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Potentialities of Nonlinguistic Modalities in Adaptations of Western Drama
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Abstract

Based on the result in the previous article titled “Distinctions between Translations and Adaptations
— Through Western Drama” wherein | have stated that nonverbal elements are crucial for
adaptations of western drama to be performed on the stage, this paper reexamines the role and
effects of nonlinguistic modalities in adaptations of western drama by categorizing into three
different spatiotemporal filters of past, present and future. According to Linda Hutcheon, “In many
cases, because adaptations are to a different medium, they are re-mediations, that is, specifically
translations in the form of intersemiotic transpositions from one sign system to another. This is
translation but in a very specific sense: as transmutation or transcoding, that is, as necessarily a
recoding into a new set of conventions as well as signs” (Hutcheon, 2013:16). Potentialities of
nonlinguistic modalities in adaptations will be analyzed through western drama particularly plays
by William Shakespeare and Anton Chekhov.
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adaptation can also constitute a simpler attempt to make texts ‘relevant’ or easily

comprehensible to new audiences and readerships via the processes of proximation and
updating. This can be seen as an artistic drive in many adaptations of so-called ‘classic’ novels
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or drama for television and cinema. Shakespeare has been a particular focus, a beneficiary
even, of these ‘proximations’ or updatings. (Sanders, 2006:19)

MEOF FIL, FPR AT 7 AN BRSO -2 BUR B ST Tan 3<%
TeOIZ TS HE IS ELZEN RO M Th D, ZHUTTE AT i LTINSy =7 A
THEBI R T 7 ARORHREGFTICERICHIRSNIZS GO BAET 7 AN bIdfs52L DT
ERVWERZ TR TR TELILEBEWRT D, /o, FFRPZEM B TT e
HEWF T2 RIEAROBLE IS TR T2 EITIE T b, 5 ThiE, EAS5E
70 HIE S FEE A~ [ LT 22 M BEETh D,

HIZ IR — A B BT WNCIIESFRRI LR 2 TR T2 &) T B
#tAaP2 5, “In order to recreate multimodal plays on signs in translation, it is essential to recognize
the relations between the verbal and non-verbal signs and to analyze the function of the non-verbal
elements” (Kaindl, 2004:176). X35 A\ DS53ExR TR 1L, SiELA OB & - K - B -
AAL - IGE B /B B - RO R 2B R O NICEE AN NS DDA HBI O S 7 7 AR

ZiE, A B2 8 OO NE ENTEBY, TNEFHEET L4201, St v eEs
sl EOBAMRZ FERRL | S AR ER OEREL DT T 52 LI AR R K TH %, “What factors
need to be considered in translating a play on signs will depend to a great extent on what roles the
respective pictorial and linguistic elements play in creating the effects” (ibid.). JEEIIZIS1THHEFH
L%M)élfmn FL A A RAICEIER 95810013, SR ER LS HEINERR TN ENE DI
2RI TODD0E RRO DN %, ZOFFEEIFF RO BT, “ kDT 7 Ak L

S if£<\ EERIZHHEDO R Eﬂk%ﬁ%ﬁ@%tﬂéﬂé%éz‘i@?glﬁ’é%ﬂ&bfﬂHbé:?ie%’)o

n—-<> Y27 (Roman Jakobson, 1896-1982) 28D =FEORERE X, SRE% R — 558
NTEWRZ DT SFERNRR] ., SRR 551 Tﬁ'&zéFéé%}F’aﬁ%RJ VELCEREEE
AR E B Ve ATy — LV TZ STV \#ééﬁf‘ﬁﬁﬂffé IEEa L SR =a BN
FaCix, Yarz vy o ks “fEOFRO T THEE =F H &7 n 155 MBI “Intersemiotic
translation or transmutation is an interpretation of verbal signs by means of signs of nonverbal sign
systems” (Jakobson, 1959/2004:139) |2/ m% Y T, FEickth D SFEL 52 H 22 M T
Srbal R AB L TR T 5 R DWW T, NEE | THE | TR WO R 2% — U — Iz
BEA D,

