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Intersemiotic translation, particularly the screen adaptation of literary works, poses a major challenge for
preserving complex philosophical and figurative concepts. While film constructs meaning through images, sound
and acting, it cannot fully reproduce the rhetorical, rhythmic and metaphysical density of verbal texts. This raises
the question of how interlingual translation, with its own tools of meaning transfer, compares in preserving such
conceptual structures. The study aims to analyse and compare the effectiveness of interlingual translation and au-
diovisual equivalents in rendering the concept of the past in S. King’s novel “11/22/63” and its screen adaptation.
The study draws on the Vinay—Darbelnet model of translation transformations, descriptive translation studies,
structural, syntactic and conceptual analysis, as well as semiotic, intermedial and hermeneutic approaches. One
hundred verbal fragments describing the past and their Ukrainian equivalents are examined and contrasted with
their (non-)realisation on screen. Interlingual translation, through systematic use of modulation, transposition,
addition and other transformations, preserves lexical recurrence, metaphorical density, rhythm and emotional
tension, maintaining the past as a lexical and philosophical dominant. The role of modulation and transposition is
significant, as they are the most frequently used transformations in case of adapting fragments that describe the
image of the past. The series, by contrast, reduces this image to a few utterances and scattered visual hints, which
simplifies its thematic, structural and psychological functions. Interlingual translation proves more effective than
intersemiotic translation in retaining the stylistic and conceptual depth of the original, whereas screen adaptation,
constrained by the resources of cinematic discourse, tends to smooth dominant philosophical images. Future rese-
arch may focus on strategies for compensating such losses in intersemiotic translation and on the role of modality
interaction and cognitive-contextual factors in the perception of complex concepts in multimodal environments.
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Formulation of the problem. Despite the fact that intersemiotic translation is a
complex, multi-stage process resulting not merely in a translation but in a new work, it can
legitimately be classified as a type of translation in the broader sense. In particular, there
are problems that intersemiotic translation cannot resolve due to the specific nature of
transforming a literary text into a work of cinematic language. Intersemiotic and traditional
translation rely on fundamentally different mechanisms of meaning transfer: in intersemio-
tic translation, a literary work is transformed into another semiotic system in which me-
aning is constructed not only through words but also through images, music, sound design,
acting, and other multimodal resources. In traditional interlingual translation, the primary
goal is to convey the semantic content and stylistic features of the original through verbal
means, in accordance with the grammatical and lexical rules of another language. Although
these two types of translation employ different tools for transferring meaning, an essential
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link unites them: the original text, which remains the basis for any form of adaptation.

In this regard, the tools of traditional interlingual translation offer clear advantages
when analysing elements lost in the process of intersemiotic translation. This applies pri-
marily to a range of philosophical concepts that are not realised in the screen adaptation.
A film can express only the structural remnants of such ideas — plot motives, conflicts,
dialogues — whereas the philosophical tension encoded in the syntax, lexicon, and rhythm
of the original is largely lost. For this reason, a comprehensive analysis of such concepts
should rely primarily on interlingual translation, which ensures the preservation of their
semantic depth and stylistic refinement.

Analysis of recent research and publications. In translation, the transfer of func-
tional and pragmatic aspects plays a crucial role. A translator may accurately render the
text and its structure yet lose a nuance of meaning known only to readers of the original
work. In such cases, literal accuracy may be preserved, while certain aspects of the text
become susceptible to misinterpretation. Consequently, the translator must prioritise con-
veying the full range of lexical and syntactic features (emotional colouring, tone, stylis-
tic nuance, etc.). These features are transmitted through translation transformations, the
choice of which is often determined by structural differences between languages as well as
semantic and cultural factors. In the field of traditional interlingual translation, this study
relies on the classification of translation transformations proposed by J.-P. Vinay and J.
Darbelnet [9], which distinguishes between direct and oblique strategies and enables a
systematic description of linguistic mechanisms for preserving or modifying meaning at
the level of textual fragments.

1. Direct translation transformations are used when the structure and meaning of
linguistic units in the source language (SL) and the target language (TL) coincide.

1.1. Calque — a literal translation of a phrase or expression from the SL, preserving
the structural pattern while selecting lexical equivalents in the TL.

1.2. Literal translation — an almost complete reproduction of the lexical and gram-
matical structure of the SL without significant modifications.

2. Oblique translation transformations are applied when a literal translation is im-
possible due to discrepancies in grammatical structure or lexical semantics between the
SL and TL. These include:

2.1. Transposition — replacing one part of speech with another while preserving the
meaning.

2.2. Modulation — a shift in point of view or mode of expression to preserve the
intended meaning.

2.3. Equivalence — rendering idioms, set expressions, proverbs, and culturally spe-
cific phrases in the TL.

2.4. Adaptation — cultural adjustment of realia that have no direct equivalents in the TL.

2.5. Addition — supplementing a sentence or phrase with extra information not
present in the original text.

2.6. Explicitation — elaborating or expanding the meaning of a source-language
element to ensure clarity in the TL.

2.7. Omission — the deliberate removal of an element from the original text without
a substantial loss of meaning.

2.8. Segmentation — dividing complex or lengthy structures in the source text into
simpler, shorter units in the translation.
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In this context, it is also important to draw upon works in the field of general
linguistics, in particular those by O. Selivanova [5], N. Diachok [7], and N. Plotnikova
[4], which contribute to a deeper understanding of semantic processes and the principles
governing the functioning of linguistic units within a broader cognitive-semiotic frame-
work. Accordingly, the methodological foundation of the study integrates linguistic tools
(structural, syntactic, and conceptual analysis), translation studies approaches (the Vinay-
Darbelnet model, principles of descriptive translation studies), semiotic and intermedial
frameworks, as well as hermeneutic interpretation of complex philosophical concepts [2].

