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ON STYLISTIC VARIATION
ABSTRACT
The article considers the manifestation of the category of stylistic variability as a
prerequisite for genre transformation within English publicistic texts,
KEY WORDS: stylistic variability. functional style, publicistic style, functional
stylistic and genre differentiation/ integration.
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ANALYSING THE WAYS TO TRANSLATE INTERTEXTUAL ELEMENTS IN
FILMS: CASE STUDY OF SERIES *SUITS”

ABSTRACT

The paper looks at the way intertextual elements in films are translated. First, the
paper looks at the way the concept inrertext is interpreted in linguistics, dwells on the
reasons why intertextual elements are used and elaborates on two approaches Lo their
translation. Second, the paper describes the research which involves seripts for the series
Suits (seasons 1 and 2). The author singles out intertextual elements in scripts, analyses their
translations, identifies the translation strategy and discusses possible reasons for choosing
the strategy and offers recommendations how to improve the translation.

KEY WORDS: intertext, intertextual clement, translation strategy, source culture,
culture-bound, target culture.

The paper looks at the way intertextual elements in films are translated, The
significance of the research is explained by the fact that despite intertextuality being a
popular topic, there is still no common strategy how to handle intertextual fragments when
it comes to translating them into another language. This task becomes even more difficult
when movie scripts are analyzed due to the challenge of dubbing the original with the
{ranslation within the same length of time. Also, ever globalizing world calls for a dialogue
of cultures which would be impossible without the awareness and understanding of other
cultures and, in particular, identifying intertextual elements that originated in other cultures.

Intertext and Intertextuality

The concept of infertextuality is & multi-faceted one and that is why there are
multiple interpretations of this phenomenon as it is challenging to define something of the
kind. So far, a scholar usually chooses the definition that suits his/her scientific purposes

and which is within his/her scientific framework.
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The wide interpretation suggests that intertextuality in a universal feamre of any text
and the fext in its tun encompasses all semantic systems and socio-cultural codes and
appenrs (o be a limitless intertext (M. Bakhtin, I, Krigteva, R, Barthes, cte.).

The term itself was introduced in 1967 by the scholar Julia Kristeva but the origins of
the concept can be traced back to Mikhail Bakhtin's theory on the dialogue of texts: all texts
are cammunicating not only with the fictional and actunl reality but also with the author, the
reader and the past and today's process of writing (B 1975]. 1. Kristeva summarized
the ideas of understanding the global literature (ane culture) as o universal intertext, the
parts of which are constantly interacting with each other: “The word (lext) 1u n oromword of
words (texts) where one reads at least one other word (text), Any fext is constructed an
mosaic of quotations, the whole text is absorption and transformation of another text”
|Kristeva 1969:84-85].

Intertextuality is a concept promoted mostly by foreign scientists. In Russia a similar
scientific framework refers to precedential texts, images, people and events, YN, Karaulov
was the first 10 define a precedential text as “essential culturewise and cognitionwise that
has a suprapersonal character and can be reproduced and re-interpreted” [Karaulov 2010:
216).

A precedential text is related to a strong text (V.N.Toporov) that is culturally relevant
for native speakers and to a text of influence (NA Kuz'mina) that resonates with the reader
and creates new metatexts [Kazak, Makhova 2011:178],

There are two main sources of strong texts: 1) n clussieal well-known fund of myths
and legends, fairy tales, the Bible, folklore, fiction and 2) medin diveourse it inoluden
quotes from various TV shows, movies and serics, advertising slogans, jokes, namen of
famous people, high-profile cvents, These ones have a short life and would fall out of use
unless they are reproduced in the media, thus, acquiring the status of o precedential text,

Reasons for Integrating Intertextual Elements

The reasons why authors introduce intertextual elements in their work depend on the
types of intertextuality.

Intertextunlity can be divided into three types: obligatory, optional and accidental
[Fitzsimmony 2013,

Obligatory intertextuality assumes  that the author intentionally suggests a link
betweeh 1w OF iare texls, Intertextual elements incorporate the whole text into a certain
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cultural domain and usually lead to a more complicated meaning structure of the text, The
ability to see intertextual elements and to interpret them in the right way can be regarded as
an indicator of this reader’s belonging to a certain group, a tool to distinguish *us' from
“them’. And, as the name suggests, the ability described above is essential: without grasping
the link the reader cannot understand the text fully,

Then, by analyzing the types of intertextual elements in movie's/book’s characters”
sayings, one can work out this character’s lingual profile and reconstruct his/her image.
Thus, intertextual elements are clues to the character’s personality.