1 W ENOZIT BN T TEHERNDIES]

T AVT I = A7 AT (William Shakespeare, 1564-1616) (245 Comedy of Errors (TEH 230>
DOEB1594) Z kG FIR L B #E 7 S EH - B ULIZMED AW OIES 28 2001 412
WROMHABNRT VI T HE—BLUOR RO a—T I TAES -, XFORViER %
T LR BRI THLZEFEDLRNE DD | RfRIE H RO ERTIRHRIZ, S i3~
WA FEDZRZED /NENZEZ X HIVTc, oAV AT HBIDIE S LU CTHEESIL, A O

B IO T 7 AMTIIIR T2 22 TR RS,
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The beginning of the play was notably different to Shakespeare, with the choric figures
dressed in black gowns, with black hoods, and grotesque Kydgen masks (buaku), milling
through the yard, muttering, “Yayakoshiya, yayakoshiya!” meaning something like: “How
troublesomely complex!”. (Harvey, 2003: Prologue)

I BFIRESROBEOOES T AT IANDO T —~< WA ORVEZ | LW S iEiE 52 1E
SORKRAE AW THSFFHICES D FL S HERIFT A& T0D, BFOREE - I -Fen
IS FERL ST MREBAL TR L7 R AR CODEOE, AT 7 ANMIHIRIE T 5 WA DHL
DIEZ LIRS ETRI T D010, FAT 7 ANIIF RN TR0 L) &) 7L — X% R

FECABHATR I =T AT DR FZEOF(EIL, SFELIESFEZMA SETAFEL N> TR,
BREHNCBIBERROHIG A2 52 5 i EOHEF a2 n S0 R0 LD SRERPL T H—
THEEOY —REMEENSEE S B ETON BFEEBRT RS, 2O S FEMERN 72 A TR0 WITHE
HEZRZ &V TR LB CERWBLRIZ Lo TH BARRBE BN RAZG IO, 2D EDER DT
—E IR T 5 LT R A L QW e,

BABEDOAEITRED FIZBNTH, hOIEFHE LOX A A SRR AR Z 3EFHL T
Wz,

As in most Kyogen performances, the clothes were bright and attractive, with lighter pastel
shades. There was a direct visual contrast between this up-tempo lightness and the severe
black gowns worn by the chorus, whose presence was enough to cast a visual damper on the
stage. (ibid.: Costume and Design)

EEEREOLILIBELEZDITDMECHTIRT v T T IR TRIPIREN T SZTVHH ] THY, <9
RILREN S el te B LD IE SRR R BRI RA L AT, 1272 TSR BB OMEATE LT
LEBEATIORCILLEDO RIT IEEKE OWLINWFEIR 2 LB/ e, ZOJOIC# 6 b
TRZINLEOE AL, BIRIZEFIEVOFIEEEN TRV EIETELEMAE DT TRY;
N DIFAEZ SR &R T 52 & & AT REIC T D,

A—FARPAETZ T T, AARDMHEAEL 2B B AL E O IR 2B T DB AR FR 25
#% b2 1=, “The stage looked like a Japanese shrine, and this was accentuated by the beginning
when the Lord of Misrule (one of the black robed figures with a mask) faced the inner stage and
clapped his hands as though greeting the god there” (ibid.: Prologue). BIO&HANT, I L B A
Wea oI NBEDOHTE | BEEBRITA > TFZ WA T, £ THE LoMRIZSFEL TV
LENED LD THY , LI/ G DB YD THREEEIT oo, ZOB|RIEEIT, BT
I AN BT IR OWA T NN FE i S a2 7= TR ) & T 228 | OB iR 2 R8T 5 IE 5 FE0RL 5
TdHod,

