cultural groups” (Pym, op. cit.:143). I STALEHFR 1 IR WTEAl O FIFR IZFE L2
TEHER RAEDFIFR IS OV T EARL FOLICERL TS,

One of the things that “cultural translation” theory does best is move beyond a
focus on translations as (written or spoken) texts. The concern is with general
cultural processes rather than with finite linguistic products. This is the sense in

which we can talk about “translation without translations” (Pym, op. cit.:148).

SACFIRREE R O R AT O — 2%, 7Z7AREL TOFRIZTICE S EZ BNV ETHY, BO
DRI IALT mERA K THYA RO S R E L Tldiev, ZhIZn, THRARIED
HER  O0EDOBEWTHS,

BIRE RTF 7 AR L COHR T LK 7 BB A ChA A RIET HT-HI0. Ty
U7 e =A27 A7 (William Shakespeare, 1564-1616) @ Twelfth Night (1601) T‘I‘:Téiilig
B0 BB, Ay OB G SRR OBIR B EL TR B BRI SNEO LRI, v
AVAET D Twelfth Night 1%, 2005 4 H{ K 5 KO0 2009 40K 0 Barbican
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Theatre (27T, i) SEMEP R B L TR LBIR B2 A KGR T R L, /N ERESER,
AR DOKIE ST, BB AN O NTEEZIK LSO B ARKOEFICWH SN, 17
e (1601 4 1 A 6 H)AVUT O EIL, ZZ LHEILR RO B RICE S 2 6,

ZIT HIERICB TS BEERIR L2 AL B O = BIT OV TH B L TR <, “Either
the translator leaves the author in peace as much as possible and moves the reader toward
him; or he leaves the reader in peace as much as possible and moves the writer toward him”
(Schleiermacher, 2004: 49). I BEALFIFR 1T W T, IR E IIMEF 2 TEXHE T2 -LLTHE
WTHEE ZEE E DT, ZHICK LTI Z AL EIER ) Tl BB THiE 2 TEH72 0%
o&bf%b\f(ﬁ%’&m TAFLHDTHD,

F aﬁﬁ(‘774’2“7)%Y&ibf:%%ﬁzﬁﬂ%‘f@}f’%i%zwj $.2007 EOHHEICEELTIboL
TBLHCRSTHIEVEVIE S BEHORWRHVELT, BB = A AETIATKDT
372, MBEOMRIIM+ 2R IEF > TLAZ LT TERWEAI N, | (B Lz B4
E'=—, 2007), 2FY, Twelfth Night ZWE)I1+ “AICFIRLIZEICII T AR THY |
HADBEIZAEO XL ar TI7AMD R T = VAT VR &2 K T HZENHIK T,

— 5. BUR T EE LIRS IIA RV AANBLE AT X [+ &I R
TES O A LL TED ISR RE NS T2b DR DD,

Kikunosuke Onoe, acting in Ninagawa’s production of Twelfth Night (2005, 2007,
and 2009), claimed that the aim was not merely to perform Shakespeare in
kimonos but to enact Shakespeare in the kabuki form, integrating kabuki
elements and contemporary nuances with the old-fashioned language of the poet

(Oki-Siekierczak, 2013:224-225).

FThebb I+ ZRICHELZRE B2 L, BICEWEE T oA VAT HE % L i#
THDTRL, /1477\t7’{§i§r’=“l%ﬁ%ﬁm%ﬁ%@qﬂfﬂ?ﬁ#é CICEWRNRHY, KR
FOEZLEFARD =T LV Ay =2 A VAT O AR E *Mﬁéﬁéka# HITHD
EERLE,

WL HHFE O EHEE, ARSI+ —0 7T —IH R DA ZE 2—IZ8 0T,

SEOT+ ZHNE, VT —UF T = AT % I L2 8IC b 72928 H LA
ST ARIE Y =A7 AT OFAEBRVISEA TWET, BT B HEOEHE T O
BT, BB NTEEDOREH LD, FZHEIL, BENRATF Y UrA47,
H—UFDO = HEOEDTHE ST TS, KELOFRBLIIHTHDL, D
EGHENNZ YRR O FFEFREISTNO T, AXVALHEOBEIZR T
LW EZ B> TnET,

F BROEEEZELT, YA AT HEB 2B L LL TR T8I0V T, i
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FITLL T OLICHBHAL TV D,

