
These  f i ve  basic s t ra teg ies  have been d is t i n g u is h ed  f rom past  approaches  

used in the t rans la t ion  of drama te x t s ,  and are:

1. T r e a t in g  the  t he a t r e  tex t  as a l i t e r a r y  w or k

2. Using the  SL cul tu ra l  con tex t  as a f rame t e x t

3.  T r a n i l u i i n g  'pe r for ma b i l i t y '

4.  C re a t in g  SL ve rs e  drama in a l t e r n a t i v e  forms

5. C o - o pe ra t i ve  t rans la t ion  (1985:  8 9 -9 1 )

In the f i rs t  s t r a t e g y ,  th e  tex t  is t re a te d  as a w r i t t e n ,  l i t e r a r y  w o r k ,  and  

the t rans la tor  deals only  with d is t in c t iv e  fea t ure s  of d ia logue ,  w ithout  

ta k in g  p«iral inguist ic fea t ure s  into account .  B a s s n e t t -M c G u i re  notes that  

this is p robably  the most common form of th e a t r e  t ra n s la t i o n ,  especial ly  

where  the t rans la t ion  has been commissioned fo r  pub l ica t ion  r a t h e r  than  

fo r  stage produ ct io n .  The  u c o n d  s t r a t e g y  involves th e  use of T L  

stereotypica l  images of  the source c u l t u r e  in o r d e r  to p r o v i de  a comic 

f rame,  and it usual ly  resul ts in a massive ideological  sh i f t .  T h e  term  

per formab i l i t y '  in the th i r d  s t r a t e g y ,  is of ten used by  t ra ns l a t or s  who  

claim they have re pro du ce d  the p er f orm ab i l i t y '  of t h e  t ex t  by l inguist ic  

means,  thus tak in g  th e  per formance  dimension of a t h e a t r e  t e x t  into 

considera t ion.  A l th ou gh  never d e f i ne d ,  the term seems to imply tha t  the  

t rans la tor  has t r i ed  to create f luent  speech rh y t h m s so th a t  T L  actors  

can speak the l ines of  the tex t  withe Jt too much d i f f i c u l t y .  T h e  four th  

s t ra te gy  concerns p lays wr i t t en  in vers e  in the source language ,  which  

are t rans la ted in o t h e r  forms in the  ta r g e t  l anguage .  T he  f i f th  s t ra t egy  

i nvolves the col laborat ion of at least two people on the mak ing  of the  

T l  tex t  - e i th er  an SL and a T L  na t ive  sp ea ke r ,  o r  someone with a 

knowledge of the  SL who works to g e t h e r  wi th the d i r e c t o r  a n d / o r  actors 

who are to p resent  t h e  work , so tha t  a basic scenar io is p ro duc ed  which  

is then worked on by the company which is to stage th e  play.

Ch a p t e r  One - A Theore t ica l  F ramework 12

■s



' »

Bass1 le t t -M cG u i re  feels t h a t  this last  s t r a te g y  is most l ikely to p ro d u ce  

the  best  resu l ts since it involves ‘ he t ra ns la t ion  process w ith  a set of  

problems re la ted  to the  p er fo rm an ce  o f a th e a t r e  tent '  (1985: 9 0 - 9 1 ) .

T h e  changes to Lambert  and Van G o r p ' s  model out l ined in this c h a p t e r  

w e re  made in o rd e r  to d i r e c t  it more speci f ical ly  towards the t rans la t ion  

desc r ip t ion  of drama t e x t s .  These  t e x t s  d i f f e r  substant ia l ly  f rom p o e t r y  

and prose in tha t  they  a r e  w r i t te n  to be p er f orm ed;  they are more com­

plex as they contain both verba l  and n o n - v e r b a l  communication.  Aspects  

p ecu l ia r  to th e  study of drama t ex ts  w er e  t h e r e f o r e  added to the  model  

in th e  hope tha t  this wou ld  enable an accura te  desc r ip t iv e  analysis of  

Camus Les Justes  and H e n r y  Jones t ra ns la t ion  to be ca r r ied  out .
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C H A P T E R  TWO - THE S Y S T E M I C  C O N T E X T

T h e  nepd to s t u d y  t rans la t ion  w i th in  a systemic c o n te x t  has been st ressed  

b y  d e s c r i p t iv e  t rans la t ion theo r i s ts .  T h e  f inal  sect ion of La mber t  and  

V a n  G orp 's  scheme which comprises this systemic con tex t  considers:  o p ­

posi t ions be tween micro-  and  macro- leve ls  and be tween  te x t  and  th e o r y ,  

i n t e r t e x u a l  re lat ions and in te rsy s te mic  re lat ions.  T h e  opposi t ions between  

micro-  and  macro - leve ls  and  between t e x t  and t h e o r y  wil l  be considered  

fo l lowing  the  micro-  and macro - leve ls  of ana lysis,  but  the scope of this  

pro jec t  is too l imited fo r  th e  i n t e r t ex ua l  and in te rsys temic  re lat ions to 

be s t ud ied  in any  detai l .  Lamber t  and Van  Gorp  remark  th a t :

the  d i f f e r e n t  t rans la t ional  s t ra teg ies  ev id e nt  in the tex t  i tsel f  
p r o v i d e  th e  most exp l ic i t  informat ion about  t h e  relat ions between  
th e  source and ta rge t  systems,  and about  the  t rans la t or ' s  posit ion  
in and  between them F u r t h e r m o r e ,  the  t r a ns la te d  te x t  is an o b ­
v ious document  fo r  t h e  s t u d y  of conf l icts and  paral le ls between  
t rans la t ion a l  th eo ry  and prac t ice .  T h e  compar ison of T1 and T 2  is 
t h e r e f o r e  a re levant  p a r t  of t rans la t ion  studies - as long as it does 
not ob s cu re  the  w ider  p e rs p e c t i v e .  (1985: 47 )

In o r d e r  not to omit this w id er  per spect ive '  e n t i r e l y ,  a b r ie f  out l ine of  

Camus'  l i t e r a r y  works ,  his phi losophy and his posit ion in both French  

and o t h e r  l i t e ra tu re s  will be b r i e f l y  considered .