BERIUETHLr R DOBUROERT THIKBESNI S =A 7 AT HBIOE S ~OF I,
EE OIS FENRMENAY 7 v — 7 FEOBI S22 I G LTI BN THERIE, “The
Globe stage worked very well indeed for this Kyogen adaptation, the hollowness of the stage
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responding well to the foot stamping, and the drums stage right, and Shakuhachi stage left
providing an atmospheric accompaniment” (ibid.: Introduction section, para. 5). & O 2R M1
TES OHIHERZ ST BIEICMEN L, BB A FOKRESCES £ FORNOHEREITROHLE
AR LT, TR T 7 ANDFF O — BT 20 5 ORI SORER O IE S FEAIARFE 28 L g
RUTEAE R, A SUEDBIGZE RO A PR ChHOHI LB R T D, R NS ASILH
Kl EHESNTIES RS = A7 AT HRIE, =AU =2 ar OBLENS T io—h) P — g
VIThAHEV RS, “Reverse localization: A localization process that goes from a minor language
into a major language” (Pym, 2010:123) 2T TWHIEIZRY, v/ —SeEEOFHF
FEE ~Du— BB —ar DO TR DN RS,

B OB|BITIIRPERVVNERL -, VeV AE T HBIOFIZR BV THEEREHEZD
=59,

The mask change occurred when Mansai nipped behind the “wall”—it was slickly achieved,
with the whole group revolving and realigning, with Mansai returning to the front midstage
point. Again, here was an exhibition of Kydgen actorly skill transforming the dramatic space

with a unique combination of mime and dance”. (Harvey, op. cit.: Scene Five)

LT 7 AR THERE | & T22 [ ) ThDHAFY ZAD Y S ZFARERIZ BV TH AR BN B YL 03
STy BEET 7 AL TE[] | LT 22 [ ) 2 S BT IR AR O WP IR R ICIE SR 723580 . B
WO/NE BIIFESREMNN A RE L7, B OB # 2 1X, BT BT 2SRRI I o 4Mill oo R
DKREBFEE D, FIOPRITIEZL TWD H BEO KRR ISR DY | E7SMA D KRR REE (2
BEHEN) ZEE MRS IRT UL RDIRNBRITAT DT, BEROREED M1 O LB N T
WHRICEF RN 138 A E O FEBIFIC B2 O, £ D% BIROFFENDY LN M EEY
Map L. BAHIEEA P RICEORF DR T ORFEE S, )7, AT O#HG RICBEL, &
ROBEED T OB LT X | BHIIBRAMEOEEBHZITT L, BIEROFEENHVERIIC
MEEDERmAL ., B2 #E T RICED, 6O T ORTORFEES ), ZHaiR 3 2L T,
H O KR & B E O KAGEE LOLVENITT U ARELATOIT, ~ALEH DOMMUEF DA I~
BOEICES T IES OEBIN S22 3 7=, “Yukio Ishida played both of the Ishinosuke
twins, and Mansai Nomura switched between both Taro-Kaja twins. In one scene, he would be
unmasked when playing one Ishinosuke twin, then in the following scene he would wear a mask to
play the other” (Violanti, 2001:8). F5ifil3 & AN DFRAG 2Bk SPAMEICZLSELE B EL
THWOHIL, FRICHZ IO T2 Ul A= 1S | KRR O T2 5 C o3 1 T B A 7 &
[FERIZ, A T2 TS EXITBEZ DT, bR T ONFOREIDOEIZIEBEZ ST T
A U570 T,

AR S mORZEM 2 N E NIRETLZET, [V =A7AET B LW RS 55 O ML
B2 T EF &0 BIERSEO W MBSOV TH BB T OSBRI L 72, %7
(2 BAESAL B3 A [E o s B3RO 3E S REIVRRIE O = IR RO & 2 AR REek T& 5, IR
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R MTIRRISG T2 H AR OWS NI R OARZE O/ NENCE &% | JE S OFF S FEIRRFE 2 B
L CHAR RSN ROZEFIL X, B ENDZ TSR EMICH X 3 TS L TE
S | 2 BT 2 Th D, TRIRICE ST A7 AT O RIEIZF U E ETICE N THLN
RENDEFIHZ, hENTODDIFIEZOMTHLH S | (FifE, 2002: [Hh O0ILL 002
Lo— [EE08WoIES] fEEmin k),

