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Intersemiotic translation, which involves the transformation of meaning between different semiotic
systems, is one of the most complex aspects of modern translation studies. To date, there is no established unified
approach to its study. Moreover, this issue remains insufficiently explored by Ukrainian researchers. This lack
of research complicates the integration of global experience and the development of domestic methodological
foundations. The aim of this study is to identify and analyze the features of intersemiotic translation based on the
adaptation of a literary work into film. The primary objective is to examine the transformation process between
media and analyze intermedial relations, particularly by selecting the episode as the main unit of analysis. The
study employs the continuous sampling method to form a corpus of analyzed materials, the comparative method
to examine and contrast the literary text and its cinematic adaptation, and the descriptive method to document
and explain the differences between them. Currently, neither Ukrainian nor European translation studies feature
comprehensive research focused on the analysis of intersemiotic translation units. However, the episode can
be considered such a unit, as it represents a relatively self-contained component of a work, allowing for its
isolation and in-depth analysis. This research proposes a classification of episodes that takes into account their
structural, functional, and media-specific characteristics. The classification includes episodes of exposition,
rising action, climax, falling action, and denouement, as well as bridge episodes, which serve as connective
elements between major narrative blocks. This classification enables a more precise examination of intersemiotic
translation patterns and the mechanisms of text adaptation into cinematic form. Establishing correspondences
between episodes in a literary work and its film adaptation allows for a detailed analysis of the translation
process and the identification of key multimodal relations. Full equivalence between literary and cinematic
episodes is impossible, leading to certain losses in translation, while in some cases, new elements are introduced.
Examining these transformations is crucial for understanding the mechanisms of intersemiotic translation, which
can contribute to improving translation strategies and developing new translation models.
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Formulation of the problem. Intermediality is a key aspect of contemporary cul-
tural analysis, where the boundaries between media are becoming increasingly blurred.
Intermediality is a concept that examines the interaction between different media, such
as literature, cinema, music, painting, and others. It explores how the content, forms, and
techniques of one medium can be translated or adapted into another, creating new levels of
meaning and interaction [14]. In a broad sense, intermediality is defined as the interaction
of artistic discourse with non-verbal sign systems [13].

Literature is a universal form of art that can represent other forms of artistic expres-
sion, including music, painting, sculpture, cinema, and theater. The intermedial nature of
literature necessitates the search for strategies to reproduce intermedial relations in trans-
lation, particularly in intersemiotic translation. The term ‘intersemiotic translation’ was
introduced by R. Jakobson as early as 1958 [19]; however, a unified approach to the study
and analysis of this phenomenon has not yet been developed.
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Given this, it is essential to identify and analyze the specific features of intersemi-
otic translation based on the material of a literary work and its screen adaptation, as well
as to trace and systematize the intermedial relations that emerge in the process of interse-
miotic translation.

Review of recent research. Nowadays, researchers are increasingly focusing on
the intermedial relations between a literary work and its screen adaptation, which is creat-
ed as a result of intersemiotic translation. The issues of intermediality have been explored
by such theorists as J. Lotman [21], R. Barthes [13], and U. Eco [14]. The most compre-
hensive studies on intersemiotic translation belong to U. Eco and J. Lotman.

Unfortunately, Ukrainian scholars have shown insufficient interest in intersemiotic
translation, which hinders the rapid integration of international research experience and
the development of domestic methodological frameworks. An attempt to systematize cer-
tain theoretical aspects of intersemiotic translation has been made by representatives of the
Kharkiv School of Translation, particularly T. Lukianova. The researcher’s works focus on
the issues of film translation [5] and the verbalization of emotional states in multimodal texts
[6]. Some studies on intersemiotic translation and screen adaptation, in particular, have been
conducted by T. Nekriach and R. Dovhanchyna [8], H. Tashchenko [10], N. Holubenko [2].

However, no comprehensive study of the product of intersemiotic translation has
yet been conducted, nor has there been an attempt to identify potential units of intersemi-
otic translation or intersemiotic analysis. According to theoretical works in the fields of
literature and cinematography, some of the most fundamental components of a literary
work include an event, a fact, a motif, an action, a step, a gesture, a fragment, and an epi-
sode [3]. Since the analysis of the product of intersemiotic translation primarily involves
identifying a unit of analysis, this study has placed particular emphasis on the episode,
which serves as a structural element in both literary works and films. To achieve this, it
was first necessary to examine the definition of the concept of an episode.

