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Prelude: Setting Words in Motion


Three Anecdotes…


Montréal, March 11, 2020

The Nederlands Dans Theater is in Montreal performing three pieces by Hofesh Shechter, Crystal Pite, and Sól Leon and Paul Lightfoot. It is the last performance to be shown before Canada enters lockdown due to the Covid-19 pandemic, but I do not know that yet. Pite’s piece, titled The Statement, features four dancers, two men and two women, situated center stage around an oval table. They wear suits and from their words we gather that they might be government officers who have plotted a war, somewhere far away, from which their country will profit. Things get out of hand, their plot is about to be uncovered, and they must decide who will be offered as a scapegoat. There is a script, you hear the dancers’ voices as you watch them dance, words have been literally translated into movement and gesture, or maybe the reverse. It is incredible how well it works. Absolute equivalence is achieved. Then the text stops being pronounced, and it is only expressed bodily. Or is it? Deprived of the spoken text, you are left to wonder whether the dancers are still translating an invisible, silent script, or whether they have departed from it. From time to time, they let out a word, matching the movement. A multiplicity of meanings opens up. The few words sound like interference on the radio, something you are not expected to hear. Are you hearing more than you are supposed to? As you watch their conversation unfold, you are drawn to ask yourself if it reflects the relation between politics and citizens. Do we only get the silent version, the tacit dance, with a word here and there whenever a scandal opens a breach in the collective lie and a legible truth slips out of the room?



Montpellier, 1992

When the founder of the Dominique Bagouet dance company died in 1992, the company dancers were faced with a dilemma: how to preserve and transmit his choreographic oeuvre? After founding the association Les Carnets Bagouet, they started restaging his works, relying on archival material and their embodied memories. But how to keep them the same? How to avoid idiosyncrasies from creeping in and altering the work, especially when improvisation was an important part of the choreographic process? The dancers agreed to a set of rules. The works would be reset by at least two people, a man and a woman, to avoid appropriations and signature effects; they would involve as many original dancers, documents, and video sources as possible. This, they thought, would ensure faithfulness: the work would “efface the re-stager, as if the revival is a transparent process whereby interpretation becomes simply a neutral medium for actualization and presentation” (Pouillaude 2017, 230). As they experimented with their method, the dancers realized that translation (what they were doing) is nothing other than a repetition that reveals the impossibility of sameness: “something new, in the name of againness” (Briggs 2017, 230). They split. In 2000, Fabrice Ramalingom restaged Meublé sommairement without following any of the rules: away with the pas de deux, away with the original dancers, away with the video material. “From this point on, the re-stager ceased to be a mere memorial deposit […] and became the real artistic co-signatory of the interpretation” (Pouillaude 2017, 230). Extracts and choreographic principles belonging to the source text were used, reworked, and reassembled into other works. Subjectivity and the opaqueness of the medium were accepted in place of the illusions of neutrality and transparency.



Sheffield, 2016

In September 2016, I moved to Sheffield, UK, to begin a master’s degree in Translation Studies. In November, I went to watch a dance performance staged by the Northern Ballet: an intermedial translation of George Orwell’s 1984. I was transfixed, mesmerized, but not surprised: I knew, as a dancer, that many pieces of repertoire as well as many new creations originate in someone else’s works. Ballet, for example, has been adapting literature since its very inception—examples of this include Don Quixote, staged for the first time in 1743 or Dauberval’s La Fille Mal Gardée (1789). But ballet is not alone in doing that; other forms of dance do the same. From Saburo Teshigawara’s and Rihoko Sato’s The Idiot (2016) to Marie Chouinard’s L’Aprés-midi d’un faune (1993), to Sharon Eyal’s and Gai Behar’s OCD Love (2015) based on a slang poem, or Smith’s Pitman (2016), choreographers from very different contexts and geographies have been probing, propagating, and subverting already existing works of art, presenting them through the lens of different interpretations and media. As part of my program in translation studies, I could choose a module called “Film Adaptation of Literary Classics”. I asked myself, if I can study how novels are translated or adapted into movies, why can’t I do the same with dance?




…and an Introduction

The title of this book is predicated upon the conjunction ‘as’. It divides two terms: (theatrical) dance and (intermedial) translation. It also brings them together by establishing a simile between them. A simile is the explication of a metaphor. Therefore, this work is based on a metaphor, suggesting that theatrical dance can be understood as a form of intermedial translation. My use of a metaphor is not a matter of embellishment or chance; I use it knowingly and intentionally as a conceptual tool, drawing on a post-Nietzschean sense of what a metaphor is and what it does, and in keeping with the works of Bloomberg (1960/2009), Black (1979), Lakoff and Johnson (1980; 1999), Johnson (2007), Kövecses (1986; 2000; 2005), Cameron (2010; 2011), Müller and Kappelhoff (2018). Common to all these scholars is the belief that metaphors are not quirky representations of things already in the world, but conceptual tools that help us understand one thing (often more abstract) in terms of another (often more concrete). They do not simply describe reality but participate in its creation by “unlocking realms of experience” (Müller and Kappelhoff 2018, 45), making them available to the senses. Metaphors are “indispensable for perceiving connections that, once perceived, are then truly present” (Black 1993, 37). Metaphors, and especially metaphors based on embodied experience (Lakoff and Johnson 1980; 1999; Johnson 2007) are necessary to build abstract concepts (Nietzsche 1873/1999) and structure our way of thinking, oftentimes without us being aware (Lakoff and Johnson 1999). As Nietzsche explains in his essay “On Truth and Lies in a Nonmoral Sense”, metaphorical expression is not a way of referring to truth: “metaphorical expression is the very material with which proper truth is constructed” (1873/1999, 37). Metaphors arise when a breach in understanding opens and they manifest a will to overcome it by building a shared ground of understanding, but as they do so they also denote “a breach with an unquestionably given reality” (Müller and Kappelhoff 2018, 74). Because of that, they must be understood as simultaneously descriptive and creative, proper heuristic tools. Tyulenev (2010) sums this up by saying that metaphors help us “understand the target domain in terms of the source by discovering new facets of meaning in the concept involved” (2010, 241). Consequently, they operate in the construction of new theoretical models (Khun 1979; Black 1979; Boyd 1979), and it is in this sense that I will use the metaphor of theatrical dance as a form of intermedial translation in this book. In discussing the relevance of turns over paradigms in furthering knowledge in disciplines concerned with culture, Doris Bachmann-Medick (2016) posits three steps in the formation of turns: the first has to do with the enlargement of the field of studies and a re-examination of analytic categories; the second sees the emergence of metaphors; the third and last step consists in methodological improvement and trans-disciplinary application, a proper investigation of the metaphor.