The part of the main issue that has not been studied enough. One of the distinc-
tive features of S. King’s novel “11/22/63” [8 ; 3] is the presence of deeply elaborated phil-
osophical concepts that shape the worldview and stylistic structure of the novel. Foremost
among these is the concept of the past, which functions not merely as a theme or narrative
axis but as a fully developed artistic category expressed through metaphors, rhetorical de-
vices, syntactic organisation, and the aphoristic density of the language. For this reason, it
requires detailed examination within the present study. The linguistic form plays a crucial
role in creating the existential resonance of the novel, as it is through language that the
author imparts emotional expressiveness, poetic multiplicity, and artistic depth to abstract
ideas. This concept is exceptionally difficult or nearly impossible to render visually in the
process of intersemiotic translation, particularly in screen adaptation, because cinematic
means cannot reproduce the rhetoric, stylistic subtleties, and metaphysical layering inher-
ent in the literary text. Thus, analyzing text fragments using translation transformations
enables the identification of patterns essential for a deeper understanding of the nature of
transforming concepts in intersemiotic translation.

The aim of our research is to analyse and compare the effectiveness of interlin-
gual translation and the selection of audiovisual equivalents in conveying complex philo-
sophical concepts during the screen adaptation of a literary work.

Main body. This study attempts to analyse, from a translation-oriented perspective,
arange of elements lost in the intersemiotic translation of S. King’s novel “11/22/63” [8 ; 3].
The need for such an analysis arises from the fact that the transformation of certain images
results in significant changes that influence the audience’s perception of the work. In particu-
lar, this concerns the concept of the past as a fatalistic, obstinate entity that resists change and
does not allow itself to be altered. These characteristics of the past, conveyed in the novel
through profound philosophical reflection on history and the impossibility of altering events,
are essential for understanding the internal structure, thematic dimension, and emotional tone
of the work. In the literary text, the traits of the past are realised through a range of verbal ar-
tistic devices, primarily personification and metaphor, which pose specific challenges for the
translator. For this purpose, one hundred fragments from King’s “11/22/63” [8] were selected
and analysed, specifically sentences describing the attributes and actions of the past, together
with their Ukrainian equivalents provided by O. Krasiuk [3]. Particular attention is given to
the use of translation transformations employed to adapt these metaphysical elements in the
translation from English into Ukrainian, which allows for an understanding of how the omis-
sion or modification of such components affects the viewer’s perception of the deeper mean-
ing embedded in the novel. The research juxtaposes the verbal realisation of these elements
in the novel with their representation in the screen adaptation and examines how the removal
or alteration of these metaphysical components changes the overall reception of the film and
its ability to convey the core ideas and conceptual structure of the original text.
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Let us consider a fragment that contains the most frequently used description of
the past in the novel, namely obdurate: Because the past didn t like to be changed. It was
obdurate [8 : 142] — Bo munyne ne 6axcano sminoeamucy. Bono onupanocs [3 : 169].
The lexical item obdurate is an adjective that may be translated as ynepmuii, 3amamuil,
uepcmeuti, 3anexauil, which fully corresponds to the image of the past constructed in the
novel. However, in this case transposition has been applied: the adjective in the SL has
been replaced with the verb onupanocs in the TL. Although this does not alter the overall
meaning of the fragment, the more dynamic formulation onupanocs emphasises active
resistance rather than a static state of being.

Modulation (specifically, a change in the mode of expression) has also been used:
The past didn t like to be changed — Munyne ne 6asxcano sminiosamucse. In the source
sentence, the author employs personification (7he past didn t like to be changed), whereas
in the translation this has been rendered as ne 6asicano 3miniosamuce, which conveys the
same idea but in a more neutral form of expression. In the original, the past is depicted
primarily as a subject endowed with will and character traits (didn t like to be changed,
was obdurate), and this is partially preserved in the translation; however, the stylistic
emphasis shifts. Instead of sono 6yno énepmum, the translator chooses sono onupanocs,
which underscores an ongoing process of resistance rather than a static attribute and thus
portrays the past as an active force opposing change.

The following fragment provides the reader with further insight into the image of
the past: Because the past isn't just obdurate; it’s in harmony with both itself and the fu-
ture. [ experienced that harmony time and again [8 : 214] — Bo munyne ne npocmo onipne,
60HO npazHe nepedysamu 8 2ApMOoHii i 3 camum coboro, i 3 matdymuim. A cmuxascs 3 yicio
eapmomuicio 3108y i 3no8y [3 : 261].

