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FOREWORD

Translation and spectacle are interdisciplinaryasref research, where
various approaches and research perspectivesdnterahed light on pa-
rameters which affect aspects of meaning makingtage and screen.
One such aspect of meaning making is the consbructi identities, poli-
tical, cultural, social, class, age, gender, sexualfessional or other. The
immense power of image to communicate, with thetrdmution of verbal
message, shapes audience identities in various. ways

If pragmatics is the study of purposes for whiahglaage is used — and
of the appropriateness conditions under which concation takes place,
the book takes a pragmatically oriented approacthd¢ospecificities of
identity rendition, on stage and screen. It drawsmernational practice
and on the English-Greek paradigm with a view ghhghting how inter-
cultural mediators voice narrative perspectives,uge ethical priorities,
assume cultural identities, or privilege aspectexgeriential reality, in
agreement with their personal trajectories.

Identity, an elusive, non-static, hybrid notionkda us a step further
into investigating variability in translation.

—NMaria Sidiropoulou
Athens 2012






CHAPTERONE

TRANSLATION AS SOCIO-CULTURALLY
RELEVANT COMMUNICATION

1.1. Theapproach

Translation Studies is a field which intersectshwittercultural Commu-
nication Studies. On the one hand, translatiorair&tes and contributes
to the study of variation described in interculturammunication studies
and, on the other, intercultural communication dbotes its own insights
to understanding translator behaviour and the oblstaging industry in
serving specific agendas through shaping messdgesbook intends to
benefit from the strengths of three contemporanyr@gches to studying
intercultural communication, namely, social science(or functionalis)
approach, annterpretive approach and aritical approach (Martin and
Nakayama 2003) to tackle linguistic variation iartslated messages, on
stage and screen. The three approaches are prkgettie next section.

1.1.1. Functionalist, interpretive, critical considerations

The Martin and Nakayama (ibid) account of the thapproaches to the
study of intercultural communication is not focusea translation con-
texts. However, it provides useful insights fomstation research and will
be used in this section to chart the routes foltbwethe book.

In the social science(or functionalisy view, rooted in psychology,
describable social reality can account for preférdéscourse strategies,
namely, for verbal strategies used by stage pi@motits in a target en-
vironment. In this sense, the project partiallyHtights fairly predictable
translation behaviour, as it enlightens the cultarains of systematically
occurring translation shifts. It contributes torhation training through
enhancing awareness of assumed identity traitdVi&sin and Nakayama
suggest,
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[s]ocial science researchers assume that cultusevégiable that can be
measured. This suggests that culture influencesneoritation in much
the same way that personality traits do. The gb#lis research, then, is to
predict specifically how culture influences commuation (ibid: 48, em-
phasis in original).

Thus, a partial goal of this book is to raise awass of socio-cultural
identities manifested through translation. Ideasitattributed to cultural
contexts (as in social psychology and intercultdhalory) are traced in
stage/screen translation situations and are explarpractice.

Another partial goal of the book relates to therpretive perspective
to intercultural communication. The interpretiveewi rooted in anthro-
pology and sociolinguistics, claims “not only thaality is external to
humans, but also that humans construct realityitd(i63). The universal
generalizations pursued through the social scieameroach are now
relativized to specific patterns or rules indivittuause in particular
contexts, on stage or screen. The assumption snvteiv is that “human
experience is subjective and human behaviour iheeipredetermined
nor easily predicted” (ibid). In this context, teephasis omuantitative
methods assumed in the social science approaotpleced by emphasis
on qualitative methods. Measurement is given less emphasis and
translator behaviour may be assumed to vary aqogrdi an open set of
parameters, such as genre, historical period orskator habitus, the
translator's response to the potential uniquenéss wanslation project
etc.

A third approach draws on theritical perspective to intercultural
communication. In the criticaliew, the emphasis is on socio-political
structures and on the power relations that infleecemmunication. For
critical scholars “identifying cultural differenceis8 communication is
important only in relation to power differential¢ibid: 58). The book
acknowledges the importance of this approach &orsfation data analysis
and training in that it helps translators becomarawof their potential to
“resist forces of power and oppression” througimgfation practice. The
various methods daextualanalysis used in this approach consider varia-
bles which

sometimes occur within the economic contexts ofctiiure industries that
produce these texts. That is scholars generalllyzaaultural “products”,

such as media (TV, movies, journals and so on)yaserful voices in

shaping contemporary culture (ibid).
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In the same vein, translator theorists focus ongradifferentials, which
favour (and inscribe in texts) certain ideologigsudating in target envi-
ronments. Table 1-1 (following Martin and Nakayaf@03) summarizes
approaches, related disciplines and methods ustg ihook in exploring
intercultural communication through translation.