Th e  plot  of Les Justes  is based on an actual  e v e n t  in Russian h is t or y  in 

which the G r a n d  duke Se rg e  A l ex an d ro v i ch ,  th e  uncle of C z a r  Nicholas 

I I ,  was assassinated in Moscow in 1905 by a s t u d en t  named Ka l iayev .  

Kal iayev  was a member of a g ro up  of ideal ist ic te r r o r i s t s  known as the  

O r g an is a t io n  de  Combat,  wh ich was led by Boris Sav ink ov ,  and  Camus 

uses Sav in k ov  s memoirs and  o th e r  w r i t in g s  by  t h e  group  on which to 

base his p la y .  Kal iayev re fus ed  to th ro w  the bomb at the G r a n d - d u k e
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on a p r i o r  occasion,  as the  la t te r  was accompanied by  two  c h i ld r e n ;  only  

when the G r a n d - d u k e  was alone did Ka l iayev kil l  him. Ka l ia yev  was then  

a r r e s t e d ,  t r i ed  and  exec ute d .  Camus considered Ka l iayev  to be a rebel  

wi th  i n t e g r i t y ,  a man who ( . . . )  re fused  to ex t e n d  r e v o l u t i o n a r y  action 

beyond  cer ta in  l imits'  (F ree ma n,  1971: 107) ,  Because th is g r o u p  of t e r ­

ro r is ts  was p r e p a r e d  to accept  death as the pr ice  to be paid  fo r  revo l t ,  

Camus sees th e  Russian t e r ro r i s t s  of 1905 as hav ing  reso lved  fo r  one 

shor t  moment of h is tory  th e  dilemma which has p lagued  man up to the  

pre s en t  t ime: how to secure just ice w i thout  d e g ra d i n g  man in th e  process'  

(S c h w a r z ,  1978: 291 ) .

Camus'  pur pose ,  how ev er ,  was not to crea te  a h is tor ical  p la y .  Camus  

viewed th e a t r e  not as an ins t rument  of pol i t ical  change  or  as a model of  

redempt ion ,  bu t  as a means of e x p lo r i ng  the  choices which  l ife o f f e rs  in 

ext re me si tuat ions'  (S ch w ar z ,  1978. 291 ) ,  and in Les J u n e s  he considers  

the d is t inct ion  between revol t  and revo lu t ion .  Camus feels th a t  revol t  

should be c rea t iv e  and re la t ive ,  not d es t r uc t iv e  and abso lu te ,  fo r  this  

is re vo lu t ion .  Revol t  should be based on a recogn i t ion of va lues ,  a 

"qual i tat ive"  e th ic ,  tha t  is to say a scale of ethical  p r i o r i t i e s ' .  T h e  rebel  

should t h er e fo re  be p re p ar ed  for  the anguish  of making va lu e - ju dg em en ts  

about  o th e r  people whose claims to l ife are no g r e a t e r  than  his own'  

(F re e m a n,  1971: 157) .  In L'Homme rcvo l td  Camus gives a num ber  of h is ­

tor ical  examples whe re  revo l t  has become al tered and debas ed ,  b u t  in 

his account  of the  1905 t e r ro r i s t s  he notes that :

Ka l iayev a doute jusqu 'a  la f in et ce doute ne l a pas emp£ch6
d ag i r ;  c est en cela qu' i l  est 1' image la plus p ur e  de la r£vo l te .
(1951:  216)

In o r d i r  to i n t r odu ce  this dialect ic between ideal ist  revo l t  and real ist  

revo lu t ion '  into Les Justes,  Camus creates a cent ra l  conf l ic t  between
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Kal iayev and another  t e r r o r i s t  in the  g r o u p ,  S tep an .  S tepa n ,  ha v i n g  been  

imprisoned b y  the C z a r ,  is a b i t t e r  and  h a r d  rea l is t .  When Ka l iayev  fai ls 

to th ro w  the  bomb the  f i rs t  t ime,  S tepan  c r i t i c i zes  him h ar s h l y  f o r  d iso ­

b ey i n g  the  O rga n iz a t ion  and states :

Qua nd  nous nous dec iderons  A o u b l ie r  les e n f a n t s ,  ce j o u r - l S ,  nous 
serons les maTtres du monde et la revo lu t i on  t r i o m p h e ra .  (1936:
59)

T h e  o t h e r  members of the g ro u p  , h o w e v e r ,  su p p o r t  Ka l iayev 's  decision;

Dora a rg u es  with S tepan ,  say ing  :

Yan ek  accepte de t u e r  le g r a n d - d u e  p u is q u e  sa mort  peut  av an ce r  
le temps ou les enfan ts  russes ne m o u r r o n t  plus de faim. Cela d t jS  
n est pas faci le .  Mais la mort  des n ev e u x  du g r a n d - d u e  n 'e m p f c h e r a  
aucun e n fa n t  de mou r i r  de faim. Meme dans la d es t r u c t io n ,  il y  a 
un o r d r e ,  il y a des l imites.