Among the translation transformations used here, we again observe transposition
(a change in part of speech): The past is obdurate — Munyne onipre. In the translation, the
adjective obdurate is rendered as onipre, also an adjective; however, in Ukrainian oniprui
is typically used in set expressions such as onipra cuna, which makes the translation stylisti-
cally marked. Another instance of transposition appears in the rendering of it’s in harmony
with both itself and the future — s6ono npacne nepedyeamu 6 eapmonii i 3 camum coboro, i
3 marioymuim. The original uses the construction is in harmony (a copular verb is + noun
harmony), whereas the Ukrainian version employs the verb phrase npacne nepedysamu,
which shifts the manner of expression. Moreover, the SL expresses a static state (the past
is in harmony), while the TL emphasises dynamics (oro npacne nepebysamu 6 capmonii),
thereby creating a more active image of the past. Calque has also been used, providing a lit-
eral translation of the fixed expression time and again — 3no8y i 3n06y. This is a typical case
of preserving a phraseological construction, as both time and again and 3n08y i 3106y convey
the same meaning. Lexical-semantic substitution (concretisation), as a type of modulation,
is employed in translating experienced: [ experienced that harmony — A cmuxaécs 3 yicio
eapmoniero. In the original, experienced is more general (experienced, felt, had experience),
whereas the translation cmurascs makes the experience more tangible, implying a kind of
encounter with reality. The application of these transformations influences the perception of
the past as a conceptual image. In the original, the past is harmonious, while in the transla-
tion it strives for harmony, which adds dynamism to the image; the Ukrainian version thus
partially shifts the emphasis from the immutable nature of the past (as in the SL) to its poten-
tial variability (6éono npacne eapmonii, rather than merely is in harmony).
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Descriptions of the image of the past in the novel contain a range of metaphors, per-
sonifications, and comparisons. For example, the fragment The past is obdurate for the same
reason a turtle’s shell is obdurate: because the living flesh inside is tender and defenseless
[8 : 684] is translated as Munyne onipue 3 mux camux npuuuH, 3 AKUX ONIPHUM € NAHYUD
uepenaxu. 60 JHcU6a NIOMb 6CEPeOUHi Hb020 HIdICHA U Oe3saxucHa [3 : 864], which does not
result in semantic or formal loss overall, since the translator employs a literal procedure that
allows the original construction to be reproduced almost verbatim in order to preserve the
stylistic features of the text. The lexical item nbo2o (scepeouni nvoeo) is added to clarify
syntactic relations, which is characteristic of Ukrainian sentence structure. The image of the
past is rendered successfully in translation, as the metaphor used in the English sentence
comparing the past to the rigid surface of a turtle’s shell and thus hinting at its resistance
to change is maintained. However, the Ukrainian translation uses the word onipne, which
also conveys the idea of resistance but is less commonly used in this meaning. As a result,
the imagery in the translation may appear less natural to a Ukrainian reader, since onipne
Mmumyne is not a conventional expression. A more natural variant might be Murnyne uunumo
onip 3 mux camux npuyu..., which would convey the idea of active opposition to change.

In the Ukrainian translation, the lexical unit munyne onipne, which appears repeat-
edly throughout the novel, creates a particular thythm and ensures semantic consistency.
This phrase functions as a recurring motif that conveys the meaning of the original, shapes
the narrative rthythm, and makes the text cohesive and recognisable. Since in the English
original The past is obdurate is a refrain repeated across various contexts, the use of a
single translation solution munyne onipne creates an analogous effect in the Ukrainian
text, reinforcing the monotony and sense of fatal inevitability associated with the past.
The construction munyne onipne has a strict, concise rthythm that evokes the abruptness,
categorical nature, and certain “inflexibility” of the past itself, which resists change. It pre-
serves the internal rhythm of the original, in which The past is obdurate possesses similar
rigidity due to its phonetic features, and it strengthens the artistic image: in the novel, the
past acts as an active, almost animate force that opposes change, and the word onipue
conveys precisely this active characteristic, in contrast to more general translation options
(ynepme, nesminne, cmitixe), which would make the image less vivid. This transformation
can be classified as semantic modulation, which conveys activity rather than a static state.
The use of the lexical unit munyne onipue as a fixed expression is therefore not merely a
translation choice but a deliberate translation strategy that helps reproduce an analogous
effect for the reader of the translated text.

Let us analyse another fragment that contains additional characteristics of the resis-
tant past: [ waited for the obdurate past to swat me like a troublesome fly — for the roof to

fall in or a sinkhole to open and drop 2703 deep into the ground [8 : 591] — A uekas, wo
OnipHe MuHyne GUNIIOHe MeHe, MO8 HaDpUudIugy MywKy — abo oax enaode, abo euepiona
sama pozuaxuemvcst nio oyounxom Ne 2307, i 6in nposaiumvcs 2iuboko nio zemiuo [3 :
748]. The translation transformations applied here alter the image of the past, making it
not merely aggressive but expelling, which intensifies the emotional impact of the text.
To preserve the author’s underlying meaning, the following transformations were used.

1.Modulation: to swat me like a troublesome fly — eunmone mene, mos HabpuoIU8y
mywky; in the original, the verb swat (to hit, kill, or smash) evokes an aggressive motion
directed at an insect, while in the translation we find sunrrone, which changes the manner
of expression: instead of striking, we have an act of rejection or expulsion, and thus the
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past becomes conceptualized as a living organism that disposes of an unwanted element.

2.Transposition: the obdurate past to swat me — onipHe MuHyle GUNIIOHE MEHE,
in the original, to swat is an infinitive (an anticipated action), whereas in the translation
a perfective verb sunnione appears, which adds a sense of inevitability to the event and
dynamises the image of the past.

3.Equivalence: like a troublesome fly — mos nabpuoiusy mywky; an equivalent
phrase is used, preserving the style and comparative imagery.

4.Lexical adaptation: sinkhole — euepiona sima; in the original, sinkhole denotes
a natural geological phenomenon (a cavity in the ground). In the translation, the chosen
equivalent suepiona sima shifts the semantic nuance: the original refers to a neutral natural
process, while the translation introduces an image of something repulsive and unpleasant,
aligning it with the idea of the past rejecting the protagonist.

5.Partial segmentation: for the roof to fall in or a sinkhole to open and drop 2703
deep into the ground is segmented in translation into two separate statements: a6o dax snade
and abo euepiona sima posuaxuemoscsi nio 6yournkom Ne 2307, i 6in nposanumscs 2nuboKo nio
semmo, which improves the rhythm of the Ukrainian text and makes it more expressive.