Table 1-1. Approachesto trandation data

APPROACHES functionalist interpretive critical
RELATED Social sciences | Anthropology Politics
DISCIPLINES/THEORIES | psychology Sociolinguistics | C.D.A.
METHODS quantitative qualitative textual

The book attempts to benefit from all three appheacin tackling the
study of intercultural communication through tratisin: it usegjualitative
methods in an interpretive approach to translatisncommunication,
sometimes turning to quantitativeperspective, which assumes a social
science approach to translation practice. Furthezmia the critical per-
spective,textual analysis often takes into account the economidectn
and power relations, within which translation os;up account for trans-
lator behaviour. It raises awareness of the impartin translation strate-
gies have on cultural audiences and highlightsifeificance of resisting
forces of power and oppression in support of asdupwditical agendas.
In doing so, the book highlights threpositioning procesemployed on
stage or screen intended to create a coherentinarfaker (2006) refers
to the repositioning process as follows:

[i]n translation and interpreting, participants da@ positioned in relation
to each other and to the reader or hearer thrdughrguistic management
of time, space, deixis, dialect, register, usepifhets, and various means
of self- and other identification. Cumulative, oftgery subtle choices in
the expression of any of these parameters allovréimslator or interpreter
to reconfigure the relationship betwemgre andthere how andthen them
andus readerandnarrator, readerandtranslator, hearerandinterpreter
(ibid: 132)

If the notion of reception is to be integrated itthe definition of the sign
(Pierce, in Carlson 1993), a study of the repasitig process through
translation is bound to cater for aspects of réoapin target language
and culture. A contribution of this book is its t@stive linguistic view

into theatre and film translation practice betwé&aglish and Greek. The
data is intended to identify a range of linguigiecisions in theatre and
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film translation contexts, and the manner in whiektual competence is
achieved across cultures. Hatim (1997) claims thate are contrastive
linguistic decisions to be made in translation, ckhdetermine textual
competence in a target version. Decision-makinguscboth within and
beyond the sentence, i.e. at the pragmatic, semniatitural, ideological/
narrative level.

1.1.2. Text vs. text

Performance translation is often “subsumed with& general category of
Literature” (Upton 2000:12) and is, thus, oftenldeath within the com-
parative literature trend of translation studies.céntrastive linguistic
approach to performance translation would also dvava linguistically-
oriented branch of translation studies. It woulédshight on language-
specific aspects of the cross-cultural encountestage/screen and would
promote awareness of culture-specific, genre-sigeaifd/or narrative-
specific preference, for translator-trainees, listguand theatre/film pra-
ctitioners. Contrastive linguistic approaches tdiauvisual translation are
just starting to develop in the literature. A castive linguistic approach
to film translation would identify aspects of thentribution visual image
can make to the construction of messages on senegénwvould enhance
awareness of the ideological significance and apureseces of target lingui-
stic options, training practices etc.

Screen translation allows access to source visdalre and language
and is examined in relation to it. Interest in saréranslation, in this book,
originates from and is associated with a tendengyostmodern culture to
visualize, to render experience in visual form. Wdisculture are these
visual events in which “information, meaning orasdere is sought by the
consumer in an interface with visual technology'irddeff 1998: 3).

The question arises as to what the place of largiraranslation is, in
such structured formal viewing settings as theae cinema. How does a
translator behave in view of the sensual immediaey spectacle offers?
How can a mediator establish or maintain variedhadis values, gender
stereotypes and power relations in a target vePsidnswers to these
qguestions can be provided along the text vs. tgefre vs. genre and
narrative vs. narrative dimensions explored inttbek. Source material is
contrasted to its target version and the differerméline aspects of target
cultural identities, narrative preference and genawnventions.

The assumption is that translator-trainees will éfgrfrom insights
into the rationale underlying the selection andritigtion of features in
target versions. Sharing part of professional tedoss’ agonizing concern
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widens trainees’ awareness of the linguistic, caltuaesthetic and ideolo-
gical considerations involved in making choicegrémslation.