The author may assist the reader with the task of recognizing the source text by
providing references. This is especially vital in academic discourse. If the reference is not
given, this is called plagiarism. But it should not be confused with intertextuality.
Plagiarism means borrowing somebody else’s ideas and presenting them as your own
(commonly referred to as stealing) while intertextuality is a more complex phenomenon; it
suggests using small portions of somebody else’s works to create new ideas of your own,
Sometimes the meaning of the part borrowed can be changed because it is placed in a
different context [Jabri 20047,

Optional intertextuality puts a less crucial emphasis on the importance of the source
text. The reason why the author introduces optional intertextuality is either to pay homage
to the writer of the source text or to reward those who have grasped the link. It is possible
that if intertextual relationship 1s recogmzed it may slightly alter the comprehension of the
text [Fitzsimmons 2013] but it is not essential and identifying the source text is not
necessary for the understanding of the target text,

Accidental intertextuality can be defined by paraphrasing the saying: “Intertextuality
is in the eyes of the beholder”. It happens when readers connect the target text with other
texts without there being any tangible evidence for that in the text [Fitzsimmons 2013]. The
author did not intend to connect the two (or more) texts and it is entirely due to the reader’s
speeulations that these two (or more) texts are linked.

Types of Intertextual Elements

Due to various interpretations of the term intertext, there is no unified classification
of intertextual elements. But the existing classifications show considerable overlap among
themselves, thus, there is a possibility to create a classification that features those

intertextual elements which are singled out by all or most researchers.
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v A guotation is a word-for-word citation of the original text. The author or the source
of the quotation is usually indicated and the quotation itself is used with inverted commas.
Sometimes these elements can be omitted (the author/source and inverted commas) as it is
believed that the recipient knows its author/source, Wordfor-word quotations are used to
support and to strengthen the point of view promoted in the written piece of work.

An allusion is a stylistic device that points or hints at a certain
fact/event/person/character from books, myths, history or politios. Allusion not only refers
to the original text but also triggers certain emotions, associations and memories.
Peniphrasis is also included into this category. In this case periphrasis does not mean
substituting words with their descriptions or synonyms. [t means replacing some elements
of the saying with your own but keeping its structure recognizable.

An aphorism is a said or written laconic statement. Then people repeat it many times
in various situations to convey the meaning it implies. It usually contains five-six words. It
comes into being in academic, fiction or philosophical discourse as well as in everyday
situations. This category may also include popular phrases from the same sources — books,
movies, art — as they have the same origin and functions.

A reminiscence is an element that refers to a certain work. It suggests using the same
structure, parts or motives of works of art on the same topic that are known to the recipient.
It makes the recipient remember the work of art with the same theme and organization that
triggered associations. For example, in the “Three Days of the Condor” movie, when
explaining the CIA’s stance, Higgins talks about consumers’ interests who want to have oil
at any cost regardless of international agreements. This speech onn be considered 1o be o
reminiscence of Dostoevsky’s Grand Inquisitor’s monologue.

A parody is a work mocking another one. The comie effect in crenied due to
replication of the work’s unique features in an exaggerated way that may eventunlly look
absurd, Another way of interpreting this term is to treat it as a poor imitation of something
or somebody, Some researchers include periphrasis in this category because ller
paraphrasing the original message is modified intentionally or unintentionally that resulis in
a parody though without any design to mock the original,

Two Theorles on How to Translate Intertextual Elements in Movies

Many seholars look at a movie i terms of culture, For example, A.A.Castafiedn Dinz

defines a muovie an a cultuil element that is perceived through senses and it is a system of
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meanings that reflect specific ways of perceiving and defining the reality [Castafieda Diaz
2008]. And that is why a movie is always a cultural phenomenon that defines, enhances and
transforms the viewer’s outlook. We share the author's idea that films confain a secret

meaning that is understandable only to the people of the country where the film was made.