For example, in the Literary Encyclopedia, an episode is defined as ‘a small excerpt,
fragment, or relatively self-contained part of a literary work that depicts a particular event
or a crucial moment in a character’s fate’ [11]. This definition highlights the key feature of
an episode, namely its completeness and relative autonomy. In the Ukrainian language, an
episode refers to a distinct part of the plot in a literary work, film, or theatrical performance.
It is usually a short scene, event, or occurrence that is not an independent work but forms part
of the overall narrative. In this study, we consider it appropriate to rely on the definition of an
episode provided in the Literary Encyclopedia, which describes it as a small excerpt, frag-
ment, or relatively complete and independent part of a literary work that depicts a particular
event or a crucial moment in a character’s fate. This definition is sufficiently comprehensive,
as the episode, being a unit of analysis, is of interest not only because it represents a specific
event but also because this event is significant and pivotal for the character.

It is also important to note that any literary or cinematic work consists of episodes,
which can be classified based on their position and semantic role within the narrative. The
classification we propose is based on the Freytag’s pyramid [19].

- Exposition episodes introduce the main plot conflict or storyline. These episodes
typically present the main characters, their motivations, and the circumstances in which
they find themselves.

- Rising action episodes develop the central conflict or storyline, introducing
complications in the plot, character development, and evolving relationships.
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- Climax episodes are the most intense moments of the narrative, where the primary
conflict reaches its peak. These episodes are crucial, as the events they depict determine
the further progression of the story.

- Falling action episodes resolve conflicts and bring storylines to a close. This
phase may involve the resolution of the central conflict, the revelation of secrets, or the
completion of character arcs.

- Denouement episodes serve as the final segments of the narrative, summarizing the
entire story or providing insight into the characters’ future beyond the main events [12 : 124].

Thus, every episode in a literary or cinematic work carries specific semantic
weight, making it essential to examine whether its narrative significance is preserved
during intersemiotic translation.

The part of the main issue that has not been studied enough. Taking into account
the aforementioned characteristics of an episode, we propose to examine the process of
intersemiotic translation, specifically, the adaptation of a literary work into film, by taking
the episode as the unit of analysis in both the literary and cinematic texts. The episode
represents a relatively autonomous and semantically complete segment in both literary and
cinematographic works. More importantly, in the context of this study, it serves as a carrier
of multimodal relations. Thus, analyzing episodes in this manner enables the identification
of patterns essential for a deeper understanding of the nature of intersemiotic translation.

The task of our research is, therefore, to examine the transformation process
between media and conduct the analysis of intermedial relations, particularly by selecting
the episode as the main unit of analysis.

Findings and discussion. The proposed method of intersemiotic analysis involves
identifying and systematically examining key narrative episodes that meet the defined
criteria for an episode and hold significance in shaping the characters’ lives and the
subsequent development of the plot. Since, from the perspective of intersemiotic translation
(hereinafter — IST), an episode should be considered as a specific set of components,
the analysis focuses on all (even the smallest details) of both the literary and cinematic
texts. These details may be preserved or omitted in the process of IST and are subject to
comparison and examination to identify the unique features of film adaptation as a form
of IST. This approach also allows us to determine which intermedial relations can be fully
or partially retained in adaptation or compensated for by other means, as well as which
aspects will inevitably be absent in the film adaptation and the reasons for such changes.

The empirical corpus of this study consists of the verbal realization of episodes,
specifically, fragments from Stephen King’s novel «11.22.63» and its adaptation into
film, represented through cinematographic means. Additionally, the study examines
the Ukrainian translations of both the novel and its screen adaptation. We propose the
following general framework for processing an episode as a unit of IST with a subsequent
identification of intermedial relations.

1.Selection of episodes for analysis based on established criteria.

2.Comparison of literary and cinematic episodes to identify similarities and differences.

3.Analysis of literary and cinematic episodes based on the episode’s structure
within IT, with a focus on transformation features.

4.Examination of intermedial relations in the compared episodes.

5.Systematization of the collected data to determine patterns and tendencies in
intersemiotic translation.



The role of an episode in reproducing intermedial relations in intersemiotic translation 251
ISSN 2078-5119. Teopist i npakTHKa BUKJIAaJaHHs YKpaiHChKOI MOBH SIK iHO3eMHO1. 2025. Bumyck 19

At the third stage of analysis, we examine the components that shape the structure
of an episode from the perspective of IST, namely:

- author’s language;

- characters’ language;

- description/depiction of the setting;

- visual component;

- sound component;

- implied meaning intended by the author.

Each episode is analyzed based on these components, which are potentially present
in every literary and cinematic work. A detailed examination allows us to determine the
extent to which each component of the literary work is realized in the film adaptation.