2.2 BIRZRMT 555 ety a)myR]

TAVT e A7 AETIZ L% Romeo and Juliet (1594) % /NP 54E —ANERZE L7 a4
&V 2y MRBER L2 T2 1L O/NFAE DR BRI T 2014 FITRHSNT, S b~ A L%
BAEL CBUREUC T L DL TWD D, Sl EMmO L TIE AR B Eo —H i E 7
WZEIZAR D) S5, Baker % Routledge Encyclopedia of Translation Studies (Second Edition)
WZIRDIDIZEFSAIL TS, “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). /INERSCFFOFHAREZE Y, SCFIESL SVl LA
ST, BEBIOFFIZIT, R BLOWEREOAA—V2EL T, SENPEERE—IKILT 5L
DROHNTNDDTE,

SENERICRE—IRMET D RICOWN T, A B TR A LB S IZBEE TR LTV, 1
IF LT 2y b BENIHEED H R DEEN MO FENFEL, uIA eV a2 oy NIFEETIER
LNHEAT IV 72V 2 AT ¢ — N B2 1A e E D IE S FEARBLTF B L Q0 e, Fefamic
BWTH Y2y NIERID/MEHZ WA L7, Wiz KEIE-> TRERILT 7a/37 1w
70 5 KB EA R IR L TV,

FERIEIZ OV TUL, B LR 0T HARD/NFAL DR E R LW MR D22 #2279 2L T,
FL T 7 ANDIREZ BT ARAWREE L TTIH R, BEET 7 ANIBIT W7/l & 2T T
S SRR O DRE A BTV e, BEEE - BT K IEL TBET T 0 RIDER 71X, 7D TEDIR
BHE CEVE > TW b0 a2 BRIt w, hE RS X, T7=Ho H %2 KBk
LTz, Bz,

B XAy MR — L T — U ARSI TR — LSBT e 5 AR F A IR0 28, S5/
DOHEWITZH B AEICHAS DS, SEICHR T, XUFITHREDYLT5, KERAR
PriZgEs b3, B Lol AWVHHE, RARWEELZRD R M~ A L IR DD, K&
PRI DM 2 DM < LWIE B R R B L1 T0E - CL B OB i b ME 5
Hafholz, BV S ELBA T, xR SR EZLZEL C, BE B LOBE LR
—ZEMICEEIANTE, BE . BIEPREZR T B& G Thd0, —BRHIL T, ZOEL LK
EBIDOAA—ITREND, 2 NDFEEZ OGN HIXES OFFRHTELVED
DIVAE —ZF T A, BT T NRVR L Z R —mc S, (R, 2015:41)

ERED IR ET 7 AN T2V EE & 7/ E B A WA Z LT, AT I AND T —~< [ iP5 |
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MELIRML T DL HloTEDT —~DERE NIRRT DD 2T LTz, HH LR
ST/NFRDEEEEO TR HRUCRIFH L2236, FESFRAVERFI O S ATREMEIZIR D > T e,

T I AR EPNIZ R EG AT LT R0 D BIRT 7 AN D BRI RSN, T 7
ANDT =<z MR L0 | AR D BB EZ S ELZEb A RERD, R T I ANDE
HRUERIZBIRET ZAMIB W TH AR THLM, £ DO FE& i RUICZO L BE IITER THY |
ZOFENG 2 DHIRITH B ERE LA TWD, B ZHIRECEIER 321203, FR 2
HRLEFEMNEBLDONT U ZEE B L, TN ENOREN AR T LB DL, /N b~ A L&
MU THRE S FE2ER U E I ZIE, OIS FERRFAD AIEEMEICE ML T,