Considering the topic of my research, theatrical dance as intermedial translation, it can be said that, while the first two steps towards the turn have already been accomplished or are under way, an exploration of the different ways in which dance translations intersect with and shed light on a variety of emerging lines of research in translation studies (TS)1 is still missing, and, in my view, necessary. Hence, following Bachmann-Medick’s insights (2016), Chapter 1, “Stretching” offers an overview of the ways in which the field of TS has outgrown its linguistic roots and has been reflecting upon itself and its relation to other disciplines ever since the cultural turn initiated in the 1980s and 1990s, expanding its definition of ‘text’, ‘language’, and ‘translation’ in light of novel metaphors and renewed understandings.

Chapter 2, “Rehearsing”, considers the work already done in and between the fields of dance studies, literary studies, intermedial studies and TS in forging and establishing the metaphor of dance as translation. While the majority of the scholars cited use this metaphor to interpret dances through the tools of TS, I adopt a reverse angle and ask how theatrical dance can (in general or as intermedial translation) offer a fruitful metaphor for the theorization of translation. For Black, paraphrased by Tyulenev (2010, 241-242), each domain of a metaphor comes with its own ‘implicative complex’, that is, a series of implications that are linked to it. This means that “the implicative complex of the source domain is projected onto the target domain, thereby inciting the hearer to select some of the properties of the source domain, apply them to the target domain, and construct a (re)new(ed) implication complex of the target domain” (2010, 242). The question then is: how do implications associated with the source domain (theatrical dance) map onto the target domain (intermedial translation)?

This is the question I answer in Part II, “Trois Coups”. This part is internally divided into three chapters, echoing the sound of the traditional trois coups announcing the imminent start of the show. The first implication associated with dance as opposed to translation is that dance belongs to the realm of creative production while translation would be a matter of reproduction. I tackle this issue by focusing on terminology in Chapter 3, trying to bring clarity to the various ways in which the phenomenon of intermedial translation has been defined by scholars operating in potentially intersecting fields (adaptation, transposition, ekphrasis, remediation, transmediation among others) and looking at the ideological implications that underscore the perceived need to compartmentalize them.

Chapter 4 considers the implication that dance is ephemeral and tied to the body of the performer, as opposed to translation into written text, which is perceived as static and fixed. The ephemerality of dance has long been perceived as a hindrance by philosophers who have repeatedly tried to abstract the dance from the dancer, to separate work from performance, as if one was the content and the other the container. According to Pouillaude, the philosophical discourse around dance is predicated upon a “transcendental absenting” (2017, 53): when philosophers like Paul Valéry or Richard Strauss address dance, they do it as an abstract category, attaining “the object’s seriousness at the expense of its empirical reality” (2017, 16). For example, Valéry published three essays on dance (Dance and Soul (1921); Philosophy of Dance (1936); The Dance (1936)) and yet fails to mention even once the title of a work or the name of a dance. The very question ‘What is dance?’ treats dance in the singular, as if it had a timeless essence situated beyond its manifestations as ballet, social dance, flamenco and so on (Pouillade 2017). Absenting, a tendency of discourse about dance, turns into absence (ephemerality) as its definition. Moving against transcendental absenting, in Chapter 4 I introduce dance works into discourse, building my argument through performances that reflect on the issues of ephemerality and performativity in dance and text alike, and on their dependence on bodies. The artworks I think through and with are: Luca Guadagnino’s remake of Suspiria (2018); William Forsythe’s One Flat Thing Reproduced (2008) and Human Writes (2005); Carly Lave’s GOLEM (2019); Emma Waltraud Howes’ Scores for Daily Living Act II (2019) and Rabbya Naseer’s The Live Letter (2014) and The Undelivered Mail (2019).

The last implication of dance considered in Chapter 5 is that the material support of dance, at least partially, is a living being. The problem of movement transmission from choreographer to dancer has been traditionally solved by considering the dancer as a neutral canvas, a transparent vehicle of the choreographer’s intention. This conception of the dancer is strikingly similar to traditional conceptions of translators, at least in popular understandings. However, both fields have recently seen a move away from these views and are embracing the involvement of dancers’ and translators’ subjectivities in their work. It is with this in mind that I propose to “propagate” (Bal 2002) the emergent concept of the performer’s embodied dramaturgy (Baird et al. 2021) to translation by conceiving of a translator’s embodied dramaturgy.

Having done the offstage work of building the theoretical grounding of the metaphor of theatrical dance as a form of intermedial translation, I take a pause to look back at the methodology employed in this book and its ethnographic components in Interlude, before getting on stage and performing the analysis of my case studies. These analyses are conceived as some of the paths along which a speculative subfield of TS, Dance Translation, could move. To do so, I have chosen the works of two contemporary dance companies that differ in many ways: Marie Chouinard’s Jérôme Bosch: Le Jardin des Délices (2016), and Mathieu Geffré’s choreography for Eliot Smith Dance (ESD) company Froth on the Daydream (2018). The two companies differ both in terms of their personal style (Chouinard has a distinctive technique, taught to other companies by her rehearsal directors and teachers, while ESD is based on a standardized modern dance technique created by choreographer and dancer Martha Graham in the middle of the 20th century and passed on through modern and contemporary dance schools) and their establishment (Marie Chouinard is a world-famous choreographer active since 1978, while ESD has just celebrated ten years of existence, and their work is grounded in the Northeast of the UK). Furthermore, the sources of the two intermedial translations come from different timeframes (1510-15 the first, 1947 the second) and media (painting versus literature). Following their inherent differences and Briggs’ invitation to treat translations according to the principle of tact, “adjust(ing) the manner of handling, the form of care, in response to what is being held” (2017, 330), I have also adopted two different perspectives towards them.

