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GENERAL CHARACTERISTICS OF WORK

The given dissertation represents a comparative-contrastive study of English-language film
title translation and interpretation into French, Russian and Arabic languages. A film title is
considered in the present research as a distinctive unit reflecting the socio-cultural context in
different parts of the world. This phenomenon is traced through several target languages by delving
into the often-encountered lexicon restrictions or polysemantic ambiguity and vagueness in addition
to linguistic relativity or worldview conditioned by particular social, cultural, historical, or other
references that are inherently familiar in the source language, yet foreign for target audiences as
well as figures of speech that may or may not have direct equivalents in the target language.

The relevance of the research paper lies in the need for a comprehensive study of film
titles and a description of their characteristic features as a subtype of onomastics. Like any proper
name, a film title marks the film. The title may evoke various associations, trigger different feelings
in the potential viewer and affect the perception of the film as a whole. Consequently, the name
plays a pivotal role on the fate of the film. In our research, we study English film title as a prototype,
and compare it to the title under which a film has been distributed in different countries to reveal
any discrepancies, wherefrom conclusions can be drown as to common patterns, tendencies and
translation approaches.

In the framework of film title translation, not only are the lexical elements of the source text
translated literally but also adapted to the culture of the intended audience with the purpose of
allowing for positive and productive understanding, which can be called a journey from one linguo-
cultural code into another. The translated title functions as a bridge between two or more socio-
cultural communities. Thus, film title translation plays an instrumental role in intercultural
communication as it reflects the socio-cultural context in different corners of the world through
various languages in their linguistic repertoires and ideological assumptions, such as specific
cultural and historical references.

The degree of development of the research problem. Over the course of the last two
decades, the phenomenon of film title translation discrepancies gained massive attention and has
been discussed under different perspectives on multiple social media platforms and forum websites,

yet these discrepancies are seldom studied in academic works.
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The scientific works of the following researchers contributed to the theoretical bases
of the present study: the Russian scientists (O. I. Aleksandrova, C. A. Alieva, V. E. Anisimov,
A.V. Antropova, V. N. Bezruchko, E. Zh. Bal'zhinimaeva, V. V. Vedineeva, V. E. Gorshkova,
A.V. Dyadyasheva, Yu.A. Evgrafova, E.V. Knysh, M.V. Kostyunina, I. Milevich,
Ya. E. Milyutkina, K.V. Pershina, Yu. N. Podymova, N. A. Frolova, G.T. Khukhuni, etc.)
and the foreign ones (D. Ailan, K. Arauzho, B. Vratislav, S. Dekhesdin, A. Ding, V. Leonardi,
F. Leklerk, R. Marich, K. Nord, P. N'yumark, Zh. Katto, M. Kadoret, Zh. Oberto, etc.).

Despite their valuable contributions, the above-mentioned researchers predominantly focus
on a single language of translation, which limits the holistic understanding of translation practices
that could be achieved through a multilanguage approach. Multilanguage approach applied in the
given research provides a more holistic view than studies that focus on only one language pair.

Our study provides a cross-linguistic analysis of film title translations across several
languages: French, Russian, and Arabic. We examine the nuanced interpretations of film titles
distributed in France and Québec for Francophone audiences, juxtaposing these with alternative
English-language titles used for international or localized releases. This comprehensive approach
offers a novel perspective on the complexities of film title translation across linguistically and
culturally diverse markets, the study addressing a gap in the literature on film title translation, which
has predominantly focused on binary language comparisons with limited descriptive outcomes
while ignoring the impact of context on title interpretation by potential viewers.

The object of the study is translation of English-language film titles into French, Arabic and
Russian, and their adaptation in the following aspects: structural-semantic considerations,
functional-pragmatic dimensions, linguocultural implications, and lexical-stylistic features.

The subject of the study is examination of translational strategies, methodologies, and
techniques employed in cross-cultural adaptation of cinematic appellations, as well as linguistic and
cultural mechanisms utilized to render film titles accessible and appealing to diverse target
audiences, while simultaneously addressing the commercial imperatives of international
distribution.

The hypothesis of the study is that translation of film titles is inherently influenced by the
sociolinguistic and cultural-historical contexts of target audiences. Divergences in film title

translations across international markets are not merely inevitable, but reflect complex intersections
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of semantic constraints, aesthetic considerations, and commercial imperatives. The choice of film
titles, both in the original and in translation or adaptation for international distribution, is
significantly shaped by marketing strategies and audience segmentation.

The aim of the study is to formulate a comprehensive linguistic analysis of film titles,
examining interpretation approaches and translation methods from English into multiple target
languages: French, Russian and Arabic; by comparing original English-language film titles with
their international counterparts, to identify common translation patterns and recent trends.

To achieve this goal, we accomplished the following objectives:

1) to formulate a lexical and semantic definition of a film title, analyze its structural-semantic
and functional-pragmatic aspects, as well as lexical and stylistic features;

2) to identify the linguocultural features of film titles, their influence on the translation
of film titles;

3) based on empirical data, to consider paradigmatic approaches to translating film titles
to identify genre-specific or audience-segment patterns;

4) to study the influence of social, historical and contextual factors on the interpretation
of film titles by viewers;

5) to analyze the practice of choosing alternative English-language titles for international
distribution under the influence of linguocultural differences in the countries of distribution;

6) to identify current trends in the use and translation of taglines as important elements
of film distribution;

7) to analyze the practice of translating film titles in film distribution regions representing
target languages (Russia, France and Quebec, Arab countries of the Maghreb and Mashreq) and
describe the factors influencing the choice of title translation strategy, as well as the choice
of tagline.

The data and methodology of the study. The study employs descriptive, comparative, and
contrastive analytical methods, alongside a comprehensive examination of empirical data sourced
from online film databases (e.g., IMDb) and official cinema websites. The empirical approach used
in our study includes both quantitative and qualitative analyses applied to a variety of sample data
and aimed at identifying emerging patterns and trends in the translation and adaptation of film titles

In recent years.
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The data of the study includes 253 English-language film titles of American, British, and
Australian production which have been released from the year 2000 to date. These film titles have
been studied from the standpoint of their translations into Russian, French and Arabic languages
as well as their semantisation and adaptations for overseas distribution. In some instances,
the translated titles are studied alongside with their respective taglines.

The selection of French, Russian, and Arabic languages as the target ones offers a rich
comparative framework for the research:

Linguistically, these languages employ varied alphabets and grammatical structures, adding
complexity to transliteration/transcription decisions. Different grammatical structures and
vocabulary impact how titles can be rendered.

Culturally, France, Russia, and the Arab world have distinct traditions that influence the
perception and marketing of English-language, primarily American, films. These regions have
varying degrees of Westernization/Americanization, affecting localization requirements. Historical
relationships with the United States may also impact translation choices.

Cinematographically, France, Russia, and the Arab world represent significant markets for
Hollywood, each with its own film industry tradition and audience expectations. France's cinephilic
culture, Russia's dubbing practices, and the tendency of the Mashriq and Maghreb regions of the
Arab world to retain English-language titles, the source of which is due to the historical influence
of France and England in these regions, provide contrasting contexts for film titles adaptation.

A comparative study conducted on the basis of several languages reveals how differences
in languages and historical and cultural contexts influence translation strategies, and traces
the linguistic, cultural and cinematic aspects that determine the choice of translation, considering
the linguacultural specificity of each language and the interpretation of the translation by its native
speakers, who are potential viewers.

Theoretical background includes theories and general statements:

1. In the field of translation theories: L. Venuti, J.P. Vinay and J. Darbelnet,
G. T. Khukhuni, A. Parshin, P. Mares, C. Nord, and E.A. Nida;
2. In the study of headlines: V.A. Belov, O.Y. Bogdanova, Y.V. Vedenova,

N. A. Veselov, N.V. Kojina, S.D. Kirijanovsky, E.A. Lazareva, A.C. Popov, L.A. Syrov,
V.M. Roginsly;
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3. In the field of onomatology: E. L. Berezovich, E. V. Knysh;

4. In the field of film title translation into different languages: C. A. Alieva,
A. V. Antropova, V. E. Gorshkova, E. V. Knysh, K. V. Pershina, Y. N. Podymova, N. A. Frolova,
O. I. Aleksandrova as well as foreign scholars, C. Araujo, J. Aubertot, F. Leclerc, C. Nord, A. Ding,
R. Marich.

In the Russian-language research segment, significant contributions to the study of film title
translation are made by the works of such scholars as V. E. Anisimov, V. N. Bezruchko,
E. Zh. Balzhinimaeva, V. V. Vedineeva, V. E. Gorshkova, A. V. Dyadyasheva, Yu. A. Evgrafova,
M. V. Kostyunina, I. Milevich, and Ya. E. Milyutkina, focusing primarily on the Russian language
and its lingo-cultural contexts.

V. E. Anisimov examines the structural and pragmatic features of film titles, taglines, and
posters as elements of film text. A. V. Dyadyasheva emphasizes the importance of lexical choices
and cultural understanding for effective translations between English and Russian audiences.
Ya. E. Milyutkina's work highlights translation strategies specifically designed for Russian-
speaking audiences, while 1. Milewicz provides a comprehensive analysis of translation strategies
that consider both commercial and cultural dimensions. M. V. Kostyunina examines the adaptation
of film titles, focusing on idioms and metaphors relevant to Russian culture. E. V. Knysh's
onomastic contributions identify film titles as a unique area of study, offering insights into
the linguistic characteristics of titles in English and Russian. V. E. Gorshkova's comparative
analysis of English and French film titles translated into Russian underscores the significance
of cultural and linguistic features, stressing the preservation of original meanings. V. V. Vedineeva
investigates the influence of cultural and linguistic factors on the perception of translated film titles,
and V. N. Bezruchko explores stylistic considerations in the translation of English-language titles
into Russian. E. Zh. Balzhinimaeva identifies key strategies in translating English titles into
Russian, while O. 1. Aleksandrova illustrates the challenges and strategies involved in adapting titles
across diverse linguistic and cultural contexts. The works of Yu. A. Evgrafova are devoted to
the study of semiotic structures of screen texts in cinema, on television and on the Internet.

It is important to mention the importance of context and cultural aspects of language in

translation, deeply covered in the works of G.T. Khukhuni; the methods and approaches
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he developed help translators more accurately adapt film titles to the target audience, considering
both the lexical and cultural features of the language.

Foreign academic literature on film title translation has been significantly advanced
by international scholars who explore various language pairs and their lingo-cultural contexts.
Notably, Vanessa Leonardi's 2011 study, "Translating Film Titles: Linguistic Skills, Cultural
Awareness or Marketing Strategies", highlights the intricate balance required between linguistic
precision, cultural relevance, and marketing effectiveness in translating film titles from English
into Italian. Similarly, Ding Ailan applies Peter Newmark’s Communicative Translation Theory to
the Chinese context, while Berdis Vratislav conducts an in-depth linguistic analysis of English film
title translations for the Czech audience. Contributions from Carla Araujo and Jacques Catteau
further enrich the discourse by examining Spanish and French translations, respectively.

Notably, there has been an increase in the adoption of English titles within non-English-
speaking markets, particularly in France and other French-speaking European nations, initially
highlighted in the French journal Le Monde in 2008, coinciding with the rise of this practice.
Subsequent research contributions from authors such as Cécile Dehesdin (2010), Fabrice Leclerc
(2014), and Martin Cadoret (2017) further explore the complex interplay of language, culture,
and the film industry, providing a critical examination of this phenomenon.

As a result of the growing popularity and mass consumption of predominantly American
cinematography, the demand for the translation of English-language films into various languages is
becoming more and more pressing. Alongside with feature films, the translation of film titles is of
particular significance since it is the first and foremost facet that potential viewers learn about any
cinema production. A film title is by definition a concise statement (i.e. a premise) that provides
insights into the genre and storyline of a given film, the main purpose of which is to spark
the interest of the prospective audience in order to achieve a wider viewership. Accordingly,
the title of a film plays a pivotal role in the performance of cinema production on the market.

A film title in scientific literature is referred to as “filmonym”. Even though the term
filmononym has not yet become widespread in linguistic studies, it can hold its place in the study
of onomastic terminology, since it has a word-formation structure that involves basic elements,
where the first one film denotes the object, and the second component onym means “proper name”,

cf. anthroponomy, zoonym, toponymy, metonymy, ethnonym, phytonym, etc. Filmonyms are
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slowly gaining recognition as a branch of onomastic studies as it has been referred to as such in
some recent publications.

Upon contrasting the translations of a given film title into different languages, notable
discrepancies are perceived, namely between original title and its translation. Considering the fact
that language and culture are closely intertwined, film title translation could turn into a pressing
problem for interpreters. A translator must capture the semantic multidimensionality of the original
title; a number of cultural-semantic and functional-pragmatic aspects have to be taken into
consideration since a film title may accommodate several latent meanings, such as associations,
connotations, collocations, correlations as well as implications with particular geographical
or historical contexts, etc. Film titles may also reflect symbolic values and bear cultural significance;
therefore, cultural and national assimilation of the original text is advisable in the process
of translation. Several other discrepancies are further stemming out of the intersection of aesthetic
discourse and commercial ambitions, trademark integument, censorship, etc.

The novelty of the study lies in:

1) the unique, comprehensive, contrastive analysis of film titles across four linguistically and
culturally diverse languages: Russian, English, French, and Arabic, highlighting the inextricable
link between language and the sociolinguistic and cultural-historical context of the countries where
the films are released:;

2) revealing consistent trends and patterns in film title translation practices as well as
the traditions of using taglines depending on the country of distribution;

3) identifying discrepancies between the translations of English-language film titles
into French for distribution in France or other European French-speaking countries and the titles of
films intended for French-speaking audiences in Quebec, influenced by cultural, legal, and linguistic
factors.

The theoretical implication of the study lies in elucidating the structural-semantic and
linguo-cultural characteristics of English film titles, along with their translations and adaptations.
Employing English film titles as prototypes, the study illuminates cross-cultural disparities in titling
practices, identifying prevalent region-specific patterns, trends, and translation strategies.

The dissertation study examines the process of translating film titles from English into

French, Russian and Arabic, exploring the linguistic, cultural and cinematic aspects that influence
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these translations. The data, clarifying the impact of socio-cultural context on film titles translation,
may be of interest to related disciplines. The results of the study, once again, confirm the existence
of an obvious interdependence between language and culture and emphasize the importance
of interdisciplinary methodology that allows us to look at language and its usage from different
angles and find an explanation for the identified differences.

The findings clarify the complex interplay between linguistic fidelity, cultural resonance, and
market considerations in the process of localizing film titles. This research contributes to the fields
of modern linguistics, translation studies, dialectology, cultural studies, socio- and
psycholinguistics, and linguistic ethnography, as well as to film studies, enhancing understanding
of the nuanced decision-making process in adapting cultural products for international audiences.

The applied significance of the present film title translation study presents significant
interdisciplinary implications, bridging cinema, international marketing, cross-cultural
communication, and translation studies.

The findings offer a robust foundation for future research and have practical applications in
the areas such as localization, international marketing, and cultural adaptation. By examining
the nuances of title adaptation, this study contributes to a more sophisticated understanding of
consumer behavior across cultural contexts, informing decision-making in film production and
localization. This research elucidates the intricate process of adapting linguistic and cultural
elements for diverse international audiences, offering valuable insights that can enhance
international film distribution and marketing strategies. Ultimately, this investigation not only
deepens our understanding of cross-cultural communication complexities but also offers practical
guidance for optimizing international cinema distribution practices, potentially influencing the
broader landscape of international media consumption and cultural exchange.

Furthermore, the study's methodology could be adapted to analyze similar phenomena
in other media forms, potentially broadening our understanding of linguistic and cultural dynamics
in international entertainment.

The findings serve as a crucial pedagogical resource for training translators and media
professionals, fostering improved practices in content localization. Academically, this research
advances the discourse on translation theory and practice, particularly within audiovisual media.

The propositions to be defended are the following:
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1. Film title translation is highly context-dependent, reflecting the intricate interplay between
language, socio-cultural backgrounds, and historical contexts of both source and target audiences.
Linguistic constraints often necessitate cultural adaptation to ensure clarity and resonance of
the translated title.

2. Film titles possess metonymic properties, serving as a synecdoche for the entire cinematic
work. Analogous to a proper name, a film's title significantly influences the reception
and commercial fate of the film. Moreover, titles can embody symbolic value and cultural
significance, evoking associations and emotions in the audience.

3. Discrepancies in film title translation stem from a complex interplay of factors, including
linguistic limitations, cultural nuances, and the tension between artistic integrity and commercial
Imperatives. These variances reflect the challenges of balancing fidelity to the original with market
demands in different cultural contexts.

4. The translation process prioritizes demographic segmentation and genre preferences of the
target audience, aiming to craft titles that are not only linguistically appropriate but also
commercially viable. This approach recognizes films as cultural products whose success
Is contingent upon effective branding and marketing strategies.

5. The practice of film title translation exhibits notable trends and patterns, including
the increasing tendency to retain or adapt English titles in non-English speaking markets, reflecting
the international influence of Anglo-American cinema and changing linguistic landscapes.

6. Translation strategies for film titles extend beyond literal translation, encompassing
techniques such as transformation, substitution, and creative adaptation. These approaches aim
to overcome linguistic and cultural barriers while preserving the essence and appeal of the original
title.

The reliability and validity of the study results are confirmed by a critical analysis of
a significant volume of scientific literature on the topic of the research, as well as a comprehensive
analysis of solid empirical material, conducted using a set of modern research methods of both
qualitative and quantitative nature. The reliability of the study is also ensured by a large-scale study
of Russian and foreign theory and practice of translating film titles, which made it possible

to identify the absence of studies based on more than two languages, and, accordingly, the use
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of material from four languages (English, French, Russian and Arabic) as a research base, and
the publication of original scientific articles.

The approbation of the study. The theoretical and practical research results were discussed
in 7 scientific articles, 3 of which are in the journals recommended by VAK. The results of the study
were presented at 4 international scientific conferences: (1) 10th International Conference on
Research and Methodology “Actual Problems in Modern Linguistics and the Humanities”
(Moscow, RUDN University 2018), (2) International scientific conference of VV Novikov readings
"Functional semantics and linguosemiotics" (Moscow, RUDN University 2019), (3) International
scientific and practical conference of young scientists “Languages, peoples, cultures” (Moscow,
RUDN University 2017), (4) 3rd International Scientific Conference “Social and Cultural
Transformations in the Context of Modern Globalism” (Grozny 2020).

The research work consists of an introduction, three chapters with conclusions, a general
conclusion, and a bibliography (290 sources). The total volume of the dissertation without

application is 192 pages.
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MAIN CONTENTS ON THE STUDY

The Introduction presents an overview of the research topic, highlighting the components
of the research, stating the theoretical foundations, demonstrating the novelty of the research,
defining the object and subject of the study, emphasizing the aim and specific objectives, identifying
the methods and methodology of the study, and acknowledging the theoretical and practical values.

Chapter 1 “Theoretical Bases of Film Title Translation” explores the theoretical
background of the topic, focusing on the main theories involved in the study. It discusses the concept
of the film title and its connection to onomastics studies, its lexical features, different functions, as
well as various approaches to film title translation and the factors to be considered, paying special
attention to the intersection of both aesthetic discourse and commercial ambitions that are present
in film titles.

Film title has metonymic properties, as it is used to refer to the entire film. In many cases,
it is equated with a proper name because it has some common characteristics. Name is never
arbitrary, as it always evokes associations on the recipient’s part. Titles can accommodate several
latent meanings because they may, for instance, be characterized by symbolic value with cultural
significance. Titles must therefore be studied from a contextual perspective.

The greatest challenges in film title translation are stemming from the intersection of both
aesthetic and commercial discourses present in the title. From an aesthetic point of view,
a film title can include some rhetorical methods such as metaphor, rhyme, personification,
onomatopoeia, etc. An evocative title can be the most effective element of a large-scale advertising
campaign. This is because it is always brought to the fore; displayed on billboards,
in TV commercials, online or in printed ads, and so on. Graphic design has also proven to be
relevant. From the smallest details, for example, the color tones chosen or the characteristics of the
font of the text.