1.1.3. Genrevs. genre

Focusing on theatre and film translation is intehtte display competing
instances of mediation processes. Translatorsupkeles imposed by the
medium of transmission and the conditions undecktiie communicative
event takes place. One goal of the book is, tlwufgdus on varying trans-
lation approaches within each one of these geminestre or film. It in-
tends to increase awareness of the type of medimbaviour stage or
screen translators favour, and the significanceuah practices in esta-
blishing or preserving cultural, ethnic, race, slas other identities.

Examining types of mediation processes in theatcefdm translation,
in the book, contributes to fulfilling a broaderedeof target societies, na-
mely, to increase awareness of cultural/linguiglientities, the linguistic
tensions and preference in various genres, paatiguin view of the phe-
nomenon of the globalization of culture. On a pafylfils the need of
socio-political subjects to become aware of the groef translation to
shape identities. Identification of target lingidatultural/narrative (or
other) preference in discourse construction caitfditly be achieved
through contrasting source and target materialspiteethe fact that there
are factors in translation practice that may obsdie significance of
findings.

There is, for instance, the explicitation tendenoy, the part of the
mediator, intended to make things clearer for gdiamudience, often
irrespective of the direction of translation (todsror from a mother
tongue). This may be distorting the reflection pfeference’ and refle-
ction of identity in target versions. The ideahsttauthentic, rather than
translated material, would do the job better. Hosvevno matter how
forcefully can certain factors affect the constimttof discourse in a
target version, there are systematic, clearly miisfishable features in
target discourses that can be attributed to tangietiral/generic linguistic
preference illuminating cultural identities (Siddaulou 2003, 2012). Li-
kewise, narrative/ideological perspectives canghidin the power of dis-
course to construct realities which have a mantpdapotential on the
socio-political level.

Various genres are likely to foreground specifiecssef linguistic
patterns which may differ cross-culturally and,gshexamination of trans-
lated data should be genre-specific. For instaoge,dimension in which
theatre differs from film is that, in a stage tration situation, the text
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should elicit an immediate response from audiemcetherefore the target
version should display —inter alia— readily recagbie, preferred patterns
of linguistic behaviour for immediate response ¢odmsured. By contrast,
in screen translation, access to the original soaokl and the source text
itself (the source text is heard in subtitling)oals a weaker type of
mediation that can tolerate source language patte#rhehaviour.

Another goal of the present study is, thus, to mtttheatre and film
translation practices and explore their potentialriising target language
identity awareness and informing translation tragnagendas.

1.1.4. Identity vs. identity and narrative vs. narrative

Translation research has dealt with rendition dfi@s and narratives to
describe and explain asymmetries in cultural exghahrough translation.
Differences between source and target versions neftgct varying iden-
tities and narratives circulating in the source tardet environments (po-
litical, ethical, genre, class or age group). Aswte argues, linguistic and
cultural differences which would be favoured in aaget version can
“permit a foreign text that seems aestheticallgiiitr and politically rea-
ctionary at home to carry opposite valences abrod®98:87). This
potential of the translator's interfering with raive dissemination,
identity formation and value rendition in a targefrsion has very fre-
guently been made use of in performance transktiddjusting identities
and values in texts facilitates recognition of crdily and ideologically
compatible patterns of behaviour and allows eqeivalor simply inten-
ded) effects and impact on target audiences.

Class, gender, age group identity and ideologieasectives can be
reflected in discourse construction or lexical iteghection. Gender identi-
ty shifts, for instance, may be traced in a targasion of a playtext in
terms of more or less easily recognizable pattefri;guistic behaviour
that characters endorse. The following section riless instances of gen-
der identity rendition in playtexts.

1.1.4.1. Discursively marked gender stereotypes and age identities

The ease with which members of a community cangeice gender
specific patterns of behaviour has been testedugfiroan experiment
conducted with 8 semester translation students (Faculty of English,
University of Athens). It showed that there aredilyarecognizable pat-
terns of linguistic behaviour realizing the genidlemtity of characters in a
play, which assume some kind of cultural understanavith respect to
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gender stereotypes. A few opening pages of a Quisshtext, Me Advaun
amé v Kngiowa (by Dimitris Kehaidis and Eleni Haviara), were geated
to students. All traces of grammatically markeddgarwere erased from
the text (see Appendix A), e.g. third person peas@monouns, adjective
suffixes (they are marked for male/female/neutmhaer), and students
were asked to read the text and identify the genflepeakers ‘A’ and
‘B’. At the beginning of the play, there are twonfale characters, a
mother and her teenage daughter chatting. SpeakéneAmother, was
correctly identified by the students as female B@%, whereas Speaker
B, the daughter, was assumed to be a male chatpc6t%.