The fourth stage involves analyzing intermedial relations, which, in this case,
means identifying cinematic techniques used to achieve full or partial equivalence in the
intersemiotic translation of a literary text into film language. Examining these relations
allows us to establish patterns inherent in IST and, specifically, in film adaptation. To
achieve this, we propose the following classification of intermedial relations:

1.textual intermediality:

- direct quotation: parts of the text that are directly cited in the adaptation;

- adapted text: text elements modified for the film version;

2.auditory intermediality:

- music: the use of a soundtrack;

- sound design: sound effects that enhance the cinematic experience;

3.visual intermediality:

- imagery: visual elements such as set design, costumes, and cinematography;

- editing transitions: montage techniques used in the adaptation;

4.linguistic intermediality:

- intonation and speech tempo as means of conveying emotions and feelings;

- translation: when an adaptation is produced in a different language, a translator
may be involved in conveying the original meaning.

S.intermedial absence: aspects present in the literary text but omitted in the film
adaptation.

This classification of intermedial relations enables the identification of systematic
intersemiotic connections not only between individual episodes but also between the
original and adapted works as a whole. Thus, an episodic approach allows for a more
precise examination of how a literary text transforms into a cinematic format, revealing the
degree of equivalence, transformation, or loss of key elements in the process of adaptation.

Thus, after analyzing each episode, certain patterns can be identified that are crucial
for intersemiotic translation and reflect intermedial relations between literary and cinematic
texts. The product of intersemiotic translation is a complex phenomenon that is difficult
to analyze in its entirety. The challenge of conducting a comprehensive analysis arises
from the specificity of the selected analytical criteria, some of which may be subjective,
while others vary depending on the artistic work. The classification outlined above can
also be applied when analyzing the following episode to identify consistent features
characteristic of this type of intersemiotic translation. The analyzed climax episode of the
literary work «11.22.63», Lee Oswald’s attempted assassination of Kennedy and Jake’s
effort to prevent it, deserves special attention in the context of intersemiotic analysis. This
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fragment represents a relatively self-contained and complete unit in both the literary and
cinematic versions, though its boundaries are somewhat blurred. The characters’ journey
to the scene of the event should also be considered part of this episode. However, in
the series, this portion can be isolated as a separate episode. Clearly, the confrontation
between Lee and Jake represents a pivotal event in the fate of all the characters in the story.
Therefore, its intersemiotic analysis is essential for a deeper understanding of this specific
product of intersemiotic translation and for examining film adaptation as a distinct form of
intersemiotic translation in general.

Regarding the focal points of this episode, an interesting aspect is that the chapter
of the novel containing this episode is titled «11.22.63», while the corresponding episode
in the adaptation is named The day in question. However, the specific moment of the
episode in the series could be aptly referred to as «They will know your namey, words
spoken by Lee Oswald as he prepares to fire the shot (at the beginning of the episode).
In a certain sense, these words could also be applied to Jake, as he will become known
as the man who saved the president. The proposed episode also contains the previously
mentioned detailed components, which allow for an intersemiotic translation analysis.
The most immediately noticeable changes are external ones. In the novel, Jake had not yet
fully recovered from his brutal beating at that point, so he was severely limping, relying
on crutches, and barely able to move his leg:

- me crutching along at a near run [21 : 611] — s wkymunveas 1edo e dicom [4 : 852];

- my armpit was hollering from the constant pressure of the crutch cradle [21 :
611] — naxsa y mene suna 6io nocmitinoeo mucky kocmypa [4 : 852];

- dragging my left leg behind me like an anchor [21 : 612] — mos niea Hoza eono-
yunacs nozaoy, sik skip [4 : 852].

In contrast, in the series, Jake runs up the stairs quickly alongside Sadie (who even
falls once), without stumbling or collapsing. In the novel, however, Sadie lags behind, while
Jake, despite his pain, somehow manages to run ahead. While this change does not alter or
distort the essence of the depicted events, it does influence the viewer’s perception of the
entire situation. The reader constantly wonders whether Jake will even be able to reach the
scene or if he will collapse, unable to get up due to unbearable pain. Meanwhile, the viewer is
more likely to be anxiously waiting to see whether Jake and Sadie will reach Oswald in time.

Another minor change in appearance is Sadie’s clothing. In the novel, she is
explicitly described as wearing jeans:

As we walked away, Sadie slapped her jeans-clad rump, looked back over her
shoulder, and cried: «Kiss it!» [21 : 615] — Bowce konu mu giooanunuce, Cetidi 1scHyna 00-
JIOHEI0 cebe N0 00MACHYMOMY OACUHCAMU 3a0Y, 0O3UPHYIaAcs U kpukHyia: — [loyinyi mene
omym! [4 : 855]

In contrast, in the series, she appears in her usual business attire (a blazer and skirt),
which does not quite match the urgency of the situation but reinforces the image of Sadie
that the audience has grown accustomed to over the previous seven episodes.