One is synchronic and focuses on one translation in all its aspects: product, process, and situated event (Chapters 6 and 7). The other is diachronic and relates the target text to other intermedial translations, tracing a translation biography of Vian’s novel L’écume des Jours that highlights how the materiality of each medium participated in reframing the textual memory of the novel (Chapters 8 and 9). The different perspectives and the works in question reveal various aspects of translation which speak to agency and memory, growing lines of investigation in TS. Chapter 7, based on Chouinard’s Le Jardin des Délices, foregrounds and problematizes the translator’s agency by placing it in the web of agencies at work in the staging of a choreography: the binomial author’s and translator’s agencies are complemented by the agencies of composer, public, commissioners, theatre managers, dancers, and non-human agents. Chapter 9, based on Geffre’s choreography Froth on the Daydream (2018) made with ESD’s members brings theatrical dance into conversation with film, graphic novel, and opera, in light of Littau’s call for a comparative media study (2015). By connecting dance translation with other intermedial translations across time and space, this chapter shows how the source text navigated through different translation zones, value systems, mutual influences, and material affordances of the media instantiating it.

I conclude with a reflection on a recent event that gained widespread popular attention and was striking in its reversal of Venuti’s claim about the translator’s invisibility (1995), that is, the translation of Amanda Gorman’s poems and the ensuing debate on translation and identity. How can the concept of translation here developed, with its attention to the modalities, bodies, mediation, agency, and memory involved in the translational act, help us understand what metaphor of translation lies behind the differing positions on this thorny case? How does the theory offered in this book find its place in today’s practice, and how can it be informed by it? Again, due to its reliance on bodies and representation, dance seems to offer provisional answers.



Before concluding this introduction, a note on its writing. It occurred to me that, as I was writing this book, I have been for the most part engaged in the immensely valuable practice of walking with ideas, that is, of mentally formulating the content of a chapter while going for lone, long walks. This is certainly nothing new or unique, but it is fascinating to notice that thinking about movement—of bodies or of languages—is best done while moving; and to ask if and how, and what of the dynamism and rhythm of a walking body can be translated to a piece of paper.2 I tried to do this by alternating a narrative voice drawing on embodied memories with the more detached and analytical one of academic writing at the beginning of each chapter and by letting concepts enter the discussion as it unfolded rather than charting out and explaining them all at the beginning. This is complemented by the use of videos, images, and words as epigraphs—“conceptual-theoretical-poetic precipices” in the words of Lepecki (2016)—leaving to them the task of creating “points of entry, vortexes or rents in the fabric of discourse, invitations for unanticipated variations of their supposedly original meaning, challenges, riddles, black holes” (Lepecki 2016, 31).






Offstage








1. Stretching


[image: Four dancers are performing on stage around a large table, with one dancer on each side, dressed in black and grey attire that gives a formal appearance.]Figure 1: Still from choreography The Statement by Crystal Pite (2020). Courtesy of Aichi Prefectural Art Theater © Naoshi Hatori
There is always someone who comes first. The morning light enters through the window and warms the wooden floor. Slowly, we take our place in the center, facing the same old mirror as we start stretching. Slowly, we bend our necks, then extend the circular movement to include the shoulders, the waist, and down to the floor, one leg bent and the other extended, waiting for that little jolt behind the knee to tell us that our legs are now loose. Touching the flexed knee with the point of the nose is never the difficult part. What is hard is to remain there. We wait for the end of the music before relaxing our limbs. Stretching is never a quick process. It is a test of patience and endurance. It is the necessary work before any other movement can come. Stretching makes space for all the other movements.



Ways of Stretching

In This Little Art (2017), a fragmentary essay written in a language that delicately holds wisdom, Kate Briggs repeatedly attempts to define translation by looking at her own practice and the experiential knowledge gained in translating Roland Barthes’ lecture notes. Translation becomes respectively a way of “put[ting] new pressure on language” (2017, 30), a “producer of relations” (45), collaboration (117), slow reading (66), “perpetual amateurishness” (91), a way of “actively adding yourself to an existing work” (118), an embodiment of the text (171), “a chance of learning” (207), “doing something new in the name of againness” (230), “a response to an invitation” (257), and a way of “going beyond the self” (253). Briggs’ impossible search for a singular definition of her complex and multifaceted task is echoed in the multiplying voices of translation scholars who, once again, ask themselves what is “the name and nature of translation studies” (Holmes 1988).3 If, as Gambier and Van Doorslaer rightfully point out (2016), interdisciplinarity has been a key feature of TS from its beginnings, it is also true that the last few decades have witnessed a growing questioning of the meaning of language, text, and, consequently, of translation. Thus, in what is intended as a constructive provocation, Federico Italiano states:



the complexity of today’s use of translation reflects that of the medieval term translatio (…) Following the decline of a purely linguistic and positivistic perspective, and given the impact of post-structuralism, the current terminological debate within the field of translation studies is partly experiencing those inner tensions which Gianfranco Folena, in his too often forgotten essay Volgarizzare e tradurre, attributed to the medieval, Romance notion of translation (2016, 96).




The multiple shifts of perspectives and approaches in the field have been discussed under the term “turn” by Mary Snell-Hornby (2006) and Michaela Wolf (2010; 2017a), and Gambier and Van Doorslaer describe them as offering new angles and paths, neither successive nor involving the whole discipline, but coexistent and distributed across an “eclectic theoretical landscape” (2016, 3). Indeed, despite the repeated calls for intradisciplinary consistency, it is precisely its location in the ‘contact zones’ between cultures and disciplines that characterizes the field and fuels its vitality and heterogeneity (Wolf 2015). Rather than a sign of weakness, the current expansion of TS—prompted by redefinitions of language and translation among other things—testifies to a process of growing institutionalization of the field as much as it reflects a broader trend of compartmentalization in academia (D’hulst and Gambier 2018).

In this chapter I will briefly introduce recent work that, although coming from different angles and employing different discursive structures, converges in the call for and proposal of new definitions of language and translation. My aim in neither to trace the turns of TS, nor to explain their origins, and my selection will be limited to works that look towards stretched definitions of text and away from traditional understandings of language as a verbal system of communication or of translation as an interlingual, verbal-based activity. Moving between debates about creativity, spatiality, eurocentrism, memory, fiction, materiality, and modality in and of translation, I show that the ongoing stretching of the fundamental categories of language, text, and translation makes space for other forms of movement—such as the one combining dance and translation presented in this book.


