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The translation of a film discourse as a special type of audiovisual translation

This article is devoted to the discussion of a translation of film discourse in terms of polysemiotic concept. The
special emphasis is made on lingua cultural components of a film discourse; due to the fact that in cinema translation
two or more cultures meet and when translators translate any material they transfer not only linguistics features, but
also cultural aspects of a source nation. The concept a film discourse might be defined through the concept film text.
In comparison with a film discourse a film text might be considered as its fragment, whereas a film discourses as a
whole text or a corpus of texts combined by some features. In our opinion a film discourse is the reflection of a
specific type of culture; reflection of reality and modern understanding of traditional values and forming new values.
That is why it is very important to pay attention to national and cultural aspects of a film discourse while transferring
them from the source language to the target language.
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JI.M. KaGbu16exkoBa
IlepeBoa KHHOOUCKYPCA KaK 0COOBIil BU/I ayAHOBU3YaJbHOI0 MepeBoa

CraThsl TIOCBSIEHA OOCYXICHIO IIepeBOJa KMHOAMCKYpCAa BpaMKax IIOJHCEeMHOTHYecKoro koHmenrta. Ocoboe
BHUMAaHHUE YIWISETCS JIMHTBOKYJIBTYPHBIM COCTAaBIISIONIMM KHHOJWMCKYpCa, B CBSI3M C TeM, YTO B KHHOIICPEBOJE
BCTPEYAIOTCs J(BE JIWUIM OoJjiee KyJNbTYp M IIPH IEPeBOJE TOrO WIIM HMHOTO MaTepuaja IEepeBOIITCS He TOJBKO
JIMHTBUCTHYECKUE CBOWCTBA, HO M IIEPENAIOTCS KYJIbTYpHbBIE acIeKThl MCXONHOHW Hanuu. KOHIENT KHHOIMCKYpC
MOXET OBITh ONpEAeNnEéH C IOMOIIBI0 KOHIENTAa KHHOTEKCT. B CpaBHEHMH C KHMHOAUCKYPCOM KHHOTEKCT
paccmartpuBaeTcsi Kak ero (parMeHTt, B TO BpeMs KaK KMHOAMCKYPC KaK LIEJBIH TEKCT MM KOPIyC HECKOJbKHX
TEKCTOB OOBEAMHEHHBIX OOmMMMH OcoOeHHOCTAMH. KHHOIUCKYpC SIBISIETCS OTpaKEHHEM OINpPEIelIeHHOro BHAA
KyJIBTYPBI, OTPRKCHUEM JIEHCTBUTEIBHOCTH U COBPEMEHHOTO MOHUMAHUS TPAJHUIMOHHBIX IEHHOCTEH U GopMupyeT
HOBBIE IIEHHOCTH. VIMEHHO 1OITOMY OYEHb BaYKHO OOpATUTh BHUMAHHE HA HAIMOHAIBHBIC W KyJIbTYPHBIC ACTIEKTHI
KMHOANCKYpCa IpH Nepeaade UX U3 HCXOTHOTO S3bIKa Ha SI3BIK IIEpeBOJIA.

KnioueBble cj10Ba: KHHOVUCKYPC, KyJIbTYpa, SI3BIK, IIEPEBOJI, ayIHOBH3YaIbHBII EPEBO/I.

JI.M. Kabribekosa
KuHoauckypc ayrapMachl — ayIMOBH3YAJIbI AyJaAPMAHBIH epPeKIle KopiHici

Makasia KHHOAMCKYPC ayJapMachlH MOJMCEMHOTHKAIIBIK KOHIIENT IICHOEpiHJe TalKbuiayFa apHajiajasl. KuHo-
aynapmana Oip Hemece OipHelle MOICHUET TOFBICATHIHABIKTAH, KWHOAUCKYPCTHIH JHMHIBOMOACHH EPEKIIeiKTepiHe
keHin Gemineni. Kannmait na 6ip mMatepuanmbl aynapy OapbICBIHIAA HETI3Ti YATTBIH TEK TUIAIK TYpIIaThl FaHA eMec,
COHBIMEH Karap MOIEHH acIeKTici Je eckepineni. KuHomuckypc KOHIENTIH KHHOTEKCT KOHIENTI apKbUIBI
aiikpiHaayra Oonazael. KMHOAMCKYpPCIIEH callbICThIpFaHAa KHHOTEKCT OHBIH TEK OOJIIeri peTiHae KOpiHic ajambl, ajl
KHHOIUCKYpC Ooiica TOJBIK TEKCT HEMece OpTaK epekilenikrepi Oap OipHemie TEKCTIH JKHMBIHTBIFBI pETiHIE
KapacTeIpbuiagsl. KuHoauckype Oenrisi 0ip MoAEHHETTIH KOpiHici FaHA eMec, COHBIMEH KaTap aKMKaT MeH I9CTYpii
KYHIBUIBIKTap/bIH 3aMaHayHd KaObUAAaHybIH alKbIH Oip KepiHici Gonbin Tabbutagsl. COHOBIKTAH KHHOAUCKYPCTBIH
JMHTBOMSCHH acIeKTIepiHe oJapabl Oip TLIICH eKiHIII TIre ayIapFaH Ke3/e epeKIle Hazap ayaapy Kepek

TyiiiH ce3/ep: KHHOAUCKYPC, MOJICHHET, TiJl, ayapMa, ay AMOBH3yaJl/Ibl ayapMa.