It complicates the interpreter’s Job. There are two ways how to handle the translation of

foreign movies: 1) foreignization — to keep the national character, not to adapt it to the
target culture and keep the translation close to the original (Source Language oriented, in
Jan Pedersen’s terms), or 2) quite the opposite, domestication — o adapt it to the target
culture, lose the connection with the original for the sake of making it comprehensible for
the target culture (Target Language oriented) but in this case the movie may turn out to look
artificial and synthetic,

A movie can be dubbed, it can be provided with off-screen translation or subtitles,
We will be discussing the challenges of creating a dubbed version of a movie. Translation
for dubbing is most demanding as the primary function of the translation is to be
synchronized with the video and sound sequence and at the same time it must be true to the
original. There is little or no space and time for cultural adaptation. Thus, translation for
dubbing aims at conveying the meaning ofa phrase and transforming it in such a way that it
matches the actor's articulation and lasts the same amount of time as the original phrase,

Some scholars [Snetkova 2008; Shveitser 2009: Schreiber 2007] believe that
intertextual elements are often culture-bound and in movies they are usually of peripheral
character while the interpreter’s goal is to convey the whole rather than particular parts of
the movie, Besides, introducing explanation of or commentary on culture-bound elements is
almost impossible because of the reasons described above. Therefore, a translator is limited
in his/her choice of translation strategies. These scholars suggest that a culture-bound
clement must be substituted with a similar element that is well-known in the target culture
as culture-bound elements are usually beyond the scope of background knowledge of target
culture individuals and, thus, can be perceived as alien. A viewer/reader relics on his/her
background knowledge when watching a movie / reading o book, Without recognizing
culture-bound elements, there will be no complete comprehension. Thus, adapting culture-
bound elements is crucial. Hence, domestication. It may come in two forms: 1)
uniformization and 2) hybridization. Uniformization constitutes substituting culture-bound

elements with neutral, universal and generally comprehensible ones, sometimes with those
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live o rather broad meaning while hybridization suggests using clements specific to
other cultures [Fedorova 2009].

But at the same time any text exists within the framework of the reality, time and
culture it was created in, it is not isolated on its own. Besides, we do not have a complete
image of the viewer: he/she is charaeterized ay belonging to various social strata and
nationality because cinema praducts are distributed all over the world. And that begs the
question that their background knowledge can also be different, Due to plobalization it is
casier to communicate across cultures, culturnl exchange is our present which leads to
cultural awareness growing. And suecess of cultural exchange increasingly depends on
conveying cultural differences shown in movies rather than neutralizing them through
adaptation. Thus, foreignization is preferred.

Foreignization or Source Language oriented strategies come in two forms,

The first is transcribing. Transcribing means reproducing the word in the target
language in the form as it is pronounced. It is a common strategy for proper nouns,
especially names, and neologisms,

The second is replication or direct translation: word-for-word translation of a
collocation or a phrase. “The semantic load (of the collocation or the phrase) is unchanged:
nothing is added or subtracted. There is no effort to transfer connotations or guide the target
culture audience in any way™ [Pedersen 2005:5].

As for domestication or Target Language oriented strategies, there are four of them,

The first one is transliteration which suggests reproducing the spelling of the word in
the target language.

The second one is adaptation or substitution. A culture-bound intertextunl element is
rendered either with the help of another Source Language culture-bound element but which
is a better-known one in the target culture or with the help of a target language culture-
bound intertextual element that should create similar associations to those thut the original
culture-bound clement may generate. For example, in The Big Bang Theory Sheldon's
phrase I would need Green Lantern and the ring can be translated in the following ways (the
English versions of the translation are given — back translation): 1) I would need the help of
Gandalf o1 2) | would need to call Hya Murometz and Alesha Popavich for help. In the first
translation Greon Lantern and the ring (a superhero with the ring that gives him power) is
substituted with u fictional character which is widely known - Gandalf (a powerful wizard

,77?7.7_, =
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from The Lord of the Rings) while in the second translation it is replaced by two heroes
from Russian folk legends.

The next one is description or paraphrase. The interlextual element is removed and is
changed for something that keeps the relevant connotations in place. This strategy is rarely
used when translating films for dubbing as descriptions or paraphrase can be very
cumbersome and differ in length with the original text.

The last onc is omission. It can be a justifiable option or it can be chosen only
because of laziness. In R.Leppihalme’s words, “a translator may choose omission
responsibly, after rejecting all alternative strategies, or irresponsibly, to save him/herself the
trouble of looking up something s/he does not know™ [Leppihalme 1994:93).