Creativity in Translation

In a recent text published in 2020, Kirsten Malmkjaer undertakes the task of pushing further previous investigations on creativity in translation (see Loffredo and Perteghella 2006) and argues that translation produces “originals while embodying aspects of copy” (Malmkjaer 2020, 4). To do so, she applies Kant’s and current notions of creativity to translation. While her use of the term ‘aesthetic attitude’ seems somewhat unclear, what is of interest is her deployment of Davidson’s philosophy of language (1984; 1986). Davidson’s view of communication replaces a focus on the language system with one on users, who are described as holding prior and passing theories whenever they find themselves in a communicative situation. While their prior theories are informed by a variety of elements (knowledge of the other, of the context, presuppositions of the other based on clothing, sex, relation etc.), as soon as communication occurs, they will have to adjust them to the new information, formulating passing theories. As Davidson states: “what two people need, if they are to understand each other through speech, is the ability to converge on passing theories from utterance to utterance” (in Malmkjaer 2020, 56). For Malmkjaer, this means that translation will never attain sameness of meaning: what can be attained is the “coincidence, more or less close, of passing theories in any instance of linguistic interaction” (2020, 56). Translators, from this view, do not strive to reproduce the original: they craft an original text by engineering coincidences and non-coincidences between the writer’s, the reader’s and their passing theories. Malmkjaer’s point about the unattainability of sameness and the subjective understanding of texts is reflected in what Kasia Szymanska (2019) calls “translation multiples”, collections of translated texts that feature renditions by various translators which end up telling a story of their own. Scott (2012) brings the notion of creativity and subjectivity in translation even further in Translating the Perception of Text: Literary Translation and Phenomenology, in which he argues: “the task of the translator is that of translating not an interpreted text, but the phenomenology of reading, that is to say the kinesthetic, psychophysiological responses of reading, the dynamic of readerly perception” (2012, 1). Basing his arguments on Merleau-Ponty’s phenomenology and a view of language as “an existential experience (…) skins within which we extend our perceptual capacities and our perceptual diversity” (35), Scott proposes an understanding of translation as a generator of “textual futures” (50). The “source text is translated into the translator’s mode of seeing”—with all their idiosyncratic sensitivities and biographies leading them to different passing theories— “in order to itself become a mode of seeing” (57). This is also supported by Douglas Robinson, who figures literary translation as a reperformative genre, in which transformationality must be accepted a priori as part of translationality, since every reading of a text is a reconstruction and reperformance of it that entails change (Robinson 2017). What this means is that the source text becomes a fluid, malleable score for future performances of it, performances which will have as their goal that of conveying idiosyncratic readerly experiences.

Returning to Malmkjaer (2020), in what is almost an aside to her book, she offers the example of a Samoan dance. Its dancers are free to create their individual styles as long as they do not introduce new steps or change the order of the positions. In such a dance, “creativity occurs [in minute changes] on the surface level because the culture [allows or rewards it on that level]” (Lubart 1999 in Malmkjaer 2020, 29). For Malmkjaer (2020), this point can be used to explain the general tendency of translators to exercise their creativity within the structure provided by the source text and the value placed on keeping translated texts as close as possible to their source. However, this also means that translation practice is intertwined with what Bourdieu would call the field and the habitus of the agents involved (Paolucci 2011). As shown in the examples above and below, changes in the habitus of translators and translation scholars (influenced, for example, by the training received in translation or comparative studies degrees) as well as in the discipline itself (the growing institutionalization of which results in a broadened array of objects of study, methodologies, and perspectives), are already reshaping the notion of creativity in translation.


Fictionalized Translators and the Translation Novel

If the abovementioned works looked at translation as a creative activity, those I present in this paragraph turn to the creators’ words for their definitions of language and translation. They do so by focusing either on representations of translators and translation in fiction, or by close reading translators’ biographical accounts of their own experiences. The interest in ‘transfiction’, defined by Kaindl as “the aestheticized imagination of translatorial actions” (2018, 51), has resulted in a wealth of academic literature reflecting on the one hand the “increase of fictional materials that have explicitly multilingual or multicultural settings and that involve translation scenes” (Delabastita and Grutman 2005, 28) and on the other the shifting positionality of scholars and the questioning of the boundaries that separate theory from fiction.4 While Delabastita and Grutman (2005) are interested in the ways in which transfiction comments on socio-cultural values and can be approached from a narratological perspective, others see transfiction not only as a literary genre, but as “experiential material giving us information about events in translators’ lives” (Maier 2007, 7). The value of transfiction lies not only in the way it stages intercultural encounters or even shatters the illusion of compartmentalized languages and cultures, but in the fact that it can be harnessed to elaborate “new and unorthodox approaches” (Kaindl 2018, 53) and identify previously overlooked aspects, such as the affective impact of translation (Wakabayashi 2011). In all these cases, writers are seen as more able to offer innovative views precisely because they are free from the influence of pre-existing theories and internalized beliefs governing what their role as translators is or should be—as writers, they speak from a position of authorship and authority. And what happens when it is the translator who does the talking? How do they represent themselves and their work?

The example of This Little Art offered at the beginning of this chapter shows that the self-representation of translators is equally fascinating, nuanced, and multifaceted. As Chesterman notices, the growing tendency of research to focus on translators (and not only translated texts) warrants the term “Translator Studies” (2009). Barbara Ivančić (2016) interprets this novel visibility of the translator as a sign of the translator’s corporeality, highlighting the existence of a literary microgenre, hovering between fiction and account, which can be called the translator’s novel or autobiography (Lavieri 2007; Baselica 2015). By performing a series of close readings of translators’ biographies and accounts, Ivančić brings to the surface the corporeal dimension of translation, involving the senses of sight, hearing, touch, and breath. Like Scott, she departs from a phenomenological and embodied view of language, understood not as a system but as lived, embodied experience, to reformulate the text as a physical space to be entered, probed, explored. Accordingly, translation becomes



un’attività e un’esperienza che coinvolge l’essere umano nella sua totalità e che dunque tocca anche altre dimensioni oltre a quella razionale: la sfera percettivo-sensoriale, quella affettiva, e, in qualche misura, anche quella motoria. Di questa dimensione, che possiamo definire corporea, sono molto consapevoli i traduttori: se si presta ascolto a quello che loro ci dicono sul tradurre e sulla traduzione, colpisce la frequenza dei riferimenti al corpo (Ivančić 2016, 12, 13).5




Going well beyond the idea of language as a system, Ivančić’s definition of translation opens the door to embodied approaches that consider it as an affective encounter and existential experience.