Now, let us examine other differences that, to some extent, serve as compensations
for elements of the novel that were omitted during the process of intersemiotic translation.
One of the key components of suspense in the novel is Jake’s pain, both physical pain from
his injuries and the mental struggle of trying to recall crucial details. For example, in the
novel, he struggles to remember many details until the very last moment (such as the name
of one of the book depository employees), whereas in the series, he has already recalled
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everything and acts with determination. This change was dictated by time constraints.
Fully depicting Jake’s difficulties in this and several preceding episodes would have
required at least one additional episode, which in turn would have led to further changes
and disrupted the well-balanced structure carefully crafted by the adaptation team. Thus,
the tension of the literary work is compensated by the dynamism of the film adaptation.

Another intriguing and significant symbol of the tension in this episode is the clock,
which was preserved in the intersemiotic translation but with certain modifications. In the
novel, it is Jake’s wristwatch, which he frequently checks, leading to short sentences that
inform the reader of the time and how much remains for Jake and Sadie:

- Twelve twenty-one [21 : 616]. — [sanaoysma 0éaoysims odna [4 : 856].

- I snuck a look at my watch. It was twelve twenty-five. No, twenty-six [21 : 617]. —
A 3upknye na eoounnuk. /leanadysma dsadysme n’simo. Hi; 0eaoysmo wicmo [4 : 856].

- Looked at my watch. It said twelve twenty-eight, but what if it was slow? The
crowd was roaring [21 : 618]. — Iianyse na coounnuk. Bin nokaszae 0sanaoysmes 08a0ysimo
sicim, ane sikujo 6in ¢iocmae? Hamoen iwe eyoe [4 : 857].

In the novel, these sentences create a distinct rhythm, serving as an accompaniment
to the reader’s anticipation. Alongside the time indicators, the narrative also mentions the
waiting crowd, reinforcing the tension.

Regarding the adaptation, this episode exemplifies one of the most successful uses
of cinematic equivalents to convey the episode’s atmosphere. In the series, the audience
also sees a clock (two, in fact) which seem to carry even greater significance and influ-
ence. The first is the clock on a building in the square, while the second is the clock on
the wall of the book depository, visible as the characters run upstairs. The clocks appear
frequently, intercut with shots of Jake and Sadie, then the crowd, then one of the clocks
again, followed by Lee preparing for the shot, all accompanied by an intense musical
score. However, the most striking cinematic technique used with the clocks is the close-
up: initially, the audience sees the clocks at a normal distance, but as the decisive moment
approaches, the clocks are shown in extreme close-up, emphasizing every ticking second.
This amplifies the tension and makes the waiting almost unbearable. Thus, the distinctive
rhythm of this climactic episode in the novel was not only preserved but skillfully adapted
using the language of cinema.

The close-up in this episode plays a crucial role not only in representing the sym-
bol of time but also in depicting the emotional state of the president’s assassin. From the
very first seconds of the episode, the audience sees Lee Harvey Oswald in a close-up as
he prepares to fire the shot, an act he believes will secure his place in history. He begins
by uttering the phrase «They will know your namey, which resurfaces in his memory as
an uncertain credo, still taking shape in his mind, influenced by his mother’s adoration
and his interactions with Morenschildt. His nervousness is evident, he tries to focus, tak-
ing deep breaths in and out, which, for a fleecting moment, almost makes him appear as a
«normal» person in the viewer’s eyes, simply preparing for an important event.

In the novel, there is no description of Oswald’s perspective, how he prepares to
shoot, how he breathes, or how he sees the president’s motorcade through the scope of
his rifle (again, a close-up!). Instead, there is a brief moment where his “human side” is
revealed, something Jake manages to glimpse as he attempts to stop him:

«Lee!» I shouted. «Stop, you son of a bitch!» He turned his head and looked at me,
eyes wide, mouth hung open. For a moment he was just Lee — the guy who had laughed