To wh ich S tepan repl ies:

II n y  a pas de l imites.  La v6 r i t£  est  que  vous ne c royez  pas £ la 
re vo lu t i on .  (1986: 62)

Stepan is p r e p a r e d  to commit any deed  wh ich  he bel ievos wil l  c o n t r i b u t e

to the e \ e n t u a l  re ign of jus t ice,  w her ea s  Ka l iayev i ejects this a t t i t u d e

as it sub ord ina tes  moral i ty  to al leged e f f i c a c i t y ,  and  because it increases

p re se nt  injust ice in the name of an unc er ta in  jus t ice in the  f u t u r e

( C r u i c k s h a n k , I 960:  21 7 ) .  A l t e r  r e i te ra te s  this statement:

La g r a n d e u r  et le to rment  de K a l i a y e v ,  e ’est  de c r o i r e  en une  
j us t ice inseparab le  du b o n h e u r ,  confor idue avec la vie - une jus t ice  
i n c a r n t s .  S il pese le juste et I in j u s t e ,  c est  p r e d s e m e n t  parce  
qu il iui importe v ra i me nt  de ne pas les con fo n d re ,  parce  qu ' i i  lui 
semble impossible d a t te in d re  la jus t ice  p ar  le chemin de l in just ice  
et du ma lheur ,  (19G0: 333-33-1)

Camus bci ieved  tha t  modern t r a g e d y  should  be ind ep en de nt  and  d i s t i n c ­

t i ve ,  and not simply a modernizat ion  of ancient  d rama.  He t h e r e f o r e  

needed  to c rea te  a s ty le  of l anguage in his plays which  wou ld  be simple 

enough  to be n a t u ra l ,  and ye t  e leva ted  enough to ach ieve t r a g i c  power .
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He solved th is problem by using  a s t y le  of  speech which is l i t e r a r y  in 

'■one w i thout  be ing  too f a r  removed f rom spoken  language'  ( C r u i c k s h a n k .  

1960: 194) .  As Freeman points  ou t  Camus is "correct" in his th e a t r e  

dialogue to th e  ex te n t  of us ing  to ta l l y  u r .na tur a l is t i c  s t r u c t u r e s  such as 

t h e  past h is tor ic ,  imper fec t  s u b ju n c t i v e  and  the i nv er te d  form of the  

i n t e r r o g a t i v e  (1971:  158) .  Numerous  examples of this can be fo und  in 

Les Ju s te s :

Je suis h e u r e u x ,  S tepan ,  que le p a r t i  t ' a i t  env oy e  ici. (1986:  15)

La proclamat ion es t -e l l e  r£digee? (1986:  17)

II fal lai t  que  tout  fu t  p r£ v t i  et  qu e  p er s on n e  ne put  h £s i to r  su r  
ce qu' i l  y avai t  & f a i re .  (19i 'o: 57)

Freeman summarizes Camus app roach  to s ty le  and language in his plays  

b y  saying :

Camus thus t r i e d  to harmonize  all th e  elements of form to accord  
with his metaphysical  and somewhat  a b s t r a c t  themes.  ( . . . )  wi th  
th e i r  e leva ted  and uni f i ed  tone ,  p u r i t y  of  l anguage ,  minimizat ion  
of physical  deta i l ,  and co nce nt r a t ion  on theme to the  exclusion  of 
super f luous humour ,  anecdote and  scenic i n g e n u i t y ,  Camus plays  
are thus much more au th en t i c a l ly  classical  in form than  those of 
his contemporar ies .  (1971 :  160)

T h e  theme of revo l t  which is so ce nt r a l  to Les Justes  is one of th e  two

most impor tan t  phi losophical  concepts in Camus'  w o r k ,  the  o t h e r  being

t h e  theme of the a b su rd .  Le M y t h e  de S is y ph e  ( 1942 )  is a phi losophical

essay by Camus which is based upon the  legend  of S isyphus  :

Les d ieux  avaien t  condamnfc S is y ph e  A r o u le r  sans cesse un rocher  
j usqu 'au  sommet d u n e  montagne d ou la p i e r r e  retombait  p ar  son 
p ro pr e  poids.  I ls avaien t  pense avec q u e lq u e  raison qu' i i  n est pas 
de pun i t ion  plus t e r r i b l e  que le t ra v a i l  inu t i l e  et sans espo i r .  
(1942: 163)

T h e  myth is a metaphor fo r  human l i fe;  man desi res tha t  th e  wor ld  be 

exp l icable  in human te' -ms, bu t  th e  wor ld  >s not ex p l icab le ,  so a fee l ing  

of the a b s u rd  resul ts f rom the conf l ic t  be t ween  o ur  awareness of death
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At te m p ts  have  often be made  to ca tegor i ze  Camus'  fo ur  o r ig i na l  plays  

accord ing  to these two phi losophical  concepts ,  by  classing Cal ig u la  and  

Le Ma len ten du  as plays a b o ut  the a b s u r d ,  and L ' t t a t  de si&ge  and Les 

Justes  as p lays about r e v o l t .  F reeman,  how ev er ,  feels th a t  all f o u r  are  

to some ex t e n t  based on t h e  notion of l i fe s a b s u r d i t y ,  and hence  concern

C h a p t e r  Tw o - T he  Sys temic C o n te x t

and  o u r  desi re  fo r  e t e r n i t y ,  f rom th e  clash between our  demand f o r  e x ­

p lana t ion  and th e  essential  m y s t e r y  of all ex is te n ce ’ ( T h o d y ,  1957: 4 - 5 ) .  