There is one more way of translating intertextual elements that does not fit this
classification as it can be any of them. That is using the official equivalent. It means that the
word or phrase you are about 10 translate has already been translated by a professional
translator and this translation is accepted in the target culture.

Intertextual Elements in Sevies Suits (Seasons 1 and 2) and Ways to Translate Them

In Seasons | and 2 of the series Swits there were found 248 intertextual clements.

Intertext that is used most often in the first two scasons of the series is allusion, It
accounts for 78% of all the examples that were found in the two seasons (194 cases), Then
come quotations. The share of examples is 13.7% (34 cases). The least frequently used
types that were singled out are parodies (7.7% / 19 cases) and an aphorism (0.6% / | case).

The difference between quotations and parodies in this case is that quotations are
dircetly taken from the original source (a movie, a book, ete.) and parodies resemble the
original quotations but with some deviations. Parodies mean imitations of the original text
in any way, not necessarily o produce an ironic effect. For example, in Season | Episode 4
one of the main protagonists introduces himself in the following way:

= What did you say your name was?
— Specter. Harvey Specter.

This reminds us of James Bond’s way of introducing himself, thus, creating certain
associations (portraying Harvey Specter as a brilliant and charming professional).

Most intertextual elements in the series, as it was mentioned above, are allusions. In
this case they are mostly names of characters from movies/books or actors who played them

and titles of movies/books/TV-shows. That’s why the ways in which allusions are translated
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e transcribing/transliteration, replication, using equivalents, omission, description and
aduptation,

Transcribing or transliteration was used for names (of characters or actors). For
example, in Season 2 Fpisode | Mike Ross talks about and quotes Goodfellas:

= Really? Why would she ask you to dinner just to fire you !
= Ldon't know. A little movie called Goodfelluy. Did you see 17 Joe Pesci thought he
was getting made, he got dead.

- That's your idea of a legitimate reason?

— "Karen! Where's the money, Karen? "Kaven?" Hev, wait a minite. Do vou think |
might get an office out of this dinner?

When rendering the names into Russian, Joe Pesei is transcribed (the way it Iy
pronounced: [lxo Henm [d30 pefi]) and Karen is transliterated (the way it is written: Kapen
[karen]).

For titles of movies/books/TV-shows, replication and using equivalents were applied.
Transliteration and transcribing are also included into replication as these two ways
replicate the form of a foreign word but in this study we look at them separately and by
replication we understand a narrower concept; word-for-word translation of a certain phrase
or word combination.

The difference between the replication and using the equivalent is that replication
suggests word-for-word translation when an equivalent exists that may slightly differ from
the original. For example, Goodfellas was translated word for word as good fellows
(replication: Xopowwe napuu / Khoroshie parni), whereas there exists the official translation
of this title as nice fellows (equivalent: Chasnwie napnu / Slavaye parni).

An example of using the equivalent when translating would be the way Hail Mary
was rendered: the tanslators used the Latin version of Hail Mary - Ave Maria -
transliterated into Russian (Ase Mapun / Ave Maria).

Omission and adaptation are usually applied if the intertextua! clement is not known
or not well-known (o the receiving culture. If the intertextual element remains, then it may
not produce the same associations as it would in the source country. Omission is the least
preferable way of tianslation. But in this case, it is justifiable. For example, in Season 2

Episode 11/

I |
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= Let's get one thing clear. P'm not Charlie Brown, you're not Lucy. and that's not a
Jootball.

— Hasaii-ka nposcnum koe-umo. Mut ¢ motoir ne WKOAbRUKE. A 2o we nepevenka. /
Davai-ka proyasnim koe-chto. My s toboi ne shkolniki, A el ne peremenka.

Charlic Brown and Lucv are cartoon characters that are not known in Russia,
Omission is a reasonable choice. The translator opted for conveying the meaning: Mo ¢
MmoboL He WKeIbHUKY My s toboi ne shkolniki) means We are nol schoolchildren (that are
here 1o play with a foothall).

Adaptation is the most challenging way of translating. It suggests that the translator
finds a realia/character/person/book/movie in the target culture that generates similar
associations as the intertextual element. For example, in Season 2 Episode 2:

= Everything became clear tonight. Okay? I was out with Rachel, and, uh...