Non-Eurocentric Perspectives

In Enlarging Translation, Empowering Translators (2007), Maria Tymoczko denounces the supremacy of western ideas in TS and makes a strong argument for the inclusion of translation theories coming from other cultural areas. After retracing the history of western TS and enumerating the various turns undergone by the discipline, she names the international turn as a re-appraisal of western TS from an international perspective. Following the influential study on conceptual metaphors carried out by Lakoff and Johnson, who unravel the system of “metaphors we live by” (1980; 1999), Tymoczko argues that the metaphors we use to picture translation have a sway on how we conceive it and pinpoints the metaphor of transfer as the most widespread. However, Kathleen Davis believes that “the metaphor of transfer is only one among others—very different concepts might have gathered had the word been different” (2001, 18, quoted in Hermans 2013), and in his perceptive article Dominic Cheetham settles to undo the metaphor “translation as movement/transfer”, offering instead the metaphor of performance—a rather fitting one for this book, which I will explore more closely later. Similarly, Tymoczko (2006, 2007) and Gentzler (2013) present definitions developed in India, the Arab countries, Nigeria, China and Polynesia, with all the disparate nuances and chains of associations elicited by their names.

The international turn deriving from these efforts elicited a lively debate and an edited volume (van Doorslaer and Flynn 2013) about the definition of eurocentrism, the continentalization of TS and the fear that discarding what are considered as Eurocentric views may only lead to the assertion of North American perspectives and be simply a symptom of academic struggles for dominance (2013). The accusations of eurocentrism have been also criticized by Gambier (2018), who highlights that it would be odd for a discipline that deals with intercultural communication and conceives of culture as formed through acts of translation and exchange (and therefore inherently hybrid) to associate theories with countries. As a matter of fact, the usage of translation within Europe was never homogeneous, nor did it remain the same throughout history. The problem, as he sees it, is not the provenance of theories, but the current dominance of some over others.6 This seems to be more aligned with Wakabayashi’s view that eurocentrism is to be understood as a mental construct rather than a geographical indicator (in Van Doorslaer 2013). What is to be retained of the debate on eurocentrism, then, is not the discarding of theories originated in Europe, but rather an openness to conceptualizations other than the dominant ones and an appreciation of how they have been used and interpreted in different cultures and historical moments. To make space for such openness, Tymoczko (2007) and Hermans (2013) conclude that no single definition of translation is possible and advocate for a cluster concept that allows for the inclusion of different notions.7 Reconceptualizing translation in its “cross-linguistic, cross-cultural, and cross-temporal” dimensions (Gambier 2018, 21) would then be a way to escape linear histories of TS and empower translators.


Spatial Perspectives

While the controversy sparked by the accusations of eurocentrism had to do with the geography of translation theories, the works I introduce below deal with the ways in which translation emerges from, intersects with, and represents geographical imaginaries. Spatial, historical, and cultural contexts have been central in the study of translation at least since post-structuralism and post-colonial studies brough them to attention in the 1980s (Simon 2018) and with the advent of the cultural turn in TS (Bassnett and Lefevere 1990). However, recent publications such as Apter’s The Translation Zone (2006), Simon’s Cities in Translation (2012), and Italiano’s Translation and Geography (2016) go a step further in that they look at translation as a trope, theme, and medium of “subject re-formation and political change” (Apter 2006, 6) in sites that are themselves in translation. All these views are somehow indebted to Homi Bhabha’s concept of cultural translation (1994). Apter, for example, concentrates on the way language and translation are used as tropes and themes for representing power relations and collapse national and linguistic boundaries in writing produced in translation zones, psychogeographical territories “belong[ing] to no single, discrete language or single medium of communication” (Apter 2006, 6). The value of such writing (and of comparative studies as the discipline approaching texts in such a way) is that they “break the isomorphic fit between the name of a nation and the name of a language” (2006, 243).

In Cities in Translation (2012), Sherry Simon performs a similar operation, focusing on cities as “sites of language exchange, a place of heightened language awareness, where language traffic and interchange are accelerated or contested” (2018, 331), and where relations between languages and cultures are in a state of continuous negotiation and redefinition. Such spaces, and the translational cultures they give rise to, offer a way to “put pressure on the traditional vocabulary of transfer and its concepts of source and destination” (Simon 2012, 7). What arises in such zones are not only translations proper, but complex forms of ‘translational writing’, where creative writing and translation become entangled. With Naoki Sakai (2018), we could describe both works as complicating metaphors of translation as a vehicle or bridge (images that imply pre-existent borders and separation) and moving towards heterolingual address by working in the in-betweens of national contexts.

Building on this literature, Italiano takes geography not only as the context of translations and translational cultures, but also as the content of writing. Looking at how “literary texts translate (…) imaginative geographies” (2016, 3), he investigates translations proper, translations across media, and translation as a fictional and mimetic device to foreground how translation (in all three senses) had a pivotal role in negotiating geographies, identities, and eastern-western relationships, eventually giving form to a literary subgenre that he defines as “cartographic writing” (2016, 9). By placing the concept of translation in space, such works open it up to multiple figurations that question the stability and discreteness of languages and extract translation from the national straitjacket.


The Performative in Translation

Another way of approaching translation that opens to diverse forms of language—language as a semiotic system—is that of relating it to history, by focusing on the dialogic relations between texts (Bakhtin 1981; Eco 1967) and their survival, from which translations emerge (Benjamin 1923). By referring to Eco, Bakhtin, and Benjamin, Plaza presents a theory of intersemiotic translation as poética sincrónica, a way of capturing history as a reinvention of the past. Acting as a creator of relations, translation participates in a vision of history as a



constelação na qual cada presente ilumina os outros num relacionamento dialético e decentralizado à maneira de uma rede eletrônica em contraposição à montagem da historiografia (…) a tradução considera a história em sincronia, como possibilidade, como monada, como forma plástica, permeável e viva (1987, 6-9).8




The decentralized image proposed by Plaza goes close to the rhizomatic connections advocated for by Wardle (2019), who recuperates a popular image proposed by Deleuze and Guattari in order to think of translation in ways that escape linear filiation and binary relations between source and target texts. Moreover, by stressing the inherent multimodal character of our senses, Plaza shows that translation is always intermedial because it involves our bodies and senses, as Ivančić (2016) also argues. Such understanding of language, text, and translation opens the possibility of engaging with texts in their multi-sensorial and multimodal aspects while also justifying parodic, discordant, heterogeneous translations as possible afterlives of the translated texts, insofar as they are part of a critical, creative, and situated activity (Plaza 1987). A similar stance is taken by Gentzler in Translation and Re-Writing in the Age of Post-Translation Studies (2016), which starts by his asserting the need for a redefinition of what counts as original and for an expansion of what we mean by translation. Like Plaza, he considers translation as an activity carried out “on the cutting edge of time” (2016, 230), reformulating relationships between past, present, and future while creating and perpetuating images (and memories) of previous texts. By giving historical force to translation and recognizing it as iterative activity, both Plaza and Getzler indirectly point to the performative in translation.