Camus was not the f i rs t  to  w r i t e  about  the a b s u rd ;  the con ce pt  forms  

p a r t  of the ex isten t ia l i s t  movement  which  inc luded  such w r i t e r s  as A n d r e  

M a l r a u x  and Jean-Pau l  S a r t r e .  Camus was or ig in a l ,  howe ve r ,  in his view  

t h a t  the  a b su rd  nature  of  t h e  wor ld  was ,  para do x ic a l ly ,  an i nv i ta t io n  to 

h a p p i n e s s :

T h e  basic qua l i t y  of t h e  a b s u rd  wor ld  is th a t  it re in forces  m a n ’s 
sol i tude and renders  all ac tual ly  un imp or tan t  and i n s ig n i f i ca n t .  
Ha v in g  made this absence of  values the phi losophical  c e n t r e  of his 
ea r l y  w o r k ,  Camus is h en ce fo r th  concerned  w ith  the c rea t ion  of  
new moral values to re p l a c e  the lost humanist  t ra d i t i o n .  ( T h o d y ,  
1957: 17)

It  can th e r e f o r e  be said t h a t  Camus conce ived  of revo l t  as a pol i t ical  

d o c t r i n e  which emphasizes th e  sanc t i ty  of human l ife and t h e  need to 

t r a n s la t e  jus t ice ,  compassion,  f reedom and honour  into prac t ical  real i t ies  

( C r u i c k s h a n k ,  1970: 24 0 ) .

T h e  value of ex istence ,  bo th  his own and tha t  of o t h e rs ,  became impor tan t

to Camus;  he t he re for e  adv ocated  th a t  not only should we not accept

de a t h  but  tha t  we should re fu s e  to accept  solut ions which d e s t r o y  the

a b s u r d  :

V i v r e ,  c est fa i re  v i v r e  I ’a b su rd e .  Le f a i r e  v i v r e ,  c'est  a v a n t  tout  
le r e g a r d e r .  ( . . . )  l a b s u r d e  ne me ur t  que  l o r s q u ’on s en d e t o u r n e .  
L 'une  des seules pos it ions phi losophiques coh^rentes ,  c ’es t  ainsi  
la r£vol te .  Elle est un con f ro nt e me n t  pe rp e tu e l  de I 'homme et  de 
sa p ro p r e  ob r i te .  ( C a m u s ,  1942: 76 -77 )



the  two possible react ions to this a d s u r d i t y :  revo l t  and  re vo l u t i on .  The  

d i f f e r e n c e  be tw een  t h e  plays depends  on the  d i f f e r e n t  emphasis in each 

(1971 :  6 ) .  L ike  Anoui lh  and S a r t r e ,  Camus used t h e  t h e a t r e  as a medium 

f o r  ser ious s ta tements about  the  more g ene ra l  aspects of human l i f e,  since 

f e  saw t h e a t r e  as being  an ideal ve h ic le  fo r  ph i losoph is ing  ( C r u i c k s h a n k ,  

1960.  190 ) .  C r u i c k s h a n k  notes t h a t  one of Camus'  main problems as a 

dramat is t  was to p o r t r a y  ind i v idu a l i z ed  and  conv i nc in g  people wh i le  e x ­

p lo r in g  metaphys ica l  dilemmas' and t h a t  'his p lays  have to reach a com­

promise be tween  his own inte l l ec tua l  in te res ts  and the  fami l iar  

expecta t ions  of  t h e a t r e  audiences (1960 :  193) .  Camus'  t h e a t r e  is es se n­

t ia l l y  one of d eb a te ,  a t h ea t r e  of id e as ’ , and th e  themes of  the  French  

t h e a t r e  o ’ th e  1940s,  Violence and h o r r o r ,  the  in e v i t a b i l i t y  and f ina l i ty  

of dea th ,  the ve r t ig in o u s  isolation of man fo rced to tak e  ex t reme ac t ions' ,  

ar e  all p re s e n t  in his work  (F ree ma n,  1971: 11 ) .

Camus was n many ways typical  of th e  t ime in which he l i ved ,  his novels,  

p lays  and essays re f lec t ing  his persona l  response to th e  events  of his 

t imes Th e  emphasis on the a b s u r d i t y  of man's ex is ten ce  and th e  conse­

q u e n t  re ject ion of t rad i t ional  a t t i t ude s  and explana t ions  which con st i tu te  

th e  dual  rebe l l ion  of the twen t ie t h  c e n t u r y ,  a re  both c lear ly  mani fes ted  

in the two themes of Camus's w o r k :  T a b s u r d e '  and la r^vo l te  

( C r u i c k s h a n k ,  1960: 2 2 1 - 2 22 ) .  Jus t in  O Br ien remarks  that  all of Camus'  

w r i t i n g  cons i s te n t ly  proclaims the d i g n i t y  of the  in d iv id u a l ,  the necess i ty  

of jus t ice ,  and the primacy of f re ed om ' ,  and so A l b e r t  Camus can 

p r o p e r l y  be cal led the  conscience of  o u r  era'  (1967:  155) .  C r u i c k s h a n k  

notes tha t  Camus was regard ed  b y  his contemporar ies as the most s ig ­

n i f i can t  w r i t e r  of  this genera t ion ( . . . )  both a spokesman and a guide '  

(1960:  v i i i ) .  I t  t h e r e f o r e  came as no s u r p r i s e  to his contemporar ies when  

Camus was aw a rd ed  th e  Nobel  p r i ze  f o r  l i t e ra tu re  in 1957.
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Camu s’ in f luence has been fel t  not  only  in F ra nc e  but  th ro u g h o u t  Europe  

and  the Un i t ed  States as wel l .  Most of his w o r k  has been t ra n s la t e d  into 

Engl ish ,  ma inly by e i t h er  S t u ar t  G i lb er t  (w h o  t ra n s la t e d  Les Justes  as 

T h e  Just  As sa ss i ns , 1958) o r  Just in O B r ie n .  I t  is in te re s t i n g  to note that  

T h e  Just  seems to be the  only one of C a m u s ’ works  to have  been t r a n s ­

lated by H e n r y  Jones.