6.Addition: drop 2703 deep into the ground — nio 6younxom Ne 2307; the transla-
tion adds the lexical elements nid 6younxom Ne, which provide clarification and create a
more natural-sounding construction in Ukrainian.

Another fragment also demonstrates typical transformations used in rendering the
image of the past into Ukrainian: But the past is obdurate and protects itself against
change [8 : 558] — Ane munyne onipre, 6ono 3axuwacmocs npomu 3min [3 : 704]. Here
we observe transposition: protects itself against change — 3axuwaemocs npomu 3min; in
the original, protects itself is a verb with a direct object, whereas in the translation a re-
flexive construction (3axuwaemocs) is added, which adapts the expression to Ukrainian
grammatical norms and makes the statement more dynamic, intensifying the sense of the
past resisting change. Within this same transformation, the singular noun form in against
change is replaced with a plural form in Ukrainian (npomu 3min).

Given the overall sentence structure, segmentation has also been applied: in the origi-
nal, the past is obdurate and protects itself against change is a single sentence, whereas in
the translation it is divided into two parts: Are munyne onipre, 60HO 3axXUWAEMbCIL NPOMU
smin. This makes the Ukrainian text more rhythmic and expressive, reinforcing the effect of
the past acting independently. In the original, the past is presented as a unified force that is
both stubborn and defensive; in the translation, the sentence division anthropomorphises it
further: first it is defined as onipre, then it performs an active action — saxuwaemocs, which
strengthens the sense of self-preservation associated with the past. This corresponds to the
novel’s central metaphor of the past as an active force opposing any attempts at change.

The translation of another personified fragment, The past kept fighting me, and it
was going to win this round [8 : 558] — Mumnyne npodoscye bopomucs npomu mene, 60HO
soupanocs suepamu yeti payro [3 : 625], makes it possible to trace several translation patterns.
Most notably, calque is applied in it was going to win this round — eono 36upanocs euepamu
yeti payno. The construction going fo win is translated using the corresponding Ukrainian
phrase soupanocs suepamu, which preserves the meaning and conveys the inevitability of
the action. Transposition results in a change of tense: The past kept fighting me — Mumnyne
npodosicye bopomucs npomu mene;, in the English original, kept fighting is a past-tense verb
form expressing continuous action in the past, whereas the Ukrainian translation uses the pres-
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ent tense npodosaicye bopomucsi, which adds a sense of inevitability and ongoing struggle.

Modulation also slightly alters the lexical unit fighting me — 6opomucs npomu mene,
since in the original fighting me implies direct, immediate combat, while the translation
bopomucs npomu merne emphasises opposition, highlighting the past as a distinct active
force resisting the protagonist. The omission of the conjunction and further intensifies the
tension and dramatic quality of the statement. Consequently, the translation again produces
an image of an even more active past through the use of the present tense (npodosacye
bopomucs), creating the effect of constant confrontation, while the pause in place of a con-
junction between the two clauses enhances the sense of the protagonist’s inevitable defeat.

In the fragment History repeats itself is another way of saying the past harmo-
nizes [8 : 398] — «Icmopis nosmoprocmvcsay — iHwuil cnocio ckazamu, wo MuHyie npazme
eapmonii’ [3 : 500], modulation is applied in the rendering of the past harmonizes — munyne
npaerne ecapmonii (a construction with the added lexeme npacne), which introduces an
element of intentionality into the process of harmonisation. Transposition is likewise em-
ployed in is another way of saying — inwuii cnocio ckazamu; in the English version this is
a nominalised construction, whereas in the Ukrainian translation it becomes an infinitival
phrase (ckazamu), making the expression more concise and natural for Ukrainian. Calque
is also used: History repeats itself — Icmopis nosmopioemscs, i.e., a literal translation
that fully preserves the meaning and stylistic effect, since this well-known aphorism has
analogues in many languages. Undoubtedly, the translation transformations applied here
contribute to a more dynamic portrayal of the past.

The resistant past, as we can see, at times acquires an even more sinister quality,
as demonstrated by the following fragment and its translation: But I would watch out for
the past, because it senses change-agents, and it has teeth [8 : 274] — Ane menep 51 6y0y
0bauHiuM 3 MUHYIUM, OO0 60HO He Juule 8I04Y8aAc A2eHMIG-NePemeopiosayis, a i mMac
3y6u [3 : 305]. A number of translation transformations are used here to convey the mean-
ing of the original. For instance, modulation is applied in watch out for the past — 6yoy
obauniwum 3 munyrum, which shifts the perspective of interpretation: in a literal transla-
tion, watch out for means “to be wary of,” “to be on guard,” whereas the Ukrainian version
replaces the sense of fear (literally: s ocmepicamumyce munynoeo) with a more rational
attitude — 6ymu obauniuum, thereby altering the semantic focus of the expression.

Transposition is used in the translation of because it senses change-agents — 60 6ono
He auute giouysae azenmis-nepemeoprosauis, specifically by modifying the grammatical
structure: in the original, it senses change-agents expresses a direct action (siouysac),
whereas the translation adds #e auwe, which shifts the emphasis and makes the sentence
more structurally complex. Equivalence is employed for the lexical item change-agents —
azcenmu-nepemsoprosaui; the English term is used in social sciences and management to
denote individuals or factors that drive change. A literal translation such as aeenmu 3min
would also be possible, yet aeenmu-nepemesoprosaui sounds more dynamic and under-
scores their active role in influencing the past.