A focus in processuality and materiality is what performative scholar Erika Fischer-Lichte associates with the second stage of a performative turn in the humanities and social sciences (2000). Such turn can be clearly found in theatre translation, where according to Marinetti the concept of the performative has initiated a move away from the idea of drama as simply representational to its reformulation as performative—from “signifying something” to “transforming existing regimes of signification” (2013, 309). Seeing a text as performative means to look for what it does and how it functions as a performance, in full recognition of the role played by the spectators in co-creating meaning. The lens of performativity adds a layer of complexity by allowing us to construe the relation between a theatre text and its performance not only in terms of how the latter represents the former, but also how it “frames, contextualizes and determines” its possible meaning “as a performed action, as an act with force” (Worthen 2003, 25). Paraphrasing Sandra Bermann, Wolf puts it simply as “the doing of translation rather than just the saying” (2017a, 31).

In the context of literary translation, iteration and processuality are stressed by Cheetham (2016), who set himself the task of fleshing out the conceptual metaphor ‘translation as transfer/movement’ in order to undo it and substitute it with the more liberating metaphor of performance. According to Cheetham, the pervasive conceptual metaphor that sees translation as a movement from a language to another has not been questioned enough and carries with it a number of unjustified assumptions. These include the idea that the identity of the text is fixed and will not change (it is the location that changes, not what is being moved), the idea that there is one start and one finish point (languages are conceptualized as locations), the idea that the text is independent from the language (since it can be moved to another language without change in identity), while in reality texts are inextricable from the media instantiating them. Moreover, by spatializing translation, the metaphor of movement figures target texts as standing “in a parallel relationship of identity with their sources rather than a sequential or developmental relationship” (Cheetham 2016, 247). Having done away with the metaphor of movement, Cheetham suggests that performance, being seen as subsequent and a development of the original that complements the text with the skilled performance of the actor, may present advantages to translators and translation studies scholars, not least the escape from a focus on linguistic equivalence and a recognition of the creativity of the translator. While the author does not fully explore the significance of the implicative complex of the metaphor of performance for TS, his suggestion that translations establish a developmental relation to the source text, and that neither source nor target texts need to be verbal or studied through the lens of linguistic analysis, opens the door for the type of intermedial translation I am interested in here—and many others. Because rewritings do not only happen in the written verbal form, and in fact prove to be even more decisive in vehiculating and shaping a text’s “literary fame” (Lefevere 1992) in other media, then intermedial, expanded, or abridged versions count as translations and must be studied alongside them. Such a post-translation turn is seen as necessary “to keep up not just with the changing nature of translation, but with the changing definition of texts themselves and the media through which they travel” (Gentzler 2016, 64).


The Materialities and Modalities of Translation

In a position paper titled “Translation and the Materialities of Communication” (2015), Karin Littau calls for a paradigm shift from the constructivist, cultural turn undergone by TS in the 1980s and 1990s to one that foregrounds its materiality and mediality. According to Littau, an “overly anthropocentric emphasis on mind, consciousness, language, meaning, discourse, critique etc.” prevents us from seeing that material technologies are the “conditions of possibility for humanization” (2015, 4). The indiscernibility of form and meaning means that material and media carriers affect meaning insofar as they come with different constraints and affordances, and therefore redefine the translator as “part of a material, medial, and technologized ecology that shapes every aspect of mind” (7). The embeddedness of translation in material objects calls for an investigation into the material history of translation that could complement the emphasis placed on human agents in TS, in the framework of a comparative media studies that considers media in their interrelation, rather than as isolated. Such a material turn would therefore focus on “translation’s relations to media landscapes of the past, present and future” (22), and produce a media history exposing how translation between media is at the basis of cultural production.

Adami and Ramos Pinto (2020), whose scholarly interest is in multimodal communication and screen translation, expand on the call to study how materiality and media participate in meaning-making. Drawing on multimodality and social semiotics, they see the denotative quality of written and spoken language as “the exception to a world of untranslated signs” (2020, 77). This points to a huge gap in research, which they propose to address by way of a joint interdisciplinary effort that would entail something like Littau’s comparative media studies: investigating specific modes, their cultural histories, codifications, and transnational circulation; analyzing how meaning is remade in and across media and genres as well as the discourses attached to them; examining practices of reinterpretation and resignification (2020).

Attention to the materiality of translation is also present in Gambier’s (2003) introduction to a special issue of The Translator on screen transadaptation. He asks what the modal nature of audio-visual translation is, as this genre blurs the boundaries between written and oral, translation and interpreting. Indeed, while appearing as written text, audio-visual translation is in constant conversation with the images on screen and shares time and information constraints with interpreting. Unlike written translation, ‘screen texts’ are defined by their volatility, appearing on screen only for brief moments, and are influenced by choices on the level of distributions, programming, and digitization. If on the one hand this means that screen texts and audiovisual translations can be considered as a discrete genre of translation, on the other hand they carry important implications for TS in general, “question[ing] concepts like ‘text’, ‘original’, ‘meaning’, ‘norms’, ‘equivalence’, ‘manipulation’ and ‘acceptability’” (Gambier 2003, 183). Indeed, the contribution made by audio-visual TS to the decentering of monomodal understandings of texts and the integration of ‘plurisemiotic practices’ as an object of study in TS is underlined by Francis Mus in his brief history of translation and plurisemiotic practices (2021). He identifies two discursive strategies adopted by scholars to justify the study of such phenomena within the field of TS, these being either the inclusion of new elements in the discipline, or the discipline’s expansion. On one side we find the narrative of turns, including the globalization turn (Snell-Hornby 2006), the iconic turn, and the audio-visual turn (Remael 2010); on the other, the debates on whether TS should be considered as a discipline, an inter-discipline, a poly-discipline, or post-discipline (Mus 2021). What is certain is that TS has always relied on interdisciplinary approaches and that the development of new technologies unsettled concepts such as ‘language’, ‘text’, and ‘translation’. These terms, as well as ‘authorship’, ‘sense’, and ‘translation unit’, are all questioned by plurisemiotic practices, the value of which lies, then, in the possibility to expose and re-discuss central categories that underpin research in TS (Mus 2021). Moreover, as Sarah Neelsen (2021) notices, research undertaken in this area is presented with a whole different set of methodological issues deriving from their disparate materialities.