= Oh, gosh. Here it comes. The Days of Our Lives,

= Cezaonn ane cmano see novwsmno. 5 Gun wa candanuu ¢ Peiven... / Segodnya mne
stalo vse ponyatno. Ya byl na svidanii s Reichel...

~ Iy wom, nawanocs, Canma-bapoapa. / Nu vot, nachalos . Santa-Barbara.

The TV-show The Days of Qur Lives is less well-known in Russia than Santa
Burbara which is similar to The Days af Our Lives genrewise, that’s why the translator
chose Lo substitute one with the other,

But one should be careful as adaptations should not look strange (these cases will be
looked at when recommendations how to change the translations are discussed).

We found one example of description: explaining the iniertextual element. This way
of translation is rarely used when dubbing movies as the translator is constrained by the
time the original excerpts last. For example, in Season 2 Episode 4:

= Yes, Harvey. I saw the smoking gun in a multimillion-dollar liahility claim and 1 hid
it from you. I also know where Amelia Earhart's living and I have the missing from the
Watergate tapes,

= Ha, Xapeu. H yeuoeaa nenyio VAURY & MYFBIUMUTUORHOM UCKE W CKPOIAG ¢¢ om
mebn. A ewje & saw, e wusem Avens Ipxapm, u mponaswue 18 MuHym ui
Yomepeeumexux Kaccem moxce v mens. / Da, Harvii Ya wvidela vavnuyu uliku v
multimillionnom iske i skrvla eye ot tebya. A etshe va znayu, gde zhivet Amelia Eckhart, i

propavshie I8 minut is uotergeitskikh kasset tozhe u menya.
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k The translator explains what is meant by “the missing from the Watergate tapes’: the
" ?*'nﬂmltnn that are missing from the Watergate tapes.

Statistically, the ways of translation of alluslons ure rnked as follows: 1) using the
equivalent (76 out of 194 cases: 39.2%); 2) transeribing (54 out of 194 cases; 27.8%); 3)
transliteration (46 out of 194 cases: 23.7%) and 4) aduptation (8 out of 194 cases; 4.1%); 5)
omission (6 out of 194 cases; 3.1%); 6) replication (3 out of 194 cases: 1.6%) and K}
description (1 out of 194 cases; 0.5%).

The second ranked intertextual elements are quotations (34 canes), When translating
them, three ways were used: using the equivalent, replication and omission. Omission
occurred only once (a quote from Philadelphia in Season | Episode 12). The sentence in
bold is missing in the translation.

— What is that Denzel movie? "Tell it to me like I'm a five-year-old".

Sometimes, the good guys gotta do bad things to make the bad guys pay.

= Kax mav zosopumcs & mom guvse ¢ Hewseron? Hnocoa xopowwe napnu
deaatom nroxue seun, ymodisl nIoxHe napi noay uau no sacavean. / Kak tam govotitsya v
tom filme s Denzelom? Inogda khoroshie parni delayur Plokhie vetshi, chroby plokhie parni
poluchili po zaslugam,

Replication happened when the translators did not know or did not look for the
already existing official translation of the quote. These cases account for 18%, Replication
cases were found mostly in Season | (7 out of §). For example, a quote from Mississippi
Burning in Season | Episode 12;

~ Looks like the rattlesnakes are starting to commit suicide.
= Hoxoxce, apemyuue smen ynce 2omogn: noxonyums ¢ codod,
The existing translation of this phrase is
~ Buoumo, sveu na wee yace comoswt cedn noxycamv. / Vidimo, tmeii na yuge
gotovy sebya pokusar’,

Using the equivalent was the predominant feature in Season 2. Sometimes translators
even took the context into consideration. For example, a quote from Star Trek in Season |
Episode 7/

= My, Copiatn Kivk iy the man, okay? I don's wanna hear another word about it Now,
enough With your fiske law problem. Let's deal with my real one,
- AV e Captain

&1
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and in Season 2 Episode 5:

= Ms. Paulsen, I understand that your time is valuable. But I'm here to prepare voir.
And to a jury, sarcasm plays as obstructive. Obviously, any fiwther mention of Star Trek,
may just compound the problem, okay?