It has been proven that a film title plays a decisive role in the promotion of a film, which is
why film distributors take it very seriously. When a film is distributed abroad, it is preferable
to keep the original title, as it has proven itself in the country of origin. Nevertheless, most film
titles are significantly changed when they are translated from one language to another. A film title

can have many variations in different languages and even in the same language in different regions
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of distribution. Still, the original distributors must approve the new title beforehand. We have
discussed this matter and given numerous examples of film title discrepancies.

There could be several reasons for the differences between the original title and
its translation. The linguistic restrictions in the target language prove to be quite an obstacle.
Consequently, the translator must resort to other methods in order to fill the semantic void with
the help of the tagline. Otherwise, the translator must renounce on literal translation and find another
expression in the target language that incorporates other aspects of the target language that are
familiar to the recipient’s culture, but the new title must still convey the same message as
the original. This is a clear approach to domestication because the translated title will be interpreted
by the target audience as if it had been translated in the first place. In the case of the complete
absence of a concept in the target language, component analysis could be of substantial support.
It compares all semantic properties and thus determines the closest equivalent in the target language.

The choice between a literal and free translation has been highly debated since the dawn
of time. According to E. Nida and L. Venuti, a translator must look beyond the text in order
to deconstruct it on an intratextual level and decode it on a referential level. In doing so, they must
evaluate specific cultural elements, idioms, puns and figurative meanings in order to achieve
a thorough understanding of the source text and produce a translation that not only conveys what
the words mean in a given context, but also reproduces the same effect of the original text within
the semantic constraints and linguistic repertoire of the target language.

In other words, we are talking about dynamic equivalence as a sense-for-sense translation
(translation of the meanings of phrases or whole sentences) with a view to readability, and formal
equivalence as a word-for-word translation (translation of the meanings of words and sentences
in a more literal way) while maintaining word fidelity.

In addition, it is necessary to take into account the ethical and psychological characteristics
of the audience, their behavioral conventional image, that can be very utterly disparate in different
countries - sometimes the text that makes the inhabitants of one country smile causes confusion and
even anger in other countries. Therefore, it is essential to consider the traditional national and social

characteristics as well as the behavioral stereotypes of the audience.
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Accordingly, a comprehensive study of the different features of film title translation is
required in order to reveal the reasons behind these discrepancies as well as to discover any possible
patterns and tendencies in this practice.

In this regard, in Chapter 1:

1. The main film title lexical components have been observed: character, setting (place and
time of action) and plot.

2. Three factors have been confirmed that must be considered in title translation (according
to E. Nida): nature of message, purpose, and type of audience.

3. Title functions have been considered and illustrated by the examples from modern
cinematography (according to E. V. Knysh and Y. V. Vedenova’s classification): nominative,
communicative and advertising, aesthetic.

4. The traditional classification of translation procedures has been examines (according to
Jean Paul Vinay and Jean Derbelnet): literal translation, calque, equivalent, borrowing,
transposition, modulation and adaptation.

5. It has been revealed that the translation of a film title may result in: literal translation,
transformation or complete substitution.

6. The main approaches within contemporary translation theory have been studied and
applied to film title translation.

From a philological perspective, translation is considered as literary endeavor, because
words are emotionally charged. At the beginning of the 20th century, Russian structuralists, British
functionalists and anthropological linguists in the United States changed their preference from a
translation focused on formal features to symbolic code as an internal part of culture.

From a linguistic point of view, translation is seen from the viewpoint of its basic
constituencies: words, syntagms, phrases, clauses, and sentences.

One major advantage of socio-semiotic insight is that it involves all types of codes and sign
systems used in any human society. In the present research, besides the title, we analyze secondary
components that play an important role in the perception of motion picture: poster and tagline,
the choice or inscription and its color as well as the background of the film poster. The overall first

impression of a film is based on the set of main features of the film poster or trailer that have been



16
discussed in a previous section. The recipient receives several subliminal codes starting from the
title to the imagery and the choice of shade.

Chapter II “Context-Related and Linguo-Cultural Specificities of Film Title
Translation and Adaptation” is a detailed analysis of film title discrepancies, including structural-
semantic, functional-pragmatic, and linguo-cultural specifics, highlighting that language mirrors
culture as well as other extra-textual reasons for the translation discrepancies that are observed.

For example: “Zootopia” (USA) (Produced by Clark Spencer, directed by Byron & Howard
Rich Moore, distributed by Walt Disney Studios Motion Pictures, 2016) is an American 3D
computer-animated comedy film which becomes “Zootropolis” in UK and Ireland “Zoomania” in
Germany. The Walt Disney Company officially explained the reason for changing the film's title by
saying that for the UK release, a unique title was chosen that would appeal to a British audience.

A compound “Zootopia” is the merger of two words: zo and utopia, that means ‘virtuous
city’. In most European countries, the film title and the city are referred to as “Zootropolis” (a word
combination from zoo and metropolis). A possible reason for the renaming according to the British
press is the existence of a registered trademark of a Danish Zoo in Europe. The change of the film's
title necessitated changing its reference in the film itself, i.e. the title "Zootopia" was replaced
by the title "Zootropolis". Several scenes mentioning this word in the language landscape had
to be reshot for the same reason. “Zootropolis” or “Zootopia” was renamed as “Zoomania”
in Germany due to the copyrights of Kay Fischer, who wrote a book in 2010 with the similar title
“Zootropolis”. The film is also titled “Crazy Animal City” (back translation) in China. Other
English-speaking countries including Australia, the Philippines, and South Africa used the original
US title.

Language reflects culture. The socio-political, socio-economical, socio-cultural conditions,
as well as customs, values and traditions of a nation, their worldview, psychology, etc. promote the
emergence of concepts that are absent in the languages spoken by other communities. In linguistics
and translation studies, these concepts are referred to in as ‘realia’.

Phraseologies or multi-word lexical units are in certain instances equated to realia. They are
defined as notion-related or fixed expressions such as clich¢, proverb, idioms, collocation, phrasal
verbs, which can be either bound or free word combinations. Collocations or free word

combinations are usually translated using calques (word-for-word). However, translating fixed
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expressions is more challenging, it requires in-depth linguistic analysis and consideration of cultural
characteristics.

We have studied a number of English film titles been released under alternative English titles
on an international scale to explore film title discrepancies so that to reveal factors that promote
film title discrepancies in the process of film title changing while translating. We have also
addressed another valuable part of any film branding strategy — tagline (slogan). Many taglines are
reiterated phrases that come after the title and are associated with a specific film. A catchy slogan
is particularly effective for upcoming films that require advertisements to spread awareness and
information the prospective audiences about new films.

We analyzed several tagline types with accompanying examples from famous films:
the differentiation tagline, the informational tagline, the results-oriented tagline, the value-focused
tagline, the audience-targeted tagline and the "brand awareness" tagline. The final choice depends
on the marketing goals and demographic segmentation of the intended audience.

Examining film title translation and tagline parallelism brought us to revealing that if
the film title lacks some information that is judged critical about a film product or its storyline after
being translated, then that information could be mentioned in the tagline. Some rare films have no
tagline in their domestic release but do adopt one for clarification in international releases. On the
other hand, some films may have an abundance of taglines but omit them when distributed under a
descriptive title overseas.

A study of the translation of film titles and its parallelism with the taglines selected for the
films revealed a number of regularities. In Russian distribution, word-for-word translations of titles
prevail, with information losses being compensated for by a new slogan. In contrast, in French-
speaking regions (France, Quebec), English-language films more often receive new titles, but one
of the original taglines is often translated literally. In Arabic-speaking countries, there is a tendency
to omit slogans altogether. Nevertheless, it should be emphasized that each case requires an
individual approach, as there are no universal rules and there are exceptions to general trends.

Translated with DeepL.com (free version)The success of a film is influenced by a correctly
chosen slogan, which will be associated with the film during the distribution. Let us consider as an
example the film “Brave” (USA) (Produced by Katherine Sarafian, directed by Mark Andrews &
Brenda Chapman, distributed by Walt Disney Studios Motion Pictures, 2012):
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Film name Country of distribution Tagline
“Brave” the USA and internationally “Change Your Fate”
“Rebelle” France, Quebec and Belgium “Changez Votre Destin Le 1 Aout”
chetie (Eng. “Rebellion”) (Eng. “Change your destiny August 1"
Xpa6 «M3menu cBoro cynp0y netom 2012y
«Apadpait Russia (Eng. “Brave heart”) (Eng. “Change your destiny in summer
cepamemMm» 2012”)

Arabic-speaking countries

I3 5 jos g
12 20 Bsha (Eng. “The legend of Merida™)

No tagline

The Arabic translation of the title is a descriptive one. It might be the reason that a tagline
was deemed excessive. Unlike the original title and its variants, it involves the name of
the protagonist — “Merida” (Transliterated in Arabic letters).

The film title was translated into Russian as “Xpaépas cepouem> (Eng. brave heart). The
distributers in Russian did not fear confusion with another American film that has a very similar
title “Xpaopoe cepoue” (Eng. Braveheart) (Produced by Mel Gibson, Alan Ladd Jr. & Bruce
Davey, directed by Mel Gibson, distributed by Paramount Pictures North America & 20th Century
Fox International, 1995).

The taglines of both Russian as well as French releases are consistent with the original one
yet they both added the date of expected release. Russian one mentioned a rough period — summer
2012. In contrast with the French, that went as far as to provide the exact date — August 1.

While studying the parallelism of film titles and their taglines, certain trends were identified.
For example, when translating or borrowing a film title in French and Quebec distribution,
preference is almost always given to translating one of the taglines from the original language, in
contrast to Russian distribution, where most film titles are translated literally, but almost always a
completely new tagline is used, which is not a translation of the original. The titles, which differ
from the English-language original and intended for domestic distribution, are accompanied

by a new tagline in Russian, French and Quebec distribution.
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The material for the thesis includes the movies of six major genre categories: thriller,
romance, action, drama, comedy, and animation. The movies were released during 1995-2015.

Table 1 provides the information about the movie titles and taglines to compare and contrast
the parallelism in film title and tagline translations. Most American films included in the table have
at least three different taglines on average. The number of taglines was reduced to comprise only
the ones that somewhat match the taglines of the same film in Russian and French languages for
relevance reasons.

We gathered the information on the 12 movies from four popular movie websites: IMDb

AlloCiné Kunollouck

(https://www.imdb.com), (https://www.allocine.fr),
(https://lwww.kinopoisk.ru/), and VI (https://www.ivi.ru/). These films have been selected at

random and excluded only films that featured proper names.

Table 1. Parallelism of Film Tagline and Title - extract

Original film Russian film French film Quebecois film
tagline tagline tagline tagline
Braveheart Xpaopas cepauem Braveheart Cceur vaillant

“Every man dies, not

3 | every man really lives”

«Bce ymuparor, HO
HE BCE KUBYT I10-

“Un seul homme
pouvait défier le

“Un seul homme
pouvait défier le

5 “Change one thing,
Change everything”

«M3MeHu1Ib 0J1HO,
U3MEHHUTCS BCEY

«changer une
chose...change
tout»

“What kind of man ACTOAIIOM Y Roi g
would defy a king?” teMy
The Butterfly Effect | Jdbderr 6a6oukn L'Effet papillon L'Effet papillon

«changer une
chose...change
tout»
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Table 2. Parallelism of Film Tagline and Title (back translation) - extract

Original film Russian film French film Quebecaois film
tagline tagline tagline tagline
Braveheart

“Every man dies, not Brave Heart [t] Braveheart*
every man really “Everyone dies, but « Valiant heart [t]
e ; Only one man .
lives not everyone lives could defv the King” No tagline
“What kind of man for real” y g

would defy a king?”

The Butterfly Effect
“Change one thing,
Change everything”

The Butterfly
Effect [t]
“Change one thing,
everything will
change”

The Butterfly
Effect [t]
“To change one
thing, changes
everything”

The Butterfly
Effect [t]
“To change one
thing, changes
everything”

* the original title was unchanged.

[t] the title is translated.

The three tables below reflect the numbers of releases in Russia, France separately.

Table 3. Numbers of data collected from Table 2 in Russian distribution

Discrepant title Translated title Tagline number
Tagline match 1 2 3
New tagline 3 6 9
No tagline 0 0 0
Title number 4 8 12

Table 4. Numbers of data collected from Table 2 in French distribution

Discrepant title Translated title Tagline number
Tagline match 1 3 4
New tagline 5 2 7
No tagline 1 0 1
Title number 7 5 12

Table 5. Numbers of data collected from Table 2 in Quebecois distribution

Discrepant title Translated title Tagline number
Tagline match 1 2 3
New tagline 3 4 7
No tagline 1 1 2
Title number 5 7 12
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The results of the study on film title and tagline parallelism are as follows:
- discrepant titles are most likely to adopt a new tagline in all three releases;
- translated or borrowed titles in French and Quebecois releases almost always translate
one of the taglines provided in the original language;
- in Russian release, most titles are translated literally; nonetheless, they almost always
adapt a new tagline;
- descriptive titles are less likely to require a tagline at all;
- if a French film title translation does not match its Quebecois variant, the taglines
nevertheless are identical or very similar in meaning.

Chapter III “Functional Pragmatic Data Analysis in Film Title Translation” provides
the research results obtained using an empirical approach, which involves both qualitative and
guantitative analysis of samples from different sources (Internet movie database (IMDDb), official
web pages of cinemas). The data collected have been studied with the purpose of observing progress
and new patterns or trends within the last decade. The research also involves a comparative and
contrastive analysis of the linguistic properties of film title translations and/or adaptations and their
prototypes to reveal any similarities, common patterns, or specific approaches primarily based
on film tagline, genre, or context.

In this chapter, we have outlined primary methods for translating film titles: literal
translation; transformation (both addition and omission); replacement (total or partial). Our research
involved discrepancies not only in the translation of film titles, but also of a given title within
the same language, such as French, as many films are distributed in different areas under discrepant
titles. We compared the titles of American films that are distributed in France and Quebec
(a large French-speaking area in Canada).

We identified three main practices:

1) keeping the original American title;

2) translating the title into French;

3) paraphrasing / re-titling the title once again in English.

The bar graph below shows the results of a comparative study aimed at identifying
the preference for using a particular translation method and its growing popularity over the years

among distributors for French-speaking audiences in France.
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When comparing the number of film titles that were not translated into French but were released under

their original English title, we note that between 2017 and 2019 in particular there was a 20% increase.
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The number of films reworded from their original English titles, that is, adapted to make
them easier to understand for French-speaking audiences peaked in 2018, but has already halved
in 2019. Thus, the practice of translating movie titles from English into French is losing popularity
in France. Most American films distributed in France are nowadays released under English titles
(adapted or unaltered) reflecting an undeniable growth in this new trend.

A film title, translated, adapted, or unchanged must satisfy several imperative requirements.
The chosen title must be comprehensible and intelligible to the target audience. The affinity between
the title and the cinema product must be ensured. In other words, the title of a film must have
a direct connection with the storyline of the film. The film title must be appealing and subsequently
marketable.

The combined film genres that are reflected in the original title posed a problematic factor
in the translation of film titles. The choice of the film's title depends on the preferences of potential
viewers depending on their age and gender. Research has shown that drama and comedy are two
film genres that may lose interest and value when translated into a language reflecting a distant
cultural background.

In view of the problems of intercultural communication considered, the choice
of the translation approach intended to convey the direct or latent meaning(s) of English film titles

that illustrated this chapter, with very few exceptions, was mainly determined by the peculiarities
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in perception and associations of prospective viewers. Therefore, it is imperative
for the international potential to be factored in the process of selecting a quintessential film title.

On the other hand, film sequels and franchises have proven to be the most advantageous on
the market, mainly because of the already established fan base and branding, and a familiar film
title. The titles given to new sequels are usually simply numbered or extended by descriptive of the
new series of events that occur in the new sequel. Audiences have shown preference for the latter.

The literal translation of film titles has been proven ineffective (K. Nord, L. Venuti,
M. V. Kostyunina, etc.). Translating a film title is challenging, keeping in mind that language and
culture are closely intertwined. One must capture the semantic multidimensionality of the film title;
otherwise, there will be omission of content as in “Knight and day” (USA) (Produced by Cathy
Konrad, Todd Garner & Steve Pink, directed by James Mangold, distributed by 20th Century Fox,
2010) that was translated as “Night and Day” into quite a few languages for lack of lexical
components that are homophones, as in Knight and Night in English. Note that most film title
translation challenges are caused by certain layers of vocabulary, which include realities,
phraseological units, individual and occasional word creation, nonce borrowings, etc.

The title under which a film is released overseas is the result of collective work. Translators,
advertising, PR companies and the distributors are involved in the final decision regarding a new
film title. They must ensure that all semantic and pragmatic particularities are under evaluation.

When a film title involves a proper name that carries specific cultural connotations
understood only by the inhabitants of a specific geographical location, a simple transliteration
of the name would be insufficient to transmit the semantic multidimensionality of the original film
title. The title of a motion picture has an intercultural communication component as it plays
a noticeable role in transmitting the sociopolitical and cultural situation in the country of origin
as well as the target country.

Thus, a film title must be clearly branded and shaped for a specific audience. A translator
must look beyond the text of the title itself, deconstruct it on an intra-textual level and decode it
on a referential level in order to achieve a thorough understanding of the source text and embark
upon creating a translation that recreates the same impact of the original title on the intended

audience.
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Film titles encapsulating the essence of cinematic works, serving functions from branding
to audience engagement. We define a film title is a brief summation of a film in one or very few
words that introduces movie-goes to the subject matter of the story. The given comparative study
of film title translation on the material of four languages (English, French, Russian and Arabic)
brings to the conclusions that confirm the hypothesis of the research that the translation is influenced
by sociolinguistic and cultural-historical context of the target audience countries.

The findings indicate that while retaining original film titles during international distribution
can be effective, many titles undergo substantial modifications. This trend underscores
the complexities of adapting titles, particularly for sequels and franchises, which tend to perform
better with extended titles rather than numeric identifiers.

In examining film title translation practices, particularly in the context of American films
distributed in France, a growing trend emerges where films are released under their original English
titles or simplified English titles for better comprehension, reflecting the non-Anglophone nature
of the French audience. In contrast, Quebec's legislative efforts aim to preserve the French language
amid a predominantly English-speaking environment, leading to notable differences in film
distribution practices and title translations influenced by cultural, legal, and linguistic factors.

By comparing American film titles that are translated into French for distribution in France
or other European French-speaking countries to those intended for Quebec, we observed significant
differences within the same language influenced by cultural, legal, and linguistic factors.

The study outlines common tendencies in film title translation and tagline parallelism across
markets. For instance, translated or borrowed film titles in French and Québécois releases often
incorporate elements from one of the original taglines, whereas Russian distribution tends to favor
literal title translations with adapted taglines.

The success of a film depends not only on a marketable title, but also on a tagline. Discrepant
titles typically introduced new taglines across French, Quebec and Russian releases. The
employment of taglines is entirely disregarded during the distribution of American films in nations
where Arabic serves as the primary language, as the translation of titles into Arabic is the sole focus
during this process.

Russian translators apply literal translation, transformation, and complete replacement.

Literal translation is preferred when the original title lacks culturally specific elements, while
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transformation enhances meaning or compensates for inadequacies in literal translations. Complete
replacement is common for culturally bound references or idiomatic expressions.

In the Arab world, particularly in the Gulf states, the distribution of English-language films
often relies on Arabic subtitles, with many films remaining untranslated due to high English
proficiency among audiences. Exceptions are made for children’s films and documentaries, which
are more likely to be translated.

In contrast, the Maghreb region, influenced by historical ties to France, is a consumer of the
same cinema products that are intended for France, reflecting economic disparities between regions,
where only wealthier segments of the Gulf states can afford to invest in translation efforts into
Arabic. The translation landscape in the Arab world exemplifies a complex interplay of cultural,
historical, and linguistic factors, necessitating careful strategies to effectively engage local
audiences.

The insights gained from this research provide a valuable framework for future translation
practices, emphasizing the importance of adaptive strategies that consider cultural sensitivities and

market dynamics to effectively engage diverse audiences.

The main results of the present research were published in the subsequent articles:

Research articles published in the VAK RF sources:

1. Krasina E. A., Rybinok E. S., Moctar A. Film Naming: Book Titles and Film Titles //
RUDN Journal of Language Studies, Semiotics and Semantics. — 2020. — Vol. 11. — N. 2. — P. 330-
340. doi: 10.22363/2313-2299-2020-11-2-330-340.