ATy oA VAET L&) HRCHEREORLO THEWNER LW eIt by
Vo hz®EAT, Thbrit, uid | EOLTEFIIRIA 72D | EWVOBRFHRR, F¥YELvh
FHELAF2—FEVOHGELFIRFIC, 2 ZIZNDBMR, Bl 2208 T b BiF7an, o
HUT AT EFED EHINT TETCWDAEO T, HAFED FEEZITIHA TR, EOEEIN
BRI BHEME, e A7AETIE, Bt ) 7 2 E 5 R80T, ZOHHASEZH
TTIRAONTZD, EIRDY A7 AT PR TEDDO TIREBR L TnHEZ A, (N
3, 2014: 4)

HIZSFEORFZEMZ TBIE ICE XX D28 T, oAV AT O i ME B, FLR ) - & (K1)
BeFRZ B L CERROBIR IS 52 e IR, RpREBURIZ, 5TE A ROBER LT/
FRICEEWZ XU A LOIEF FENRRAZ B L CHEEIN R oRE L, 7{ik%
GUHROBEN Y AV AE TR Z L H T2 M L L CRE AT EE I RRICT 2 m72, 77
AN EDBIIAELIRMEBRZ B L T, FIZRIEMICBT2IES R OL D ATRERIT R E WS
LIZROMEND,

2.3 RRIZORMDHIESFE: 7 U RaARKR = A ifigk]

7>« F=—7R7 (Anton Chekhov, 1860-1904) (ZJ% The Three Sisters (1901) - A4V
DFZ L7 T7  RaARIRE = ANk ]2y 2012 AFICR RO EFEFL T4 —BLONIDOY 2
X7 Y [E S EEIE 2 — ICTRAES ., BRT 7 AN E X T, = Nk & U7 5k
PR D PAZERLAHE N TN D23 IR H AR DI AR AN B RO ER ICE SR S
7o T=—R 7O R T I7 AR T U RaARE R 2 THARES I, B ERHE W42
Sem EBAE ML TAEENE DT,

FTPHELIESFEORMRICTONTR TV, Fox O B EAEFIZBNTH, SiEnbAyE—
ChESZTED LN B0Vt EE B O TICL CRIBD R ESNDENH D, —EROT=
AR = VISR NIE T DA ARNT =27 —Y —0@E) a2 ifhs s, ¥ Akt m%
RCRICEIZH H B> TS EEICONWTE 22 KLE 25501305, HHREIOFIFR ) Tldd
TEREDAA—VEBL CEENEG LR KM TDIENROLNATNDE ER L=, 2
D EITHEED /B B R CRFE BV Z8Ichbmr o,
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e b AL Bz HE, B Ui, 7T A ABEERR < 72/ B BN A TND, ZOE L)
—D, L RTTTA—OEFEH B FENEEENLET T, OO/ EDRFNH TIRNE
VOZEREAIZL TR IS, BiIL QR0 THLEFE S EEITIX, V7 TAE D 1 &0
AIDNT, EOPEEDO BRI AFLEL TWHDH LW DT, (F-H, 2012:66)

/NE TP B B RS LIRS FEIRME THY , IR ER N SHNER IS EL L
ZIRPOHHBEONEZ T 17 T3 7 L T0HENS TR,

ZDINTEFLBFORIZH AT HILBLCE Z A2 1Ry MBS LT, # B O LRI
B ANMEL TCaRy M BT 2 AR Tz, S AGRO Z 37 o RaARic, $ifEnaR
YRELTHER RICBG L0, aRy MRS BIZHEP) I B 25320 TliZe AL LAFTE
THRHIIE, SR EFSENERDHETE T,

Fl=bnaRy M0 7o RaA Rz T KLUV S0, 20 E& o h Iz K7 E
F, LFENLLKEIEZAD AR D BIHEIZ A TWHEETZ L) 172 AT
1THR%ETHEXZ, T HEKREN XD AD, 12Ty T O ETHEET, RAINHE
HAtay T EonTeO TR, FRICTERELED, —FEREWZDEWVSTZIT A0 AS
D, ZOWN T B p B &% | GRENLEFOM A TII~ A/ u Ry T ERESZITE, .20
WEL2 XX, 29X THAORTETHLNTRN, 9FN (EEDLD) JEE I, Zive IR
[Zarha— L L CWDHD7EA9, (ibid.: 62-63)