Finally, calque is used in rendering and it has teeth — a ii mac 3you. The literal
meaning is preserved, as this expression carries a similar metaphorical sense in both Eng-
lish and Ukrainian: to “have teeth” means to possess the power to resist or pose danger. In
the context of the novel, this metaphor is particularly significant, as it helps construct the
image of the past as a living, aggressive force. The translation additionally employs syn-
tactic parallelism (ne quwe siouysac..., a i mac...), which adds dynamism and heightens
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the sense of threat, since the second clause shocks the reader: the past not only senses but
also has teeth, so it can bite, attack, and resist. In the original, / would watch out already
indicates a future-oriented perspective, but the Ukrainian translation adds the lexical item
menep, which highlights the protagonist’s shift in perception. In the novel, the past is not
merely something immutable, it possesses agency, which makes it essential to select trans-
lation equivalents that preserve this portrayal.

A further development of the image of the past as a predatory beast is demonstrated
in the fragment When you try to change the past, it bites. It ll tear your throat out if you
give it the chance [8 : 594] and its translation Koiu namaeaewcs sminumu munyie, 60HO
oepuzaemocsi. Bono poszipse mobi enomxy, sikujo oacu tiomy wanc [3 : 751]. In the trans-
lation of It 'll tear your throat out if you give it the chance — Bono poszipée mo6i e1omky,
saKwo dacu tlomy wanc, equivalence is used as the transformation procedure: the English
expression tear your throat out conveys a threatening meaning; the Ukrainian expression
posipse enomky has a similar expressive effect, which makes it an appropriate established
equivalent that reproduces the intended sense.

The lexical item it bites — 6ono ocpuszaemocs is successfully adapted through modula-
tion: in the SL, bites is used metaphorically to denote the past’s aggressive defense, while in
the TL oepuzaemucs likewise conveys resistance but shifts the expressive perspective from
the literal kycae to a verb more typical of an adversary’s defensive reaction. Moreover, bites
is short and abrupt, whereas oepuzaecmocs has a more expressive nuance, conveying an emo-
tional response. Thus, the mode of expression is changed, but the core meaning is preserved.

Among the other transformations, transposition is applied: When you try to change
the past, it bites — Konu namaeacuics sminumu munyie, 60Ho oepuzaemocst; in the SL, try
to change is presented in an infinitival construction, whereas in the TL it becomes a per-
sonal form namaeacuics sminumu, which alters the grammatical formulation but prevents
semantic loss. Calque is traditionally used in If you give it the chance — sixujo dacu tiomy
wanc, translated literally, as the expression “to give a chance” exists in both English and
Ukrainian. Since the SL text contains a personification of the past as a dangerous force, it
is important to preserve the novel’s characteristic dynamism, tension, and sense of threat,
conveyed through short, abrupt sentences.

To reinforce the general understanding of the image of the past in the novel and its
translation, it is useful to examine several additional fragments. The unit / told myself it
would be crazy to risk my real mission by yet again daring the obdurate past to reach out,
grab me, and chew me up [8 : 229] is translated as 4 kazaes cobi, wo ye 6yno 6 6odxcesiniim
— PUBUKYBAMU CHPABICHLOIO MOEIO MICICIO, 5Ky MEHI We HANedHCUmb GUKOHAMU, 3HOBY
OPAdICHSYU HCOPCMOKE MUHYTIE, 20MO6e NIUSHYymu, éxonumu mere i 3ocepmu [3 : 281], which
demonstrates the use of such transformations as modulation, transposition, and addition.

In the translation of reach out, grab me, and chew me up — niuenymu, exonumu mene
i 3oicepmu, modulation is applied; whereas the original verbs describe the past’s threaten-
ing actions in a rather literal manner, the translation selects emotionally charged and vivid
verbs characteristic of Ukrainian. Such a replacement of neutral vocabulary with expressive
items within the same semantic field alters the perceptual viewpoint, while preserving the
meaning of the utterance. Addition (specifically, decompression) occurs in the rendering
of my real mission — cnpaechvbor0 MO€IO Mici€lo, Ky MeHi uje Hanexcums eukonamu. The
translation includes an explicit clarification that is only implicit in the original. Adding
these elements enables the reader to better grasp the importance of the mission for the



The role of the verbal code in conveying the concept of “the past” in the screen adaptation ... 201
ISSN 2078-5119. Teopist i mpakTHKa BUKJIaIaHHs YKPaiHCHKOI MOBH SIK iHO3eMHO1. 2026. Bumyck 21

character. The translation of this fragment also involves transposition with respect to the
phrase by yet again daring the obdurate past to reach out, grab me, and chew me up — 3108y
OPAdICHAYU JHCOPCIOKE MUHYTe, 20MOo6e NAuSHymu, exonumu mene i 3oicepmu. In the Eng-
lish sentence, the grammatical core of the construction is a gerund (by yet again daring),
whereas in Ukrainian it is replaced by a gerundial participial construction (3#o8y dpadicusiuu
arcopemoxke munyne), since Ukrainian lacks the gerund as a grammatical category. This is a
classical example of transposition, in which one grammatical structure is replaced by an-
other without altering the meaning. As a result, the translation sounds dynamic and conveys
the aggressive nature of the past, which constitutes one of the key themes in the novel.

