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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. KaGbbexoBa
IlepeBoa kMHOAMCKYpPCa KAaK 0COObII BU/I ay/IMOBH3YaIbHOI0 NIEPEBOA

CraTbs mocBsIIeHa 00CYXACHUIO MEpPeBOla KHHOANUCKYPCa B paMKax MOJUCEMHOTHYecKoro konmenra. Ocoboe
BHUMaHUE YJEIACTCS JIMHIBOKYJIbTYPHBIM COCTABIISIOIIMM KHHOJMCKYpCAa, B CBA3M C TEM, YTO B KHHOIIEPEBOJE
BCTPEYAIOTCS [IBC HWIM 0Oojiee KyJNbTYyp M IPU IEPeBOJE TOrO HJIM HHOTO MaTepuaja IMEepeBOAATCS HE TOJIBKO
JIMHIBUCTHYECKHE CBOMCTBA, HO M IIEPEAIOTCS KYJIbTYPHbBIE aCHEKThl MCXOMHOW Harmy. KOHLENT «KMHOIHCKYPC»
MOXeT OBITh ONpeNeNéH C IOMOIIBI0 KOHIENTAa «KUHOTEKCT». B cpaBHEHMH C KHHOIHMCKYPCOM KHHOTEKCT pac-
CMaTpHUBAETCS KaK ero GpparMeHt, B TO BpeMsI KaK KHHOJUCKYPC KaK [EJIBII TEKCT HIIM KOPITyC HECKOJIBKUX TEKCTOB
00BbeIMHEHHBIX 00mMMH ocoOeHHOCTAIMH. KHHOIVMCKYpC SIBISIETCS OTPaKEHHEM OIPEeJICHHOrO BHAA KYJBTYPHI,
OTpaXCHHEM JCHCTBUTEIBHOCTH M COBPEMEHHOTO NMOHHMMAaHUs TPaJUIMOHHBIX IIEHHOCTEH M (GOpMHpYeT HOBBIE
HEeHHOCTH. VIMEHHO MOITOMY OuYeHb Ba)KHO OOpAaTHTh BHUMaHHE Ha HAlMOHANBHBIC U KYJIbTYPHBIE ACIEKTHI KHHO-
JMCKypca IPY Nepesiade UX U3 MCXOAHOTO SA3bIKa Ha A3BIK [IEPEeBO/aA.

KitioueBble cJI0Ba: KHHOJUCKYPC, KYJIbTYPA, S3bIK, IEPEBO, Ay ANOBU3YAIIbHBII IIEPEBOI.

JI.M. Kabpui6exoBa
Kunonuckypce aynapmachbl — ayTMOBH3YaJIbl ayIapMaHbIH epeKie Kopinici

Makana KHHOJUCKYPC aylapMachlH ITOJHMCEMUOTHKANIBIK KOHIENT INIeHOEpiHAe TaJIKblIayra apHanaabel. KnuHo-
aynapmana Oip Hemece GipHelle MOJCHHET TOFBICATHIHIBIKTAH, KHHOAUCKYPCTBIH JIMHIBOMOJICHH €peKIIeNiKTepiHe
keHin Genineni. Kannaii na 6ip matepuanzsl ayaapy OapbIChlHAa HETi3ri YITTHIH TeK TUIAIK TYpHaThl FaHa eMmec,
COHBIMEH KaTap MOJCHH acmekTici e eckepineni. KHHOAMCKYpC KOHLENTIH KHHOTEKCT KOHIIENTI apKbUIbl aiKbIH-
nayra O6omaapl. KnHOAMCKYpCIIEH CaBICTBIpFaHIa KHHOTEKCT OHBIH TEK OeJIIeri peTiHae KepiHic amaibl, aln KWHO-
IUCKypc 0oJica TONBIK TEKCT HEMECe OpTaK epeKUIeTiKTepi Oap OipHelle TEeKCTiH KHUBIHTBHIFBI PETiHAEC KapacThIPBI-
nanpl. Kunopuckype Oenrini Gip MOAEHMETTIH KepiHici FaHa eMec, COHBIMEH KaTap aKMKaT IIeH J9CTYpJi KYHIbI-
JBIKTApIbIH 3aMaHayH KaObUIIaHYBIHBIH allKbIH Oip KepiHici 0okl Ta0buiaabl. COHABIKTaH KHHOIUCKYPCTBIH JIMH-
TBOMOJICHH aCTEKTIEepiHe 0Jap Il Oip TINICH EKIHIII TIre ayIapFaH Ke3/1e epeKIle Ha3ap ayaapy Kepek.

Tyitin ce3mep: KHHOAUCKYPC, MOJICHHET, TiJI, aylapMa, ay JHOBU3YaJIIbl ayaapMa.
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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.
Nevertheless 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 themsel-
ves the socio-cultural experience of the nation.
Tarlanov Z. K. says the following about this issue:
“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 generation
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 pre-
serving and increasing its ethnic identity. Thereby
the language represents the form of culture 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 compo-
nent 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 ne-
cessary for him.

The concept of discourse is a polysemantic con-
cept. A. J. Greimas in “Semantique Structurale”,
interprets discourse as a semiotic process, which
exists in various types of discourse practices[4].
Despite some contradictions in the definition 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
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 semio-
tically 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
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conclusion 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 communica-
tion 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
such as relatedness, integrity, intertextuality, mo-
dality 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 miscommu-
nications, 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 surpas-
ses the text by expressing the play more accurately
and embracing the spectators from the very begin-
ning till the end with its lively visual effects, power-
ful 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 cha-
racters. 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
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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
important 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. Meschkov-
skaya 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
necessary 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 har-
monicity. Each layer has its own fields. The first
layer consists of content field, where a interlan-
guage translation takes place, the aim of which is
to transfer the message from one language into
another. The translator transfers only factual con-

Bulletin KazNU. Filology series. Ne 3 (143). 2013



D.M. Kabylbekova 165

tent, 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 figura-
tive. 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 transla-
ted 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 suc-
cess. In this process of reaching a broader audience
sociolinguistic differences play the main barrier,
therefore audio-visual translation has taken im-
portant social and economic importance. Language
and culture are deeply interconnected and when
translators translate the material they do not trans-
late only linguistic features but also transfer cul-

Jlutepatypa

tural 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
spheres of intercultural transfer, to the extent that
culture-specific items are regarded to in the
literature as being “untranslatable”.

In present it has become very popular to bro-
adcast Turkish television series on Kazakhstan
television channels both in Kazakh and Russian
languages. The popularity of Turkish television
series might be conditioned by the fact that Kazakh
and Turkish nations belong to akin ethnic Turkic
group and have some common traditions and
rituals. The translator should be aware of the inter-
pretation of Turkish traditions in order to convey
their meaning in the target language; in addition
he should take into consideration the mentality of
the audience. In our case the audience is
multinational; despite the fact that the majority of
the Republic is Kazakhs, there are many other
ethnic groups.

Thanks to the films the audience has an oppor-
tunity not only to embrace the atmosphere of
modern life of this or that country but also to get
acquainted with its cultural features and traditions.
The acquaintance with the discourse of another
nation helps compare various social and cultural
contexts in which communicators take part; and
understand in deep their own discourse.
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