HARY T R uARTRG AN THLHERIEHC, HREEDO —HTLHY, HONLOH /AKX
125 RRHIRIAZAL A A T ZE DS AT RETH D,

BRT I ANDT —< [PAZER 085 AN EOWE ST, mRy b7 R AR oO HEH7R
P LB R E DI FFEE LA DHIE T, ARIOFEERIEZ T TIERB LS HERRE K
R0 TR | 5 Hl > TR S Tz,

AFICBIHTVROAREALDRYED L, F BIHFIC Lo T~ T — I RS
b O TR OBESNBTE T T, BHERT Y NEA R OISR G A B L1
FURBARICH T BB OBHY HE I TNE | Z S AEORE ~E R R LT R T
HZEMDIoTz, (1 H4H, 2014:66)

DOFIRMEMICIB TR, ol MR B HEF HRIERAZTII72< rARy b FIZUIZBR
L\)\F‘a%%‘:0)ct9f£#§*£l§1’3}§55%1#975>2:b\9 ROEELERD, Tox | O S04 B35 22 [
THHEO (K Z B L LRI ES(L T 27 m A B ER, [S5E 1 20T - TR IESE
’W@L’CUKfnﬂﬁﬁﬁﬂnﬂh‘:bfﬁﬁﬁﬁj%é X, ANRERRY DL ENTBNTUIEDEF

AR, HONCOFERLENEL A Ty hSNTIEARZHFICL TWHILEERT
Do

113



[FEIFRIFZE~DIER] No. 14 (2015)

HEEIX, 7 RRARZRNCTHIEIZE- T, ZOHFE ANEBNTHEE HDHVITIEATRH
WNETHEXCE DIV HERIHEEL B NS> TLEINER TS, 2. B =FH D
GCRTCODHAR - HHFED  JHENT U FaA RIS LTI IO F REMEL H O Y4720l %
ZTCEDIIRIEAT 2ROV 0% AT H, < VT E—H/VTHIGHIRE BEAT %%
25 BT, TURBAROaia=r—ar ~OE AT, A% SESE5 AT NS
5, (ibid.:67)

FRED TN TFB—F 0 | LIZTHEEOREF | LWV BER THY [ DOKE | A6 hE52E
ZHRT, ZOTEE DR | LT - BE - SR - 3R - 22 RIR 22 E OB OIS FEAIRR
FZBES 528 THD, HIET 7 AMDORRZ [IRKNTRELTZSE . B5 AT AH LSO
HEAMBIBESND, AL OUR Y OT U RuA RS GO EEORTE LT, BLRAICEST
IRINO P THVIMG N 2BV SLTHND, AR EXIRFT DL THHEITERh 2 IS 75 I H
LT TR BRI — Rb ) 2 80D TERRINIRBR T 52 L3 T& L, ey M7 U RrA N %
AT AL R T 7 AN D BRI AL U S & AR - s b L, Bric/edkE S
FEHIRRAR DN E END FTREMEZ D T,

AEID L TIX, 7o FaARORFER T KRB EIZHON O T 0T LS Teb DBV
CWTedd | AT U RaAREDHBAT AT T VEAALTREESNHE D TIERL, H<E
TADRNET L RaAROEEBENTDIE TITOIL TN, —FH AEANEDHEATA
Tl BEWDIT 2T D5 B A FEIZ BN D, ZO X7 RBL T Tk, 2N D3G5,
BBRRLE e AT v — DA D RS BRI B, B AW OB ERER 05
BIZEHFH SN QLI ENASI TS, (ibid.)