254 Tanna Xymopna
ISSN 2078-5119. Teopis i npakTHKa BUKJIaAaHHs YKPaiHCbKOI MOBH SIK iHO3eMHO1. 2025. Bumyck 19

and played with Junie in the bath, the one who sometimes hugged his wife and kissed her
upturned face — and then his thin and somehow prissy mouth wrinkled into a snarl that
showed his upper teeth. When that happened, he changed into something monstrous [21
: 619]. — JIi! — 3axkpuuas 5. — 3ynunucs, cyuutt mu cuny! Bin 0bephye 2ono8y i 2isiHys HA
MeHe, oui pozwupeni, wenena siogucia. Axyco mums 6in 6ye npocmo JIi — napyorom,
KOMPULL CMIsIBCSl, 2PAoyucsy 31 C80€I0 O0HeI0 [JICyH y 6anii, mum, Xmo nooeKkoiu ooHimae
CB010 OPYIHCUHY, YIIYIoYU i 3aKuHyme 00 Hb020 0OIUYYsl — a MO0 1020 MOHKUL, HIOU c651-
MEHHUYLKULL, POM CKPUBUBCSL 8 UOTUBILL SPUMACE 3 020T€HUMU epXHIMU 3ybamu. Bin ypas
nepemeopuecs Ha ujocb momopouine [4 : 859].

Thus, once again, we see how elements conveyed through verbal language in the
literary work are realized in the series using non-verbal means: close-ups, facial expres-
sions, gestures, and breathing.

It is also worth noting that in depicting such intense events, cinematic language of-
fers certain advantages over the verbal language of literature. For example, in this episode,
the technique of slow-motion is used (showing the crowd and the president’s motorcade),
creating a stark contrast with the urgency and overall mood of the episode. At certain mo-
ments, it almost feels like Sadie and Jake have been running forever, despite only needing
to reach the sixth floor and having very little time left. In contrast, while reading, the per-
ception of some elements (and the episode as a whole) depends more on the reader’s pace.

The portrayal of the fierce battle between good and evil, Jake and Oswald, also
has its own distinctive features and differences in the literary and cinematic works. In the
series, music and dim lighting accompany almost the entire episode: the rush to the sixth
floor, Jake and Sadie’s struggle with Lee, Lee’s death, and Sadie’s tragic fate. The music
serves mostly as a subdued background, rhythmically complementing the sound of foot-
steps, the reloading of the rifle, the rustling of boxes, the tense dialogue between Jake and
Lee, and their fight. It rises in intensity when Jake lunges at Lee to take his rifle, culminat-
ing in a gunshot, after which the music abruptly stops.

For a reader, there is no way to experience this combination of visual and auditory
effects since there is no need for a musical score while engaging with a literary text. Even
if the dim lighting were carefully described by the author, it would likely lack the same
expressive power. Additionally, in the series, the empty and book-filled boxes resemble
a labyrinth, another ominous image that simultaneously complicates and facilitates the
struggle for both sides. At times, neither Jake nor Lee can see each other, Lee fires through
the gaps between the boxes, and Jake and Sadie try to dodge the bullets. While the novel
does mention the boxes, they do not form the kind of labyrinth-like structure that might
provide an escape route for one of the characters.

The verbal and auditory components of the adaptation are also more expressive, as
the viewer can hear the communication between the three characters: Lee yells irritably, Jake
addresses him in a calm but slightly tense voice, and Sadie and Jake whisper to each other.

Lee’s death is also somewhat altered, a change dictated by time constraints, as events
in the series unfold much more quickly: Jake fires a single shot from the rifle he took from
Lee, and Oswald dies instantly. In the novel, however, this scene plays out differently:

The cops on the motorcycles had stopped in the middle of the street, and at least
four dozen people were acting as spotters, pointing up at the sixth floor window, where
a skinny man in a blue shirt was clearly visible. I heard a patter of thumps, a sound like
hailstones striking mud. Those were the bullets that missed the window and hit the bricks
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above or on either side. Many didn't miss. I saw Lee's shirt billow out as if a wind had
started to blow inside it — a red one that tore holes in the fabric: one above the right
nipple, one at the sternum, a third where his navel would be. A fourth tore his neck open.
He danced like a doll in the hazy, sawdusty light, and that terrible snarl never left his face.
He wasn't a man at the end, I tell you, he was something else. Whatever gets into us when
we listen to our worst angels [21 : 619]. — Konu na momoyuxiax cmanu nocepeo 8yiuyi,
a woHaumenule Yomupu Oecsmku aooel Oisliu K KOpe2yS8albHUKU, NOKA3VIouu pyKamu
Ha me GiKHO UWOCMO20 NOGEPXY, 8 AKOMY ACHO OYI0 GUOHO CYXOPIABO20 YONOBIKA 8 CUHIU
copouyi. A nouye mopox-mopox, maxi 38yku, niou epad cuniemvcs na 3emaio. To 6yu
KV, WO He NOnaau y 6ikHO i Ounu 6 ye2iy 006abiy uu guuye Hb020. Yumano 3 Hux He npoma-
3anu. A nobauus, six cnyxac na JIi copouxa, nemog gimep nouas 0ymu nio Hero — YepeoHULl
simep, wjo npopusac Oipu 6 MKAHUHI: OCb HAO NPABUM COCKOM, OCb HA ePYOuni, mpems
mam, oe mycums Oymu tio2o nynox. Yemeepmorio iiomy posipsaio 2opno. Bin manyiosas,
HEeMO8 SKACY JSIbKA, Y MAUCHIOMY, HACUYEHOMY MUPCOBUM NULOM C8IM., I Ma OCKAIeHd,
2UONUBA 2puMaca He NOKUOaLd 1o2o oonuyys. Bin ne 6y6 1100uH010 HANPUKIHYI, 51 6aM ye
Kasxcy; 8iH 0y uumocs imwum. Tum, wo enizac 6 Hac, Koau Mu RPUCTYXAEMOCS 00 HAULUX
Hatieipuux aneonis [4 : 860].