Language and culture have some features in
common: they both formulate and represent the
outlook of the man and nation; they are always in
the constant interrelation, since the subject of
communication is the subject of the definite
culture; they have individual and public forms of
existence; both elements have norms, history and
often overlap. Language is the component of
culture, the main element to attain it, the main tool
with specific features of national mentality. On the
other hand, the culture is included in the language,
since the culture is modeled in the text. Neverthe-

less there are distinct differences between them:
the language is addressed to the wide public as a
means of communication, whereas in culture elite
is valued; unlike the language, culture is not
capable to self organization. When speaking about
culture we refer to two kinds of culture: material
and spiritual. The spiritual culture is the basis of
national mentality.

The language and culture play an accumulative
function, when they collect and reflect in them-
selves the socio-cultural experience of the nation.
Tarlanov Z. K. says the following about this issue:
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“The language within the boundaries of its
speakers is not only the means of communication,
but also memory and history of the nation, culture
and experience of cognitive activity; its world-
view and mentality; the luggage of knowledge that
has been consolidated from generation to gene-
ration about nature and space, diseases and the
ways of treatment, up-bringing and preparation of
new generation of people to life with the interest of
preserving and increasing its ethnic identity.
Thereby the language represents the form of cul-
ture which embodies historically formed national
type of life with all its diversity and dialectical
contradiction”. [1]

These days when globalization has become a
widespread phenomenon the real danger to the
language emerged; and in its turn it caused the
danger to the culture as well, since we can con-
clude from the previously mentioned suggestions
that the language is a culture itself.

In the process of intercultural communication it
is essential to take into account the cultural com-
ponent in the types of communication such as film.
Prior to speaking about film and film discourse we
should characterize the discourse itself.

Ferdinand Saussure in the very beginning of
“Course of General Linguistics” pointed on the
fundamental feature of his approach to the lan-
guage with his phrase, that served as initial point
for many generations of structuralists: “Language
is a structure”, that is thoroughly organized system
of expressive means. [2]

The interpretation of discourse is based on this
definition, which in its turn is understood as
system of systems [3] that is system of the second
order, based on the language system. Each definite
discourse takes elements of language system
necessary for him.

The concept of discourse is a polysemantic
concept. A.J. Greimas in “Semantique Structu-
rale”, interprets discourse as a semiotic process,
which exists in various types of discourse practi-
ces[4]. Despite some contradictions in the define-
tion of discourse, the majority of scholars when
speaking about discourse, take it as a specific
medium or specific rules of organizing speech
activity (written or oral).

The concept film discourse appeared due to the
expansion of the subject of linguistics of film text.
Extra linguistic factors dominate in a film dis-
course over linguistic ones. Not only have the
factors of communicative situation belonged to the
extra linguistic factors but also the factors of
cultural and ideological environment in which the
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communication takes place. It is extra linguistic
factors that A.N. Zaretskaya studies in her re-
search, claims that “film discourse is a coherent
text, which is a verbal component of a film, in
constellation of with non verbal components as
audiovisual order of this film and other meaningful
extra linguistic factors. As extra linguistics factors
we might consider various cultural and historical
background knowledge of addressee, extra-lin-
guistic context — surroundings, time and place,
some non verbal devices: pictures, gestures and
mime that are of great importance in the process of
creating and perceiving film [5, 8].

According to A. N. Zaretskaya the main featu-
res of a film discourse are audio-visual aspects,
intertextuality, integrity, modality, self-descriptive-
ness, prospection and retrospection, pragmatic
trend.

One more definition of film discourse belong to
S. S. Nazmutdinova: “film discourse is a semiotic-
cally complex and dynamic process of interaction
of an author and a recipient, which occurs in
intercultural and interlanguage space with the help
of cinema language, which possesses features of
syntax, verbal and visual combination of elements,
plurality of addressees, context of meaning, iconic
accuracy and synthetic character” [6, 7].

Having analyzed a number of opinions about
the nature of a film discourse we come to conclu-
sion that a film discourse is a wider concept, which
includes a film text, a film itself, the interpretation
of the film by the spectator and the meaning that
was put by the creators of the film. In addition the
film discourse includes various types of correlation
with different kinds of arts, for instance, literature,
theatre and interactive systems as television series,
computer games.

So the concept a film discourse might be defi-
ned through the concept film text. In comparison
with a film discourse a film text might be con-
sidered as its fragment, whereas a film discourses
as a whole text or a corpus of texts combined by
some features.

In our opinion as the components of a film text
can be represented as only narrow extra linguistic
factors (factors of communicative situation),
whereas the structure of a film discourse copes
with wide extra linguistic factors (factors of
cultural and ideological environment, where the
communication takes place).