TEGEOERIL, LoV E T L, BAOELER T, ME 0GR
ATEERODITTT, i B O R 2 BE TRAL TWSONKEL T, HAR
f;%%‘a&ﬁ)abthU\ék%zf:%bw\t%okE\Eu\iﬁ“ Zhizx LT, LN
B ST OITEEIMNCE T EOEBI 72 A TR, YA VAT 23t A THX U Uy
BB % am/uf%%ofw%\ BARBEBIZHA THEZIETE LN w7138 E X
VX Mg LDLZENERBICE VN, ZZTHBIERMN RN —AXTT 47 L)
DRHDHOT T, TTND, ZEICEBLELEETOL. T S EAG DY
L AINRHLDITTT, LobtDimiEiEaE )0 Tl & ot FUZEDIA
e, RBIE, $Elcko T, {JHE‘?W“:%%)H%L&LT%%% %)%é/uFr:T&i.ﬂ
T BT DT, BEITITLRERHLE B NET A, BICHE oM EEL
Th, BPLTHRITEEDITDED, HHEEDIDIZEFEIZE> TR ZLH A
MBI D>TLAHIINTLTNVET,

HHZE DM 2502, AiEEBI O ITHE R THvETEE WL T2 2 e el
TWDDITKR LT, BB AL O B RITARE Y O LT R Th Y IR M B9 22 HE B 215 < TRy
i) 2 DI SN TWD, ZOMK T 2R PE O MBI KOS SE T, WA ST RR58K
TEDTRR IBZRILBEOT L —F =TGR IZ o7 Dh, BT, BT L0 & Dk 2 723
SR ER TN, OB ERMBERI BT ZRTZLTWDHDIZ,

FRORBELEESCHHEZOESLEEBICAN T, MBHIR+ _KER-LE, T
AFVANBFNZES TIHEETR ] THIZRBFR ) THRWRE S HBRS - E BT
DB, TLU T, MBI AT SUERHER ISND LT, = A7 AL T OIE ML Z [AEE L |
AL DL ERMEZ AT REIC LT, Al OFHER ifﬁ:?é’}:@iﬁb‘F%ﬂ%ﬁxf@%ﬂﬁﬂjf‘%éo

Fle . WRLFr— I E—a EOMBIZB W TH 2R T8 A & BT a et Il b
TWb, D~j7)“lz~‘/a/0)mﬁ?fﬁfﬁﬁﬂbfio<o “Localization can be defined as the
linguistic and cultural adaptation of digital content to the requirements and locale of a foreign
market, and the provision of services and technologies for the management of
multilingualism across the digital global information flow” (Schaler, 2011:157).2— 7)€ —
TalEo T ANEF S DB R PR EITN U THREZ S /6 - UEIIZE IS S, 71—
NIREROWNIZBNTE FHEOE LT 2 — U AR &Rt T2,

R RACHEA S A ARRE B SRR+ K iZe—h) B —ar OB RN,
Wra—hUE—arThHdEWR D, “Reverse localization: A localization process that goes
from a minor language into a major language” (Pym, op. cit.:123) 23MTHILTN\HILIZ72D,
W R HiAb reverse localization, ¥ AT —FiENOLEHEFiH~OR—HIEB—Ta O TREEHE
RDHZENH KD,

VA AETIRBIOR KT VAN BAE T JAMZB W TR S MEIR S, B OIS
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AL S [H SIS IR SN 7o, TOBEIC, H ARGEIL R ICHIREN < B RFEOEE
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7o DEY BER O IR RAEOTIR I ZZ 0, SUEFIROEFHF THOV R TH D,
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TN+ KNSR T2 SHEER B LIRS BRI O NWTE R L, SEOE M
RIWCEEFEOLRWIESFHREREDN | HBELREBORXNELZEL IR IShDIERIC, [H#
RATEDOFFR VOB RN 25, FHER O3t &I%, 5 ZE Tld/ke<, ift%@%@f‘%é@f:o
BETNE HESENESR I BRICBWTHIRZ EO5EBR RO THDH, BED
AREDOBEREEE D HELDRMITREBEINDIOF, HEILEWI Py IZB W T, il Lo
EPNTCSER . LR EARZERICB N T, ﬁlfﬁ@ﬁfﬁi@%ﬁ% FaSRE, K, K
EHE NEE B ER BEOEB NN S-S EICARLARVWESENEE LB THE
FIARD LB 72D Th D,

AREIX 2013 4F 12 H 7 BIZ T4 7z H AR B FREIAR 22 B v 3G p = O 1 = oK
MEE)ICTRELEHLDEZIME - STELELDTHD,

(EEHHBN]
B4+ (TAKEBE Yoshiko) it 58 K52 A SCR 520 52 B 5 55 2 B AT 3 BT, n R R RS
Rt {58 B A8 1= = E'uﬁ%jﬁ%jﬁ%ﬁﬁzﬂ%i%ﬂ%iﬁo
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