As we can see, in the series, Lee dies at Jake’s hands, which further elevates his
significance in the story: he is not only the one who saved the president but also the one
who neutralized the assassin. In the novel, it is the police who shoot Lee, and the verbal
expressiveness of literary language allows for a more vivid depiction of his demise. Even in
death, he continues to hold a twisted, contemptuous grimace, clinging to the hope of leaving
his mark on history.

As for Sadie’s death, there are no significant changes: Lee shoots her with his rifle,
though in the novel, the bullet strikes her chest, whereas in the series, it hits her abdomen. In
both versions, Sadie asks whether the president is safe. However, in the series, she pleads with
Jake to stay with her and hold her hand, whereas in the novel, she remembers about their dance:

«Jake.» — IDrcetixy.
«What, honey?» — o, cepoenvro?
She smiled. «How we danced!» Bona ycmixuynace.

— Ax mu manyrosanu!

Since the dance, which served as a key symbol of their relationship, was not preserved
in the series, it was logical to modify Sadie’s line to ensure that the dialogue aligned with
the on-screen situation. However, even this scene could not be adapted without significant
changes. In the novel, the ending of the episode contains a clear hint that Jake will want to
return to the past: not to save the president this time, but simply to be with Sadie:

I have never been a crying man, but almost any man who's lost the woman he loves
would, don t you think? Yes. But I didn t. Because I knew what had to be done [21 : 621]. — A
HiKOMU He Y6 NIAKCIEM, ane MAatidice KOJICHULL YONO0BIK, BMPAaioull C80I0 KOXAHY JICIHKY, CMac
Hum, 6u xiba ne max dymaeme? Tak. A s ni. bo 5 31as, wo mycume 6ymu 3pooneno [4 : 864].

And something that had to be done is the reset of everything changed by Jake in the
past: his return to the future, followed by another journey back to a time where Sadie was
still alive. In the series, this hint is absent, as it is difficult to convey through cinematic lan-
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guage. Instead, the final shot depicts Jake holding Sadie, crying and shouting for help, with
his desperate final line, «Goddammit, will you just help her?» [1] echoing into the next scene
transition, a brief cut to a black screen. Given the dynamic nature of the adaptation and the
partial loss of the novel’s philosophical depth, such an ending to the episode is fully justified.
Thus, these episodes in the book and the series differ due to the greater verbal
expressiveness of the literary work, whereas in the adaptation, the verbal component is
limited to character dialogue and written text. The main changes (or preservations) of
literary episode components during adaptation can be summarized in the following table:
Table 1

Component Literary work Film adaptation
Author’s language Present: reflections on the | Absent
harmonization of the past,
description of Lee and
Sadie’s deaths.
Character’s language | Present Present

Description/depiction
of the setting

Book depository; boxes of
books.

The book depository; stacks of
boxes with books form a kind of
labyrinth where Jake and Lee’s
struggle takes place.

logues between Jake and
Sadie.

Visual Jake limps badly because | Jake runs quickly and confi-
he hasn’t recovered from | dently, not resembling someone
the injuries; Sadie is wear- | who was severely beaten a few
ing jeans. months ago; Sadie is dressed in
her usual business suit.
Sound Gunshots, occasional dia- | Tense music accompanies al-

most every action of the char-
acters; contrast in dialogues:
Lee shouts, Jake speaks to him
loudly, while he and Sadie com-
municate in whispers.

Implied meaning in-
tended by the author

A hint at the end of the ep-
isode that Jake will return
to the future in order to go
back to the past again and
be with Sadie.