Thereby for a contemporary linguistics it turns
out to be more productive to study a film discourse
as a linguistic foundation which has broadened
structure and characterized by a number of features
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such as relatedness, integrity, intertextuality,
modality and so on and has a wider sphere of
activity for contemporary researchers.

For instance, Oscar Wilde’s very popular play,
The Importance of Being Earnest, evokes a number
of dramatic elements which fall under one of the
major modes as a comedy. From the beginning to
the end of the play there are many miscommuni-
cations, mistaken judgment, and failures by the
characters which are represented in a humorous
way. With this excellent play available as text or a
film version, one may wonder whether a text or a
film truly expresses Wilde’s witty characters and
genuine comedic satire more precisely. By the
means of thorough analysis and in depth research,
it has become obvious that the film version
surpasses the text by expressing the play more
accurately and embracing the spectators from the
very beginning till the end with its lively visual
effects, powerful sound additions, and credible
conversation.

The plentiful similarities between the text and
film present a complex decision in selecting one
over the other. Both the text and film version give
strong dialogue presented by multi-sided
characters. Both versions a text and a film use
cheerful personages to assist in transferring the
general meaning of the play [7].

However the trump of a film over a text is
arguable as the audience sees the film in the
perspective of film creators, how they see the
message given in a literary work or a screenplay,
whereas a text gives an opportunity for a reader to
create individual images in one’s mind which are
unique only to him or her. And when we come to a
translated version of the film, we must take into
consideration the translator’s outlook as well.

It should be stressed that non verbal compo-
nents of a film has a great importance, therefore
they should be thoroughly studied, the actors’ play
is closely connected with verbal components, the
peculiarities of the filming, editing and sound
effects, which concentrate the attention of the
spectators on the film text and not observed while
reading screenplay or subtitles.

In our opinion a film discourse is the reflection
of a specific type of culture; reflection of reality
and modern understanding of traditional values and
forming new values. That is why it is very impor-
tant to pay attention to national and cultural aspects
of a film discourse while transferring them from
the source language to the target language.

Having understood a film discourse as a
semiotic complex foundation in which the impact

on an addressee is made by the means of verbal and
iconic cohesion we refer to N. B. Meschkovskaya
talking about the role of integrated character of
signs which secure communication: “a success of
communication depends on its semiotic framing —
on to what extent it was possible to express the ne-
cessary information in concentrated sign appea-
rance — on ritual, symbol, formula, geographic
map, scheme, terminology, slogan or aphorism,
traffic sign, poster, symphony, poem, film....” [6,
3]. From this statement we can conclude that as a
film discourse represents concentration of two
types of signs — verbal and iconic, it should be
studied from the angle how this unity takes part in
the process of successful realization in inter and
cross cultural communication. Our interest in a
film discourse is connected with a latter one.

In correlation to the above mentioned issues we
outline the aim of the work as the study of a film
discourse in cross-cultural aspect, which first-hand
objective is the study of harmonicity of national
and cultural contents by verbal, non verbal and
iconic means in the process of translation.

S. S. Nazmutdinova outlines three layers of
harmonicity. Each layer has its own fields. The
first layer consists of content field, where a
interlanguage translation takes place, the aim of
which is to transfer the message from one language
into another. The translator transfers only factual
content, giving thematic and thematic sequence of
events in a cinema phrase.

The second layer represents both translations
interlingual and intralingual. In this layer the fol-
lowing cinema scopes are translated: factual, irra-
diative, reflective, polymodal, individually figure-
ative. It is supposed that in translation space the
activity is organized in such way, that a translator
transfers not only content of communication but
also emotions of personages, intention of an author
and tonality of in the frame real communication.

The third layer is the layer of harmonious trans-
lation. It should be considered as a cross cultural
and proves synergy of translation. The translation
of all units is impossible. On that level a phatic
field becomes a priority, which forms a cultural
cinema scope.

The synergy of the following scopes such as
factual, content, audio visual, cultural and iconic
makes a harmonious translation.

Translating from one culture to another is com-
plicated and demands great responsibility. In order
to translate either a text or a film, a translator
should know both cultures very well, otherwise it
might cause misunderstanding through the trans-
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lated work. Transferring culture from one language
into another demands that translators make a
choice between conservation and replacement of
an item.

After its national release a film should not only
reach an international audience but also gain
success. In this process of reaching a broader
audience sociolinguistic differences play the main
barrier, therefore audio-visual translation has taken
important social and economic importance.
Language and culture are deeply interconnected
and when translators translate the material they do
not translate only linguistic features but also trans-
fer cultural aspects, thus these moments might lead
to some difficulties in translation. Since in cinema
translation two or more cultures meet it might raise
significant cross-cultural issues. If these issues are
not treated properly it might end up with unin-
telligible translation for target audiences.

These issues regarding cultural transfer of films
are diverse ranging from the selection of films
which should be distributed to the marketing
strategies applied and techniques used to render
culture-specific items. Rendering culture-specific
items is considered to be one of the most difficult
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modern life of this or that country but also to get
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The acquaintance with the discourse of another
nation helps compare various social and cultural
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understand in deep their own discourse.
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