In translating the following fragments, we observe the use of modulation, transposi-
tion, addition, omission, and literal translation: The page remained blank. So did my mind.
Every time I tried to throw it into gear; the only coherent thought I could manage was the past
doesn t want to be changed [8 : 141]— Aprxyw 3anuwascs yvucmum. Tax camo, 5K i Mitl po3ym.
Kooicrozo pasy, konu st HamMaz2asest 8IMKHYMU 6 HbOMY MPAHCMICIIO, 3 HbO20 GUUENIIOBANACS
00Ha 1l ma cama OyMKa: MuHyie He oaxcae 3mintoeamucs [3 : 168]. Modulation is used in
translating throw it into gear — esimkHymu 6 Hbomy mpancmicito, since the English phrase
literally means “to put something into working mode” (a car metaphor), while the Ukrainian
translation preserves the conceptual image but changes the angle of presentation — a modula-
tion from one type of figurativeness to another, more familiar to the target audience.

Modulation is also evident in the rendering of the only coherent thought I could
manage — suuenyiosanacs oona it ma cama oymka. The original phrase the only coherent
thought I could manage contains a neutral construction describing the character’s cogni-
tive state — he can articulate only a single coherent thought. In the Ukrainian transla-
tion, this construction is transformed into the metaphorical phrase suuennosaracs oona
tt ma cama dymxa. This reformulation changes the perspective of expression: instead of
a descriptive statement, we find an imagistic metaphor conveying the character’s psy-
chological state more emotionally and expressively. The verb suuennosanacs creates the
impression of effort — of pulling a thought from the depths of consciousness — adding
dramatic tension and depth to the fragment. Thus, the semantic core is preserved, but the
mode of expression shifts in accordance with features of the target language. Modulation
here is applied together with omission, since the lexical unit coherent — nocrioosnuii,
sposyminutl is omitted, despite its potential importance in shaping the reader’s perception
of the original. Its omission may be motivated by considerations of brevity and rhythm: in
the phrase suuenmosanacs oona it ma cama dymxa, the focus is placed on repetition and
effort, whereas adding an adjective such as 36 s3na or uimka might overload the sentence
and disrupt its rhythm. Contextual redundancy also plays a role: the idea of coherence is
implicitly communicated, since if this thought is the only one, it is inherently meaning-
ful and structured. Were the translation’s aim to reproduce the semantics more explicitly,
variants such as suuennosanacs 00Ha-€OunHa 36 13Ha OYMKA, €OUHA 3PO3YMINA OYMKA, SIKY
MeHI 80asanocs cpopmynoeamu, Or y 201061 Kpymuiacst auue oona wimka oymra would
be possible. However, these alternatives reduce metaphoricity and sound more bookish
compared with the author’s style. Another example of modulation appears in the past
doesn t want to be changed — munyne ne badxcae sminroéamucsy: the passive construction
focused on the action directed toward the past is transformed into an active reflexive form,
which personifies the past as an agent that does not want any change.

Literal translation is employed in rendering The page remained blank. So did my
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mind, with slight adaptation to Ukrainian grammatical and stylistic norms. The first sen-
tence, The page remained blank, is translated literally as Apxyw z3aruwascs uucmum, pre-
serving both grammatical and lexical structure. The second sentence, So did my mind, is
built in English using ellipsis with the auxiliary verb did, typical of English parallelism.
The Ukrainian translation Tax camo, six i miti posym is a stylistically acceptable analogue
that preserves the logic and symmetry of the original. Thus, the translation applies literal
rendering with elements of transposition: the auxiliary did is replaced by the expanded
construction max camo, six i, which is natural in Ukrainian. This transformation maintains
not only meaning but also the rhythmic and stylistic symmetry of the original, ensur-
ing naturalness in the target language. Overall, this fragment illustrates how the protago-
nist’s emotional state, his inner resistance, and the inevitability of the past are conveyed
through a range of translation transformations. The recurring phrase munyne ne 6ascac
sminoeamucs is preserved, contributing to the rhythm and coherence of the narrative line
associated with the image of the past.

The specific features of the image of the past can be conveyed in Ukrainian provid-
ed that translation transformations are applied effectively, either individually or in combi-
nation. Table 1 presents, in descending order, a quantitative analysis of the transformations
used to preserve the image of the past in the translation from English into Ukrainian.

Table 1 — The use of translation transformations in conveying the concept of the past

Direct % Oblique %
Literal translation | 10,92% | Transposition 26,96%
Calque 2,73% | Modulation 26,28%

Addition 14,68%
Segmentation 5,80%
Equivalence 4,10%
Adaptation 3,41%
Omission 2,73%
Explicitation 1,71%
Amplification 0,68%

From the obtained data, we can see that modulation and transposition are the most
frequently used transformations in this case (26.28% and 26.96% respectively), which in-
dicates the significant role of these methods in adapting fragments that describe the image
of the past. This demonstrates the need to modify structure or meaning in order to preserve
the emotional and conceptual load of the original during translation. A considerable share
is also represented by addition (14.68%) and literal translation (10.92%), which points
to the importance of maintaining accuracy and supplying supplementary information to
ensure completeness in conveying meaning. By contrast, the percentage of equivalence,
adaptation, segmentation, amplification, and explicitation is much lower, which in this
case suggests the translator’s preference for choosing more direct and creative methods of
rendering imagery so as to avoid excessive detail or expansion of meaning.

Thus, the novel contains deep, powerful philosophical images realised through the
verbal means of literary language. These images are accessible to Ukrainian readers, as the
novel has been translated into Ukrainian, and the preservation of such images in translation
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is demonstrated by the translation analysis provided above. This raises the following que-
stion: are these images equally accessible to the viewer of the original screen adaptation or
its translated version? It is appropriate to examine this issue. In the novel, the image of the
past functions as both a structural and figurative dominant and fulfils the following roles.