2. Krasina E. A., Moctar A. On Film Titles: Translation or Retitling? // Bulletin of Moscow
Region State University. — 2020. — No. 2. — P. 283-296. DOI 10.18384/2224-0209-2020-2-1014. —
EDN NEINVL.

3. Mokrap A. IlepeBogueckue CTpaTerud TMeEpeJayd CMBICIOB COKpalleHHH B
PYCCKOSI3BIUHBIX Ha3BaHUSAX KHHOKAPTHH Ha pycckoM si3bike (Translation strategies aimed at
conveying the meaning of abbreviations present in English movie titles to Russian) // CoBpemenHoe
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Pabora BrimonHeHa Ha kadeape pycckoro s3bika Ne2 MHcTuTyTa pycckoro sizbika deaepanbHOro
rOCyJJapCTBEHHOT'O aBTOHOMHOI'O 00pa30oBaTEIbHOI0 YUpeKIeHUs Bblcuiero oodpasoBanus «Poccuiickuit
YHUBEPCUTET IpykObl Hapo1oB umeHH [latpuca JIlymymOsr» (PYIH).

Hay4Hblil pyKOBOAUTE/Ib:
KynoBcku Mapuna Hukos1aeBHa

kangunat gunonorunueckux Hayk (10.02.04), noueHT, 3aBenyromias kapeapoit pycckoro si3pika Ne2
HNucturyra pycckoro s3eika @PIT'AOY BO «Poccuiickuii yHUBEpCUTET JpYyKObI Hapoa0B uMmenu [larpuca
JIymyMOBI».

OdunuanbHbie ONMOHEHTHI:
Xyxynu I'eopruii TeiimypazoBuy

noktop ¢uionornyeckux Hayk (10.02.19), mpodeccop, mpodeccop kadenpsl Teopuu s3bIKa,
AHTJIUCTUKYU U npukiIagHoi TuHrBUCTUKY PI'AOY BO «["ocynapcTBEHHBINM YHUBEPCUTET MPOCBEILIECHUS»
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noktop ¢unonorndecknx Hayk (10.02.19), nouent, mpodeccop kadeapsl pekiambl, CBI3CH C
OOIIECTBEHHOCTHIO U JJMHTBUCTUKU T'yMaHUTapHO-TipukiagHoro naetutyra ®I'bOY BO «HanmonanbHbii
uccienoBarenbckuil yauusepeuteT «MOW»

AnucumoB Biaaguciaas EBrenreBnyu

karmuaar guronorndeckux Hayk (10.02.05), nonenT xadenpsl dhpaniysckoro s3eika PIAOY BO
«MOCKOBCKHI TOCYJapCTBEHHBIN HHCTUTYT MEKIYHAPOIHBIX OTHOIIEHUH (yHHBepcUuTeT) MUHHUCTEPCTBA
MHOCTpaHHbIX Aes Pocculickon Penepanymn»

3ammra cocrontest «1» Hos0ps 2024 rona B 16 gacos 00 MUHYT Ha 3aceaHUU AUCCEPTAIIHOHHOTO
coseta [IJIC 0500.006 npu ®T'AOY BO «Poccuiickuii yHuBepcuTeT apyk0bl HaponoB uMmenu Ilarpuca
JIymymOb1» 1o agpecy: 117198, Mocksa, yn. Muknyxo-Maxknas. 10/2A, ayn. 535.

C muccepranueil MOXKHO O3HAKOMHUTBCS B YUueOHO-HAyyHOM HH(GOPMAIMOHHOM OHMOINOTEYHOM
uentpe (Hayunoit Oubmmuorexke) ®I'AOY BO «Poccuiickuili yHHBEpCUTET IpyKObl HapOJOB HMEHU
[Tatpuca Jlymym6s1» 1o agpecy: 117198, r. Mocksa, yn. Mukinyxo-Makias, 6.

OOnsBiIeHKE O 3aUIUTe U aBTOpedepar auccepTaluy pa3MelleHsl Ha caiftax: http://vak.ed.gov.ru u
https://www.rudn.ru/science/dissovet/dissertacionnye-sovety/pds-0500006.

ABTOpedepaT pa3ociaH « » 2024 ropa.

VYuenslii cekperappb aucceprarmonsoro cosera [IJIC 0500.006,

KaHIUJaT (PUITOTOTHYECKUX HAYK, TOIEHT C. C. MuxkoBa
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OBLIAS XAPAKTEPUCTHUKA PABOTbBI

Jluccepranusi TPEACTaBIsIET COOOW CPaBHHUTEIBHO-COMOCTABUTEIBHOE HCCIICIOBAHUC
MEPEeBOJIa U MHTEPIPETAIMHA AHTJIOS3BIYHBIX Ha3BaHUU (DUILMOB Ha (PpaHIly3CKHA, PYCCKUU U
apaOckwuii si3p1ku. Ha3zBanue puiibMa paccMaTpuBaeTCs Kak OTIIMYUTEIbHAS €IMHUTIA, OTPAXKAIOIIAsT
COIIMOKYJIBTYPHBIM KOHTEKCT B pa3HBIX CTpaHaX MHpa. OTO SIBICHHE WCCICHAyeTCsS B
BBIIIICYITOMSHYTHIX IEJIEBBIX S3BIKAX MYTEM YTIAyOJCHHsS] B 9acTO BCTPEUAIONTUECS JIEKCHUECKUE
OTPaHWYCHUS WJIH TMOJUCEMAHTUYCCKYI0 HEOJHO3HAYHOCTh, a TAaKKe JIMHIBUCTHYECKYIO
OTHOCUTEIIBHOCTh WJIM KapTUHY MHUpPa, OOYCIIOBIEHHYIO COIMAIbHBIMU, KYJIBTYPHBIMU,
UCTOPUYCCKUMH WJIM TPOYMMH OTCHUTKAMH, H3HAYAIBHO IMOHSITHBIMHU B UCXOHOM SI3BIKE, KOTOPBIH
SIBJIICTCS WHOCTPAHHBIM I10 OTHOIICHHUIO K IEJICBOW ayJUTOPWH, PaBHO KaK M 0OOPOTHI peuw,
KOTOpPBIE MOTYT HE UMETh MPSMOTO SKBHBAJICHTA B IIEJICBOM SI3bIKE.

AKTYaJIbHOCTh TeMbl HCCJIEIOBAHUA 3aKIIOYACTCI B HEOOXOJUMOCTH KOMIUIEKCHOTO
M3y4YCHUS Ha3BaHUH (PUIIBMOB M OTIMCAHUS UX XapaKTEPHBIX TIPU3HAKOB KaK HAIPABJICHUS! OHOMACTHKH.
Kak um mo0oe mMsi cOOCTBEHHOE, Ha3zBaHWE (DUIIbMa MapKHPYeT KHHOIpPOIYKT. Ha3BaHme MoOXKeT
BBI3BIBATh PA3HBIC ACCOITUAIIMH M TYBCTBA Y TIOTCHIIMATBHOTO 3PUTEIIS U BIIUSITH HA BOCTIPUATHE (DrTbMa
B 11esioM. CriezioBaTeNbHO, Ha3BaHUE UTPAET KITFOUEBYIO POJIb B Cyb0e dusibma. B Hatiem vccieioBaHuu
MBI U3y4aeM Ha3BaHUE (PUIbMa Ha aHTJIIMHCKOM SI3bIKE B KAUECTBE MPOTOTHUIIA U CPABHUBAEM €O C TEM
Ha3BaHUEM, IOJI KOTOPHIM (PUJIBM BBIIIET B TPOKAT B Pa3HBIX CTpPaHAX MHUPA, YTOOBI BBISIBUTH
PaCXOXKICHUS, U3 KOTOPBIX MOXKHO CJ/IeNaTh BBIBOJBI 00 OOIIMX 3aKOHOMEPHOCTSIX, TCHJCHIMAX U
TOJIX0/TaX K TIEPEBOTY Ha3BaHUH (PUITBMOB.

B pamkax nepeBojia Ha3BaHUsI (PHIbMa JIEKCUYECKHE AJIEMEHThI UCXOJHOTO Ha3BaHHSI MOTYT HE
TOJIBKO TIEPEBOJIUTHCS JOCIOBHO, HO M aalTHPOBAThCA K KYJIbTYpE IICJICBOM ayJUTOPUH C IICITBIO
o0ecrieueHus TMOJIOKUTEIBHOTO W TIPOYKTUBHOTO TTOHUMAaHUSI, YTO MOXKHO Ha3BaTh JIBIDKEHHEM OT
OJTHOTO JIMHTBOKYJIETYPHOTO KoJia K Apyromy. [lepeBeieHHOe Ha3BaHUe (H)YHKIIMOHUPYET KaK MOCTHK
MEXITY IBYMS Wi 00Jiee COIMOKYIBTYPHBIMH COOOIIECTBAaMH. TakuM o0pa3oM, TEpeBOj Ha3BaHUS
¢wibMa WrpacT BaXHYI pOJb B MEKKYJIbTYPHOW KOMMYHHKAIIMHM, TIOCKOJBKY OH OTpaXKact
COIIMOKYJIFTYPHBIN KOHTEKCT B Pa3HBIX CTpPaHAX uYepe3 Pa3IMYHbIC S3bIKH B SI3BIKOBOM perepTyape

JKUTENCH CTpaH U NACOJTOTHICCKHUC MPCATTIOCBUIKHU, TAKUC KAK KYJIBTYPHBIC 1 HCTOPUICCKUC OTCHIIIKH.
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CreneHb HAY4YHOH pPa3padOTAHHOCTH NMPOOJIEMbI HCCIICIOBAHUS.

Ha mnpotsbkeHHMH MOCHEAHMX JBYX NECATUIICTHH (DEHOMEH pacXOKJCHWH B Ha3BaHMIX
(UITBEMOB MPUBJIEKAET 0O0JIBIIIOE BHUMAHUE U OOCYKIA€TCsI C Pa3HBIX TOUEK 3PEHUS HA Pa3IMUYHbBIX
wiargopmMax couuaigbHBIX ceTed W Ha ¢opymMax, OIHAKO OTH PACXOXKIEHUS HEYACTO
paccMaTpuBarOTCA B HaydHbIX paborax. Teopernueckoil 0a30i JaHHOTO UCCIIEAOBAHUS MTOCTYXKUIN
pabotsr poccmiickux (O. . AnekcanmpoBa, C. A. Ammesa, B. E. Aancumos, A. B. Autpornosa, B. H.
bespyuko, E.X. bammxunumaera, B.B. BemuneeBa, B.E. TI'opmkosa, A.B. [samgsmesa, [O. A.
Esrpadoga, E. B. Kubin, M. B. Koctionnna, . Munesuy, f. E. Mumotkuna, K. B. Ilepumna, 0. H.
IMogeivoBa, H. A. ®pomosa I'. T. Xyxyau u ap.) u 3apyoexusix ydensix (/1. Aiiman, K. Apayxko,
b. Bpatucnasg, C. [lexecnun, A. lunr, B. Jleonapau, @. Jleknepk, P. Mapuy, K. Hopn, I1. Heromapk, XK.
Katro, M. Kanoper, XK. O6epro, u ap.).

[lepeuncneHHble nccaea0BaTENN B OCHOBHOM (DOKYCHPYIOTCS Ha OJHOM SI3BbIKE MEpPEBOAA,
YTO OTPAHUYMBACT IEJIOCTHOE MOHUMAaHHUE MEPEBOAUYECKON MPAKTUKU; MHOTOS3BIYHBIN MOAXO,
Ha Hall B3I/, MO3BOJSIET MOJNYYUTHh OoJiee MOJHOE MPEACTaBICHHE O IMHAMHKE IepeBOja
B PA3JIMYHBIX KYJbTYPHBIX U A3BIKOBBIX ACTIEKTaX.

B Hamem wuccienoBaHMM TPOBOAMUTCS KPOCC-TMHIBUCTUYECKHI aHAIN3 TIEPEBOIOB
AHTJIOSI3BIYHBIX 3aroJIOBKOB Ha HECKOJIBKO SI3bIKOB: (paHIy3CKUHM, pycCKMM U apaOckuil. Mbl
HCCIIelyeM HIOAHCHI MepeBo/Ia Ha3BaHUM (UIBLMOB, pacnpocTpansembix Bo Opanuu n Keebeke
uist  GpaHKOSA3BIYHOW ayJUTOPUU, COMOCTABISAS HMX C albTePHATUBHBIMH AaHTJIOS3BIYHBIMU
Ha3BaHUSIMHU, WCMOJIB3YeMBbIMH B MEXKIYHAPOJHOM WM JIOKAJM30BAaHHOM MpoOKaTe. ITOT
KOMIUIEKCHBIH MOAXO/ MpeJiaraeT HOBBIN B3TJIS Ha CJIOKHOCTH MEPEBO/Ia Ha3BaHUM (GUIHBMOB Ha
JUHTBUCTUYECKU W KYJIbTYPHO pPa3sHOOOPA3HBIX PBIHKAX, W YCTPAaHUTh HMEIOUIUHCA MpoOen
B HCCIEJOBAHMUSX TIEPEBOJOB Ha3BaHUN (PUIBMOB, KOTOPHIE B OCHOBHOM COCPEJOTOYCHBI
Ha OMHAPHBIX S3BIKOBBIX COTOCTABJIICHUSX C OTPAHMYCHHBIMH OIKCATEIBHBIMU PE3YyJIbTaTaMU,
HE YyJAelsisi JOCTaTOYHOTO BHUMAaHUS BIMSHUIO KOHTEKCTa HAa WHTEPHPETALMI0 Ha3BAHUS
MOTEHIIUATLHBIMU 3PUTEIISIMH.

O0BeKT ncciae0BaHUs — NEPEBOJI AHTIIOA3BIYHBIX HA3BAHUN (MIBMOB Ha (PpaHITy3CKHIA,
apaOCKWii ¥ pPYCCKUN SI3bIKM, a TakkKe UX aJanTanus B CTPYKTYPHO-CEMaHTHYECKOM,
(YHKIIMOHAIBHO-TIPAarMaTUYECKOM, JIMHTBOKYJIHTYPOJIOTHYECKOM U JIEKCUKO-CTHIMCTUYECKOM

ACIICKTax.
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IIpeamer ucciaer0BaHUs — U3YUCHUE NIEPEBOTYECKUX CTPATETUH, METOJOJIOTUI U TEXHUK,
UCIOJNb3YEMBIX B KPOCC-KYJIbTYpHON ajanTaly KHUHEMaTorpa(uuecKux Ha3BaHUH, a TaKxkKe
JUHTBUCTHYECKHUX U KYJIBTYPHBIX MEXaHU3MOB, UCIIOJIb3YyEMBIX JJIs1 TOIO, YTOOBI C/EJIaTh HA3BAHUS
GWIbMOB  JOCTYNIHBIMM M  TPUBJIEKATEIbHBIMU U  Pa3IMYHBIX LEJNEBBIX  AyAUTOPUHN
Y OJTHOBPEMEHHO Y/IOBJIETBOPUTH KOMMEpPUECKUE TpeOOBaHMs 3apy0exKHOTO IMPOKaTa.

I'mmoTe3a uccjie0BaHus 3aKII0YAETCS B TOM, UTO Ha IIEPEBOJ Ha3BaHUM (PUIBMOB BIIUSET
COLIMOJIMHTBUCTUYECKAN N KYJIBTYPHO-UCTOPUYECKUN KOHTEKCT CTpaH LEIEBOW ayAUTOPHH.
Pacxoxnenus B nepeBogax Ha3BaHUM (PUIBMOB HA MEXIYHAPOIHBIX PhIHKAX OTPAXKAIOT CIOKHOE
[IEpeceuYeHUEe CEMAaHTHUYECKUX OrPAaHUYEHUH, 3CTETHYECKUX COOOpaKEHHH U KOMMEPUECKHX
uMIepaTuBoB. BeiOop Ha3BaHuil (HUIBMOB KaKk B OpUTHHAJIE, TAK U B IIEPEBOJIE WM UX aJalTallu
IUIsL MEKIYHAapOJHOIO IIpOKaTa B 3HAYMUTEIBHOM CTENEHU ONPENEISIETCS MAapKETHHIOBBIMU
CTPAaTETUSIMU U CETMEHTAlMEN ayAUTOPUHN.

OcHOBHasl 1eJb HMCCJIEIOBAHMS — IPOBECTH KOMIUICKCHBIM JIMHTBUCTUYECKUN AHAJIN3
aHIJI0S3bIYHBIX Ha3BaHUH (DUIBMOB, U3YYUTh MOAXOABI U METOJABI MX IEpPeBOJia C AHIVIMHCKOTO
Ha HECKOJBKO LIEJIEBBIX SI3BIKOB: (PPAaHIY3CKUM, PYCCKUI U apaOCKuil, CPaBHUTh OPUTHHAJIBHBIC
aHIJIOS3bIYHbIE Ha3BaHHUS (QHJIBMOB C HMX MEXIYHApOJHBIMU aHAJIOraMH, BBIBUTH OOIIHE
3aKOHOMEPHOCTH NIEPEBO/Ia U AKTYAJIbHBIE ITIEPEBOUECKUE TCHICHIINY.

B cooTBeTcTBHYU C IpeAMETOM, IIEIbI0 U TUIIOTE30H HCCiaeI0BaHus ObLIN c(HOPMYINPOBAHBI
CJIEIYIOIINE 3aJa4M:

1) cdopMymupoBaTh JIEKCUKO-CEMAaHTHUECKOE ONpEJCICHUE Ha3BaHWS  (HIbMa,
POaHAM3UPOBATh €r0  CTPYKTYpHO-CEMaHTHYECKMe U  (YHKIIMOHAJIBHO-TIPAarMaTH4YECKHe
ACMEKThl, a TAKXKE JIEKCUKO-CTUIIUCTHUYECKHE OCOOCHHOCTH;

2) BBISIBUTH JIMHTBOKYJIBTYpPHBIE 0COOCHHOCTH Ha3BaHM (PMIIBMOB, UX BIMSHUE Ha TIEPEBOJ
Ha3BaHUI (UIBMOB;

3) Ha OCHOBE JMIIMPHYECKHX JAHHBIX PACCMOTPETh IMapagurMaTHYECKHE MOIXOIbI K
NepeBoJly Ha3BaHWUW (QUIBMOB [UIsl BBISBICHHS >KaHPOBO-CIIEUU(PUUECKUX WU ayJIUTOPHO-
CErMEHTHBIX 3aKOHOMEPHOCTEH;

4) W3y4YHTh BIMSHHUE COLMAIBHBIX, UCTOPUYECKUX U KOHTEKCTYalbHBIX (DaKTOPOB Ha

MHTEPIPETALUIO Ha3BaHUI (PUIIBMOB 3pUTEISIMU;
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5) nmpoaHaNM3UPOBaTh MPAKTUKY BBIOOPA aTbTEPHATUBHBIX AHTIIOSI3BIYHBIX HA3BAaHUH JUIS
MEXIYHapOAHOTO IPOKaTa 10| BIMSHUEM JIMHIBOKYJIBTYPHBIX Pa3Iu4Mil CTpaH MpOKaTa,

6) BBISIBUTH aKTyaJIbHBIC TCHACHIIH B HCIIOJIh30BAHUH H MIEPEBOJIC TETIIAHNHOB KaK Ba)KHBIX
JIEMEHTOB KMHOIIPOKATA;

7) MpoaHaIM3UPOBATh MPAKTHKY NEpeBOJa Ha3BaHUI (PHIBMOB B pETMOHAX KUHOIIPOKATA,
npenacrasisomux uenessle A3bIku (Poccus, @pannus u Kedek, apadckue ctpansl Marpuba u
Marpuka) v onucath (paKTOphl, BIAMSIOIINE HAa BBIOOp CTpAaTerny IepeBoia Ha3BaHus, a TAK)Ke Ha
BBIOOD TeraiiHa.