Results indicate that there are stereotypical pattef behaviour regi-
stered in a playtext that can be recognized totgrea lesser extent by
cultural audiences. If a playtext carries such goammatically marked
gender identity signs, communication in a theasdéihvolves recognition
of identity patterns, which need to be adjustectutiurally compatible
patterns of behaviour for a similar type of undamging to be assumed
between translator and target audience, as betwearce author and
source audience.

Apart from identities associated with fictional cheters in a playtext,
performance translations may reflect the identitytt® audiences they
address: addressing younger audiences, for instantikely to affect the
construction of discourses to meet the expectatming young target
audience, and the producer’s intention to dissetmiitended narratives
among young spectators/viewers.

1.1.4.2. Discursively marked narratives

Historical and socio-political conditions may alaffect the narratives
disseminated through translation discourses. Tatinsl can become the
Trojan horse through which intended narratives rgaijn currency, or
become the arena where conflicting narratives maypete with one
another.

Machado (2005) shows an instance where translasoseen as
resistance: he claims that translation practiceidginb about a crisis in the
Portuguese literary canon, by introducing forms &atlies (surrealistic
values) in the “domestic Portuguese system whidicialf censorship of
Salazar’'s regime would have banned” (Sidiropoul6Q32 22). Likewise,
Asimakoulas (2005) in examining translation of Bréx plays into Greek
during the military dictatorship of 1967-1974 shottet although the
Helleno-Christian narrative suppressed dissidemtes) translation soon
became the arena of resistance to censorhip, reddtians majored on the
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social mission of the playtexts. See how the ptojeaescribed in the
University of Manchester PhD Study archive (CerfitneTranslation and
Intercultural Studies):

The chapters of the thesis draw the profile of@atidorship that sought to
safeguard what they perceived as the Helleno-Gdmistharacter of the
nation by suppressing dissident voices through ipAysand symbolic
violence. [...] Text analysis and the study of paratal elements reveal
that Brecht's works are framed in a way that presa critical attitude
towards the regime. [...] In this sense, Greekdlations of Brecht's works
can be seen as instantiations of contemporaneoadready established
trends of defiance against the regime.
(http://lwww.llc.manchester.ac.uk/ctis/phd/completeldd/asimakoulas/,
accessed Feb. 5, 2011)

In discussing issues of norm-based ethics, Goua(®001) points to
un/ethical cases of translating. Traces of unethreaslation were found
in the French version of Steinbeckifie Grapes of Wratlearried out in
Nazi-occupied Belgium: numerous omissions and slifased references
and allusions to politically significant issues ttts@rved the interests of
Nazi Germany. The target version superficially ezdépd the norms of a
literary field, while it was subjected to the diets of the political field.

This book investigates contrastive linguistic issua theatre and film
translation, along the following dimensions of gast: text vs. text, genre
vS. genre, identity vs. identity and narrative natrative. If types of shifts
non-exhaustively described under 1.1.4.1 impleradanctionalistappro-
ach to translation practice (e.g. concern for achgepragmatic equivalen-
ce by adjusting gender stereotypes and dialectati@n across cultures),
the types of shifts under 1.1.4.2 implement a rathigical approach to
translation practice, in that the emphasis is ow Ipower differentials
(political regimes vs. publishing industries) carsgibly affect translation
production. Thenterpretiveview may be assumed to partly relate to the
individuality of the translator, which may bringali variation in a TT, of
the type described in the following section.

1.1.4.3. Discursively marked idiosyncratic per spectives

As Hale and Upton (2000) claim, the translator@ividuality also comes
into play in re-creating the target version of aypéxt. In the theatre, they
claim, playtexts are reinvented and reinterpretémivang ‘idiosyncratic’
shifts in the target text:
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The repertoire, even the medium itself, is congtape¢ing invented and
reinvented with each new production. It is thigdity of re-interpretation
that allows the theatre to embrace the concepdiofyncratic translation
in the interest of currency. Why else are new tedits so frequently
commissioned for classic texts, especially comexfywhich successful
translations already exist...? (ibid: 9, emphasisdjld

Aaltonen (2000) employs the ‘tenant-occupancy’ egglto account for
the translator-playtext relation. Translators, skems, move into texts
which have been found suitable for a particularppse. The playtexts
have had other tenants, who have left in them 4&diments of their
histories” (ibid: 47) while there will be other t@mits to do so. This “time-
sharing” of theatre texts carries signs of theqaband time of occupancy
and is based on the contribution translations afeggto make to cultural
and social discourse in target societies (ibid).

