PRAGMATIC FEATURES OF ENGLISH-LANGUAGE CINEMA TEXTS

The article is devoted to reveal pragmatic features of translation of cinema texts of feature
films. Cinema text, as an example of audiovisual text, is of particular interest to translators, as it
is a system of signs and methods for combining them, the expression plan of which is presented
by the means of cinematography. Cinematic discourse is not language use in film (dramatic
dialogue, fictional conversation, scripted interaction) but the audiovisual discourse of film
narration itself: the discourse of mise-en-scéne, cinematography, montage, and sound design
used by filmmakers in narrating cinematic stories. Cinematic discourse is filmmakers' main
expressive vehicle and primary form of communication with, and influence over, film viewers.
The key concepts and approaches to pragmatic text adaptation are conceptualized in the article,
which help to structure translation mechanisms clearly and facilitate the development of specific
translation strategies.
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MPATMATHUYHI OCOBJINBOCTI AHI'JIOMOBHUX KIHOTEKCTIB

YV cmammi iidemvcs npo eusaenieHHs npazmMamudHux ocooIusocmell nepexkiady KiHomekcmis
XyooorcHix inomie. Kinomexcm, 5K npuxiad ayoiogizyaibHo20 mMeKCmy, Npeocmasise
ocobnueuti iHmepec O nepexknadavie, maxk 5K GIH € CUCMEMON 3HAKI8 [ Cnocodig ix
KOMOIHYBAHHS, NIAH  BUPANMCEHHS  AK020 npedcmasieHull 3acobamu  KiHemamozpagha.
Kinemamoepagiunuii ouckypc - ye ne minvKu BUKOPUCTAHHSA MOBU 8 (PitbMax (OpamamuyHul
dianoe, eueadana becioa, 83aEmo0is 8 cyeHapisax), a ayoiogizyanvHull OUCKYPC camoi po3nosioi
Qinomy: Ouckypc MmizancyeHu, KiHemamoepais, MOHMAMC 1 38VKOSUU OU3QuH, KUl
BUKOPUCMOBYEMBCA  KiHemamozpagicmamu 0151 po3noGiol  KiHeMamoepa@iuHux Crodicemis.
Kinemamoepagiunuii ouckypc € 0cHO8HUM 8Upa3HUM 3Ac000M KiHemamozpaghicmie i OCHOBHOH
GPOpMOIO CRINKYB8AHHA 3 2NA0AYAMU | BNAUBY HA HUX. Y cmammi KOHYenmyanizo8aHo Ki4osi
NOJIOJNCEHHsT ma NioXo0u 00 NpazmMamuyHoi aoanmayii mexkcmy, AKi 00NOMa2amv YimkKo
CMPYKMypy8amu MexXanisMu nepexknaoy ma CHpusioms po3podyi neeHux nepekiaoaybKux
cmpameziu.

Knrouoei crosa: kinomexcm, KiHonepkiao, KiHo, Npazmamuxd, 63aEmoo0is KyJavmypu.

MNPATMATUYECKHUE OCOBEHHOCTH AHTJIOSI3BIYHBIX
KHHOTEKCTOB
Paboma noceswena evissieHuio npazmMamuyeckux ocobenHocmetl nepesood KUHOMEKCmda
Xyooocecmeennvlx  punomos.  Kunmomexcm, kax npumep — ayouo8uzyaibHo20 — meKkcmd,
npeocmasisiem 0coodvlll uHmepec 0 NepesoOHUKO8, MAK KAK OH Npeocmasisiem cucmemy
3HAKOB U CROCOO08 UX KOMOUHUPOBAHUSL, NIAH BbIPAJICEHUSL KOMOPO20 NPEOCMAsieH Cnocobamu
Kunemamoepagpa. Kunemamoepaguueckuii OUCKypc - 5mo He MOJIbKO UCNOIb308AHUE SA3bIKA 6
Quromax (Opamamuyeckuii ouanoe, nNpuOyMaHuas bOeceoda, 63aumoolelcmeue 8 CYeHapusx), a
ayouoB8U3YAIbHbII OUCKYPC CAMO20 PACCKA3A PuibMa: OUCKYPC MUZAHCYEHbL, KUHEMAmo2cpagus,
MOHMAJIC U 38YKOBOU OU3AUH, KOMOPHIN UCNONb3YEMCs KuHemamozpagucmamu 01si pacckasd
Kunemamozpaguueckux crodcemos. Kunemamoepaghuueckuii Ouckypc sensiemcs OCHOGHbIM
BbIPAZUMENLHBIM ~ CPEOCMBOM  KUHEMAMOSPAGUCmos8 U OCHOBHOU DOpMol  0bweHuUss Co
3pumensmu u 61UAHUL HA HUX. B cmamve npedcmaenenvl knouesvie noioAiceHus u n0OX00bl K
NPaAzMamuyeckou aoanmayuy mexkcma, KOmMopvle HOMO2AION HemKo CMpYKmypuposams
MexaHusMbl nepesooa U  CROCOOCMEYIOm — paspabomke  ONpeOeNeHHbIX — NepesooyYecKUx
cmpamezutl.