Marepuajbl M MeTOAbI MCCIeI0BaHMA. B nuccepTany MCIOIb30BAHBI ONUCATENBHBIMH,
CPAaBHHUTENbHBI M KOHTPACTUBHBIN METOJbl HMCCIEAOBAHMS, JETAJbHOE HM3y4y€HHE OOLIMPHOIO
SMIIMPUYECKOr0 MaTepuaa, MoJy4YeHHOI0 U3 OHJIaliH-0a3 TaHHBIX O (puibMax (Hampumep, IMDDb)
U ¢ oQuUUaNIbHBIX CAWTOB KHWHOTEATPOB. OMIMPUYECKUN TOAXOMA, HCIOIb30BAHHBIM
B HCCIICJJOBAaHUM, BKJIIOYAET KOJIMYECTBEHHBIM M KAUECTBEHHBIM BHUbI aHAJIN3a, NMPUMEHSEMBbIC
K BBIOOpKAM JaHHBIX M HaIpaBJCHHbIE HA BBISIBIEHHE BO3HUKAIOIIUX 3aKOHOMEpPHOCTEH
Y TEHJICHLUNA B 00J1aCTH NEPEBOJA U alaliTallii Ha3BaHUM (UIbMOB.

Marepuanel HcciaeloBaHHMs —BKIIOYAOT 253  aHIVIOA3BIYHBIX Ha3BaHUsA  (UIBMOB
aMEpUKaHCKOT0, OpPUTaHCKOTO M aBCTPAIIMICKOT0 KUHOIIPOU3BO/ICTBA, BhILIEANNX B Ipokat ¢ 2000
rojga mo Hactosuiee BpeMsa. Ha3zBaHus (QUIBMOB H3ydyaluCh C TOYKHM 3PEHHUS UX TEPEBOJIOB
Ha pycckuil, (paHIly3cCKUl M apaOCKMHl S3bIKM, a TaKXKe MX CEMaHTU3allMU U ajanTaiuu Ui
3apy0exHOro npokara. B HEKOTOPBIX cllydasx nepeBeeHHbIE HA3BaHUsI paCCMaTPUBAJIMCh BMECTE
C COOTBETCTBYIOIIMMH TETJIAWHAMH.

Boi6op ¢paniy3ckoro, pycckoro M apaOCKOro SI3bIKOB B KauyeCTBE LIEJEBBIX S3BIKOB
nepeBojia Ha3BaHUH (PUIIBMOB 00ECIIeUrBACT MCCIIEIOBAHUIO OOTAaTyIO0 COIMOCTABUTEIIbHYIO 0a3y.

C Junesucmuyeckori TOYKU 3pPEHUS IEPEUYUCIICHHBIE S3bIKM MCIOJB3YIOT pPa3jIudHbIC
anaBUTBl M CHCTEMBI TMHCHbMA, YTO YCIOXKHSET TNPOIECC TpaHCIUTEPAIH/ TPAHCKPHUIILIUH,
a pa3uyue B rPaMMAaTHYECKHUX CTPYKTYpaX U JIEKCHUKE KaKIO0TrO U3 SI3bIKOB BIMSAET HA CIIOCOOBI
repelayd Ha3BaHUM.

B kynemypnom nnane ®@panuus, Poccus u apaOCkuil MUp UMEIOT pas3jIMyHbIE TPAJULIMH,
BIIUSIOLIME HA BOCIPUATHE U MAPKETUHT aHTJIOSI3bIYHBIX, B OCHOBHOM aMEPHUKaHCKUX, (PUIbMOB.

Kaxnaprii U3 3TUX pPErmoHOB HMMEET pa3HyI0 CTENEeHb BECTEPHHU3AIMH /aMEpUKAHU3ALUU, UYTO
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oTpakaeTcs Ha TpeOOBaHUSAX K JIOKAJIM3AIMK, HAa BHIOOp MEpeBOJa MOTYT TakKKe TOBIUATH
ucropuyeckue otHomenus ¢ CIIA.

B kunemamoepaguueckom OTHOLIEHWU TIEPEUMCIICHHBIC PETUOHBI MPEACTABISIOT COOOM
3HaYMMbIe PBIHKU U1 ['onmMByHa, Kaabli U3 KOTOPBIX UMEET CBOM COOCTBEHHBIE TPaJULIUU
KUHOMHAYCTPUU U OXujaHus ayautopuu. Cunepunbckas Kynbprypa Opannun, npaktuka gy0msxa
B Poccun u tennenuus crpan Mampuka u Marpu6a apaOckoro Mupa COXpaHsTh aHTJIOSI3bIYHbBIC
Ha3BaHMsI, YTO OOYCJIOBIIEHO MCTOPUYECKUM BiHsHUEM DpaHIuu U AHTIUU B ATHX pPErHOHAX,
CO3/IaI0T KOHTPACTHBIC YCJIOBHS /JIA aJlallTallui Ha3BaHUI (UIEMOB.

CpaBHUTENBHOE HCCIENOBAHUE, TPOBEICHHOE HAa MaTepHale HECKOJIbKHX S3bIKOB,
JEMOHCTPUPYET, KaK pPa3audusl B S3bIKAX M HMCTOPUKO-KYJIBTYPHBIX KOHTEKCTaX BIIMSIOT Ha
CTpaTerud TE€peBOJa, B HEM  IMPOCIEKUBAIOTCS  JUHIBUCTUYECKHE, KYJIbTYpHBIE U
KHHeMaTorpauueckue acreKThl, ONMpeAeIsIIoNe BEIOOp MepeBo/ia ¢ YIETOM JTUHTBOKYJIBTYPHOM
crenu(PUKA KaKIOTO S3bIKa M MHTEPIPETAlUd TEpPeBOJa €ro HOCHUTEISMH, SBIISIOMIUMUCS
MMOTEHIUAJIbHBIMU 3PUTEIISIMH.

Teoperuko-meronoiornueckasi 0a3a HccCIAeJ0BAHHUA OMUPACTCS HAa TEOPUH U 0OIIHE
MIOJIOKEHUSI COBPEMEHHBIX JIMHTBUCTHUYECKUX MCCIEAOBAHUI U TPYyIbl BEAYIIMX YYEHBIX-
JIUHTBUCTOB:

1) B obnactu teopun nepeBona: JI. Benytu, I'. T. Xyxynu, [Ix. II. Vinay, J. Darbelnet,
A. Parshin, P. Mares, C. Nord, E. A. Huna;

2) B wuccienoBanuu 3arojoBkoB: B. A. benos, O. ). bormanora, lO.B. Beaenosna,
H. A. Becenos, H. B. Koxuna, C. JI. Kpusinosckuii, 3. A. Jlazapesa, A. C. [Tonos, 1. A. Csipos,
B. M. Poruncnu, B. E. AHUCUMOB;

3) B obnactu onomatonoruu: E. JI. bepezosuy, E. B. Kupi;

4) B oOnactu miepeBoja Ha3BaHMM (uiIbMOB Ha pasHble s3biku: K. A, Anuesa,
A.B. AwntponoBa, B.E. TopmkoBa, E.B. Kubemu, K.B. Ilepmmuna, FO.H. IloxsiMosa,
H. A. ®ponoga, O. U. Anekcanaposa, K. Apayxo, XK. O6epto, ®. Jleknepk, K. Hopna, A. Jlunr,
P. Mapuu.

B pyccKkoOsi3pIYHOM CErMEHTE MCCIEIOBAHMN 3HAYMTEIBHBIA BKJIAJ B M3YYEHHE INEPEBOAA
Ha3BaHUI (UIBMOB BHOCAT TPYAbl Takux y4yeHbIX, kak B. E. Auucumos, B. H. be3pyuxo, E. XK.

banexunumaena, B. B. Benuneera, B. E. I'opmikosa, A. B. Jlansmesa, 0. A. Esrpadosa, M. B.
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Koctronuna, 1. Munesuny, f. E. MuntoTkuna, yaensBIIMX OCHOBHOE BHUMAaHUE PYCCKOMY SI3BIKY
Y €70 JINHIBOKYJIbTYPHBIM KOHTEKCTaM.

B. E. AHncuMOB Hccneyer CTpyKTYpPHO-IIparMaTnyeckue 0COOEHHOCTH KMHO3aroJIOBKOB,
CJIOTAaHOB M IIOCTEPOB KakK 3JIEMEHTOB KMHOTeKcTa. A. B. [lansmeBa moadyepkuBaeT BaXkKHOCTh
JIEKCUYECKOTO BBIOOpAa M TNOHMMAHMS KyJIbTYPHOIO KOHTEKCTa ISl 3(()EKTUBHOro mepeBona
B aHIJIOIOBOPSIIEH U pyccKoropopsien ayautopusx. B padote S. E. MuntoTkuHOM ocBemaroTcs
CTpaTeruu MepeBoia, CleluanbHO pa3padoTaHHbIE ISl PyCCKOSI3bIYHON ayauTopun, 1. Munesuyu
TAET BCECTOPOHHUM aHAINA3 CTPATErMil NEpPEBOJA, YYMUTHIBAIOIIMX KAaK KOMMEPYECKHE, TaK M
KyJIbTypHbIE aciekTsl. M. B. KocTionnHa paccMaTpuBaeT ajanTaiuio Ha3BaHUM UIbMOB, yaemss
0co00e BHUMAaHKME UIMOMaM U MeTadopaM, OTHOCSIIUMCS K PyCcCKoU KyiabType. OHOMacTUYECKU
Bkiaa E. B. Kueimn onpenensier Ha3BaHus (UIBMOB KaK YHHMKaJbHYIO OOJIACTh HCCIIEAOBaHUS,
npenanarasi B3TJAsSHYTh Ha JIMHIBUCTHYECKHE OCOOEHHOCTH HA3BAHMM HAa aHTVIMHCKOM U PYCCKOM
a3pikax. [IpoBenennsii B. E. I'opiikoBoii conocTaBUTENbHBIN aHATN3 aHTTIUIHCKUX U (PPAHITYy3CKUX
Ha3BaHUN (UIBMOB, MEPEBEIEHHBIX HA PYCCKUN S3bIK, MOAYEPKUBAET 3HAYMMOCThH KYJIbTYPHO-
SA3BIKOBBIX OCOOEHHOCTEW, aKUEHTHUPYsSd BHUMAHUE HAa COXPAHEHHWM NEPBOHAYAIBHBIX CMBICIIOB.
B. B. BeauneeBa wuccienyer BIMSHUE KYJIbTYPHBIX M S3BIKOBBIX (DaKTOPOB Ha BOCHpPHUSATHE
NepeBOJIHbIX Ha3zBaHU ¢uibMoB, a B. H. be3pyuko — cTuinucTtuyeckue acmeKkThl MepeBoja
AHIJIOS3BIYHBIX Ha3BaHMW Ha pycckuid s3bik. E. JK. banexnHuMaeBa BBIAENSET OCHOBHBIE
CTpaTeruy nepeBojia aHraos3bIYHbIX Ha3BaHUHN (QUIBMOB Ha pycckul si3bIK, a O.M. Anekcanaposa
WIIOCTPUPYET NpOoOJIeMbl UM CTPAaTEruH, CBSI3aHHbIE C aJanTalueil 3arojOBKOB B Pa3iIMYHbIX
A3BIKOBBIX M KyJIbTYpHBIX KOHTekcTax. Tpynel FO.A. EBrpacoBoii mocBsIieHbl UCCIIEIOBAHUIO
CEMUOTUYECKHUX CTPYKTYP IKPAHHBIX TEKCTOB B KHHO, HA TEJIEBUICHNUN U B UHTEPHETE.

Henb3s HE OTMETUTH BaXKHOCTb KOHTEKCTa M KYJIBTYPHBIX aCIEKTOB sI3bIKa B IIEPEBOJE,
ocemiaembie B Tpynax [.T. XyxyHu; pa3paboTaHHble UM METOABl M TMOAXOIbl TOMOTAIOT
nepeBoAYMKaM Oojiee TOYHO aJanTHPOBAaTh Ha3BaHUs (UIBMOB MJIs IEJIEBOM ayAUTOpUH,
YUUTBIBAs JICKCUUYECKUE U KYJIbTypHbIe OCOOCHHOCTH SI3bIKA.

B 3apy0OesxHoi HaydHOI TUTEepaType OTMedaeTcs psia paboT, HOCBAIICHHBIX UCCIIEIOBAHUIO
Pa3JIMYHBIX S3BIKOBBIX IIAP U UX JIMHIBOKYJIBTYPHBIX KOHTEKCTOB. B 4acTHOCTH, B HCCIIEIOBAaHUU
B. Jleonapau «lIlepeBon Ha3zBaHuil QuibMOB: JIMHIBUCTHMYECKHE HAaBBIKH, KYJIbTypHas

OCBCIOMJICHHOCTb MJIM MAPKCTUHTOBBLIC CTPATCTHUN), ITOJYCPKUBACTCA CIIOKHBIA OanaHC MCKIY
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JUHTBUCTHYECKON TOYHOCTHIO, KYJIbTYPHOU PEIEBAHTHOCTHIO M MAPKETUHTOBOU 3 (HEKTUBHOCTHIO
IpU NIEPEeBOJIe Ha3BaHUU (UIBMOB C aHTJIIMICKOTO S3bIKa HAa UTAIbSHCKUUN. [|. AliyaH npuMeHsieT
TEOPHI0 KOMMYHHKATUBHOrO nepesoja II. Heromapka K kuTalickomy KOHTEKCTY, a b. Bparncnas
NPOBOAUT TI1yOOKMH JTUHTBUCTHYECKUN aHANW3 MEPEeBOJOB Ha3BaHUN aHTIIMUCKUX (UIBMOB JIs
yenickoit ayautopuu. UccnenoBanusa K. Apayxko u XK. Karro oboramaroT auckypc, ucciemnys
HCIIAHCKHE U (paHIy3CKUE IEPEBOJIBI COOTBETCTBEHHO.

Ha HeaHrnos3bIYHBIX PBIHKAX, B YAaCTHOCTU BO DpaHIMM U JAPYTUX (PPAHKOSIZBIYHBIX
cTtpaHax EBpormbl, HaOm0maeTcss POCT 4YMCIa aHTIIOA3BIYHBIX HazBaHUU. OO 3TON TEHACHIIMU
BIIEPBEIC co00OMIacTCs BO (paniry3ckom kypHaie Le Monde 8 2008 roay. B mocienyromumx paborax
Takux aBTOpoB, Kak C. Jlexecnun (2010), ®. Jleknepk (2014) u M. Kagoper (2017), mpoaomkatorcs
WCCIIEIOBAHUSI CJIOKHOTO B3aMMOJECHCTBUS SA3BIKA, KYJIbTYpbl M KUHOWHAYCTPHH, MPOBOJUTCS
KPUTUYECKUH aHAJIU3 3TOTO SIBJICHUS.

AKTyalnbHOCTh MOTPEOHOCTU B MEPEBOJAE AHIJIOSA3BIYHBIX (DUIBMOB HA PA3NHMYHBIE S3BIKU
CBsI3aHAa CO 3PUTEJIBCKUM CIIPOCOM Ha aMepuKaHCKyr kuHemarorpaduro. Korma maer peub o
XYJ0’)KECTBEHHBIX (QHIIbMax, 0c000€ 3HAUEHHE MMEET NEePEeBO] Ha3BaHUI (UIBMOB, TaK KaK 3TO
MEepPBOE, YTO MOTECHIIMAJIbHBIE 3PUTENU y3HAIOT O JIt000i KuHompoaykiuu. Ha3Banue ¢unbma no
OTpEIeNICHHUIO SBIISETCS KPAaTKUM COOOIIEeHUEM (JIeKi1apaluet), JaoluM IpeICTaBIeHUE O XKaHpe
Y CIOKETHOU JIMHHHM JIF0O0TO (PHUIIbMa; OCHOBHAS €T0 I€JIb — BBI3BATh UHTEPEC y MOTECHIIUATBLHOM
aynuTopun ans Oosnee mupokoro e€ oxata. COOTBETCTBEHHO, Ha3BaHUE (HMIbMa HUIpaeT
KJIFOYEBYIO POJIb B PEJICTABICHUN KHHOMPOAYKIIMM HA PBIHKE.

B nayuyHol nuTeparype Ui Ha3BaHHs (UIbMa HCIOIL3YETCS TEPMHH «(OUIEMOHHMY).
HecMoTps Ha TO, 4YTO STOT TEPMHUH €II€ HE IMOJYYMUJ IIMPOKOTO PacCIpOCTpaHEHUs B
JIMHTBUCTUYECKUX MCCIEJAOBAHUSAX, OH MOXET NPUMEHATHCS B M3YYEHHH OHOMAaCTHYECKOMN
TEPMHHOJIOTUH, MOCKOJIBKY UMEET CIIOBOOOPA30BaTENbHYIO CTPYKTYPY, BKIIOUYAIOLIYI0 OCHOBHBIE
AJIEMEHTHI, TJIe TIepBas 4acTh «(UiIbM-» 0003Ha4YaeT 0OBEKT, a BTOpasl 4acTh «-OHUM» O3HAYaeT
«HUMsI COOCTBEHHOEY (Cp. aHTPOMOHUM, 300HUM, TOIOHUM, METOHUMHUS, STHOHUM, GUTOHUM U T. 1.).
OWIEMOHUMBI  TOCTENIEHHO 3aBOEBBIBAIOT CBOE MECTO Kak o00JacTh OHOMACTHYECKHX
HCCIIEIOBAaHUM, a caM TEPMUH BCE yallle yIIOMUHAETCS B UCCIIEIOBAHUSIX B MOCIEHEE BPEMSI.

[Ipn comocTaBieHUH TEPEBOJOB ONPECIEHHOIO Ha3BaHUS (UiIbMa Ha pa3HbIE S3BIKU

OOHApPY)KMBAIOTCSA 3aMETHBIE PACXOXKICHHS, B YaCTHOCTH peub HAET O PACXOKACHUAX MEXKIY
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OpPUT'MHAJIBHBIM Ha3BaHHMEM U €ro MEpPEeBOJOM. YUUThIBas TOT (AKT, YTO SA3BIK U KYyJIbTypa TECHO
CBSI3aHbl, NEPEBOJ Ha3BaHUU (WIBMOB sBIsIETCSs HempocToil 3anadeil. IlepeBomuuk nomKeH
YJIOBUTb CEMAHTHYECKYI0 MHOTOMEPHOCTb OPWUTMHAJIBHOIO HA3BaHMWs, YYECTb DS KyJIbTYpPHO-
CEMAHTUYECKUX U (YHKIMOHAIbHO-NPAarMaTHYECKUX AacleKTOB, IOCKOJIbKY Ha3BaHHE (uiIbMa
MO>KET BKJIIOYATh B €0 HECKOJIBKO CKPBITBIX CMBICJIOB (aCCOMAIN, KOHHOTAlNU, KOJUIOKAIINH,
KOPPEJSLUY, a TAKXKE OTCHUIKH K KOHKPETHBIM reorpagMuecKuM Ui UICTOPUYECKUM (paKTaM U Tak
nanee). Ha3Banust GpuibMOB Takke MOTYT OTpa)kKaTh CUMBOJMYECKHE LIEHHOCTH U HECTU B cele
KYJIbTYPHYIO 3HAaYUMOCTb, IO3TOMY B IIPOLIECCE IEPEBOIA LEIECO00Pa3HO IPOBOJUTH KYIbTYPHO-
HAI[MOHAJIBHYI0 ACCUMMUJISILMIO MCXOIHOTO TeKCTa. VHble HECOOTBETCTBUS TAaKKE€ MOI'YT UMETh
MPUYMHON MEpEeceueHne HCTETUYECKOro JUCKypca M KOMMEpPYECKMX aMOului, TpeOOoBaHMIA
TOPrOBBIX MapoK, LIEH3YPHI U T. 1.