The assumption is that all learned habits, stybw] tastes may
contribute to discursively marked shifts which haveumulative effect on
target texts. For instance, if | set out to expltn@nslatorial decisions
(related to the background of the translator) iftiple translations of a
playtext, | would be taking up a rathererpretive view to translation
practice (which might, of course, in the processjolve critical or
functionalist considerations). Yannakopoulou (2010), for inséancex-
plored variation in reception, in four ®@entury versions offamletinto
Greek, by translators who had a diverse backgropadonal habitus and
aesthetics principles, namely, a royalist’s, a d@isd's, a marxist’s and a
postmodernist’s background.

1.2. Some preliminary data

As mentioned earlier, rendition of identities, veduand narratives, cultu-
rally or politically motivated, is realized througthifts in a target text.
Identity reflection (or formation) can be pursuaderms of value shifts in
cases where an equivalent optiSrreadily available in the target langua-
ge, but the translator prefers to adjust renditibridentities, values and
narratives. The following target extract displakts for which the target
languageHAs a readily available equivalent, but the translaipts other-
wise.
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1.2.1. Performancetrandation

The following extract displays a set of shifts itage translation and
instantiates types of phenomena to be discussékisnbook. There are
types of shifts the translator has opted for, altffo there are readily
available equivalent options in the target langudtge the opening extract
of Tennessee WilliamsA Street-car Named Desirganslated for the
Greek stage by translator Pavlos Matesdisupopsio o I160o¢) in the
second half of the 2Dcentury.

ST1-1 TT1-1

Two men come round the cornerAdzé t yovid épyovior Sbo dvipeg.
STANLEY KOWALSKI and MITCH. Eivou o Xtavied Kofdloki, kar o Mitg.
They are about twenty-eight or thirty I'opw ora 28 ue 30, vouévor ue potya
years old, roughly dressed in bluedovieidg, umiov tiijvs. O Ztdvied kov-
denim work clothes. Stanley carries hifalder ko1 ™ pmiodlo tov ynmédov,
bowling jacket and a red-stained pa-kafdac ki’ éva koxkivwo déua, ue Kpé-
ckage from a butcher’'s. They stop atg ané o yasdry. Zrouoatdve oto mpod-

the foot of the steps 70 OKOJOTCGTL.
STANLEY [bellowing Hey there! STANAEY (Cepwviler). Ei, ZtéAAa,
Stella, baby! KoK a pov!

[STELLA comes out of the first floor (H Xtélda Pyaiver oto yoyidm tov
landing, a gentle young woman, aboutcoygiov. Eivor pia gvyevikid, véa yovai-
twenty-five, and of a background obvi-ka yipw ota 25. To mapovoiotico tng
ously quite different from her husbandpavepawver karaywyn olétedo Sapope-

s Tk ATO TOV GVIPO. THG).

STELLA [mildly] Don't holler at me STEAAA (plokd) Ma yuti povalelg
like that. Hi, Mitch. étoul! Terd Murg!

STANLEY Catch! STANAEY Aprato!

STELLA What? STEAAA T

STANLEY Meat! ITANAEY Kpéag!

[He heaves the package at her. ShéTyc metder ro moxéro. H Xiélha fydlet
cries out in protest but manages towa gwvedia dwouopropiog, TeAiKG
catch it: then she laughs breathlessly suwg korapépver va to midoer. Aoyavia-
Her husband and his companion havesuévy, yelder. O dvipag e ue 1o gito
already started back around the zov éyovv kiblag orpiyer otn yowvia).
corner]

STELLA [calling after hin} Stanley! ETEAAA (Povéer) Ztav...m00
Where are you going? TNYOLVELG;

STANLEY Bowling! STANAEY Xt0 yfnedo.