— Aye, Captain,

In both cases the characters used the same phrase but it can be translated in two ways
into Russian. In the first case, it is a response to the order, thus, it is rendered as Fcme,
kanuman | Est' kapitan (roughly meaning Yes, captain). In the second case. it is an
acknowledgement of having understood what has been said. Hence, the translation Tak
motno, kanumar / Tak tochno, kapitan (roughly meaning Understood, captain).

The next intertextual elements that were used in the series are parodies, The only way
of translating them was using equivalents (19 cases). We treat them as equivalents as the
deviation from the original was minor and translation featured the official version with the
changes included. For example, in Scason 2 Episode 4:

— Looking good, Louis. You're supposed to say, "Feeling good, Billy Ray."

You know, Trading Places. Movie quotes. It's what we do.

= Xopowo avieandus, Jyuc. A v dowens: exasamn «H UYBCIEYIO) CEOR Xopouio,
Bunnu Peity. dnnom «llomensmpes mecmariuy, Humamer. Tax mo deaaem. / Khorosho
viglyadesh’, Luis. A vy dolzhny skazat' “I chuscivuyu sebya khorosho, Billi Rey". Film
“Pomenyat'sya mestami”. Tsytaty. Tak my delaem.

(In the original: Looking good, Billy Rav. — Feeling good, Louis (the location of the
names was changed)).

One example of a parody could fall into the category of aphorisms but for the
changed structure. The popular expression in Scason | Episode 12 was rendered with its
cquivalent:

— It's time to start painting outside the lines.

= How?

= If Mohammed won't come to the mountain, we need to bring the mountain to
Mohammed.

= Really? The mountain to Mohammed..,

= Hopa caeexa aviiimu 2a pavxu. / Pora slegka vyiti za rambki.

— Kax? / Kak?
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K Mazoyied ne udem x zope, mo uymens npuaccmu copy x Mazomedy. / Esli
Magomed ne idet k gore, to nuzhno privesti goru k Magomedu,

Hpasoa? I'opy k Mazomedy... / Pravda? Gorw k Magomedu. .,

There was only one aphorism found: n set-expression. The set-expression sticks and
carrots in Season 2 Episode 2 was translated with the Russiun version of it — xrevm u npsnuk
Lkt i prvanik (whip and gingerbread), Thus, adaptation was used.

After analyzing the translations of intertextunl elements in the series Suits (seasons |
and 2}, we have developed a set of recommendations for interpreters. The numbers in
brackets indicate in how many cases analyzed this recommendation could be applied.

L. Apply adaptation when the realia are not known in the receiving culture (9 cuses;
4%).

For example, in Season 1 Episode 11:

~ You are working together.

— Like Captain & Tennille? Well, if so, he's Tennille.

~ Buwt pabomaeme avecme. / Vy rabotaete vmeste.

— Kax Kanuman u Tosunun? Ecne max, mo on, wyp, Townun. / Kak Kapitan i Tennil?
Esli tak, to on, chur, Tennil,

The translators used the original intertext. But the musical duo of Daryl Dragon and
Toni Tennille is not known in Russia, thus, the meaning the authors wanted (o convey (s
lost. One may try to find a similar duo in the source culture that will be familia to the trgel
culture. For example, the duo of John Lennon and Yoko Ono:

= But Gvoeme patomams coodua. / Vy budete tabotat' soobtsha,

- Kax Hucon Hennon u Hoxo Ono? Hy, ectu max, mo ow, wyp, Hoxe. / Kak John
Lennon i Yoko Ono? Nu, esli tak, to on, chur, Yoke.

The challenge with adaptation is that one must not overdo it. If translators use names
and realin of the target culture, it looks strange as it creates cognitive dissonance. For
example, in Season | Episode 5:

= What do you get to say about that, counselor?

< sy Amtlows Finch makes a good speech here, but this is a fender-bender, not a
mudtimillion-dollar lawsuir.

= Hmo onamesime, conemnii? / Chto skazhete sovemik?
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= Hecoamenno, mpozameisnan pevs, no Kakas cosiss Mexwoy meiim Hpoucecmauem
Ha dopoce w mynbmusonnbM uckon? / Nesomnenno, trogatel ‘naya rech’, ne kakaya
svyaz’ mezhdu melkim proisshestviem na doroge i multimillionnym iskom?