HoBu3na uccienoBaHus 3aKJII042€TCH B TOM, YTO B HEM:

1) mpoBeneH YHUKaJIbHBI KOMIUIEKCHBIM KOHTPAaCTUBHBIN aHajIu3 Ha3BaHUU (UIBMOB Ha
MaTepHalle YeThIpeX JUHIBUCTHUECKH U KYJIbTYPHO Pa3JIMYHBIX S3BIKOB: PYCCKOI'O, aHIVIMHCKOTO,
¢paHIy3ckoro u apabCcKoro, MNOATBEPKIAIOIIMNA HEpPa3pbIBHYIO CBS3b MEXIY S3bIKOM U
COLIMOJIMHTBUCTUYECKHUM U KYJIbTYPHO-UCTOPUUYECKUM KOHTEKCTOM CTPaH KMHOIIPOKATa,

2) BBISIBJICHBI YCTONYMBBIC TCHACHIIUH U 3aKOHOMEPHOCTH B IPAKTUKE ITEPEBOIOB HA3BAHUIM
(UIBMOB U UCIIOJIB30BAHUS TETIatHOB (PEKJIaMHBIX CJIOTaHOB) B 3aBUCUMOCTH OT CTPaHbI ITPOKATa,

3) omnpeseseHbl PACX0XKICHHS MEX/y TIEPEBOJIAMU aHTJIOSI3BIYHBIX HAa3BaHUN (HIIBMOB Ha
(bpaHIy3cKuil sI3bIK A7 npokata Bo PpaHUUU WM B JIPYTUX €BPOMNEHCKUX (PpaHKOA3BIYHBIX
CTpaHax, ¢ Ha3BaHUSIMHU (PUIBMOB, IPEJHA3HAUYECHHBIX I (hpaHKOA3bIYHON ayauTopun KBeOeka,
MMEIOIIME MECTO IO/ BIUSHUEM KYJIbTYPHBIX, IPABOBBIX U JTUHIBUCTHUECKHUX (DAaKTOPOB.

Teopernyeckass 3HAYMMOCTL MCCAEAOBAHUN 3aKIIOYACTCS B BBIABICHUU CTPYKTYPHO-
CEMaHTHYECKUX U JIMHTBOKYJIBTYPHBIX OCOOCHHOCTEH aHIIOA3BIYHBIX Ha3BaHUM (UIBMOB U UX
NEepeBOIOB U ajnanTanuid. Vcrnonb3yst aHIosA3bIYHbIE Ha3BaHHSA (PUIBMOB B KaueCTBE MPOTOTHUIIOB,
WCCIICIOBAaHUE OCBEILAET MEXKYJIbTYPHBIE pa3WuMsl B NPAKTUKE CO3JaHHsS HA3BaHUM, BBIABIIA
npeobaaaroIre pernoHaabHbIE MOJICIIH, TEHACHIIMU U CTPaTerH IIepeBoO/a.

B nmuccepraimu paccMmaTpuBaeTcsi Ipoliece nepeBosia Ha3BaHUN (DMIIBMOB € aHIIIMICKOTO Ha
(bpaHIy3CKMl, pyCCKM M apaOCKuil S3bIKH, WCCIEAYIOTCS JIMHTBUCTUYECKHE, KYJIbTYPHBIE H

KUHeMaTorpa(uieckue acrekThl, KOTOphle BIMSAIOT Ha 3TH TMepeBoibl. J[aHHBIE, MPOSICHSIOIINE
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BIIMSIHME COIIMOKYJIBTYPHOTO KOHTEKCTa Ha TEpPEeBOJ Ha3BaHUM (MIBMOB, MOTYT MPEACTABISATH
MHTEpEC JJIsl CMEXHBIX JUCHUIUINH. Pe3ynbTaThl Hccae0BaHUs B OYEpEAHOM pa3 MOATBEPKIAI0T
CYIIIECTBOBAaHUE B3aMMO3aBHCUMOCTH MEXKAY SI3BIKOM H KYJIbTYpOH, NMOJYEPKUBAIOT BaKHOCTD
MEXTUCIMITTIMHAPHONW METOI0JIOTUH, TT03BOJISIOIIEN paccMaTpUBaTh SA3bIK U €r0 HCII0JIb30BAHUE C
Pa3HBIX CTOPOH U HAXOAUTH OOBSICHEHHE BBISIBJICHHBIM Pa3THIUsIM.

B pabote ompeneneHa B3aMMOCBSA3b MEXKAY JIMHIBUCTHYECKOW JOCTOBEPHOCTHIO,
KYJIbTYPHBIM COOTBETCTBHEM U PHIHOUHBIMU COOOpPaXKEHUSMHU B IIPOLIECCE JIOKAIN3AaLUU Ha3BaHUI
¢unbemoB. McenenoBaniie BHOCHT IIEHHBIN BKJIAJ B COBPEMEHHYIO JIMHTBHCTUKY, IEPEBOIOBECHUE,
JMAJIEKTOJIOTUIO, KYJIBTYPOJIOTUIO, COLIMO- M TCUXOJUHTBUCTUKY, a TaKK€ JMHTBUCTHYECKYIO
STHOTpadUIO, a TaKKe B M3YYCHHE KWHO, PACHIMpss TMOHWMAaHUE TOHKOCTEH TpoIecca MPUHSATHS
pelIeHui pY aJanTaly KyJIbTYPHON IPOIYKIMH [Tl MEXKIYHAPOJHOM ayTUTOPHH.

IIpakTHyeckasi 3HAYMMOCTDb HCCJIeJOBAHMSA TTEPEBO/Ia HA3BAHUN (PUIIBEMOB HMEET BaKHOE
MEXIUCIUIUTMHAPHOE 3HAYEHUE, OOBEeauHAS KuHeMaTorpad, MEXKIyHAPOTHBIA MapKETHHT,
MEXKYJIbTYPHYI0O KOMMYHUKALIUIO U TIEPEBOIOBEICHNE.

[TomygeHHbIe pe3yabTaThl WMEIOT MPAKTHYECKOe NMpPUMEHEHHE B TaKWX OO0JacTAX, Kak
JIOKaJIU3aIusl, MEXKIYHAPOIHBI MApKETUHT U KyJIbTypHas afantauus. M3yuas HioaHCHI IEpeBOIOB
Ha3BaHUM (UIBMOB, JAHHOE UCCIEOBAaHUE CIIOCOOCTBYET Oo0jee IIyOOKOMY IOHUMAaHUIO
MOBEJICHUS] MOTpPeOuTEeNe B PAa3NUYHBIX KYJIbTYPHBIX KOHTEKCTAaX, YTO MO3BOJSET MPUHHUMATh
pemieHuss B 00JIaCcTH KWHONPOU3BOJCTBA M JioKaimu3auuu. OHO TMPOSICHSET CIOKHBIM MPOIECC
aJlanTalliy SI3bIKOBBIX M KYJIBTYPHBIX AJIEMEHTOB JJISI PA3IMYHBIX MEXIYHAPOIHBIX ayIUTOPHH,
npejuiaras IeHHbIe UACH, KOTOPbIE MOTYT YIYUIIUTh CTPATETUU MEKyHAPOJHOIO KHHONIPOKATa U
MapKEeTHHTa ¥ MOTCHIIMAIBHO MOBBICUTH WX dPGEKTUBHOCTE. B 11€510M, 1aHHOE Mcce0BaHue He
TOJIBKO YIAyOJdsieT Halle IMOHUMaHWe NPoOJeM MEXKYJIbTypHOW KOMMYHHUKAIlMH, HO U
MPEIOCTABIISIET MPAKTUICCKUE PEKOMEHIAINH 110 COXPAHEHHUIO XYI0’KECTBEHHOH IIEIIOCTHOCTH PU
MaKCHMaJIbHOM BOBJICUEHUH ayAUTOPUU CKBO3b SI3BIKOBBIC M KYJIbTYPHBIC TPAHULIBI.

Kpome Toro, MeTomojorHsi WCCIeAOBaHUS MOXKET OBITh aJanTHpPOBaHA [UIsl aHAIW3a
aHAJIOTUYHBIX SBJICHUUA B JAPYrUX BUAAX MeEIWa, YTO MOXKET paCIIMPHUTh Hallle TMOHWMaHue
JUHTBUCTHYECKON M KyJbTYpHOH JMHAMHUKH B MEXIYHApOJHOW WHAYCTPUHU MOIYISAPHBIX BHIOB

ocyra.
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Pesynbrarsl nccneq0BaHUs MOTYT HOCIIYKUTD NIEIarOTMYECKUM PECYPCOM ISl TOATOTOBKH
NEPEBOTYMKOB M CIICIIMATUCTOB B 00JIACTU MeHa, CIIOCOOCTBYSI COBEPIICHCTBOBAHUIO MPAKTHKU
JIOKaJIM3alMi KOHTEeHTa. B akageMu4eckoM IJ1aHe TaHHOE UCCIEA0BAHUE CITIOCOOCTBYET Pa3BUTHIO
TEOPUHU U TIPAKTUKU NEPEBOJIa, 0COOCHHO B aynnoBu3yaibHbix CMU.

Ha 3amuTy BHIHOCATCS CJIeAYIOLINE MMOJI0KeHHS

1. [lepeBon Ha3BaHUI (PUIBMOB B 3HAUUTEIBHOM CTENEHH 3aBUCUT OT KOHTEKCTA, OTpaxkas
CJIIOKHYIO B3aUMOCBSA3b MEXAY SI3bIKOM, COLMOKYJIBTYPHBIM M MCTOPHUYECKUM KOHTEKCTaMHU Kak
WUCXOJHOW, TaK MW I1EJIeBOM ayAuTopuil. JIMHTBHUCTHYECKHME OrpAaHUYEHHS YacTo TpPeOyroT
KyJIbTYPHOH ajanTaluu Juisi OOeCredYeHHs YEeTKOTO M OJIHO3HAYHOTO TOHUMAHUS Ha3BaHMS
LIEJIEBOM ayIUTOPHUEH.

2. HazBanus ¢punbsMoB 0071a1a10T METOHUMUYECKUMH CBOMCTBAMH, CITy’Ka CUHEKIOXOM IS
BCEr0 KHWHEMAaTorpauyeckoro MpoMU3BEJACHUS. AHAJOTMYHO MMEHH COOCTBEHHOMY, Ha3BaHUE
¢uapMa CyHIECTBEHHO BIIMSAET HA BOCHPUSTHE (PUIbMa 3pUTEISIMH M HAa €ro KOMMEPYECKYIO
cyns0y. KpoMe Toro, Ha3BaHUS MOTYT HECTH B ce0€ CHMBOJIMYECKYIO IIEHHOCTh U KYJIbTYPHYIO
3HAYMMOCTb, BBI3BIBAs y 3pUTENCH ONPEAEIEHHBIE aCCOLUALMN U YMOLIUU.

3. Pacxoxnmenus B TepeBoje Ha3BaHUM  (QUIBMOB  OOYCIIOBIEHBI  CIIO)KHBIM
B3auMoJieicTBUEM (PakTOpOB (JIMHTBUCTUYECKUE OrpPaHUYEHHUs, KYyJIbTYpHbIE HIOAHCHI H
MIPOTUBOPEUNS MEXIY XY10)KECTBEHHOMN 1EIOCTHOCTBIO U KOMMEPUYECKHMHU UMIIEpATUBAMU), OHU
OTpakaroT HEOOXOJAMMOCTh OaJaHCHUPOBAHUSA MEXIY BEPHOCTHIO OPUTMHAIBLHOMY HAa3BAHHUIO U
TpeOOBaHUSMHU PBbIHKA B PA3JIMYHBIX KYJIBTYPHBIX KOHTEKCTAX.

4. B mporecce mepeBoja MPeANOYTEeHHE OTHAETCS JeMorpauyecKkoll CerMeHTaIlluu |
YKaHPOBBIM MPEAIIOYTEHUSAM LIEJIEBON ayIUTOPUH, B CTPEMIICHUH CO3aBaTh Ha3BaHUsI, KOTOPBIE HE
TOJIBKO JIMHI'BHUCTUYECKH YMECTHBI, HO U KOMMEPYECKH >XU3HECHOCOOHBI; NMPH 3TOM (UIBMBI
paccMaTpUBaIOTCSl KaK KyJIbTYpHbIE MPOJIYKTHI, YCIEX KOTOPBIX 3aBUCUT OT 3()PEKTUBHBIX
CTpareruii OpeHIMHTa U MapKETHHTA.

5. B nmpaktuke nepeBoja Ha3BaHUN (UIBMOB HAOJIO/AIOTCS YCTONYMBBIE TEHACHIMH U
3aKOHOMEPHOCTH, B TOM YMCJI€ TEHICHIMUS K COXPAaHEHUIO WM aJanTalii aHTJIOS3bIYHBIX
Ha3BaHWM HA HEAHTJIOSN3BIYHBIX PBIHKAX, UYTO OTPAXKAET MEXIYHAPOJHOE BIUSHHE aHIJIO-

AMCPHUKAHCKOT'O KNHO U MCHAIOIIUCCA A3BIKOBBIC J'IaH}IHIa(i)TI)I.
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6. Ctpareruu nepeBojila Ha3BaHUN (PUIBMOB BBIXOAST 32 PaMKH JOCIOBHOIO NEpeBoda U
BKJIIOYAIOT B ce0sl Takue MpHEMbl, Kak TpaHcopMmalus, 3aMeHa M TBOpYECKas ajanTaius. ITH
MIO/IXO0/IbI HAITPaBJIEHbI HAa IPEOI0JICHHUE SI3bIKOBBIX M KYJIbTYPHBIX 0aphEPOB MPU COXPAHEHUH CYTH
Y TIIPUBJIEKATEIbHOCTH OPUTMHAIBHOTO Ha3BaHUS.

JlocToBepHOCTL M O0OCHOBAHHOCTH Pe3yJbTATOB HCCJEJI0BAHHUA IOATBEPKIACTCS
KPUTHYECKUM aHAJIU30M 3HAUYUTEIBHOTO 00bEMA HAyYHOU JUTEpATyphl MO TEME HCCIEAOBaHMS,
a TaKKe KOMIUIEKCHBIM aHaJu30M COJMAHOIO SMIIMPUYECKOrO0 MaTepuala, IPOBEIEHHBIM
C NPUMEHEHUEM KOMIUIEKCA COBPEMEHHBIX METOJIOB MCCIEAOBaHMUS KaK KadeCTBEHHOIO, TaK
Y KOJIMYECTBEHHOI'0 Xapakrepa. JloCTOBEpHOCTh HCCIeI0BaHUS TakkKe oOecredeHa MacIiiTaOHbIM
M3YYEHHEM POCCUHCKON U 3apyO0eKHOW TEOpPHHM U MPaKTUKHU IEepeBOja Ha3BaHUU (UIBMOB, UTO
MO3BOJIMJIO BBISIBUTH OTCYTCTBHE HCcleloBaHUII Ha ©0aze Oosee uYeM [JBYX S3BIKOB,
1, COOTBETCTBEHHO, UCIIOJIb30BaHUEM B KauecTBe 0a3bl MCCIIEJOBAaHUS MaTepuaia YeThIPEX A3bIKOB
(arTNHiicKOTO, PPAHITY3CKOTO, PYCCKOTO U apaOCKOro), MyOIUKaIell aBTOPCKUX HAYYHBIX CTAaTCH.

Anpofanusi Mcciae10BaHuA. TeOpeTUYECKNE U MPAKTUYECKHUE PE3YJIbTaThl UCCIIEN0BAaHNUS
OTpakeHbl B 7 NyOMMKaUMAX, U3 KOTOPbIX 3 — B JKypHajaxX, pEeKOMEHJOBAHHBIX Breicuien
aTtectanmonHoi komuccueit (BAK) npun Muno6pHayku Poccun, 4 — B U3JaHUSAX, HHACKCUPYEMBIX
B 0aze nmanHbix PUHII. Pe3ynbTaTtsl nccnenoBaHus ObUIM IMPEACTABIECHBI HAa MEXKIYyHapOJHBIX
koH(pepentmax: (1) X MexayHapoaHas HayYHO-METOIMYECKas KOH(PEpeHIHsS «AKTyalbHbBIC
npo0JIeMbl COBPEMEHHOM JIMHTBUCTUKU U TyMaHuUTapHbIX Hayk» (Mockea, PYJIH, 2018 r.); (2)
MexnyHapoaHas HayyHasi KOH(pepeHIHs «V HOBUKOBCKUE YTeHUS « DYHKIIMOHAIbHAsI CEMaHTHKa
u nauHrsocemuoTrkay (MockBa, PYJIH, 2019 r.); (3) MexnyHapoaHas Hay4HO-TIPaKTHYECKas
KOH(EpeHIUsT MOJOABIX YUYeHBIX «SI3bIkHM, Hapomabl, KyabTypbD» (Mocksa, PYJIH, 2017 r.);
(4) 11l MexnynaponHas HayuHasi KoH(MepeHnus «ColalibHbIe U KYJIbTYPHbIC TpaHC(hOpMAIUH B
KOHTEKCTe coBpeMeHHoro rimobdanmu3ma» (I"posusbriii, 2020 1.).

CtpykTypa u 00beM auccepranuu. Pabora coctout u3 BBeACHUS, TPEX II1aB C BHIBOJAAMH,
3aKIO4YeHHUs W crnucka Juteparypbl (290 uctouHukoB), coaepxkuT 8 Tabmui, 4 rpaduka,
65 wumoctparuii. OOl 00beM TUCCEPTANMOHHOTO HCCIIEOBaHMS 0€3 MPUII0KEHUN COCTABIISET

192 cTpanuiibl.
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OBHIAA XAPAKTEPUCTUKA PABOTbBI

BBenenue npencraniser co0oil 0030p TeMBbI HCCe10BaHMsI, B HEM IPeCTaBIeHa CTPYKTYpa
HCCIIEI0BATENbCKON pabOThl; EPEUNCIEHBl TEOPETHUECKHE OCHOBBI; PACKpbITa Hay4YHas HOBU3HA
HCCIIEIOBAHUS; OIIpeIeIeHbl 00BEKT U IPEeIMET UCCIeI0BaHUs; c(pOPMYIUPOBAHBI OCHOBHAS LIENb
W KOHKPETHbIE 3aJaud; ONHCAHbl METOAbl M METOAOJOTUsl HCCIIEIOBaHUS; TEOpPETHUYECKas U
MpaKTUYECKask 3HAYMMOCTb UCCIIET0BAaHUS.

I'naBa 1 «Teoperuyeckue OCHOBBI NMepeBOa HA3BAHNMN KHUHO(PHUIBLMOB)» IOCBSIICHA
TEOPETUYECKUM MPEANOCHIIKAM TEMBI, B HEM pacCMaTpUBAIOTCS OCHOBHBIE TEOPUH, CBSI3AHHBIE C
uccienoBanueM. PaccmaTtpuBaeTcsl MOHATHE Ha3BaHUS (UIbMA, €0 CBSA3b C OHOMACTUKOM, ero
JIEKCUYECKNE OCOOCHHOCTH, pa3ziuyHble (YHKIUHU, a TaKkKe pa3JudHble MOAXOAbl K IEPEBOLY
Ha3BaHUN (UIBMOB U (PAKTOPBI, KOTOPhIE HEOOXOIMMO YUUTHIBATH, yIENsAs 0co00€ BHUMaHUE
MIEPECEUEHUIO0 ACTETUYECKOTO TUCKYpca U KOMMEpPYECKHMX aMOWIUNA, KOTOpbIE MPUCYTCTBYIOT B
Ha3BaHUAX (PUIBMOB.

Ha3panue ¢umibma 00iaaeT METOHUMHUYECKUMHU CBOMCTBAMH, MOCKOJIBKY HCHOJb3YeTCs
s o0o3HaueHUsT ¢uiabMa B LEJOM. Bo MHOruMX cilydasXx OHO NpPHUPAaBHUBAETCA K HMEHU
COOCTBEHHOMY, ITOCKOJIbKY UMEET C HUM HEKOTOphIe 00I1ue xapakrepuctuku. Hazpanue Hukorna
He ObIBaeT MPOM3BOJIBHBIM, OHO BCErjla BBI3bIBACT AaCCOLMALIMM Yy PELUIIHEHTa; objaaas
CHUMBOJIMYECKON IIEHHOCTBbIO M KYJBTYPHBIM 3HAYEHHEM, OHO MOXKET HECTH B ce0e HECKOJIBKO
CKPBITBIX CMBICIIOB. [103TOMY Ha3BaHuUs (HUIBMOB HEOOXOJUMO U3y4YaTh C YYETOM KOHTEKCTA.