1.A metaphorical conceptualisation of time as a living, hostile force; metaphorical
models such as munyne — 6ezzaxucrha niomo, Munyie — OnipHa CUIA, MUHYIE — XUNCULL
36Ip, MUHYIe — KAPMKOBUll 6YOUHOUOK, MUHyle — Kpunvys memenuka illustrate the multi-
dimensionality of this category and convey its vulnerability, instability, aggressiveness,
and at the same time its fragile power.

2.The rhythmic recurrence of the construction the past is obdurate — munyne
onipne, which forms a lexical dominant and thematic insistence.

3.The personification of the past, which behaves like an adversary: it bites, it has
teeth, it protects itself, it chews me up, it senses change-agents, etc.

4.The gradual evolution of the protagonist’s perception of the past: from an object
of change to an autonomous force that resists.

In the TV series, by contrast, this extensive idea is realised only through two utterances
spoken by different characters across several episodes (the first three and the final episode):

1.You shouldn’t be here [6] — To6i TyT He micte [1].

2.The past is pushing back [6] — Munye npy4daerscst [1].

The translation of these utterances has been carried out with consideration of the
norms of the target language. For example, to adapt the utterance You shouldnt be here —
To6i mym ne micye, modulation is applied: in the original, You shouldn t be here is a modal
sentence literally meaning To6i ne nompiono mym 6ymu, whereas in the translation 7o6i
mym ne micye the modal construction is replaced by a nominative evaluation of the situ-
ation. This provides the phrase with greater categorical force and emotional tension and
shifts the perspective from an ethical judgement (not supposed to be here) to an existential
spatial conclusion (you do not belong here; this place is closed to you). Such modulation
allows the utterance to fit more naturally into the rhythm of Ukrainian speech and the
dramatic context of the scene.

Regarding the utterance The past is pushing back — Munyne npyuaemocs, modula-
tion is likewise applied, since a literal translation would be Munyne siowmosxye nazao /
yyunume onip / dae 6iociu, whereas the chosen verb npyuamucs is an indirect equivalent of
push back but stylistically more precise in this context. This translation choice alters the
form of expression while preserving the semantic dominant: resistance to change on the
part of the past. The lexeme npyuamucs in Ukrainian carries emotional colouring and con-
veys an idea of struggle, a living resistance consistent with the image of the obdurate past
in the novel. In addition to modulation, transposition is applied here: in the source text, the
structure consists of a subject (the past) + a verb phrase in the Present Continuous + a phra-
sal verb (is pushing back), which expresses an ongoing process. In the target text, we have
the sentence Munyne npyuaemocsi, expressed by a single verb in the present tense. Thus,
there is a transition from a verb phrase to a semantically related simplex verb npyuamucs,
which grammatically alters the syntactic structure through a shift from an English phrasal
verb to a full lexical verb in Ukrainian, while preserving the semantic dominant.

The translation of both utterances demonstrates an effective adaptation of the me-
aning and tone of the original to the norms of the Ukrainian language. Owing to these
transformations, the result achieves conciseness, dramatic tension, and stylistic intensity,
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which correspond to the genre conventions and the emotional atmosphere of the scen-
es. Beyond these utterances, the philosophical images in the series are realised primarily
through visual means and plot developments, such as sudden accidents or catastrophes
that occur when the protagonist attempts to change something, as well as scenes with
unsettling music and montage techniques that imply the presence of a hostile force. Ho-
wever, such audiovisual realisation appears chiefly in those episodes where the mentioned
utterances occur. Since the characters do not voice these utterances in every episode, the
omnipresence of the past is scarcely realised in the adaptation.

Given the analysis of the verbal realisation of these images in the novel, we may
assert that the conceptual depth of the image of the past is lost as a result of intersemiotic
translation. In the novel, the past is a fully developed character possessing its own tempera-
ment, logic, and thythm. Through lexical recurrence and metaphorical density, the narrative
constructs an image of the past as alive: simultaneously aggressive, deaf, immutable, and
vengeful. This image functions integrally within the structure of the novel, shaping the
conflict and influencing the protagonist’s motivation. In the series, by contrast, the image is
reduced to a literal utterance about resistance. Instead of an intellectual play with imagery,
we encounter visual hints operating within a much narrower semiotic register, leaving the
viewer unable to trace the evolution of the protagonist’s attitude toward the past, as one can
in the novel. Thus, as a result of intersemiotic translation, the concept of the past becomes
simplified, and its symbolic, rhythmic, and ideological significance is diminished.

This has led, to some extent, to a loss of the aesthetic and functional coherence of the
original work, since the image of the obdurate past fulfils several key functions in the novel.

1.Thematic — shaping the philosophy of time.

2.Psychological — revealing the protagonist’s inner state.

3.Structural — determining the logic of the conflict.

4.Stylistic — creating a lexical dominant and rhythm.

In the series, however, these functions are scattered or reduced to isolated hints,
which weakens the influence of the image and simplifies the conflictual dynamics between
the protagonist and the past. Therefore, the loss of the image of the past in the screen ad-
aptation “11.22.63” results from.

1.The limited verbal resources of cinematic discourse.

2.The impossibility of reproducing the internal monologue and the rhythmic struc-
ture of prose.

3.The incompatibility of cinematic language with the novel’s metaphorical insistence.

4.The adaptation team’s decision to simplify the symbolic apparatus of the work.