In d iscussing Camus plays w ith in  the  c o n t e x t  of o t h e r  F rench  t h ea t r e  

of this t ime,  C r u i c k s h a n k  notes tha t  a l t hou gh  this t y p e  of t h e a t r e  of 

ideas'  is not usual ly  v e r y  popu la r  in E n g l a n d ,  these recent  p lays ( i . e .  

those by w r i t e r s  such as Camus,  S a r t r e  and  Marce l )  have most ly been 

well  rece ived  since ' they  also possess an ex ce l len t  sense of the  th e a t r e  

and because the  moral  issues beh ind t h e i r  d idac t ic ism are  the  source  of 

i ntense dramat ic conf l i ct .  A t he a t r e  of ideas has p ro v e d  acceptable when  

sup por ted  by  su f f i c ien t  ski l l  and su f f i c i en t ly  impor tan t  s u b je c t -m a t t e r  

(1960:  191) .  Freeman feels tha t  the  reason Camus’ plays a r e  often  

reproached  with be ing  eternal  d e b a t e s ’ , especial l y w hen  t hey  a r e  staged  

in Br i ta in o r  Amer ica ,  is due to bad ,  inept  o r  casual ly na t u ra l i s t i c  p r o ­

duct ions . Camus t h e a t r e  does consist  of debates ,  debates in wh ich  the  

phi losophical  impl icat ions are st ressed  and  a high d e g re e  of tension is 

main ta ined .  I f  this tension were to slacken in the middle of a d eb at e ,  the  

p lay would fa i l .  P roduct ions  of Camus p lays  th er e f o r e  re qu i re  ca re fu l ly  

sty l i zed  movement ,  l ig h t ing ,  g r o u p i n g ,  g e s t u r e  and d e l i v e r y  to establ ish  

a totai  ra p p o r t  be tween  actor  and audience (1971.  1G3- 1 0 4 ) .

Hav i ng  thus  g iven  a b r ie f  oi ' tHne of Camus'  phi losophy and his posit ion  

in French and Engl ish  l i t e ra tu re s ,  the  analysis of Les Justes  and its 

t rans la t ion  wil l  now be carr ied  out accord ing  to l .amber t  and V a n  Gorp's  

scheme for  t ra ns l a t ion  descr ip t ion.
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C H A P T E R  T HR E E  - T E X T  A N A L Y S I S

Before  commencing the  d e s c r i p t i v e  ana ly s is  of Les Justes  and  i ts t r a n s ­

lat ion,  it was hypoth es ized  th a t  the t r a n s l a t o r ,  H e n r y  Jones,  wou l d  have  

adopted  the approach which con st i tu tes  Bass net t -M cG ui re 's  f i r s t  c a t e ­

g o r y ,  th a t  is, the  play wou ld  have  been  t re a ted  as a l i t e r a r y ,  and  not  

a dramat ic w or k .  I t  was fe l t  th a t  any ma jor  changes to the  s t r u c t u r e  or  

contents of the p lay  were u n l i k e l y  to h a v e  been made,  owing  to Camus  

posit ion as a w e l l -k now n and  h ig h ly  re spected  l i t e r a r y  f i g u r e  both in 

Franc e  and th ro u g h o u t  th e  w or ld .  It  was f u r t h e r  hyp oth es ize d  th a t  the  

sat is f ac tor y  per formance  of th is  t ra ns la t i on  by  members of t h e  Per for ming  

A r t s  Counci l  of the  T ra n sv aa l  was due  more to Camus s ty le  of  w r i t i n g ,  

which  has a l re ady  been b r i e f l y  d iscu ss ed ,  than to a p a r t i c u l a r  approach  

adopted  by the t ra n s la to r .  I t  was t h o u g h t  p robable  that  t h e  s tage  d i ­

rect ions would have been t r e a t e d  in w h a t  T o u r y  terms an acceptable  

ma nne r .

P R E L I M I N A R Y  D A T A

Jones has t ra ns l a t ed  the t i t l e  of  the p la y  Les Justes  as T he  J u s t ,  which  

is a d i rec t  t rans la t ion  of th e  F re n ch ,  u n l i ke  S t u a r t  G i lber t ' s  t ra ns la t ion  

of the p lay  u n d er  the  t i t l e  of T h e  Just  Assassins  ( 19b8 ) .  Jones t r a n s -
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l at ion appears as p a r t  of a w o r k  en t i t l ed  T h e  Co l lected  Works of A l b e r t  

Camus,  and there  is no indicat ion on the t i t l e  page of the volume tha t  

th e  p lays a re  all t r a n s l a t i o n s . T h e  t i t l e  page to 7 he Jus t ,  h ow ev er ,  bears  

th e  w ords  ' T r an s l a t e d  f rom the F ren ch  by H E N R Y  JONES'  (1965:  121) ,  

so th e  p lay  is c lear ly  acknowledged  as a t r a ns la t i on .  T he  g e n re  indicat ion  

Piece en c inq actes'  on the t i t l e  page of Les Justes  (1986:  3)  has been  

p r e s e r v e d  on the t i t l e  page of t h e  t ra ns la t ion  as 'A Play in F ive  Acts'  

(1965 :  121 ) ,  but  no ment ion is made on this page of Camus,  the  or ig inal  

a u t h o r .