STELLA Can | come watch? STEAAA Népbo vo kortalm;

STANLEY Come on. e goes ou} STANAEY Avte éha. (pedyer)

STELLA Be over soon.tp the white ETEAAAE@Baca... (ot Aevkn) I'etd
womahHello Eunice. cov Evvikn —1i yiveoay,

How are you?
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EUNICE I'm all right. Tell Steve to get EYNIKH KaXd 'pat. I[Téoe tov Ztnp,

him a poor boy’s sandwich, Guo 0 e va pdet, va

cause nothing’s left here. TAPEL KAVOL GEVTOVITG
[They all laugh; the colored woman and&m, ywuti onitt dev
does not stopSTELLA goes ouf. VIAPYEL TITOTAL. ..
COLORED WOMAN What was that (Odor yedovv. H véypo. ywpic vo otoua-

package he th’ew at 'er? taer. H 2XtéMa pevyer).

[She rises from steps, laughing louder NETPA «Aproto!».. [To1d KoAE; ...
EUNICE You hush, now! EYNIKH Ov%¢, okdoe ma ki go0!...
NEGRO WOMAN Catchwhat! NET'PA Apnozo!... Axov mpapoto
(,i,1-16, p. 1811) (p. 9-10)

The translator is concerned with Stella’s gendeniity. He makes her
more submissive towards her husband, possiblyiitig target environ-
ment gender/class stereotypes. Stella, for instgoreders an interrogative
structure to express a weaker protest against Ungvamd’s “hollering” at
her Why are you shouting like thaf®a yiati pwvaleis éro1!]), although
an equivalent to the ST expressi@o('t holler at me like that[A wov
pwvileic érail]) is readily available in Greek. This ‘weaknedstention
on the part of the mediator is verified in termsthé diminutive he
employs pwvovle [little cry]), in the stage directions sectioshé gives
out a little cry in protes{fyale: wo pwvodia diouapropiog]). Similarly,
Stella’s non-involvement in male world is suggeshbgdexpressions like
TT Shall | come and lookRapfw va koirdlw;]. Look[rorrdlw] in place
of waparxoioviow, which could have been employed to rendemgiich,
registers some purposelessness and non-involvémgrg male world, on
the part of Stella.

Imperatives like lower tenafprazo [catcH, in place of a more neutral
option, mdoe, may function as markers of characters’ sociad<identity.
The STbowling > TT football [yijzedo] shift is another class identity
marker aiming at increasing familiarity betweenypdat and target audi-
ence, in terms of introducing patterns of lifestygadily recognisable by
target audiences: bowling was by no means a popplart in Greece at
the time of stagingMore recent performances have preservethoiding
reference in Greek (e.dLIIE.QE. performance, Patras, 2011, translation
by Errikos Belies).

Rendering register and dialectal variation in stigeslation is another
challenging issue contributing to class identitflection or shaping (see
for instance, non-standard, dialectal variationzéae tov Ztnf or moid
xalé;). It is another domesticating device adjusting léhesl of familiarity
between target playtext and audience.
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Shifting cultural values in a target playtext isatrucial. Performance
translators are expected to register a systemloésan the target version
that appeals to target audiences. In rendeKimg Lear for the Greek
stage, Vassilis Rotas (1889-1977) renders ST dbediencen terms of
TT item respect|[ocBoocudg], althoughvraxorn [obedienck would have
been the closely equivalent option.

ST1-2 TT1-2

Gonerill Tovepiin

You haveobediencescanted Tov oefacuo mapdreryeg, avtd vo, padeig
(1.i.278) (1990: 29)

The shift has occurred in the context of referiagCordelia’s obedience
towards her father. The translator seems to beetord with pragmatic
equivalence: target audiences evidently assume ah#&ther-daughter
relationship involves ‘respect’ rather than mereedience’.

There is another value shift in Rotas’ version Kihg Lear, with
reference to Cloucester’s illegitimate chilkxidooiacua (a noun con-
struct which refers to a hen’s brooding of chickém)place of the TL
readily available option fdoreeding,avarpogs. The item signals a degra-
ding effect on the boy, which the ST avoids.

ST1-3 TT1-3

Gloucester TAéotep

His breeding sir, hath been at my To &xlwaooiooud tov, kbpie, éywe o Papog
charge.(l.i.8) pov. (1990: 17)

Another issue is whether and to what extent stagéiators interfere with
attitude explicitation and evaluation. In the feliog examples, Rotas
makes negative attitudes explicit in the targetsieer, thus allowing
evaluation into the target playtext. TT1-4 iteiVorpdoatioc rendering
ST1-4 itemfull of changesarries some negative evaluation, which the ST
item does not favour. Likewise, TT1-5 itespourodxor rendering ST1-5
knightsalso carries a negative gloss, unlike its ST cenpatrt.