HauGonpime TpyTHOCTH NpU NepeBojie Ha3BaHUN (QUIBMOB BOZHUKAIOT U3-3a MIEPECEUCHMUS
ACTETMYECKOI0 U KOMMEPUYECKOr0 JUCKYpPCOB, B HUX NMPUCYTCTBYIOMHUX. C 3CTETUYECKON TOUYKH
3peHus Ha3BaHue (hUIbMa MOKET BKJIIOYATh B ce€0sl TaKue pUTOPUYECKUE MTPUEMBI, Kak MeTadopa,
pudma, OIMIIETBOPEHUE, OHOMATONEs U T. Jl. 3allOMHHAIOIIEECs] HA3BaHUE MOXKET CTaTh CaMbIM
3G (HEeKTUBHBIM 3JIEMEHTOM MacIITa0HOM pEeKJIaMHOW KaMIaHWM, OHO BCEr/la Ha TEpBOM IUIAHE:
Ha Omnbopax, B TEICBU3MOHHBIX POJIMKAX, B IHTepHETE WK B IEUaTHOW peKJiaMe H Tak Jalee.

Ha3Banme ¢uibma wurpaer pemamniylo pojib B €ro MNPOJBHKEHUHU, TOITOMY
KUHOTIPOKATUYMKUA OTHOCATCSA K €ro BBIOOPY O4eHb cepb&3HO. Korna ¢mibM BBIXOIUT B MPOKAT
3a pyOe)oM, MPEANOYTHTEIbHEE COXPAaHUTh OPUTHHAIBLHOE Ha3BaHUE, MOCKOJIBKY OHO XOPOIIO
3apeKoMeHI0BalIo ce0s B cTpaHe mpoucxoxjaeHus. [Ipu mepeBoje ¢ OAHOTO sS3bIKa HA JIPYroi

OOJBIIMHCTBO Ha3BaHUM (PUIBMOB MPETEPNEBAIOT 3HAUYNUTENbHbIE U3MeHeHus. Ha3Banue unbma
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MO>KET UMETh MHO>XECTBO BAapHAHTOB Ha PAa3HBIX SI3bIKAX M JJaXKE HAa OJHOM U TOM XK€ SA3BbIKE B
pasHBIX peruoHax pacmpocTpaHeHus. Bce 3Tu mnpoOieMbl ObUIM NPOAHATU3UPOBAHBl B
JTUCCEPTAlMOHHOM HCCJIEIOBAHUM C HCIIOJIB30BAaHUEM OOJIBIIOTO KOJMYECTBA IMPUMEPOB
pacxXo’kKJIeHU B Ha3BaHUAX (PUIBMOB.

Pa3nnuus B OpUrMHaIbHOM Ha3BaHUU U €TO MEPEBOJIE MOTYT OBITH OOYCJIOBIIEHBI PSIOM
npuurH. CepbE3HOE NPEMSATCTBUE IPEICTABISAET COOON JIMHTBUCTUYECKUE OIPAHUYEHUS B LIEJIEBOM
A3bIKE, MMO3TOMY IEPEBOJUUKY MPHUXOIUTCS NpuOeratb K JIPYyruM METOAaM, YTOOBI 3allOJIHUTh
CMBICIIOBYIO ITYCTOTY, K IIPUMEPY, C MOMOIIbIO TerlaiiHa. B HEKOTOPBIX clydasx MEpEeBOAUUKY
IIPUXOJUTCS OTKA3BIBATHCS OT JOCIOBHOIO MIEPEBOA U NCKATh IIOIXOIAIIEE BEIPAKEHUE B LIEIIEBOM
A3bIKE, YACTO TMpuAaBas HCXOJHOMY 3aroJIOBKY JOIOJHHUTEIbHBIE CMBICIOBBIE OTTEHKH,
ABJISIOLIMECS O0Jiee MPUBBIYHBIMU BOCHIPUSATHIO B KYJIbTYpE PELUINEHTa; HOBOE Ha3BaHUE NPU
9TOM THO-TIPEKHEMY HOJDKHO IIEepeAaBaTh Ty K€ HMACK, YTO M HCXOAHOE. JlaHHBIM MNOAXO0X
MpeACTaBiIsieT cOOOW OYEBUIHBIM METON JOMECTHUKAIMHU («OJOMAIIHUBAHUA»), TOTOMY YTO
NepeBeICHHOE Ha3BaHUEe OyJeT MHTEPIPETUPOBATHCS 1IeJIEBOM ayAUTOpUEH Tak, KaK eciid Obl OHO
He ObUIO mepeBefeHo. B ciiydae MONHOrO OTCYTCTBUS TOHSTUS B LIEJIEBOM SI3BIKE MOXHO
BOCIIOJIb30BATbCS ~ KOMIIOHEHTHBIM ~aHaJIM30M s TOro, 4YTOOBl IyTEeM CpaBHEHHMS U
MIPOTUBOIIOCTABIIEHUS BCEX CEMAHTUYECKUX CBOMCTB BBISIBUTH OJIMKANUIINI SKBUBAJICHT B LIEJIEBOM
A3BIKE.

Bb16op Mexay OCIOBHBIM U BOJIbHBIM NEPEBOJOM JIAaBHO BbI3bIBAaeT OypHbIe criophbl. [1o
mHenuto E. Haiinel u JI. Benytu, nepeBoguuky HE0OXOIUMO BBIMTH 3a MpEJENbl TEKCTa, YTOObI
JIEKOHCTPYUPOBaTh €r0 Ha BHYTPUTEKCTOBOM YPOBHE M JEKOAMPOBAaTh Ha pedepeHlnaIbHOM
YpOBHE, OLIEHUBAasi KyJbTYPHbIE 3JIEMEHThI, UAHOMBI, KalaMOypbl U MEPEHOCHbIE 3HAUYEHUS IS
JOCTUKEHUS TIOJTHOTO MOHUMAaHUS UCXOJHOTO TEKCTA, a 3aT€M IIPUCTYIUTh K CO3AaHMIO IEPEBOJA,
KOTOPBIH HE TOJIbKO NMepeaéT 3HaueHUE CJI0B B JAaHHOM KOHTEKCTE, HO U CO3JaET TakoH ke 2 dexT,
KaK M UCXOJIHBII TEKCT, B pAMKAaX CEMaHTUYECKUX OTPAaHUYECHHUI U JIEKCUKOHA S3bIKa IIEPEBO/A.

WNubiMu cioBaMu, pedb UAET O OUHAMUYECKOU IKEUBALEHMHOCMU, TO €CTh O CMBICIIOBOM
nepeBosie (MepeBoJl 3HAYCHUH (pa3 WM IENbIX MPEATIOKEHUH € y4eToM yn000YnTaeMOCTH),
U 0 QopmanvHoll K6UBANIEHMHOCMU, TO €CTh O JOCIOBHOM MepeBoje (TpsMOM, OyKBaTbHBIN
MEepeBoJl OTAEIBHBIX CJIOB 0e3 ydyeTa HMX COYETaeMOCTH BO ¢pa3e WIM MNPEUIOKEHUH MPH

COXPAaHCHHUU TOYHOCTHU MEpCaavn CMbICIIa HCXOJHOT'O TeKCTa).
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Kpome Toro, mpum mepeBoage HEOOXOAMMO YYUTHIBATH ITHUKO-TICHXOJIOTHYECKHE
XapaKTEpUCTUKHA ayAUTOPUH, KOTOPBIE MOTYT CYIIECTBEHHO DPA3/IMYaThCsi B Pa3HbIX CTPaHax —
MHOTJA TEKCT, BbI3bIBAIOIIUN YIBIOKY Yy JKUTENIEd OJHOW CTpaHbl, MOXET BBI3BaTh HEJIOYMEHHE
B Jpyrux crpaHax. KpaiilHe BaXHO y4YUTBHIBaTh TPAAMLIMHU, HALUOHAIBHYIO CIELUDUKY,
MOBEJICHUECKHNE CTEPEOTHUIIBI Pa3HBIX ayJUTOPHUH.

Bcé mepeuncieHHOE CBHUIETENBCTBYET O HEOOXOAMMOCTH BCECTOPOHHETO H3YYEHHUS
pa3IMuYHBIX OCOOCHHOCTEH IepeBoJa Ha3BaHUNW (QUIBMOB C LENbI0O BBISIBICHUS TNPUYUH
PACXOKJICHUN U BO3MOKHBIX 3aKOHOMEPHOCTEW U TEHICHIIMM B IPAKTUKE IIEPEBOJA.

B cBs3u ¢ 3TMM B IIEpBOM IU1aBeE:

1. PaccMOTpeHBbl OCHOBHBIE JIEKCUUECKHE 3JIEMEHTHl Ha3BaHUS (PUIIbMa: MEPCOHaX (MUMs
repost, CETTUHT (MECTO U BpeMsi ACUCTBUS) U CIOKET.

2. JlokazaHo, 4TO mpH MEpPEBOE 3arojoBKa HEOOXOAUMO YUUTHIBaTh Tpu (akrtopa (mo E.
Haiine): xapakrep cooOmieHus, 1eiab U THI Ay TUTOPHUH.

3. PaccmoTpeHb! U MPOMJLTIOCTPUPOBAHBI IPUMEPAMU U3 COBPEMEHHON KHHeMmaTorpapuu
¢ynkuun 3aronoBka (mo knaccudukauuu E. B. Kuasimn u FO. B. BenenoBoii): HoMuHaTHBHaS,
KOMMYHHUKaTUBHO-PEKJIAMHAsI, SCTETHYECKasl.

4. PaccmoTpeHa TpaJMIIMOHHas Kinaccuukanus npoueayp nepesoja (mo Xany oo Bune
u XKany [lepOenpHe): TOCTOBHBIN NEPEBO/I, KaJIbKa, YKBUBAJIICHT, 3aUMCTBOBAHUE, TPAHCIIO3HIIHS,
MOJYJISILUS U aJlanTalus.

5. YcraHoBieHO, YTO mepeBoj Ha3zBaHMs (UIbMa MOXKET ObITh PE3YJIbTATOM JOCIOBHOTO
nepeBoa, TpaHchopMaIK U MOJIHOM 3aMEHbI HCXOJHOTO TEKCTa.

6. M3ydyeHbl M mNpuUMEHEHbl K IMEpeBOAY Ha3BaHWW (UIBMOB OCHOBHBIE TOJXOIbI
COBPEMEHHOI TEOPUH NEPEBOAA.

C ¢puiros1ornyeckoi TOUKM 3pEHMS IIEPEBOJI PACCMOTPEH KaK JIMTEPATYPHOE TPOU3BEICHHUE,
TaKk Kak CJI0Ba SMOLMOHAIBHO OKpameHbl. B Hagase XX Beka pOCCHUMCKUE CTPYKTYpaUCTHI,
OpuTaHCKHE PYHKIIMOHAIMCTHI M TUHTBUCThI-aHTponosiory B CIIIA cranu oTnaBath npeanodTeHue
NIEPEBOJlY, OPUEHTUPOBAHHOMY HA CHMBOJIMYECKUN KOJ KaK HEOTHEMJIEMYIO YacTh KYJBTYpHI,
a He Ha (popMasIbHbIC TPU3HAKH.

C TMHrBHCTHYECKO# TOYKHU 3pPEHHUS, TIEPEBOJ PACCMOTPEH C TOUYKU 3PEHHS €r0 OCHOBHBIX

COCTABJISIIOIIUX: CJIOB, CHHTArM, (ppa3s, npeayioKeHui.



17

OaHMM 13 OCHOBHBIX IPEUMYILECTB COMO-CEMHUOTHYECKOr0 TIOHUMAHUS SIBJISIETCS TO, YTO
OHO BKJTIOYAET B ce€0s1 BCE TUIIBI KOJOB U CUCTEMbI 3HAKOB, UCIOJIb3yEeMbIE B JIFOOOM YEI0BEUECKOM
oOuiectBe. B HacTosdmeM uccieoBaHUM, TOMUMO Ha3BaHUs (UIbMa, aHAJIU3Y IOABEPraroTCs
BTOPOCTETICHHbIE KOMITOHEHTBI, UTPAIOIINE BaXXHYIO POJIb B BOCIIPUATUHA KHHOKAPTUHBI: adulla 1
TErIaiiH, BHIOOp HAAMUCU U IBeTa Hananucu, GoH adummu. llepBoe BmeuaTieHue ot Quiabma
OCHOBAaHO Ha COBOKYITHOCTH OCHOBHBIX XapaKTEpHUCTHUK aUIIM WU Tpeisiepa ¢puibma. 3pUTelib
MOJTy4YaeT psifl OICO3HATENBHBIX KOJIOB, HAUYMHAS OT Ha3BaHUS U 3aKaHUMBas 00pa3aMu U BEIOOPOM
OTTEHKOB LIBETA.

I'naBa 2 «KoHTeKCTHbIE U JMHIBOKYJbTYPHbIE 0COOEHHOCTH MePeBOAA U aJanTalUU
HA3BaHMH (UIBMOB» BKIIOYAET MOAPOOHBIA aHANU3 PACXOXKACHUI B IEpPEeBOAEC HA3BAHMI
¢buiapbMOB,  BKIIOYAsh  CTPYKTYPHO-CEMaHTHYECKHEe,  (DYHKIMOHAIBHO-TIPArMATUYECKUE U
JIUHTBOKYJIBTYpHBbIE OCOOEHHOCTH, KOTOpBIE MOAYEPKUBAIOT OTPAKEHUE KYJIBTYPHl B SI3bIKE, a
TaK)Ke JIpyryue BHEIIHUE IPUYUHBI 3aMEUYEHHBIX PACX0K/ICHUI B IEPEBO/IE.

Hanpumep, duiapM moa opuruHambHBIM HazBanueM “Zootopia” CIIA) (mpomrocep Kiapk
Cnencep, pexxuccepsl baiipon u 'oBapa Puu Myp, npokar Walt Disney Studios Motion Pictures,
2016) — amepukaHckuii 3D-KOMNBIOTEPHBIH aHUMAIMOHHBIA KOMEAWHHBIA (UM, KOTOPBIH
BBIXOJUT 10J HazBaHueM “Zootropolis” B BenukoOpuranuu u Mpnanauu, a B ['epmanun — moja
Ha3BaHueM ‘“Zoomania”. Komnanust Yonrt /lucHed opuUIMAIbHO MOSCHWIA MPUYUHY MU3MCHCHUS
Ha3BaHus ¢uiabMa TeM, YTO IJIsi TpokaTta B BenukoOputaHuu OBLUIO BHIOPAHO YHUKAJIBHOE
Ha3zBaHUe, MOAXO0Ad1Iee A1 OpUTaHCKON ayIUTOPHUH.

CrnoBocoueranue “Z00topia” mpencrTariseT coOOH CIMSHUE IBYX CIOB: ZO W utopia, urto
03HAYaeT «ropoj Jo0poaeTenn». B OonblIIMHCTBE €BpONEICKUX CTpaH Ha3BaHUE (UIbMa U rOpoJl
Ha3bIBaroTCs ““Z00tropolis” (coderanue cioB zZ00 - «3oomapk» u Metropolis - «meTpomomnmey).
Bo3MoxkHOI NpUYMHONW MEepeMMEHOBaHMsI MO BEPCUU OpPUTAHCKOW Mpecchl SBISETCS HaJIU4ue
3apErMCTPUPOBAHHON TOPrOBOM MapkH JAaTcKoro 3oomapka B EBpore. M3MeHeHune Ha3zBaHus
¢uapMa npuBeso K HEOOXOIMMOCTH 3aMEHUTh YIIOMHUHAHKUE ATOTO CJI0Ba B caMOM (UjIbMe, TO €CTh
Ha3BaHue “Z00topia” ObUIO 3aMEeHEHO Ha3BaHumeM ‘Zootropolis”. [lo 3Toit mpuuyMHE NPUILIOCH
MEPECHATh HECKOJBKO CIICH, IJIe 3By4ayio CJIOBO zOotopia. “Zootropolis” wmu “Zootopia” Obu1
nepeMMeHoBaH B “Zoomania” B ['epmanuu u3-3a aBropckux npaB Keit ®duiepa, HamucaBIiero B

2010 roxy KHHTY € TOXO0KUM Ha3BaHueM “Z0otropolis”. B Kurtae ¢punbpm Taxoke Ha3piBaeTcs “Crazy
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Animal City” (oOpatsblii mepeBoja). Jpyrue aHTIOS3BIYHBIE CTPaHBI, BKIIOYas ABCTpANHIO,
Oununmnunel 1 FOxHYI0 APpUKY, HCTIOIB30BAIM OPUTHHAIILHOE Ha3BAHHUE.

S3pIK  ABASETCS OTpPaKEHUEM KyNbTYpbl. OOILIECTBEHHO-NOJIUTHYECKHE, COLMAIBHO-
HSKOHOMHMYECKHE, COIMOKYJIbTYPHbIE YCIOBUA, OOBbIYaW, IIEHHOCTH U TPAJAMIMH HApPOAA, €ro
MHUPOBO33PEHHE, ICUXOJIOTUS U T. JI. CHOCOOCTBYIOT BO3HUKHOBEHHUIO MOHATUN, OTCYTCTBYIOIIHX B
A3bIKaxX, Ha KOTOPBIX T'OBOPAT JpYyrue cooOuecTBa. B JIMHIBUCTUKE M NMEPEBOJOBENECHUU ITH
HOHSITHSI 0003HAYAIOTCS KaK «peajium.

@®pa3eosorn4eckue MiIM MHOTOKOMIIOHEHTHBIE JIEKCHYECKHE EIHMHMIBI B HEKOTOPBIX
Clly4asiX IPUPABHUBAIOTCS K peanusiM. OHU ONPEeNsIoTCs KaK YCTOHYUBBIC BhIpaKeHHs (KITHIIIE,
MIOCJIOBUIIBI, MIMOMBI, CJIOBOCOYCTaHHsI, (Ppa30BbIC IIIAroibl U T. J.), KOTOPhIE MOTYT OBITh Kak
CBS3aHHBIMU, TaK M CBOOOJHBIMHU cjoBocodeTaHusMH. CIIOBOCOUETAaHUS WM CBOOOIHBIC
COYETaHMS CJIOB OOBIYHO MEPEBOSATCS JOCIOBHO (KanbKa). [lepeBoa nanoMaTuyecKux BbIpakeHUMA
MpeAcTaBiIseT co00il 6osiee KOMIIEKCHYIO 3a7a4y, TPEOYIONIYIO YITyOI€HHOTO JIMHTBUCTHYECKOTO
aHaJIM3a U y4eTa KyJIbTypHBIX OCOOCHHOCTEH.

C uenpio aHanM3a pacxoKJICHUW C OpPUTMHAIBHBIM HAa3BaHHEM M BBISBICHHS (PaKTOPOB,
CIOCOOCTBYIOIIMX BO3HWKHOBEHUIO HECOOTBETCTBHI B MpoIlecce U3MEHEHUsS] Ha3BaHUN (HUIEMOB
MpHU NEepeBO/ie, HAaMU ObLI U3y4YEeH PAJl aHTJIOSI3bIYHBIX Ha3BaHUI (QUIBMOB, KOTOpBIE BBIIUIA B
MPOKAT 3a pyOe’KOM MO/ AIbTePHATUBHBIMY Ha3BaHUSMU HA AaHTJIUHCKOM SI3BIKE.

[TomyrMo Ha3BaHM (MIBMOB, Mbl TAKXKE HCCIIEJOBAIM TErJIaiiH KaKk BaKHYIO 4acTh JIHOOOM
cTpaterun OpeHauHra ¢GuibMOB. MHOTHE TerNaliHbl MPEACTaBISIIOT COOOW JAKOHUYHYIO, JIETKO
3alIOMHMHAIONIYIOCS  (Ppa3y, BBIpaXAloOIIyl0 CyTh (WIbMa WIM HECYIIYI0 MOSCHEHHUS CamMoOMy
¢uneMonrmMy. OOBIYHO TETJAMH pa3MenaeTcs moj Ha3BaHueM (GuiabMa. 3alTOMUHAIOIIUICS TErJIaiH
BJIMSICT HA KOMMEpPYECKUH ycrex (puibMa B IPOKaTe, Tak KaK MOMOTaeT MPOABHKEHUIO KHHOKAPTHUHBI
U CIIOCOOCTBYET €€ y3HaBa€MOCTH.