Camus includes a p re fa ce  to the p la y  des c r ib in g  the histor ical  facts upon 

which the p lay was based,  b u t  th is is omi tted in t h e  t ra ns la t ion .  Camus  

used a quotat ion f rom Shakespeare 's  Romeo a n d  Jul ie t  as an e p ig r ap h  to 

Les Justes  ( the  source te x t  o r  S T ) ,  but  this is also omi tted in the  

t ra ns la t i on  ( the  t a r g e t  tex t  o r  T T ) .

T h e  gen era l  s t r a t e gy  th ro u g h o u t  t h e  T T  is th a t  of a complete t ra ns la t ion ;  

no substant ia l  sect ions have been added  or  omi tted (w i th  the except ions  

of th e  omi t ted  pre fa ce  and e p i g r a p h  ment ioned a b o v e ) ,  nor  have any  

changes  been made to the  sequence  of the  t e x t .

From this p re l im in ar y  data it is es tab l ished  t h a t  the T T  is acknowledged  

as a t rans la t ion ;  whereas the overal l  t ra ns la t ion  s t r a t e g y  of the  p lay i tself  

is complete ,  however ,  two (e . i tu ie»  of the  ST  wh ich would not a f fe c t  any 

actual  per formance  of the  p la y ,  namely the histor ical  b ack gro und  and the  

e p i g r a p h ,  have been omit ted in th e  T T .  It is t h e r e f o r e  hypothes ized  that  

f u r t h e r  analysis on the macro-  and  m i c r o - s t r u c t u r a l  levels wil l  show ve ry  

few  changes  to the  dramat ic plot ,  even ts  and  d ia logue of the p la y ,  but
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tha t  cer ta in  changes  may be found to ha ve  been made to th e  stage d i ­

rect ions .

M A C R O - S T R U C T U R A L  LE VEL

T h e  divis ion of the  p lay into f i ve  acts has been p r e s e r v e d  in th e  T T .  

T h e  acts a re  not d iv ide d  into scenes in e i t h e r  t e x t  In t h e  presenta t ion  

of the  ac ts ,  ce r ta in  changes have been made in th e  fo rmat  of the  tex t  

in accordance  w i th  accepted convent ions of  scr ip t  p res ent a t i on  in the  

ta r g e t  system.  T h e  names of the c h ar ac t e r s  speak ing  the  l ines of d ia logue  

in the  ST a re  posi t ioned in the middle of the page ,  above th e  l ine they  

are  to speak .  Most of the  stage d i r ec t io ns  in th e  S T  also occupy  this  

posi t ion,  tha t  is, the  middle of the p ag e ,  even if the l ine immediately  

f o l l o w n g  the stage d i rec t ion  is spoken b y  the same c h a r a c t e r  as th e  l ine 

immediately p re c e d i n g  the d i r ec t io n .  Where the l ines of d ia logue  const i tu te  

a long speech ,  the  stage d i rec t ions  ap p ea r  in b ra ck et s  and a r e  posi t ioned  

between th e  l ines of d ia logue .  In the  T T ,  how ev er ,  the  names of the  

ch ar ac te r s  a re  posi t ioned on the  l e f t - h a n d  side of th e  page,  and all stage  

d irec t ions  a re  in b ra ck e t s  between the l ines of d ia logue .

T h e r e  is no chorus  or  monologue in th e  S T ;  the  ST  s composit ion of d i ­

alogue has been p r e s e r v e d  in the  T T .  T h e  dramat ic i n t r i g u e  of the  ST  

has been fa i t h f u l l y  re pr odu ce d  in the T T ,  no changes  h av in g  been made 

to the even ts  or  sequence of act ion of th e  play in th e  t r a ns la t i on .
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T h e  sect ion of author ia l  comment'  at th is  l evel  of  analysis in troduces a 

v « r y  impor tan t  division in a drama t e x t ,  th a t  between th e  dialogue and  

th e  stage d i rec t ions .  As a l re ady  i nd ic a t e d ,  s ta ge  d i rec t ions ar& l inguist ic  

fe a t u r e s  which  descr ibe  the use of non - l i r igu is t ic  signs such as 

p a ra l in g u i s t i c ,  mimical,  gest ic and proxemic  s ig ns ,  which ,  to ge th e r  with  

t h e  l ingu is t ic  signs of the dramat ic  d ia log ue ,  con st i tu te  th e  meaning of 

t h e  dramat ic  tex t  as a whole ( F i s c h e r - L i c h t e ,  1984: 154) .  Para l inguis t ic  

signs descr ibe  th e  n o n - ve rb a l  elements in speech such as s t ress ,  

intonat ion  and pauses,  which  may a f fec t  th e  meaning of an u t t e r a nc e .  

As such ,  t h e y  are not alwa’> s fo und  on ly  in th e  stage d i rec t ions ,  b u t  also 

in th e  p r i n t e d  lines of d ia logue,  f o r  example  in t h e  form of italics to show 

t h e  emphasis wi thin a sentence,  and so on.  Mimical signs re fe r  to the  

use of g es t u re  oi bodi ly  movement  in o r d e r  to express  an idea or  mood 

w i th o ut  any  use of words .  Gestic s igns r e f e r  to the  motion of the hands ,  

head or  body in o r d e r  to emphas ize an idea or  emotion especial ly  whi le  

s p ea k i n g .  Proxemic s ig ns  are indicat ions of  r e s t r a i n t  on the  a r ra nge me nt  

of space,  Edward  T .  Hall d is t ingu ishes  t h r e e  main proxemic systems which  

he terms f i x e d  f ea tur e  space,  semi f i xe d  f e a t u r e  space and informal  space  

( i r  Elam, 1980: 6 2 ) .  Ap p ly in g  these  systems to the  t h e a t r e ,  Elam notes 

th. i t  f i xed  fea ture  space i nvolves stat ic  co n f ig u ra t i o n ,  and re la tes  to the  

pW yhouse  a n d  th e  shapes an d  dimensions o f  th e  stage a n d  aud i to r ium.  