Judging from the growing number of edited issues and volumes that tackle translation across media and semiotic systems, such reflections and fascinations can be said to have attracted growing attention. Besides Mus’ and Neelsen’s introductory articles to the edited issue Translation and Plurisemiotic Practices (2021) related above, one finds the special issues Translating Multimodalities (O’Sullivan and Jeffcote 2013) Methods for the Study of Multimodality in Translation, edited by Jiménez Hurtado, Tuominen, and Ketola (2018), Intersemiotic Translation and Multimodality (Bennett 2019), Retranslation and Multimodality (Albachten and Gürçağlara 2020), the volume Translation and Multimodality (Boria et al. 2020) and the monograph Translating the Visual: a Multimodal Perspective by Weissbrot and Khon (2019).9 Most of the modes, media, and genres studied within this framework include subtitling, audio-description, graphic novels, websites, theatre plays, medical translations, but there are also papers focusing on board and video games, graffiti, music, and an essay by Helen Julia Minors on music and dance (2020), which I address in the following chapter.


What about Dance?

So far, I have shown how recent work in the field of TS turned towards its central categories to question them, thus shaking its own foundations to make space for new movements and trajectories. One of these, which I intend to traverse, is that linking theatrical dance with translation, looking at how dance performances translate other texts—be they visual or written—and in so doing offer insight into the very nature of intermedial translation, its functions, and potential. But what kind of dance am I talking about? And what is western theatrical dance?

Just as the concept of translation has been stretched in the past years, so theatrical dance has started to question its own ontology and has proposed expanded notions of what counts as dance, moving away from modernist conceptions that pin it down to “movement shaped in time and space” (Fraleigh 1987, xv; Butterworth 2012, 1). Such definition can be linked to modernity in two ways. On the one hand, by attempting to extrapolate the essential materials of dance as a separate, autonomous artwork, it participated in modernism’s drive towards abstraction, its rejection of narrative, and its focus on the basic matter and tools of each art. On the other hand, by eschewing signification, dance foregrounded movement for movement’s sake, removing it from representation but also from its contextual, historical, semiotic, and political environment, as beautifully argued by choreographer Miguel Gutierrez in his provocatively titled article “Does Abstraction Belong to White People?” (2018). In it, Gutierrez asks: whose bodies can be perceived as neutral, whose bodies “can be signifiers for a universal experience” (2018, 5), and whose bodies are always-already read, interpreted, perceived as carrying difference? A similar criticism against representing dance solely as unhindered human movement in space and time is articulated by André Lepecki in Exhausting Dance: Performance and the Politics of Movement (2006). Lepecki understands modernity not as strictly coinciding with 19th- and 20th-century experimentations with the raw materials of each art form, but as a



long durational project, metaphysically and historically producing and reproducing a “psycho-philosophical frame” (Phelan 1993, 5) where the privileged subject of discourse is always gendered as the heteronormative male, raced as white, and experiencing his truth as (and within) a ceaseless drive for autonomous, self-motivated, endless, spectacular movement (Lepecki 2006, 13).




This understanding sees the modern subject emerge from Descartes’s separation of mind and body, individual and world: a “being-toward-movement” in Sloterdijk’s words (2000, 36). Lepecki dates the birth of choreography in 1589, when the first attempt to notate dance, Thoinot Arbeau’s treatise Orchesographie, inscribed dance in modernity’s kinetic project. The hyperkinetic body proposed by modernity is one that moves on an abstract and even ground, which in fact covers the “colonized, flattened, bulldozed terrain” (Lepecki 2006, 14) supporting the fulfilment of such self-sufficient mobility. It is not a case that the first steps taken by theatrical dance to establish itself as an autonomous art form are the flattening of the ground and the abstraction from context. They appear in both Feuillet’s description of the dance floor as a blank page (Choreographie 1700), and the solitary chamber (later the studio) where Arbeau’s disciple is to read and perform the steps created by his master as a way of “accessing absent presences” (Lepecki 2006, 26).10

Why is this important? According to Lepecki, it is only by acknowledging western theatrical dance’s self-portrayal as being-toward-movement and its entanglements with modernity’s project of colonization that one can read “the eruption of kinesthetic stuttering” (2006, 1) on stage in the 1990s as an ontological questioning that led to a reformulation of what counts as dance. If dance is ontologically imbricated with movement, then choreographing stillness, stuttering, and disruptions becomes a way to question the very foundations of western theatrical dance and propose new ontologies for it. So are the movements outside disciplinary boundaries, and the approximation to other art forms and areas. As it is the case with translation, this resulted in the proliferation of terminology to define what is considered outside the definition of dance as human movement in space and time (performance, choreographic installation, live art, conceptual dance, body art, urban intervention and so on) (Müller 2012). Such self-interrogation has only become more pressing and evident as Covid-19 swept the dancing world into a state of disembodied virtuality11 (or using Lepecki’s words, of “absent presences”) and a worldwide examination of systemic racism across all practices was made urgent by the murder of Tanisha Anderson, Michael Brown, Tamir Rice, Gabriella Nevarez, Akay Gurley, Michelle Cusseaux, Eric Garner, Janisha Fonville, Freddy Gray, Alton Sterling, Philando Castile, Botham Jean, Stephon Clark, Aura Rosser, Atatiana Jefferson, Breonna Taylor, and George Floyd at the hands of members of the police force in the United States of America (US) (Chugthai ongoing).12

Considering these reflections, it would not be wrong to affirm that theatrical dance as a field “has been thrust into a global existential crisis” (Baird et al. 2021), prompting a reassessment of its ground and foundational categories. While this book does not attempt to redefine dance or perform such a reassessment, it shares Lepecki’s view of dance as extending beyond the abstracted definition of human movement in space and time and embraces “putative outsides of choreography” (2006, 47) such as the dancers’ bodies, language, costumes, props, music, lighting, stage arrangement, performing space, and historical unfoldings as constitutive of theatrical dance just as movement and gestures are.