Hamu ObIIO paccMOTPEeHO HECKOJIBKO THUIOB TETJAHOB M3 M3BECTHBIX (DHIBMOB C
COTPOBOXKIAIOUIUMHU HMX MpUMEpaMH. TerIaH AuddepeHnranuy; WHGOPMaIMOHHbIN TeryiaiH;
TEIJIaiiH, OPUEHTUPOBAHHBIM Ha PE3yJbTAT; TEIJIalH, OPUECHTUPOBAHHBIM HA LIEHHOCTD; TEIJIANH,
OPUEHTHPOBAHHBIM Ha aylIWTOPHUIO; TErNIallH «y3HaBaeMoCTb OpeHaa». OKOHYATENbHBIN BBIOOP
TerNIaifHa 3aBUCUT OT MAapKETHHIOBBIX IIeJIed W JaeMorpaduyecKol CEerMEHTAIMu IIeJIeBOM

ayIUTOPUHU.
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HccnenoBanne mapauienu3Ma mepeBofa Ha3BaHUN (DUIBMOB M MX TETVIAHHOB TMO3BOJIHIIO
YCTaHOBUTbH, YTO €CJIIM B MEpPEBEAEHHOM Ha3BaHUU (UIbMa IO CPABHEHHIO C OPUTHMHAIBHBIM
OTCYTCTBYET HWH(OpMAIHsI, CUUTAIOMIASICS BaXXHOW ISl BOCHPUATHS KHUHOMPOAYKTA WU €Tro
CIOKETHOW JTMHUHU, OHA MOXET ObITh YNOMSHYTa B TeryaiiHe. B HEKOTOphIX ciydasx (uiIbMbI
COITPOBOXKJIAIOTCSI TETIAMHOM TOJBKO B 3apyO€KHOM IMpOKaTe JUIsS Mepeladd TOTOTHUTEIHHON
uHbopMau 0 (GUIbME; C APYrod CTOPOHBI, (PUIBMBI MOTYT UMETh HECKOJBKO TErJAaifHOB BO
BHYTPEHHEM TMpOKaTe, HO HUX HE HCIOJB3YIOT B clydyae Mpokata (uibMa 3a TpaHHIEH
TI0JT ONTMCATENbHBIM Ha3BaHUEM.

B xojie nzydenus napauiennMa Ha3BaHuii GUIbMOB U CIIOTaHOB OBLI BBISIBJICH DS IPYTUX
TeHneHmi. Hampumep, Bo korma ¢UIbM C OpPUTHHANBHBIM WM TIEPEBEIACHHBIM Ha3BaHUEM
BBIXOJUT BO (PaHIy3CKHI WM KBEOEKCKHI TMPOKAT, CJIOraH TOYTH BCEraa IepeBOAUTCS
Ha ¢paHuy3ckuil. B poccuiickoM npokare OOJBUIMHCTBO Ha3BaHUM NMEPEBOAATCS OyKBaJIbHO, a
HOBBIH CITOTaH aJalTHPYETCH.

[IpaBuiIbHO BBIOpAHHBIN CJIOTaH BIMSET HAa YCIEX KapTHHBI, MOTOMY 4YTO OH Oyjaer
accOIMUpOBaThCcs ¢ (uapMOM B Tmpokare. PaccMoTpuMm B KadecTBe mnpumMepa (GWIBM TOT
opurnHanbHbIM HaszBanue “Brave” (USA) (nmpomtocep Koatpun CapadsiH, pexuccepbl Mapk

Ouaproc u bpenaa Yenmen, Walt Disney Studios Motion Pictures, 2012 r.):

Ha3zBanue Crtpana npokara Ternaiun

“Brave” CIIA u anrnoszsiynsle ctpanbl | “Change Your Fate”

173 1 er
®panuus, Ksebex u Betbris Changez Votre Destin Le 1

“Rebelle” . Aout” (anrn. «Eng. Change
(anr. Rebellion) your destiny August 1%
«3menu cBoro cyan0y eToM
«Xpaodpas cepamem» Poccus (anrn. Brave heart) 2012» (anra. «Change your
destiny in summer 2012»)
€3 40 h gl Apabckue crpanbl (anri. «The Her Termaiiia

legend of Merida»)

HCpCBOJI Ha3BaHUA Ha apa6CKI/1ﬁ SI3BIK HOCUT ONUCATCILHBIN XapakKkTep. BOBMO)KHO, HUMCHHO
MMO2TOMY TerJIaiiH MOCYMTATIN H30BITOYHBIM. HaSBaHI/Ie, B OTVIMIMC OT OPUTMHAJIBHOT'O, CBA3dHO C MMCHCM

riaBHOro repost — “Merida” (TpancimuTeprpoBaHO apabCKUMU OYKBaMH).
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B poccuiickom mpokate Ha3zBaHue (uiabMa ObUIO TEpeBEACHO Kak «Xpalpas cepamem»
(aurn. Brave heart), HecMoTps Ha Halu4YMe aMEPHUKAHCKOrO (HIbMa C TMOXOXXHM Ha3BaHHUEM
«Xpabpoe cepaue» (anri. Braveheart) (mpoatocepsr Men ['mGcon, Anan JI3pn-mianmmii u bproc
JIotiBu, pexuccép Men I'mbcon, Paramount Pictures, Paramount Pictures North America & 20th
Century Fox International, 1995).

TernaifHbl Kak B pOCCUMCKOM, TaK U BO (PPaHILy3CKOM MPOKATE COOTBETCTBYIOT OPUTHHAIY,
HO B 000uX J00aBjeHa JaTa 0’KHUAeMOTO BbIXoJa (huibpMa: B pocCUiiCKOM BapuaHnte — jieto 2012
roja, Bo (ppaHIy3cKOM — TOYHas J1aTa, | aBrycra.

B xone uccnenoBanus napajpienn3mMa Ha3BaHui (UIBMOB M UX TETJIaHOB ObUTH BBISBIICHBI
omnpenenéHuple TeHAeHInU. Hampumep, mpu mepeBoje WM 3aMMCTBOBAaHUHM Ha3BaHMs (UIIbMa
BO (paHIly3CKOM M KBEOEKCKOM MpOKaTax B OOJBIIMHCTBE CIydaeB OTAAETCA MPEANOYTCHHE
NEPEBOJly OJHOTO M3 TErJIailHOB C s3bIKa OpUTMHANa, B OTJIIMYME OT POCCUICKOIO MpoKaTa, Iie
Ha3BaHUs QUIBMOB MEPEBOJATCS JOCIOBHO, HO MCIOJIb3YETCSl HOBBIN TEIJIAMH, HE SBIISIONIUICS
nepeBogoM  opuruHana. Otriauyaromyecs OT — aHIJIOSA3BIYHOTO — OpPUTMHAIA  Ha3BaHUS,
MpEAHA3HAUYCHHOTO JUIsi BHYTPEHHETO TMpOKaTa, COMPOBOXKIAIOTCS HOBBIM TErJIaHOM B
poccuiickoM, (hPpaHITy3CKOM M KBEOEKCKOM IMTpOKaTax.

Marepuanom auccepTaluy MOCTYKUIU (PUIBMBI IECTH OCHOBHBIX JKaHPOBBIX KaTETOPHI:
TpUILIEpP, MeNoApaMa, O0EBUK, ApaMa, KoMeaus U aHuManus (GuiIbMbI BRIILUIM B IpoKaT B 1995—
2015 rogax).

B Tabnuue 1 npencraBineHa uH@opmaius 0 Ha3BaHMUSIX U TerNaHaX (UIbMOB C IIEJIbIO
CpaBHEHMsI MapajuieTu3Ma B X MepeBojiaX. bOIbIIMHCTBO aMepUKaHCKUX (PUITEMOB, BKITFOUEHHBIX
B Ta0JMIly, UMEIOT B CpPeAHEM KaK MUHHUMYM TpH pa3HbIX TerjaiHa. [IpeacTaBieHbl TOJIBKO
T€ TErJaWHbl, KOTOPbIE B HEKOTOPOW CTENEHU COOTBETCTBYIOT TEIVIAMHAM OJHOIO U TOTO K€
¢dunpMa Ha pycckoM U (paHIly3ckoM si3bikax. Mudopmarus o pribmax Oblia B3siTa C MOMYJISIPHBIX
kunocaito: IMDb (https://www.imdb.com), AlloCiné (https://www.allocine.fr), Kunollouck

(https://lwww.kinopoisk. ru/) u UBU (https://www.ivi.ru/) ¢ mpumeHeHreM MeTOJa CIy4aiHOM

BBI60pKI/I, OBLIN MCKITFOYEHBI (I)I/IJ'IBMLI C IMEHAMHU COOCTBEHHBIMHU B Ha3BaHHH.


https://www.ivi.ru/
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Taoauna 1. [lapansenusm TersiaiiHa 1 Ha3BaHUs QUIbLMA — BBIJICPKKHU

Original film tagline

OpuruHaJdbHbINA menaiin

Russian film tagline
meznain Ha

French film tagline
meznain Ha

Quebecois film
tagline

“Every man dies, not
every man really

«Bce ymuparor, HO
HE BCE JKUBYT I10-

“Un seul homme
pouvait défier le

PYCCKOM A3bIKE dpanyysckom azvixe meznaiH Ha
(npoxkam ¢ Poccuu) (npokam 6o dpanuyyzckom azvike
Dpanyuu) (npoxam ¢ Keeoeke)
Braveheart Xpao6pas cepauem | Braveheart Cceur vaillant

“Un seul homme
pouvait défier le

“Change one thing,
Change everything”

«3MeHu1b OHO,
HN3MCHHUTCA BCCH»

«changer une
chose...change tout»

lives” HACTOSIILIEMY» Ror” Roi”

“What kind of man

would defy a king?”

The Butterfly Effect | D¢ dexr 6a60uxn | L'Effet papillon L'Effet papillon

«changer une
chose...change tout»

Taoauna 2. [lapanienusm TersaiiHa u Ha3Banus ¢puibma (00paTHBI MepeBoax) —

BBIACPKKHU

Original film tagline

Russian film tagline

French film tagline

Quebecaois film

OpuruHaabHbINA me2nain meznain Ha meznain Ha tagline
PYCCKOM A3bIKe dpanyysckom azvixe meznain Ha
(npoxam ¢ Poccuu) (npoxam 6o dpanuyzckom azvike
Dpanyuu) (npoxam ¢ Keeoexe)

Xpaopoe cepaie
«Kaxplil 4eoBex
YMHUpPAET, HO HE
KaXXIbIA YEJIOBEK
JKUBET)

«Kaxoii uenoBex
OpOCHUT BBI3OB
KOPOJII0?

Xpa0Opasi cepanem
«Bce ymuparor, HO
HE BCE KUBYT I10O-
HACTOSIIIEMY»

Xpaopoe cepaue*
«Tompko oquH
YeJI0BEK MOT OPOCUTH
BBI30B KOPOJTIOY

JlobJiecTHOe cepaue

[t]

Hert termaiina

dddexT 6a00uKH
«3meHu 0HYy Belllb,
W3MEHH BCE»

dddexT 6a00UKH
«H3MeHuIIb 0J1HO,
W3MEHHTCS BCEY»

dddexT 6a00UKH
[t]

«3menenne oqHOU
BEIIA MEHSET BCE»

dddexT 6a00UKH
[t]

«3menenne oqHOU
BEIIX MEHSET BCE»

* OpPUCUHAJIbHOE HA36AHUE HE USMEHUIOCDH.

[t/ nazeanue nepeseoeno.




B Tpéx Tabmmuax HWXKe NpPUBEIEHBI JaHHBbIE, CIPYNIUPOBAHHBIE IO CTpaHaMm IMpoOKaTa

(hUIBEMOB.
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Ta6auua 3. /lanHble K Ta0auie 2 (B pocCHiiCKOM KHHOIPOKATe)

Ha3Banmne Ha3Banmue KoaunuecTBO
OTJIMYAETCH nepeBeIeHo TerJaiiHOB
CoBnazenue TeriaiiHa 1 2 3
Hosrblii Termaiin 3 6 9
Her ternaiina 0 0 0
KonunuecTBo Ha3BaHwuit 4 8 12

Ta6auua 4. lanuble K Tadauie 2 (Bo (ppaHIy3cKOM KHHONPOKATE)

Ha3Banmue Ha3Banue KoaunuecTBO
OTJINYAETCH nepeBeIeHo TerJIaiiHOB
CoBnazenue TeriaiiHa 1 3 4
Hoseblii Ternaiin 5 2 7
Hert Ternaiina 1 0 1
KonnuecTBo Ha3zBaHui 7 5 12

Ta6auna 5. /lanHble K TadauIe 2 (B KBeOeKCKOM KHHONPOKATe)

Ha3Banmue Ha3Banue KoaunuecTBO
OTJINYAETCH nepeBeIeHo TerJIaiiHOB
CoBragenue TeriaaiiHa 1 2 3
HoBrli Ternain 3 4 7
Hert Termaiina 1 1 2
KommnuecTBO Ha3BaHwuit 5 7 12

B xone uccnenoBanus mapaiienn3Ma Ha3BaHUW M TETrNIaliHOB (PMIIBMOB OBLIH TOJYYCHBI
CJIEYIOIINE PE3yJIbTaThI:

- ecJM Ha3BaHWe (UIbMa U3MEHUJIOCH MPH MEPEBOIe, TO Yalle BCETO MCIOIb3YIOT HOBBIM

TErJaiH BO BCEX IIPOKATaXx;

- TIEPEBOIHBIC UM 3aMMCTBOBAaHHBIE Ha3BaHUS (GUILMOB BO (PpaHITy3CKOM U KBEOEKCCKOM

penu3ax MOYTH BCErJa SBJISIOTCA MEPEBOAOM OJAHOTO W3 TETJIAaWHOB, NPEACTABICHHOTO HA

SA3bIKE OPUTHMHAIIA;

- B POCCHICKOM TMpOKaTe OOJBIIMHCTBO HA3BaHWHA MEPEBOJUTCS TOCIOBHO, OJHAKO

MPAKTUYECKHU BCET]Ia MPUCBANBAETCS HOBBIW TETJIAIH,

- OIIMCATCJIbHBIC HAa3BaHUA (1)I/IJ'IBMOB OOBIYHO HE COIIPOBOKIAOTCA TerﬂaﬁHOM;
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- B clydae, €Cclid IepeBoJi Ha3BaHus (riibMa Ha (PaHIy3CKHH SI3BIK JUISl TPOKaTa BO

@OpaHIK HE COBMAAAET C €r0 KBEOSKCKUM BapUaHTOM, X TETrJaiHbl UACHTHYHBI MU OYCHb

OJIU3KU 110 CMBICITY.

B T'nmaBe 3 «@YyHKUMOHAJBbHO-IPArMAaTHYeCKHMH aHAJM3 [AaHHBIX IPH MepeBoje
Ha3BaHUii PUILMOBY IIPEACTABICHBI PE3YJIbTAThI HCCIIEIOBAHMS, TOJIYYEHHBIE C UCTIOIB30BaHUEM
AMITUPUYECKOTO MOIX0/1a, KOTOPHIMA BKIIOYAET KaK KaueCTBEHHBIN, TaK U KOJIMUYECTBEHHBIN aHATN3
MaTepHalia U3 pa3sHbIX HCTOUYHHUKOB (0a3a maHHbIX ¢uibMoB B MutepHere (IMDD), odunnansabie
UHTEPHET-CTPAHUIIBI KHHOTEaTpOB). Bh1OOpKa Ha3BaHUM (UIBMOB U UX MEPEBOJIOB ObLIA N3yYeHA
C TOYKH 3pEHHS IPUMEHEHUS IEPEBOAUYECKUX MPUEMOB U U3BMEHEHUSMH B YACTOTE UX IPUMEHEHHUS
B 3aBHUCHUMOCTH OT XaHpa (uiibMa W IEJIeBOM ayIUTOPUHU 3a TOCJIEAHEe AecsATuieTue. bbui
MIPOBEJEH CPAaBHUTEJIbHBIN U COMOCTABUTENbHBIN aHANN3 JUHIBUCTUYECKUX CBOWCTB MEPEBOJIOB
W/WW ajanTaiuidi Ha3BaHUM (UIBMOB U MCXOIHBIX BEPCHUM MX Ha3BAaHWUM C IICJIbIO BBISBIICHUS
CXO/JICTBA, OOIIMX 3aKOHOMEPHOCTEH MM KOHKPETHBIX MOAX0/I0B, B IEPBYIO OUYE€pPE/Ib OCHOBAHHBIX
Ha TerjaiiHe ¢puibMa, JKaHpe Ui KOHTEKCTE.

B nannoi riaBe paccmaTpHBAIOTCS OCHOBHBIE METOJbBI, NMPUMEHSEMBIE TMPU TIEPEBOJIEC
Ha3BaHUI (PUIBMOB: JOCIOBHBIN MEPEBO/I, peoOpa3zoBaHue (KaK J100aBIeHHE, TaK U OMYIIEHUE),
3ameHa (TosiHast wiin yactuyHas ). [IpoBeieHo uccienoBaHus pacXoXXI€HUM HE TOJIBKO B TIEPEBOJIC
Ha3BaHWH (PUIIEMOB Ha pa3HbIE S3BIKU, HO U PACXOXKIEHUS B TIEPEBOJIE HA3BAHUS OJTHOTO U TOTO Ke
¢unpMa B paMKax OJHOTO si3bIKa (B HaIllEM UCCIEAOBaHUU — (DPAHIY3CKOTO), MOCKOJIBKY MHOTHE
(UITBEMBI PaCTIPOCTPAHSAIOTCS B Pa3HBIX PETHMOHAX MOJ Pa3HbIMH Ha3BaHUAMH. MBI CpaBHWIU U
COTIOCTaBWJIM HAa3BaHUS aMEPUKAHCKUX (UIBMOB, KOTOpBIE BBIIUIM B IMpokKaT Bo DpaHIuu U
KBebeke (ppankoropopsiuias Tepputopust Kanassr).

MBI BbIACTIUIIN TPU OCHOBHBIE MPUEMA:

1) coxpaHeHre OPUTHHATIBLHOTO aMEPUKAHCKOT'O Ha3BaHMUS;

2) mepeBo/1 Ha3BaHUS Ha (PPAHITY3CKHUIl S3BIK;

3) nepedpazupoBaHre/IepEeMMEHOBAHHIE 3ar0JIOBKA HA aHTJIMMCKOM SI3BIKE

Hwxe mnpexacraBieHbl pe3yiabTaThl CPABHUTEIBHOTO MCCIEIOBAHMS, HAMPABICHHOTO Ha
BBISIBJICHUE MPENOYTEHUSI UCMOJIB30BAHUS TOTO WM MHOTO METO/a MEepPeBOJia U €ro pacTyllen ¢

roJaMu MOMYJSPHOCTU CPEAU TUCTPUOBIOTOPOB Ui (PpaHKOsI3bIUHOM aynuTopun Bo ®Opannuu. B
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nepuoa ¢ 2017 roga mo 2019 ron, B 4acTHOCTH, ObUIO OTMEUEHO YCUJIEHHE TEHACHIUU

HCIIOJIb30BAHUS OPpUTHHAJIBHBIX Ha3BaHUU aHTJIOS3bIYHBIX (1)I/IJ'II>MOB BO (bpaHHYSCKOM IIpOKarTe.
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KonnuectBo aganTUpoBaHHBIX JJIg  OOJIETYEHMsS] BOCHPUATHSA  (PPaHKOrOBOPSIIEH
ayUTOpUEH aHTJIOSN3bIYHBIX Ha3BaHUM GuiibMoB nocTurio nuka B 2018 roxy, Ho yxe B 2019 roxy
COKpatujioch BABoe. TeHIeHUus mepeBoja Ha3BaHWU (UIBMOB Ha (PPaHILY3CKHM S3BIK TEpSET
nonyiasipHocTs BO PpanHiuu. BoabIMHCTBO amMepuKaHCKUX (QUIBMOB B KUHONpokare DpaHiuu
B HACTOAILIEE BpPEMs BBITYCKAIOTCSA MOJ AHIJIMICKUMHU Ha3BaHUAMH (aJalTHPOBAHHBIMU WM
HEU3MEHEHHBIMHU).