ST1-4 TT1-4

Gonerill Tovepiln

You see howfull of changeshis Eideg 11 allompdoailog éxet yivel tdpa mov
age is (1.i.288) vépooe (1990: 30)
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ST1-5 TT1-5

Gonerill Tovepiln

His knightsgrow riotous (Liii.7) Ot mpaumwovkor Tov dXo ko EgTtoimdvovTar
(1990: 38)

Translation students who contrast source to targiesions of playtexts are
usually reluctant in accepting such freedom onphe of translator. The
students’ general feeling is that translators Haeteayed the original. The
students’ appreciation of the ST makes them optafomore source-
oriented approach to playtexts. One wonders, homéwmv that mutual
understanding between original author and targedieage can be
achieved, if not through adjusting discourse teodEn to culturally
preferred patterns of behaviour in a target envitent. Translators make
use of (conscious and sub-conscious) knowledgerefeped patterns of
linguistic behaviour in a target environment. lotfamultiple performance
translation versions of playtexts, over the yeafgw types of shifts
motivated by a wide set of parameters: culturafggesmce, changing thea-
tre conventions and shifting target audience idiesti translator back-
ground, shifting narrative priorities etc.

There seem to be filters’ through which culturald&ences tend to
approach particular playtexts and playwrights. Ba#s(1998) refers to
cultural filters that have systematically modifigdrget performance
versions and have formed traditions in accultugatiertain authors in
English:

Chekhov...wished he could have prevented his plays foeing translated
and performed outside Russia, because audiencdd mouhave access to
the specifically Russian codes embodied in hisimgitHad his wish come
true, we should have been deprived of the very iEmgChekhovian
tradition that sees his work through tfiger of the English class system
(ibid: 91, emphasis added).

This acculturating process, Bassnett claims, hasésticised the Russian
writer and shifted the focus away from the Rus&iannd aspects of his
work”, thus allowing a middle-class Chekhov (ib@#). These filters are
not consistent and conventions vary radically exmstures and periods
of time. Stanislawski’s reading @thello, for example, where he suggests
that Desdemona deserved a slap from her husbamatdofering, Bassnett
claims, “would be deemed unacceptably sexist” tq@ay: 92).
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1.2.1.1. Dramavs. performance tranglation

Rendering a playtext across languages (drama translation) is very different
from transposing a written text on the stage (performance translation). It is
extremely illuminating for researchers and beneficial for translator-
trainees to contrast translated playtexts intended for stage vs. those
intended for the page. A number of issues emerge, in performance trans-
lation, which assume perception of what a pragmatic approach to equi-
valence would entail and how discoursal tendencies can be reflected in
TTs. The following set of issues non-exhaustively relay considerations,
hinted upon in Lefevere (1998: 109-121), that a stage translator would be
concerned with: these are issues of performability, the relation of transla-
ted drama to theatrical performance, the role of scenic sets in the
construction of meaning, filters favouring ‘transparency’ and ‘alienation’
in target versions of playtexts, who is commissioning the translation, etc.

Hale and Upton (2000) refer to a ‘relocation’ process in performance
translation. The dilemma over foreignization/domestication in translation,
they claim, is shared by all literary translators. In performance translation,
the decision to relocate involves transposing all verbal, visual and aural
semiotic codes on stage. This cultural relocation concern may affect the
names and histories of characters in playtexts. For instance, in the perfor-
mance translation version of the play Me Advoun amé v Kneioa (With
Power from Kifissia, by Kehaidis-Haviara) staged in London by the
Theatre Lab Company as With Power from Shoreditch (May 2001), names
of places and other culture-bound elements were replaced by pragmati-
cally equivalent options, allowing equivalent implications in the English
target environment, as shown in the performance version (kindly provided
by stage director Anastasia Revi): in the English performance version, in
ST/ TT1-6,

o ST Salonica, capital city of Macedonia, Greece, becomes Istanbul,
evidently because it is a more easily identifiable marker of eastern
cousine, in the target environment

e ST Komotini, city of Thrace, northeastern Greece, which has a
Turkish-speaking minority, becomes Haringey borough, North
London, which is ethnically diverse, and

o ST pig-knuckle soup becomes TT lamb soup, because a close TT
equivalent would have an alienating effect on Muslim members of
the target audience.
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ST1-6 TT1-6
Mépw Maro
Ondtav, o pépa, Tt pov Aéet; «H Then one day, what do you think he says
pévo BéPara Tov matcd etvor n to me? ‘The mother of pig-knuckle soup