HIESEEORZERZ Rk NITBAT 52T, T =—h7 Ol $E B I O IE S 0k %
WLT, BESbORNE TR T I ERIL T, 5%, TV RaARBI T VA A LTI TE
L8720, OESOBENERIOE R ICL > Thilfrsn T 7V =—Tar BNEENDH LT -
folEx | R T I ANDZENENR LY EO LIS EFRIREC, d O FES A HERF CE DO TIZARNE
AIHN,

3. AFERIDOPEICEITHIESEHBRE DR AEM

EPNIE O FFERL T R 22 M CHFHL IRzl L TR LA, & 12D
GIEEB NI IETFRLEL TES O, BRI Z T DIEEFEEL TR bv A b, ZLTIERE)
(ZORDDIFFHRLELTT I RaARD /AR BEEENT /25T, ZHD IS FRAIRARIL, HE
(CRTOMMEDORIEZ KT EHERFHE THHIEE LT,

Adapting across cultures is not simply a matter of translating words. For audiences
experiencing an adaptation in the showing or interacting modes of engagement, cultural and
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social meaning has to be conveyed and adapted to a new environment through what Patrice
Pavis calls the “language-body” (1989:30). The intercultural, he says, is the “intergestural”:

the visual is as important as the aural. In transfers from a telling to a performance mode,
differences of philosophy, religion, national culture, gender, or race can create gaps that need
filling by dramaturgical considerations that are as likely to be kinetic and physical as
linguistic.

Facial expressions, dress, and gestures take their place along with architecture and sets to
covey cultural information that is both verisimilar and an “index of the ideologies, values, and
conventions by which we order experience and predicate activity” (Klein 1981: 4). (Hutcheon,
2013:149-150)

WIRLITERD AL Z W T 228 THY, HICS LM 2721 T2 /SRR R 4 278
[HRE SRR EMESLOAEL T, R AIHE BERZRER T 28L& U - S B BN
(RS 72 BRBE A~ Eil I S 72 T U 72 b7, M A SUEEIE T A Y = AT v — 1) | 2 5
BRL ., LRI ERISFICEHE ThD, FEVDND /T —< U AT L2 DB, 5 528 X
b Pz — N2 E DEWIZ LS TAEENDIEL S RELSMNTER R - B R 2B EEIC L -
THOLULEDR DD, BIOERE, K Vo ATF v —0, BEYSCHERIEELHEST, AL
<L FFx BRRBRARRF O IHENAR0R 35 F % (EAR Al 8l L &72070L) 1 L6705 301k
I A nET DD Th D,

KR THATZRRIEMICE VW TH, Eitd“language-body” K S 55 |1 itm T ANTKE
THBREZTIRD D L TR AR 2RI U, BAT 7 AN i 25 | ORFZE I E Sz
Tof R, B ORI Z B L7 JEE OB E A3 EFi T Eﬁﬁﬁ‘?]\Jéﬂf:H/F OB Z%?‘EEE"J'
TN ARSI, Tl T 7 AN TBUR ORFZE NI E S HAZ TR R N b~ A LZBREL
TSR Y 2 AF ¥ — SRS AL, = A7 A 71’Eun NGB DI B RO F 7= B2~ Th
OB S0 ) DRI TE S R Ch o7, T LU TER T VAR TRk ) DR 22 I B =
AR ToRE R B ARy MR Z DT LN AIREE 2D [ VA X LD mAR Yy M LD E s
Bl D ] O YL ER-LHEBR 72 B X VR E S AL, AROBLE D B H SRR T 572 A0 @O T %
FELMRBR T D2 s kT,

When stories travel—as they do when they are adapted in this way across media, time, and
place—they end up bringing together what Edward Said called different “process of
representation and institutionalization” (1983:226). According to Said, ideas or theories that
travel involve four elements: a set of initial circumstances, a distance traversed, a set of
conditions of acceptance (or resistance), and a transformation of the idea in its new time and
place (1983: 226-27). Adaptations too constitute transformations of previous works in new
contexts. Local particularities become transplanted to new ground, and something new and
hybrid results. (ibid.:150)
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In many cases, because adaptations are to a different medium, they are re-mediations, that is,
specifically translations in the form of intersemiotic transpositions form one sign system (for
example, words) to another (for example, images). This is translation but in a very specific
sense: as transmutation or transcoding, that is, as necessarily a recoding into a new set of
conventions as well as signs. (ibid.: 16)
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