The translators dropped the intertext and substituted it with an adjective that conveys
the meaning intended by the authors: mpocameasian (peus) (stirring speech). The name of
the lawyer from To Kill The Mocking Bird was used 1o create associations with someone
who pronounces long and solemn speeches. Thus, a recommendation was made fo change
his name for a character that would be known for the same reasons: Bazarev from
Turgenev's Fathers and Children. Bul in this case a question arises: How did a character
from the Russian literature find his way into the American series?

= Hmo soi mosceme ckazams no smomy nogody, cosemmuur? / Chto v mozhete skazhet'
po etomu povodu, sovetnik?

= wocy exazamo, wmo yma Gvina soucmuny Baraposckan pevs, oonako Imo miun
senxoe JATIL a ne deao, doemoiinoe suozomwinionnoil romnencayu. / Ya mogu skazat’,
chto eta byla voistine Bazarovskaya tech’, odnako eto lish’ metkoye DTP, a ne delo,
dostovnoyve mnogomillionnoi kompensatsii.

2. Be more accurate with realia (1 case; 0.4%).

For example, in Season 1 Episode 2:

— Wow, they're like stormtroopers.

~ Stormiroopers don't write checks.

= O noxoxeu na wmypsosuros. / Oni pokhozhy na shturmovikov.

= Wmypmosuxu ne awnucersaiom vexos. / Shturmoviki ne vepisywayul chekoy.

The translators used replication of the intertext: umypuosuru / shiurmoviki. 1 1eft, as
it is in Russian, it may mislead the viewer as wmypyosuxu / shturmoviki means either a
soldier from a quick-strike unit or an attack plane. In this example, the reference is made to
Star Wars' storm troopers and they are known in Russia as uMneEpeKue wmypMosur /
imperskiye shiwvrmoviki (Empire’s storm troopers). Thus, an adjustment should be made in
the translation:

= Bay, omu noxowu na ummepcxux wmypmosuros. / Vau, oni pokhozhy na
imperskikh shturmovikov.
~ Hmnepexue wmypmosuxu ne swnucvisaom vexos, / Imperskive shturmoviki ne

vipisyvaviit chekov.
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- Uke the existing translation of the quote (12 cusox; 5 4%),
; ~Por example. in Season 1 Episode 6:
= And unlike some people 1 know, Louis's veferences don't begin and end with Top
Gun. vy

= Hey, Hove Louis, and I don't care what you say, | am not leaving my wingman, See,
that's funny, because that's from Top Gun,

— He's awild card. Flies by the seat af his panis, Think | can't quote Top gun. Get the
hell out of here.

~ Oh, that was good.

= H & omaue om il Jyuca ne caod

w Ton Fan, /1 v otlichie
ot nekotorvkh tsytaty Luisa ne svodvatsya k Top Gun.

= A nexncro mobmo Jyuca, u smne 6cé paguo, umo mm 2080pULE, A 1e Bpowly cevezo
sedomozo. Imo cxewno, nomomy ume smo moxce us Ton Fawa. / Ya nezhno Iyublyu Luisa,
i mne vse ravne, chto ty govorish', ya ne broshu svoego vedomogo. Eto smeshno, potomu
chto eto tozhe iz Top Gun.

— On nemaem, xax emy noo o 3a0

wa. Jywaeuws, n ne mocy
yumuposams Ton Uan? Hou omcwoon. / On letayet, Kak emu podskazyvaet ego zadnitsa.
Dumaesh’, ya ne mogu tsitirovat” Top Gun? Idi otsyuda,

= Omo Gwro 30opose. / Eto hylo zderove,

The translators replicated the sentences. It is advised to consult the official translation

of this movie (Top Gun). Then, the translation of this excerpt would look like thix

= H & omaunue om HEKOMOPHIX MOUX THAKOMBLY, OMCHIAKY JIvica we navunaomon u we
saKansusaomes yumamamu ws «/dywimeo cmpeaxan. /1 v otlichive ot nekotorvkh meikh
znakomykh, otsylki Luisa ne nachinayutsya i ne zakanchivayutsya tsytatami iz “L uchshegeo
strelka ",

= i, w oboxcaro Jyuca, Ymo 6ot mit nu cosOpIIG, A He Bpowy céoeco nanapnuxa.
Buduwn? Jabawno. A acé nomony, wmo smo maonce uz wlyueso cmpearay. / Ei, ya
obozhayu Luisa. Chio by ty ni govorila, ya ne broshu svoego naparnika. Vidish'? Zabavno.
A vse potom, chto eto tozhe iz "L ‘uchshego strelka”,