Sem i - f i x ed  f ea tur e  space re fe rs  to movable b u t  n on- dyn am ic  objects such 

as th e  p ro ps ,  the set and the l i g h t in g .  In fo rmal  space re fers  to the  

e v e r - s h i f t i n g  r e la t i o ns  o f  pi 'oxemity and  d i s t a n c e  be tween  a c t o r  and  actor ,  

between ac tor  and spec tator ,  and between sp ec ta to r  and spec ta tor  (Elam,  

1980 ( ‘2 - 6 3 ) .  As the  w r i t t e n ,  d ramat ic  t e x t  is being  ana lysed ,  on ly  the  

semi f i xed  f ea tur e  space and the informal  space be twee n  actors wil l  come 

unde i  considera t ion.
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A f t e r  analysis of the stage  d i rec t ions ,  it was f o un d  th a t  changes had been  

made to pa>-al inguist ic,  mimical ,  gestic. and pr oxemic  signs ,  as well  as to 

Kowzan's f i f t h  semiological  ca tegory  of e x pr es s i on :  non-sp oke n  sound (c f .  

C h a p t e r  One:  9 ) .  A de tai l ed  examinat ion of th es e  changes is now g iv en .

P A R A L I N G U I S T I C  S I GN S

T h e  most numerous changes  were made to p a r a l m g u i s t i c  s igns .  Pauses 

used as a p ar a sy n t a c t i c  func t ion to segment  th e  c u r r e n t  of speech are  

pres ent  in the  ST in th r ee  forms: the w or ds  si lence'  and un temps' ,  

and th ro ugh  th e  use of  the v e rb  ' se t a i r e ' . S i l ence  appears s i x t t e n  times  

in the ST (on pages 15, 17, 19, 34,  36 ,  40 ,  50 ( t w i c e ) ,  55,  86 ,  92 

( t w i c e ) ,  116, 125, 143 and 151) ,  and in th e  T T  it was t ra ns l a t ed  as ' s i ­

l ence  on seven occasions (pages 130, 136 ( t w i c e ) ,  138, 151,  175 and 178) ,  

as a pause  on f i ve  occasions (pages  124, 125,  131, 133 and 164 ) ,  once  

as a ve rb  ( h e )  pauses  (page 154 ) ,  once as ' sh or t  pause  (page  124) ,  

and once as a shor t  si lence  ( p r g e  154) .  In Act  I V ,  it was omi tted from 

the  stage d i rec t ions  in the T T :

Kal iayev r e c u l e , f t ' rnw les y e u \ . S i lence.  I I  r e g a r d e  S ko ura tov  a 
nouveau ,  ( S T :  125)

K A L I A Y E V  s t a r t s , closes his eyes ,  then  looks at S K O U R A T O V  
aga in .  ( T T .  1G£>)

Whether  th e  tex t  is being read or  p e r f o r m e d ,  these act ions c rea te  

♦ ensionin the  p lay ,  and  the  impression tha t  Ka l i a y e v  has paused to gam
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contro l  of himself  is g iv e n .  Because  the pause is omi tted in the T T ,  the  

tension is reduced  and t h e r e  is more co n t in u i ty  of act ion.

U n  temps'  is used sixteen t imes in the ST (pages  20 ( t w i c e ) ,  35 ,  39,

93 ,  106, 108 ( t w i c e ) ,  111, 118,  119 ( t w i c e ) ,  124 ( t w i c e ) ,  138 and  141) ,

and  it is t r a ns la te d  as a pau se '  fo ur tee n  times in the  T T  (p ages  125

( t w i c e ) ,  131,  132, 153, 160 ( t w i c e ) ,  162, 165 ( t w i c e ) ,  167,  168, 173 and

174) ,  and omi t ted  on two occasions ,  both in Ac t  I V .  T h e  f i r s t  t ime it is

omi tted is d u r i n g  a specch b y  S k o u r a to v ,  the  Ch ie f  of Police:

Vous savez ce que  vous vou lez .  (.Un te m p s . )  Si j 'ai  bien  
compris(  . . )  ( S T  ; 106)

I see you know yo u r  own mind .  Unless I 'm v e r y  much mistaken  
( . . . )  ( T T ;  160)

In the  S T ,  th e  pause is used to show a change in d i rec t ion  of t h e  topic  

u n d e r  d iscussion;  th er e  is more co n t in u i ty  in the  T T .

T h e  second omission is d u r i n g  a speech by th e  G ra n d -d u c h e s s :

Je ne les aimais pas be au c ou p .  {Un t e m p s . )  Ce sont  les nev eu x  
du g r a n d - d u e .  ( S T :  119)

I d id n ' t  l ike them v e r y  much .  T h e y  a r e  the G r a n d - d u k e ' s  niece and  
nephew.  ( T T : 165)

T h e  pause in the ST is used to h ig h l ig h t  the i rony  that  Ka l iayev re fused  

to m u r d e r  these c h i ld re n ,  who  w ere  in fact  not v e r y  p leasant ,  whereas  

he did m u r d e r  the G r a n d - d u k e .  who was a k ind  and we l l -me an i ng  man.  