Zaloviky...» [ldyooa... «AANG Tov is of course Salonica...” My blood run
TOTGH TOV TATGAdV ToV @Tidyveto  cold...’But the best pig-knuckle soup is
Yovkeipav oty Kopotnvipy made by Suleiman in Komotini

(1996: 219) (2001:152, transl. by Nelli Karra)

The relocation and domestication intention is manifested in the director’s
adjusting options in the playtext to ensure culture bound associations. For
instance, the source reference to

o the Movie Festival in the city of Drama, Macedonia, Greece (D@eorti-
pal Apouog, 1996:133), has been turned to Edinburgh Festival
(2001: 89) in the performance translation version, retaining the nor-
thern location of the city.

e  Dilos island (4nl0¢, 1996:162), a romantic holiday resort in Greece,
associated with God Apollo, has been rendered as [zaly (2001:110),
evidently because it was assumed to be a pragmatically equivalent
option carrying similar romantic and picturesque connotations in the
target environment.

e  Malakassa area (Maloxdoa, 1996:180) was turned into Surrey (p.
123), Anavissos area (Avafvocog, 1996:192) into Brighton (2001:
132), Skopelos island (Zxomelog, 1996:193) into Tenerif (2001:132),
obviously carrying exotic connotations in the target environment, as
well. Likewise,

o  Yliki lake, central Greece (YAikn, 1996:204) was turned into Lake
District (2001:141),

e  Lycabettus hotel-restautant in central Athens (Advxoumérovg, 1996:
199) into The Ivy restaurant, London, (2001:137, a place for
celebrities and theatre goers, near Covent Garden),

e  Monastiraki flea market area in Athens (Movaotnpdxi, 1996:213),
into Flea Market in Camden Town, London (2001:148), while

o the Ancient Agora archaeological site to the northwest of the Acro-
polis (Apyaio. Ayopa, 1996:215) into British Museum, where Greek
and Roman monuments coexist. Similarly,

o the Xanthoula old romantic Greek song referred to in the source
version, (Tnv eida v avbodia..., 1996:163, poem by D. Solomos,
after his way back from Italy in 1828, music by N. Mantzaros), is
rendered in terms of classical repertoire of Italian origin, namely, the
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Santa Lucia traditional Neapolitan song 1849 (2001: 111), which
preserves the western origin of the cultural reference, while

e male beauty stereotypes implied by reference to French actor Alain
Delon (1996:201), in the source text/culture, are replaced by Puerto
Rican singer and actor Ricky Martin (2001:139) in the performance
translation.

1.2.2. From pageto screen

Translation has often been perceived as an intra-cultural activity which
involves intersemiotic transfer, rather than an interlingual process where
signs are “interpreted (re-contextualized) according to different codes”
(Lambert and Robyns in Gentzler 1993: 186). In that sense, transferring
meaning from page to film is a type of intersemiotic translation, where
signs (discursive elements) are transformed into another code (visual,
acoustic), in addition to the verbal code.

Stage and screen translation are types of interlingual transfer which the
book explores, but there are also aspects of meaning transfer from page to
filmic experience, which is itself a kind of (intersemiotic) translation, and
which the book intends to hint upon. Film producers (like translators)
register their own interpretation of a text on film, which is often an intra-
cultural intersemiotic transfer process from page to screen.

Although intersemiotic translation seems rather outside the scope of
the present study, the book attempts some preliminary observations about
the similarity of the page-to-screen intersemiotic transfer to the process of
interlingual translation, and about the contribution of this comparison to
translation training.

1.2.3. Screen trandlation

Subtitling and dubbing are types of audiovisual translation, which requires
a research approach informed by the specifics of visual and acoustic texts.
As in stage translation, screen translation assumes some cooperation of
linguistic, visual and acoustic signs, but unlike stage translation the visual
signs (both in dubbing and subtitling) and the acoustic signs (in subtitling)
are non-negotiable, as they are transferred intact through the film version.
Kovacic (1998) refers to a complex semiotic “suprasign” that emerges on
screen:

In terms of semiotic theory, all these [aspects] are used to create a complex
semiotic suprasign (a screen text) and it is through the interplay of these