= On duwan nowadxa, deticmayem no waumuo, Qysaem, 5 we MO2Y Yumuposams
vt cmpoias. daanil, nposarunai omenda. / On dikaya loshadka, Deistvuyet po

maitlyu, Dumisel, v e mogie ivitivovar” L wehshego stretka”. Davai probalivai otsyuda.
ey
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— A gom ame Gburo nemioxo. / A vot eto bylo neplokho.
Conclusion

Intertextuality is more than just inserting another author's text into your own. The
intertext produces a synergetic effect as, il properly deciphered, it helps to understand the
authot’s message and adds new meanings to the original one as well as evokes certain
images and associations that enrich the meaning structure of the whole text.

When rendering intertextual clements into another language, an interpreter faces a
dilemma: to preserve the cultural uniqueness of the text (foreignization) or to adapt it to the
target culture (domestication). The decision may depend on the degree of familiarity of the
culture-bound elements: the less known they are outside the source culture, the more likely
the interpreter will opt for domestication as the target reader / viewer will not understand the
reference if the culture-bound element is kept unchanged. The choice of translation
strategies may also depend on the type of intertextual clement. For examples, foreign names
are most often transcribed or transliterated unless they are ‘speaking’ names (then, other
translation strategies can be applied). Adaptation as one of domestication strategies should
be used cautiously as its result may be perceived as artificial and alicn and may be resisted
despite the fact that the meaning has been made clearer because ol it

Analyzing the ways infertextual elements in the first two seasons of the series Swits
were translated exemplified these conclusions.
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Pomanyenko Kuus Basentunonna

CTapmnit penojaBaTels, Kauannar ¢)mlmmmqecuux HAyK

Kapepa HEMENKOTO HibiKa

HaysHo-neeneosatebeknii yansepeurer «Blciias mxona sCoHoMuKn»
Mocksa, Poceniickas denepattis

0 JKAHPOBOM PAIHOOBPAIHH PEJTHTHOZHOTO JMCKYPCA
Aunoranust,  Crates  nocsanena  npolieMe  MHOTOKAHPOBOCTH  PEIHIHOIHOTO
Jwekypea. B peil packprIBaIOTCH TPYAHOCTH, CRAIANNBIC ¢ KAACCHPHKALMCH PEHIHOSHBIX
TEKCTOR, @ TaKKe paccMaTpuBaetrcs Tpagiunornoe nowstie “Erbauung™ n ero mecto B
PETHIHOINOM JIHCKYPCe.
Kaouennie clloBa:  pPOIHrnOsHBIE  JHCKYPC,  PEIMIHOIHOE  YTEHHE, KAICHIaph
REPYIONTHX,

Kok WIBecTHO, SIBIK PENHTHH OJHH Wi cTHneil W pamee npuBIeKan BHHMANHE
JIMHTBUCTOB, HO CTAHOBJCHUC KOIHHTHRHO - JHKYPCHBHON HAPajnrMbl B THITBHCTHES Ha
pybeke XX - XXI Beka 0TKPBIUIO HOBBIC MEPCTICKTHABE JUISH PAYBHTHN TCOPHH JINCKypea,
ero mn'cpnpu‘muuu. KOMITIEKCHOTO H3Y'YCHHA PazsiHIHBIX THMOB JHCKYPCA. IT0 B CBOIO
ouepeth OBYCIOnIo Gypimnil HETEpEC 1 K PEIHIHOIHOMY JHCKYPCY, PEHIPEICHTHPYOLIEMY
PEMHTHOGMYIO KAPIHIY MUPA SEIORCKD, CHCTEMY XPHCTHANCKHX UEHHOCTEll, o Takke K ero
PASHOBIIOUTIM. Mianix peanrin b obmercoperndeckon aciiekre naydaan (H.Meukosekas,
B.AAMONM), B OTHANETHIRUROM  aciierte  kak ocobuit  (pynKuMoRANLRGI  cTHIL
[BAnpopin, MKpmonn, S IGeni. Hocmenonumes orebime Kanpsl, Takiae Kak:
Wi oo O My anowan),  someinn (H Benenco, O Tpoxsarinona,
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