Th is  i rony  is not emphasised in the T T  as the  pause is omi t ted .

T h e  v e r b  se tai re  is used in th e  stage d irec t ions  of th e  ST e i t h e r  to 

ind icate the  react ion of a s p e n f i c  ch ar ac te r  o t h e r  than th e  c h a r a c t e r  who  

is sp ea k in g ,  o r  to indicate a pause in the  speech of a cer ta in  ch ar a c t e r .  

I t  appears twelve  times in th e  s tage  d irect ions  of the ST (pages 41 ,  56,
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74,  78,  85 ( t w i c e ) ,  113,  115, 140, 147 and  150 ( t w i c e ) ) .  On f i v e  occasions  

w h e re  it func t ions  as a specif ic reac t ion ,  it is t r a ns la te d  as ( h e )  says  

no th in g  in th e  T T  (pages 151, 164, 176 and  177 ( t w i c e ) ) .  Four  t imes it 

is t ra n s la t e d  as si lence'  (pages 146, 148,  151 and 173) ,  wh ich changes  

i ts fu nc t ion  f rom the react ion of a speci f ic  c h a r a c t e r  to a gen era l  pause  

in th e  f low of  speech and act ion.  T h e  same is t r u e  of th e  one occasion 

w h e re  it is t ra ns la te d  as a pause'  (p ag e  162 ) .  In Act  I I ,  it func t ions  in 

the  ST as a pause in Kal iayev 's speech and in th e  T T  it is a l t e r ed  to a 

def in i te  chang e  in emotion:

J i m a g m a i s  le choc,  cet te t f t e  f r£ le  f r a p p a n t  la rou te ,  A la v o l ^ e . . .
I I  se tai t
Aide*  mo i . . .  ( S T :  41)

I used to imagine the shock,  th e  small head  h i t t in g  the  g r o u n d . . .
[H e  b re a k s  down  ) . . . o h ,  help m e . . .  ( T T :  139)

Se t a i r e  is used in Ac t  I of the S T  as a pa us e  to indicate D o r a ’s hesi ­

tat ion b e fo re  con t inu ing  to speak;  a l though  this  pause is omi tted in the  

T T ,  the hesi tat ion remains ap p ar e n t  f rom t h e  o t h e r  stage d i r ec t ions :

Mais le p rem ier  r a n g . . .  (El l e  se t a i t , le re g a r d e  et  semble
h £ s i t e r . )  Au p re m ie r  rang ,  tu vas le v o i r . . .  ( S T :  41)

But  you ' l l  be s ta nd ing  r igh t  out  in f r o n t . . .  ( she looks at  him and
seems to h es i t a te ) .  . . a n d  you' l l  see him.  ( T T :  133)

Pauses w ere  found to have been added  to the T T  on no fe w er  than sixteen  

occasions.  Of  these,  twe lve were added  in p la re s  w he re  a pause is implied  

f rom the con ten t  of th e  lines of d ia logue  (p ages  125, 130, 134, 138, 153 

( t w i c e ) ,  158,  174, 175, 176 and 177 ( t w i c e ) ) ,  e i t h e r  because of a change  

of sub jec t ,  o r  to g iv e  added we ight  to something said or  about  to be said.  

In Act  V ,  fo r  example,  an indicat ion of si lence'  has been added  in the  

T T  a f t e r  Dora 's announcement  of Yane k 's  dea th :

DORA
Voici  I ' aube.  Ya n e k  est dfeja mort ,  j 'en suis sOre

A N N E N K O V
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Je suis ton f r f i re .  ( S T :  143)

D O R A  A h ,  i t s  morn ing .  Yanek  is a l re a d y  d e a d ! . . .  I can feel it .
( Si le n c e )

A N N E N K O V :  I am y o u r  b r o t h e r .  ( T T :  175)

Thi>re is a n a tura l  pause be tween  these  two  l ines ,  both to ma rk  the  

g r a v i t y  of Dora s announcement ,  and because  A n n e n k o v  s rep ly  does not  

re la te  d i r e c t l y  to Dora s words  but  is r a t h e r  an in d i re c t  at tempt to comfort  

h e r .

In Ac t  1, a pause has been added  in th e  T T  to a l ine spoken by Ka l iayev ,  

which is not implied in the S T :

La foi? Non.  Un seul l a v a i t .  1ST:  37 )

Faith? ( Lon g  p a u s e )  N o . . .  no, on ly  one man had t h a t . . .  ( T T :  
132)

T h e  pause lends far  more added  emphasis to the  re s t  of the l ine than  is 

p r e s e n t ,  o r  impl ied,  in the S T .

A pause which is not impl ied in the ST  has also been added  jn Act  I I I .  

In the S T ,  Ka l iayev s response is an immediate a f f i rmat ion  of and a g r e e ­

ment  wi th Dora s l ine; the  pause added  in th e  "IT makes Ka l iayev s l ine 

.i th ou g h t f u l  repe t i t ion  of Dora  s s ta tement ,  and slows down the pace even  

more,  r a t h e r  than  p ick ing  it up as Ka l ia yev  s l ine does in thp S T :

D O RA ,  l e n t e m e n t .
C'es t  un g r a n d  b o n h cu r .

KA LIAYF.V
C'es t  un bien g ra n d  b o n h c u r .  ( S T :  83)

DORA (s lo wl y )  : Yes ,  i t 's a w on d er fu l  hap p in ess .  (A  p a u s e ) 

K A L I A Y E V :  Y e s . . . i t  Is a wonder fu l  h a p p i n e s s . . ,  ( T T .  150)
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