Ha3panue ¢uibma, nepeBeeHHOE, aJaNTHPOBAHHOE WM HEM3MEHEHHOE, OJIKHO
COOTBETCTBOBATH PSIIY OCHOBHBIX KPUTEPUEB: HEOOXOIUMO, YTOOBI BHIOPAHHBIN 3ar0JIOBOK OBLI
MOHSATEH LEJEBOM ayJUTOPHUH; JIOJDKHA MPUCYTCTBOBATH JIOTUYECKAs CBSA3b MEXAY Ha3BaHUEM
Y KUHOTIPOJIYKTOM, Ha3BaHUE (PUITbMa JI0JKHO UMETh MPAMYIO CBSI3b C CEO)KETHOM JTMHUEH (puiibMa;
Ha3BaHWe (UIbMa JIOJDKHO OBITh MPUBIIEKATEIBHBIM U CIIOCOOCTBOBATH KOMMEPUYECKOMY YCIIEXY
KapTHUHBI.

[lepeBon Ha3BaHUM (PUIIEMOB CMEIIAHHBIX KAHPOB MPEACTABISET IPOOIEMY B cllydae, Koraa
KaHp OTpakaeTcs B Ha3BaHUU (puibMa. BeiOop Ha3BaHus GuiibMa JUKTYETCS MPEANOYTCHHUSIMHU
MOTEHIMANIBHBIX 3pUTENIel B 3aBUCUMOCTH OT M3 Bo3pacTa u nona. Kak orMeuyaeTcss B Hay4yHOM
TUTEepaType, ApaMa M KOMEIUsS — OTO KaHPbl (UIBMOB, K KOTOPBIM TEpSETCS WHTEpEC MPH HX
MEepPEeBOJIC HAa APYTOM S3BIK.

C yu€TroM pacCMOTPEHHBIX NPOOJIEM MEXKKYJIbTYPHOH KOMMYHHKAIIMU BBIOOp METOJA
nepeBoJia, KOTOPhI MOXKET MepenaTh MpsIMOe WIM CKPbITOE 3HAYeHUs Ha3BaHUM (PUIBMOB Ha

AHTJIUMCKOM A3BIKC, 3a PCAKHM HCKIIOYCHHUEM, B OCHOBHOM OIIPCACIIAIICA OCOOCHHOCTSAMU
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BOCIIPUATHUS U ACCOLMAIUSAMHU MOTEHIIUATBHBIX 3puTeieil. [[03ToMy BaKHO YUYUTHIBATh BOCIIPUSITUE
ayJIMTOpUU TIPU BbIOOpE HamboJIee MOAXOASAIIET0 Ha3BaHus ISl MpoKaTa GuiabMa 3a pyoekoM.

CukBenaMm QpuIbMOB U (paHILIM3aM TapaHTUPOBAH YCIEX HA PhIHKE B OCHOBHOM OJarofaps
cioxuBIIeics (aH-0aze M OpEHIUHTY, TaK KaKk Ha3BaHUE (UIIbMa XOPOIIO 3HAKOMO 3PHUTEIISIM.
B Ha3BaHUSAX HOBBIX CHKBEJIOB OOBIYHO JIMOO HCIONB3YIOTCA MOPSJIKOBBIE HOMeEpa, JHOO
MPUBOJIUTCS PACIIMPEHHOE, OMKCHIBAIOIIEE HOBYIO CEPUI0 COOBITUI, HA3BAHUE OYEPEAHON YacTH
CHKBEJIa, 4TO OO0JIbIlIe UMITIOHUPYET 3PUTEIISIM.

JlocmoBHBIN MepeBo] Ha3BaHMK (GuibMoB okaszancs HeaddekTuen (K. Hopa, L. Venuti).
[lepeBon Ha3BaHUs (UIbMA TIOBOJIBHO CIOXKEH, C YIETOM TECHOU CBSI3U S3bIKA U KYJIbTYPHI.

[Ipn mnepeBosme HEOOXOOUMO YUMUTHIBATH CEMAHTHYECKYIO MHOTOMEPHOCTh Ha3BaHUS
¢bunpmMa, 9YTOOBI HE MOMYCTUTh HAPYIIEHUS CMBICIA, KAK ATO MPOU3OILIO B ciiydae ¢ (GUIBMOM
«Poinaps u gaenn» (CIHIA) (mpomtocep Kotu Konpan, Tonn I'apuep u Ctus Ilunk, pexuccep
Jlxeitmc Manronba, npokatuyuk - kommaHus 20th Century Fox, 2010 r.): Ha3BaHue ObLIO
nepeBeieH0 kak «Houb M JdeHB» Ha HECKOJbKO SI3BIKOB M3-32 OTCYTCTBUS JIEKCHYECKUX
KOMITOHEHTOB, KOTOPBIE ABJISIFOTCS oMo oramu, Takumu kak Knight u Night B anrimiickoM si3bike.

Ha3Banme, moa KOTOpbIM (HWIBM BBIXOAUT 3a TPAHUIICH, SBISETCS pPe3yIbTaTOM
KOJUICKTUBHOM pPAOOTHI: B MPUHATHUM OKOHYATEIBHOTO PEIICHUS O HOBOM Ha3BaHUU (QuiIbMa
y4acTBYIOT MEPEBOUUKHU, pekiamMHble U PR-kommannm, a Takke JUCTPUOBIOTOPHI, OHHU JTOJIKHBI
CJICIUTH 32 TEM, YTOOBI BCE CEMaHTHUECKHUE U TTparMaTHYecKue 0COOCHHOCTH OBIITH yUTEHBI.

Korna B Ha3zBanum ¢uiabMa HCNONB3YyeTCS MMl COOCTBEHHOE, MMelollee crennduueckue
KyJbTYpHbIE KOHHOTAllUM, KOTOPBIE IOHATHBI TOJIBKO J>KUTENSIM OIpPEACIICHHOW MECTHOCTH,
MPOCTOM TpaHCIUTEpAlMd Ha3BaHUsA OyJIeT HENOCTaTOYHO J[UId Mepeladyd CeMaHTHYEeCKOU
MHOTOMEPHOCTH OPUTHHAIBHOTO Ha3BaHUs UIIbMA.

Takum oOpa3om, Ha3BaHUE (UIIbMA TOJKHO ObITh YETKO 0003HAYEHO U MpPEHA3HAYEHO IS
KOHKPETHOW ayAauTopuu. lIepeBOaUMK IOJKEH BBIMTHM 3a PAMKH CAMOTO «TEKCTAa» Ha3BAHUS
¢bunbMa, JEKOHCTPYUPOBATh €r0 Ha BHYTPUTEKCTOBOM YPOBHE U JIEKOJUPOBATH Ha pedepeHTHOM
YpOBHE, YTOOBI JIOCTHYb TOJHOTO IMOHUMAaHUsS MCXOAHOTO TEKCTAa M MPHUCTYMUTh K CO3/IaHUIO
MepeBoJia, KOTOPBIA TepenaéT coiepkaHne W OyaeT Tak ke, KaKk OpPUTMHAJIbHOE Ha3BaHUE,

BO3JICHCTBOBATH Ha MPEINOIaraeMyro ayauTOPHIO.
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HasBanus puiabMoB 3aKiIi04aloT B c€0€ CyTh KHHEMATOIPapUYECKOro MPOAYKTa, BBITOJIHSIS
paznuuHble (QYHKIMHU: OT OpeHAMHTra 10 MPUBJICYCHUS ayauTopuu. B cBoeM wHccieqoBaHUU
MBI ONpeneNisieM Ha3BaHHe (UIbMa KaK KpPAaTKyH JUHTBUCTUYECKYI0 KOHCTPYKIIHIO, KOTOpas
CIIY’)KHT OCHOBHBIM HJCHTHU(PHUKATOPOM U PEKIAMHBIM 3JIEMEHTOM JUJIsi KMHEMAaTorpaduyeckoro
MIPOU3BEICHHUSI.

[IpencraBneHHOE  CpaBHHUTEIBHOE  HCCIEAOBaHHE IE€peBOJa Ha3BaHUW  (PUIBMOB
Ha MaTepuaje 4eThIPEX SI3BIKOB (aHTIMIICKOTO, (PAHITy3CKOTO, PYCCKOTO U apabCcKOro) Mmo3BOJIsSeT
CeJIaTh BBIBOJIbI, KOTOPBIC TOATBEPKIAIOT TUTIOTE3Y UCCIEIOBAHUS O TOM, YTO Ha MEPEBO]I BIUSAET
COLIMOJIMHTBUCTUYECKUM U KYIbTYPHO-UCTOPUUYECKUN KOHTEKCT CTPaH LIeJIEBOI ayTUTOPUH.

Pe3ynbrathl BcciienoBaHus MOKAa3bIBAIOT, YTO, HECMOTPS Ha 3PHEKTUBHOCTH COXpaHEHUS
OpUTHHAJIbHBIX Ha3BaHUW (DUIBMOB B MEXIYHAPOIHOM MPOKATE, MHOTHE U3 HUX MPETEPHEBAIOT
CYILIECTBEHHBIE U3MEHEHHUSI. DTa TEHJCHIIUS OTPaXKaeT CIOKHOCTH a/IalTallii Ha3BaHUM, 0COOEHHO
JUISL CUKBEJIOB U (paHIIN3, KOTOpbIE, KaK TMPaBUJIO, BBI3BIBAIOT OOJBIINNA HWHTEpEC
y TOTEHIUATbHBIX 3pUTENIel, KOT/a BBIXOJAT B IMPOKAT C pPa3BEPHYTHIMH HAa3BAaHUSAMH, a HE
C IPOHYMEPOBAHHBIMU T10 TOPAJIKY YACTIMH.

[Ipn wu3yyeHWM NPAKTUKKW TiepeBoja Ha3zBaHW (QUIbMOB (0COOEHHO JTO Kacaercs
aMepUKaHCKUX (GUIBMOB, pacipocTpaHsieMbix Bo @paniiun), 0OHapyXUBaeTCs TCHICHIIMS BbIXO/a
B IIPOKAT (PMIIBMOB 01 OPUTHMHAILHBIMH aHTJIMIMCKUMH Ha3BAaHUSIMU WM B YIIPOIIEHHOM BapHaHTe
JUIsl o0ecrieueHus Jy4Illero BOCTIpUATHS ¢paHIly3ckoil ayguTopueil. VICKiItoueHHe COCTaBIsET
KBebek, rae B ycloBHIX MPEUMYIIECTBEHHO aHTIIOSI3BIYHON cpeibl paHIly3CKHUI S3bIK HACETICHUE
CTPEMHUTCS COXPaHUThH (PAHIY3CKHI SI3bIK (B TOM 4YHCIIE M HAa 3aKOHOJIATEIHHOM YpPOBHE); ITO
MPUBOJUT K 3aMETHBIM PA3JIMUUSIM B MPAKTUKE MpoKaTa 3apyOeKHBIX (DHUIBMOB U B TIEPEBOJIAX MX
HA3BaHMI MMOJ] BIUSIHUEM KYJIbTYPHBIX, TPABOBBIX M TMHTBUCTHYECKUX (DAKTOPOB.

CpaBHHMBas Ha3BaHUs aMEPUKAHCKUX (DUIIBMOB, MEePEBEIEHHBIX HA (DPAHITY3CKUHN SI3BIK IS
npokara Bo ®paHIMK WIM B JPYTHX €BPOMEUCKUX (HPAHKOS3BIYHBIX CTpaHaX, C HA3BAHUSIMH
¢buneMoB, ipeHa3HaueHHbIX Uil KBeOeka, Mbl OOHAPYKUIIN CYIIECTBEHHBIC Pa3Inyus B paMKax
OJTHOTO ¥ TOTO K€ SI3bIKa TOJT BIUSHUEM KYJIbTYPHBIX, IPABOBBIX U JIMHTBUCTUYECKUX (PAKTOPOB.

B uccrienoBanum BBISBICHBI aKTyaJlbHBIE TEHICHIIUU B TIEPEBO/IE Ha3BaHUN (PHIEMOB U MX
TErVIAMHOB (PEKJIAMHBIX CJIOTAHOB) HAa Pa3IMYHBIX PBIHKAX: B KBEOCKCKOM WU (HPaHIy3CKOM

IIpoKate HepeBeI[éHHBIe nin 3auMCTBOBAHHBIC Ha3BaHUA (I)I/IJ'IBMOB 4acTO BKJIIOYAIOT B ceOs
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JIEMEHTHI OJHOT'O U3 OPUTMHAIBHBIX PEKJIAMHBIX CJIOTaHOB, TOI/lAa KAK B POCCUMCKOM IpOKaTe
COXpaHsieTCsl TEHJEHIIUS K IOCJIOBHOMY MEPEBO1Y Ha3BaHUMN (PUIBMOB Ha PYCCKUMN S3BIK, IPU ITOM
CO3JAIOTCSI HOBBIE TETJVIAWHBI JUI1 KOMIIEHCAllMM HEAOCTAIOUIE B IEPEBEAEHHOM BapUaHTE
Ha3BaHUs QUIIbMa HH()OPMAIUH JIJIS1 PYCCKOS3BIYHOM ayAUTOPHH.

VYcenex ¢puiabma 3aBUCUT HE TOJIBKO OT PpIHOYHOTO HAa3BaHMsI, HO U OT YAa4HO OJ00paHHOTO
ternaiiHa. Ecoum guibMm BbixoauT B mpokat Bo @Dpanuuu, Keebeke mnum Poccun moa HOBBIM
Ha3BaHHEM, B OOJBIIMHCTBE CIy4aeB ATO Ha3BaHHE JOTMOIHIETCS HOBBIM TeryaiHOM. B cTpaHax,
/i€ apaOCKUM SI3bIK SIBJISIETCSI OCHOBHBIM SI3bIKOM, TETJIAHHBI TPU IIPOKATE aHTJIOSI3bIYHBIX (PUIIBMOB
HE UCIOJIb3YIOTCH.

Pocculiickue mepeBOOUMKHA NPHUMEHSIOT JTOCIOBHBIM IEPEBOJ aHIVIOSA3BIYHBIX Ha3BaHUM,
TpaHchOpMallMi0O W TOJHYIO 3aMeHy, MPU ATOM JIOCIOBHBIN MEpPEBOJ MPEANOYTHTENICH, KOTIa
B OPUTMHAJIBHOM Ha3BaHUU OTCYTCTBYIOT KYJIbTYpPHO-CIIEUU(HUUECKHE 3JEMEHTHI, TOrja Kak
TpaHcpopManusi KOMIEHCUPYET HEJIOCTAaTKU JAOCIOBHOrO nepeBona. [lonHas 3ameHa xapakTepHa
JUTSL KYJIbTYPHBIX OTCBUIOK WJIM HIMOMATHYECKUX BBIPAKECHUI.

B apaGckom mupe, ocoO0eHHo B cTpanax [lepcuackoro 3anuBa, npy MPOKaTe aHTJIOA3BIYHBIX
(GUIBMOB YacTO UCIOJIB3YIOTCS apaOCckue CyOTUTPhI, MHOTHE (PHIIBMBI (32 UCKIIOYEHHEM JETCKUX
U TOKYMEHTAJIbHBIX) OCTAIOTCS HelepeBeAEHHBIMU, TOCKOJBKY 3pUTEIHN B 3TUX CTpaHaX BIAJCIOT
AHTJIMHACKUM SI3BIKOM.

B mpokare ctpan Marpuba, MMEOIIMX TeCHble HcTOpHuYeckue cBsi3u ¢ Dpanmuei,
Mpe/CTaBleHa Ta e KUHOMPOAYKIHMs, 4yTo U BO PpaHiuu. D10 00yCIOBICHO 3KOHOMHYECKUM
pa3nuuueM MeEXJy pEerHOHaMu apaOCKoro Mupa: B OTIMYME OT peruoHa Marpuba, cTpaHbl
[lepcuackoro 3amMBa MMEIOT 3KOHOMHUYECKHE BO3MOXHOCTHU JUIsl TEpeBOJA KUHOMPOAYKIIMU
Ha apaOckuii s3bIK. [IpakTrka nepeBoaa 3apyOekHbIX (UILMOB B apaOCKOM MUpPE MPEACTABIISET
co00i1 CI0KHOE B3aUMOEHCTBHIE KYJIbTYPHBIX, UCTOPUUYECKUX U S3BIKOBBIX (JAaKTOPOB, YTO TpeOyeT
THIATETBHON pa3paboTku cTpaTeruii ans 3(G(EeKTHUBHOTO MPHUBICYCHHUS HMHTEpPEca MECTHOU
ayJIUTOPHUU.

[TomyueHHBIE B XOJI€ HAILErO MCCIEAOBAaHUS BBIBOABI MPEACTABISIOT COOOW OCHOBY IS
Oyaymiel mepeBOIYECKON NMPAKTUKU C MPUMEHEHHEM aJalTHBHBIX NEPEeBOJYECKUX CTpaTeruil,
YUUTBHIBAIOUIUX KYJIbTYpHbIE OCOOCHHOCTM W pa3BUTHE KHUHOPBIHKA g 3(P¢EeKTUBHOIO

MIPUBJICUYCHUS Pa3HOOOPA3HON ayTUTOPHH.
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Moxkrtap Anusi (Poccussi-MaBpuranus)
IlepeBoa u cemaHTH3aUMsl HA3BaHUH (PUJIBMOB
(Ha MaTepuaJie AHTJIMICKOr0, (PPAHILY3CKOI0, PYCCKOI0 U apadCKOro si3bIKOB)

Hacrosimas auccepranus npenctaBisieT co00il KOHTPACTUBHBIN aHAIU3 Ha3BaHUM (PUIBMOB
Ha Marepuaje 4YeThIpeX SI3bIKOB: aHIJIUHCKOro, (paHIly3CKOro, pYycCKOro U apabCcKoro,
pa3IUYaOIUXCA B JIMHTBUCTUYECKOM M KYJIbTYPHOM IUIaHe. B muccepranuu paccMaTpuBaroTCs
pacxoXkIeHUs B Ha3BaHUAX (PUIBMOB Ha 3THUX SI3bIKaX, OOpalaeTcss BHUMaHHE HA OCOOEHHOCTH
MepeBOIOB Ha3BaHUl (UILMOB B KuHompokate @pannuu u KBeOeka, a Takke albTepHATUBHBIE
HAa3BaHMSI AHTJIOA3BIYHBIX (PUIIBMOB JIJIS1 MEXIYHAPOHOTO MPOKaTa.

B wuccrnenoBanmum TNpPUMEHSIIOTCA CTaHAApTHBIC OIMUCATENbHBIC, CpPAaBHUTEIBHBIE U
COMNOCTABUTEIbHBIE METObI aHAIN3A, A TAKXKE KOMIUIEKCHBIN aHAJIN3 SMIIMPUYECKOTO MaTepuaa.
OMIOUPUYECKUN TOAXOJ B HACTOSIIEM HWCCIACJOBAaHMM BKJIOYAET KOJMYECTBEHHBIM U
KaueCTBEHHBIN HCCIE0BaTENbCKUM aHanu3. Pa3nuyHbie BHIOOPOUYHBIE JAaHHBIE H3Y4YalOTCS C
OCHOBHOMU 11€7bI0 HAOJIIOICHUS 332 Pa3BUTHUEM MOJENe W TEHIIEHIIMH B MEpPEBOJC W aJanTaluu
Ha3BaHUM (QUIHLMOB B TMOCIEAHUE ToAbl. MeToasl U OOIIMEe MOAXOAbl K TMEPEBOAY Ha3BaHHUI
(UIBLMOB OCHOBaHBI HA TEOPHSIX M3BECTHBIX YUEHBIX-TIEPEBOAYUKOB B IMOMBITKE CHOpMHUPOBATH
KOMILUIEKCHYIO CUCTEMY TEOPETHYECKUX U MPAKTUUECKUX PEKOMEHIAIMi 10 MepeBoly Ha3BaHUM
(buIBMOB.

Pe3ynbTaThl HACTOAIIETO UCCIIEIOBAHUS OTPAXKAIOT SBOJIOIIMIO COBPEMEHHBIX TCHACHITUHN B
MepeBojic Ha3BaHWM (QWIHBMOB M CO3JAIOT MPEANOCBUIKH ISl MOCIEAYIONIUX YIIyOJICHHBIX

HUCCIIENOBAHUN B TAHHOM 00J1aCTH.