Lee has the opportunity to reveal
himself through dialogue with
Jake, telling him that he came
with a great purpose.

From the analysis of this example, it becomes evident that intersemiotic translation
entails the adaptation of a literary episode, which will exhibit significant differences from
the original. The primary reason for this is the necessity to condense the source material,
especially when dealing with a lengthy text.
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Through the analysis of this episode, certain patterns can also be identified
that are fundamental to intersemiotic translation and reflect intermedial relationships
between literary and cinematic texts. Since the product of intersemiotic translation is a
complex phenomenon, it is unlikely to be fully analyzed in its entirety. The challenge
of comprehensive analysis arises from the specificity of selecting criteria: some may be
subjective, while others may vary depending on the artistic work.

The abovementioned classification of intermedial relationships can also be applied
to the analyzed episode to distinguish consistent features characteristic of this type of
intersemiotic translation. The obtained results are presented below.

1.Textual intermediality:

- direct quotation: not present;

- adapted text: the dialogue between Jake and Sadie has been adapted; the dialogue
between Jake and Lee was written by the screenwriters, considering the characteristics of
both literary characters.

2.Auditory intermediality:

music: present only in the adaptation, accompanying almost every action of the
characters and intensifying the tension;

sound design: Present only in the adaptation (rustling of boxes, distinct footsteps),
creating an immersive atmosphere.

3.Visual intermediality:

- imagery: the appearance of the characters is preserved, with some differences in
clothing (jeans) and physical traits (limping); the clock serves as a symbol of time;

- editing transitions: montage transitions separate one action from another and are
quite noticeable in this episode due to rapid scene changes; the final transition lasts 5 seconds.

4.Linguistic intermediality:

- intonation and speech tempo as means of conveying emotions and feelings: Sadie
and Jake mostly whisper to each other; Lee yells in frustration, while Jake speaks to him
tensely but does not shout;

- translation: There are no direct interactions between English and other languages in
the original work; however, such interactions can be observed through the translations of both
the novel and the adaptation into Ukrainian. The translation of the adaptation is particularly
significant, as the identical verbal component (Jake and Lee’s dialogue) is absent in the novel.

S.Intermediality of absence: verbal descriptions such as Jake’s reflections on
harmonizing the past, his emotions, and his intention to return to the past again are omitted.

Since applying this classification allows for the generalization of patterns typical
for a work created through intersemiotic translation, it becomes evident that, despite
certain differences primarily dictated by the specificity of events, the analysis of episodes
confirms the relevance of these patterns in nearly every episode and, consequently, in the
cinematographic work as a whole.