This book, then, sits in the breach opened by the felt need to reformulate central concepts such as language, text, and translation expressed in the works mentioned above. It takes the call for paying attention to the materialities and modalities of texts seriously, by exploring the notion of ephemerality in writing and theatrical dance (Chapter 4), by looking at the bodies of the dancers as translated/translating supports (Chapter 5), by applying an intermedial framework to the analysis of the dance performances (Chapters 6 to 8), and finally, by contrasting translation into the medium of dance with other forms of intermedial translation, such as film, opera, and the graphic novel (Chapter 9). However, it also benefits from the emphasis placed on embodiment by Plaza (1987), Scott (2012), and Ivančić (2016), from whom I also derive the inclusion of translators’ own voices (here the voices are those of dancers, choreographers and composers involved in the intermedial translation process). The performative aspect of translation is accounted for by focusing on the doing of intermedial translations, whether it is in relation to Chouinard’s queer rewriting of the genesis and Bosch’s painting, or by exploring how the dance scenes contained in Vian’s novel have been used in its many reframings as film, opera, graphic novel, and dance. Spatial and temporal consideration are also given due attention: in Chapter 7, I devote a section to analyzing how the frame created around Chouinard’s performance by the Centro Cultural de Belém brought it (or not) into dialogue with its setting at the heart of one of Portugal’s most visible memory sites, whereas Chapter 9 follows Vian’s novel in its reperformance across media, cultures, and history, asking how different media and materialities influenced its renditions but also how the various translations conveyed and reframed its memory, actively shaping its afterlives. One only lifts a leg if the other is firmly planted on the ground: and so, in the following section, I will briefly outline the multimodal and intermedial theoretical frameworks grounding my understanding of language, text, and translation.


Theoretical Grounding: Multimodal Social Semiotics and Intermediality

In his 2010 book Multimodality: A Social Semiotic Theory of Contemporary Communication, Gunther Kress challenges mainstream theories of communication by arguing that the focus on verbal language does not fully explain how communication is achieved, and, importantly, prevents us from understanding recent changes in communication and society brought about by the design of new media.13 A focus on verbal language alone does not account for the fact that “multimodality [is] the normal state of human communication” (2010, 1). This “satellite view of language” (15) enables him to take a materialistic approach to semiosis that assesses semiotic resources on the ground of the material affordances of the modes in which they are instantiated. An epistemological shift that reflects an ontological one, insofar as focusing on modes brings attention to “the material, the specific, the making of signs now (…) from the mentalistic to the bodily” (13). Thus, to think embodiment is to think multimodality and the reverse: multimodality indeed arises from the body’s capacity to perceive through various senses. Communication is multimodal because it is embodied. As Kress highlights,



In the engagement with any sign, the materiality of modes (…) interacts with the physiology of bodies. All signs (…) are always embodied for maker and remaker alike. (…) No sign remains, as it were, simply or merely a ‘mental’, ‘conceptual’, a ‘cognitive’ resource. At this point the processes named as affect and cognition coincide absolutely as one bodily effect. (…) The sign which the sign maker has made gives us an insight into their stance in the world. (…) The sensory, affective, and aesthetic dimension is too often ignored and treated as ancillary. In reality, it is indissolubly part of semiosis. (2010, 77-78).




It follows that “a multi-modal social semiotic approach to representation puts the emphasis on the material, the physical, the sensory, the bodily, the ‘stuffness’ of stuff, away from abstraction towards the specific” (2010, 105). The lines quoted above remit to the embodiment of communication and to ancillary concepts such as agency and what Meschonnic would call the “concept-affect continuum” (2011, 36). Kress’ theory sits well with the theoretical perspectives deployed in the following chapters on several other issues, such as the continuum of meaning and sense spelled out by Meschonnic and worded by Kress as “signs are motivated conjunctions of form and meaning where the conjunction is based on the interest of the sign maker using culturally available resources” (10).14 Signs are fixed and framed by modes, the materialization of meaning, themselves coming with specific affordances and epistemological commitments. Meaning, therefore, does not exist outside materialization and outside frames. At the same time, the different materiality of modes results in different affordances and reaches, meaning that they can do different semiotic work and cover different areas of signification. For example, the mode of image representation offers semiotic resources such as distance, size, color, positioning within frames, thickness, whereas the mode of gestural movement offers speed, proximity, direction, degrees of stiffness or relaxation, force—“infinitely gradable signifiers” (2010, 83). Moreover, the reach of visual image and gestural movement will be different inside a single culture as well as varying across cultures.

Indeed, an important feature of semiotic resources is that they are socially and continuously made, so various groups and communities of practice can make distinct uses of modes as signifiers. A good example of this is offered by the translator Ros Schwartz, who remembers translating the switch from vous to tu in French by having one of the characters put her hand on the other’s arm in the English version (Bassnett and Bush 2006). The semiotic work of signaling intimacy or closeness, accomplished in French by pronouns in the mode of verbal language, is achieved in English through touch and proximity in the mode of gesture. This example highlights the importance of the concepts of ‘semiotic work’ and ‘reach of modes’ even in what I call ‘intramedial translation’. The modes of writing and speech represent an exception in the way they have been codified and standardized along national boundaries, and we should not assume the same correspondence between nation and semiotic knowledge for other modes. This could be better accounted for by thinking in terms of “communities of practice” (Wenger 1998), “affinity spaces” (Gee 2005) and personal experience (Adami and Ramos Pinto 2020).

Ultimately, multimodality helps us understand that “all modes of representation are, in principle, of equal significance in representation and communication, as all modes have potential for meaning” (Kress 2010, 104). Another proposition we can derive from this example, and which I have argued originates in our embodiment, is the fact that modes are generally used simultaneously, in modal ensembles: if it is possible for Schwartz to translate tu with the touch of a hand it is because in a conversation semiotic work is done simultaneously via speech, facial expression, gesture, gaze, proxemics, tone of voice and to a lesser extent clothing.15 If we return to Crystal Pite’s choreography The Statement, with which I opened this book, and we look at it through the lens of Kress’ theory, we will see how the choreographer is using multimodality to explore the reach of speech and movement. Speech, being a more explicit mode than movement in western contemporary dance, is used to ratify what is expressed bodily by the dancers. When speech stops and movement goes on, we perceive that the conversation is continuing, but because movement is not as denotative as speech, meaning becomes opaque. However, if the same choreographic structure was applied to classic Indian dance, in which hand movements convey a more explicit meaning, we would still be able to follow the dialogue between the dancers without feeling challenged. Pite’s choreography thus reveals the different semiotic work and reach of the modes of speech and movement in western society but also their parallel capacity to signify.
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