Knwoueevie cnoea: kumnomekcm, KUHONEPKIAO, KUHO, NpaAsMamukd, 63aumooelcmeue
KVAbMYypol.



Introduction. In modern translation studies the problem of pragmatic adaptation of cinema
text is very important: the criterion of linguistic differences, the adequate and equivalent
translations give way to another important criterion — the ability of the interpreter to achieve
pragmatic goals, which means, to adapt the cinema text. It is well-known that a full
understanding of linguistic phenomena is achieved with both linguistic and extra-linguistic
factors. The translation being a special form of interlingual communication, the influence of
pragmatic language categories is quite obvious.

Motion pictures and screenplays are special types of creolized texts, the peculiarities of which
are in the form of the expression of natural language signs and are embodied in a video verbal
product - cinema. This article is rooted in the notion, that pragmatic theory offers a useful
starting point for analyzing many forms of human communication beyond language
discourse proper. The focus of the article is on cinema, which has become a topic of interest
in media pragmatics only within about the past decade. Today's media pragmatic film research is
strongly influenced by the methodology and mind-set of research on television drama,
which takes scripted conversation in fictional interaction as its object of investigation,
focusing on what scholars refer to variously as “the language of fictional television”,
“television discourse”, “television dialogue”, or “television dramatic dialogue”. An underlying
assumption is that dialogue in television drama can be seen as a type of language in use and
approached with roughly similar methods and pragmatic questions as those used in
analyzing natural discourse.

The aim of the article is to outline pragmatic features of cinema texts that warrant attention
and to point out challenges that would have to be met in the future in developing pragmatic
approaches to investigating these.

Resent researches analysis. Researchers define cinema as “a message that contains
information and is presented in any genre of cinema (feature, documentary, animation,
educational, science film)” [1]. The tasks that the translator faces when translating a cinema text
are slightly different from the tasks that are put when translating other types of text. After
analyzing the numerous material on the topic of “cinema text”, we came to the conclusion that
the earliest studies of cinema belong to Yuri Lotman. Particular attention was paid to the non-
verbal component of motion picture (cinematography, editing, work with color, sound).

Scientist J. Linzbach studied cinematography as a set of verbal and non-verbal means of
expression of meaning, “multilingual” art [3]. He argued that verbal is opposed to non-verbal
with respect to time, with cinematography likened to verbal, as opposed to a discrete "picture” of

the visual arts.



According to Yu. Tsivyan, cinema text is “a discrete sequence of continuous sections of text”
[8, p.111]. But the verbal component of motion picture is not specifically studied on the basis of
a semiotic approach, because the word in cinema is important, but it is secondary to the visual
series. G. Slishkin states that in the movie, “the non-verbal component is rapidly transformed
from a secondary, subordinate source of information into an equal component of the text, which
is not inferior in value to the verbal series” [6]. Also according to G. Slyshkin and M. Efremova,
“the linguistic system of motion pictures is served by signs, symbols, non-linguistic - by signs,
indexes and signs” [6, p. 56]. But in practice, they can often be seen in different forms, as they
may have a dominant or different function.

According to N. Mechkovskaya, cinema is based on a visual element that plays a leading role
in this landmark system. That is why we look at symbolism in films. Although cinema violates
the usual thresholds of visuality, the truthfulness of the reflection of life, and at the same time,
the cultural-semiotic balance between the image and its object, reflecting reality as specifically
as possible [5]. But not only the visual component but also the audio component, which is
implicitly expressed in the creole text, play a significant role in the film. The constituent of the
verbal component of the film is speech, manifestation of language, correlation, as they are a
manifestation of the idea of the author of the film.

Exposition of the main material. Cinematic discourse originates in the conventions of film-
making: in heuristic practices of cinematic staging, camera work, editing, post-production, etc.
And it is the filmmaker’s main expressive vehicle and primary form of communication with,
and influence over, the audience. Through it, filmmakers guide spectators’ attention, shape their
perspectives, color their perceptions, and steer their inferences about the unfolding narrative.
Through cinematic discourse, filmmakers suggest to viewers how characters and dramatic events
are to be seen and heard, how they are to be interpreted, and ultimately how film itself is to be
understood. It is a type of metapragmatic discourse stemming from the cinematic depiction
of the story that signals subjective relations, evokes feelings, and triggers inferences about
film meaning.

A full analysis of the creolized text of a motion picture is possible through the identification
of pragmatic features. Pragmatics studies the behavior of signs in real communication processes
and is a doctrine of the relation of signs to their interpreters, that is, to those who use sign

systems.