Conclusions. Thus, the universality of the episode across different forms of art is
a crucial factor influencing the analysis of intersemiotic translation products. In literature,
an episode is realized through verbal expression, incorporating detailed descriptions,
dialogues, and reflections. In cinema, an episode integrates visual and auditory modalities,
utilizing editing, cinematography, sound design, and acting to convey meaning. Defining
the episode as a unit of intersemiotic translation allows for tracing and classifying the
changes that occur when a literary work is translated into the language of cinema. During
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intersemiotic analysis, attention must be paid to micro-details such as the author’s or
characters’ language, visual and auditory components, setting, and underlying subtext.
While these elements are inherent in every literary and/or cinematic episode, only
through intersemiotic analysis is it possible to examine them in depth and identify the
corresponding multimodal relationships. The intersemiotic analysis of episodes reveals
the transformational processes characteristic of adapting a literary work into a cinematic
text, key modifications that provide a foundation for studying intersemiotic translation as a
phenomenon. Based on the intersemiotic analysis of the episodes from «11.22.63», the most
common transformations include shifts in narrative emphasis, omission or reorganization
of content, and the introduction of new elements. These changes highlight the role of
episodes in bridging the semiotic systems of literature and cinema while preserving the
essence of the narrative. Future research should focus on expanding the classification of
episodes and further developing models of intersemiotic translation.
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IaTepcemioTHuHMI epeKiIa, sIKUii ependadae TpaHCHOPMALIIO 3MICTY MK PI3HIMH 3HAKOBUMH CHC-
TeMaMH, € OJJHUM i3 HalCKIIAIHINIMX acleKTiB Cy4acHOro Hepekiafo3HaBcTBa. Ha choronHi He icHye eiMHOTO
YCTaJIEHOTO IiIXONY JO HOro JOCIHIUKeHHS, a B YKPAalHCHKOMY HAayKOBOMY HPOCTOPI ISl IpoOiIeMa HeJOCTaTHbO
BHBUeHA. [{e yCKIaiHIO€ IHTETpallif0 CBITOBOTO JOCBILY Ta pO3p0oOKY BIACHUX METOIOJIOTIYHKX 3acal. MeTor
LOTO JOCHIMKCHHS € BU3HAYCHHsI Ta aHAJI3 0COOIMBOCTEH IHTEPCEMIOTHYHOIO NepeKiiay Ha OCHOBI eKpaHi-
3auii JiteparypHOoro TBOpy. OCHOBHE 3aBIaHHS MOJISITa€ y BUBYEHHI Hpolecy Tpancdopmarii Mk MeaiymaMu
Ta aHaJli3i iIHTepMeIialbHUX BiJHOIICHB, 30KpeMa Yepe3 BUOKPEMIICHHS! €Mi30/1y sIK OJAMHHMII aHali3y. Y poOoTi
3aCTOCOBAHO METOJI CYLIIbHOT BUOIPKH 11715t YOpMyBaHHS KOPITYCY JOCIIDKYBAaHUX MaTepiaiB, 3iCTABHUIA METOL
JULSL TIOPIBHSIHHS JIITEPaTypHOTO TEKCTY Ta HOro KiHemarorpadidHoi ajanTarii, a TakoX ONMMCOBHH METOJ IS
(ikcawii Ta MoSCHEHHs BiAMiHHOCTEl Mix HEUMH. Hapasi y BITYM3HSIHOMY Ta €BPOIECHCHKOMY IMEepEKIIa03HaAB-
CTBI BIICYTHI KOMIUICKCHI JJOCIIDKSHHSI, IPUCBSYCHI aHai3y OJMHUIIb IHTEPCEMIOTHYHOTO nepekiiany. OnHak
€30 MOXKHA PO3IVIAATH SIK TaKy OIWHMIIIO, OCKUIBKH BiH € BIJHOCHO CaMOCTIHHHM €JIEMEHTOM TBODY, IO
JI03BOJISIE BUOKPEMITIOBATH HOTO U IIIMOOKOTO aHawizy. Y Meax JOCIIIKEHHs 3alpollOHOBAaHO KiacHpika-
L0 eImi30/iB, sIKa BPaxOBYeE IXHIO CTPYKTYpHY, (pyHKIiOHaNbHY Ta MemiiiHy crnenudiky. Bunineno raki tumu
€Ii30/1iB: eMi30/1 eKCIIO3UIIiT, 3pOCTaHHs Jii, Ky/IbMiHallii, TaaiHHs il Ta PO3B’s3KH, a TAKOXK €ITi301U-MIiCTKH,
1[0 BUKOHYIOTh POJIb 3B’SI3KOBHX €JIEMEHTIB Mi’K OCHOBHMMH CrOXXeTHUMHU Onokamu. L kimacudikariist 103B0-
JISi€ TOYHIIIE MPOCTEKUTH 3aKOHOMIPHOCTI IHTEPCEMIOTHYHOTO MEpeKIialy Ta MEXaHi3MH aJanTaiil TeKCTy 10
eKkpaHHo1 (hopmu. BeTaHOBIIGHHS BiIIOBIIHOCTI MiX €I1i30/[aM¥ B JIiTEpaTypHOMY TBOPi Ta HOTO eKpaHizallii 1ae
3MOT'y JETAJILHO IIPOCTENUTH IPOLeC NMepeKiIaay Ta BUSIBUTU KITIOUOBI MyJIbTUMOAAIIbHI 3B’ s13kH. [ToBHa Bin-
MOBIIHICTE MIX JIITEpPaTypHHMH Ta KiHeMaTorpadidHIMH eli30laMi HEMOXJINBA, 10 CIIPUYHHSIE TIEBHI BTPATH
y TpolLeci nepexany, a B IesSKUX BUIIAJKax — JOJABAHHSI HOBUX €JIEMEHTIB. BUBUEGHHS IIMX 3MiH € BajIJIMBUM
JUISL PO3yMIHHSI MEXaHI3MiB IHTEPCEMIOTHYHOTO MEPEKIay, 0, Y CBOIO Yepry, MOXeE CIPHSITU BIOCKOHAJICHHIO
NepeKiIaaibKUX CTpaTeriid Ta po3poOii HOBUX MOJeNIel MepeKIay.

Knrouosi cnosa: eni3ol, eKpaHizalis, IHTEpCEMIOTUYHHUN TEPEKIIa, MyJIbTHMOAAIBHICTh, IHTEPMeIi-
aJIbHI BIHOLIEHHS, Meia.
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