Conclusions. We conclude that the image of the past as a lexical and philosophical
dominant has not been fully preserved in the series, which illustrates a typical problem of
intersemiotic translation involving complex figurative concepts. This example demonstrates
that a screen adaptation is not merely a “translation of the plot” but a profound re-interpre-
tation of the work, shaped by the resources of a new semiotic system. At the same time, in-
terlingual translation, particularly from English into Ukrainian, makes it possible to preserve
not only the content but also the figurative texture of the text. Owing to the flexibility of
the Ukrainian language and its developed stylistic system, the translator is able to maintain
the metaphoricity, recurrence, rhythm, and emotional load of the images through the use of
translation transformations and the selection of precise equivalents, as in the case of the obdu-
rate past. Traditional interlingual translation thus reveals its key advantage over intersemiotic
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translation: it can reproduce the complex semantic structure of the text while preserving its
functional load. Therefore, interlingual translation proves more effective for maintaining the
stylistic, philosophical, and figurative depth of the original, whereas intersemiotic translation
requires far more adaptive tools and is inherently prone to shifting emphases or losing the
dominant image. A promising direction for further research is the analysis of strategies for
compensating the losses of complex philosophical and figurative concepts in intersemiotic
translation, as well as the study of the mechanisms of modality interaction and the cognitive-
contextual factors that shape the perception of such concepts in a multimodal environment.
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IaTepceMioTHYHHI IEpEKIIa, 30KpeMa eKpaHi3alis JiTepaTypHUX TBOPIB, CTAHOBUTh 3HAYHHIT BUKIIHK
ULt 30epeKeHHsT CKIaAHuX (Binocodepkux Ta 00pa3HuX KoHUEnTiB. [lompu Te, M0 KIHO KOHCTPYIOE CMHCIH
3a JIONOMOTOI0 300pakeHb, 3ByKYy Ta aKTOPCHKOI IPH, BOHO HE 3[aTHE TIOBHOIO MIPOIO BIATBOPHTH PUTOPHYHY,
pUTMIiYHY Ta MeTadi3HyHy MITBHICTS BepOaabHOro Tekety. Lle mopyiye nutanns eeKTHBHOCTI Mi>KMOBHOTO
HepeKyIaty, IKHi Ma€e BIIaCHI 3ac00M MepeaaBaHHs CMUCITY, IMiJl 4ac 30epeKCHHS TAKHX KOHLCITYalbHUX CTPYK-
Typ. MeToI0 TOCTIIKEHHSI € aHaJi3 Ta MOPIBHAHHS e(hEKTHBHOCTI MDKMOBHOTO TIEPEKIa/y Ta ayAdioBi3yaabHHX
BIAMOBITHUKIB y BinTBOpeHHI koHUenTy MuHyjioro B pomani C. Kinra «11/22/63» Tta #oro ekpanizamii. Y
JOCITIDKCHHI 3aCTOCOBaHO KiacH(ikamiio mepekiananbkux tpancdopmarniit XK. Bine ta XK. I1. [lapGenbhe,
3acaji JCCKPUITHBHHUX CTYIH MepeKIany, CTPYKTypHHUH, CHHTAKCHYHMI 1 KOHIENTYa bHHUI aHali3, a TAKoXK
CeMIOTHYHI, IHTepMeIianbHi Ta TepMeHeBTHYHI miaxoau. [IpoananizoBaHo cto BepOadbHHX (HparMeHTiB, IIO
OMHUCYIOTh MUHYJIE, T IXHI YKpaiHCHKI BiMOBIAHHUKY, 3iCTaBICHI 3 IXHIMH (HE)BIATBOPCHUMHU KOMITOHCHTAMH Ha
eKpaHi. 3aBIsSKH CHCTEMHOMY BHKOPHCTAHHIO MOMYJIALIT, TPAHCIO3HIIIT, JOAaBaHHS Ta IHIIMX TpaHChopMarii
MDKMOBHHH Tepekiiaj 30epirae JIeKCHIHY TOBTOPIOBAHICTh, METaGOPHIHY HACHUCHICTh, PUTM Ta EMOLiiHE Ha-
MPY)KCHHS, MATPUMYIOUH MHHYJIC SIK JIEKCHUHY Ta (izocodcbky ToMiHaHTy. Poib MOy ALii Ta TpaHCHO3HIT
€ 0COOJIMBO 3HAYYION0, OCKIIBKH BOHU € HAHYACTOTHIIIMME 32C00aMH TIijT Yyac afanTaiii (parMeHTiB, 10 OMH-
cyIoTh 00pa3 muHymnoro. Ha BiamiHy Bif 1poOro, cepian 3BOAMTD el 00pa3 10 KUTbKOX PEIUTiK i MOOIMHOKHX
Bi3yaJIbHHUX HATSKIB, II0 CIIPOILYE HOr0 TEMAaTHUHY, CTPYKTYPHY Ta ICHXOJIOTT9HY QYHKIIT. Mi>XMOBHHIT Tepekan
BUSIBIIIETHCS C(PEKTUBHIIINM 3 IHTEPCEMIOTHIHHH 10710 30ePEKCHHS CTUITICTHYHOI Ta KOHIENTYa bHOT NTHOU-
HH OpUTiHANY, TOI SIK eKpaHi3awis, 0OMeXeHa pecypcaMu KiHOMOBH, Mae TCHACHLIIO HiBeIoBatH (isocodehki
JIOMiHaHTH TBOPY. [loganpiin JOCHi/KEHHs JOMITBHO CIIPSMYBAaTH Ha BUBYCHHS CTPATETiil KOMIICHCAIT TaKHX
BTPAT B IHTEPCEMIOTHYHOMY MEPEKIIai, a TAKOXK POITi B3a€MO/IiT MOAATbHOCTEH 1 KOTHITHBHO-KOHTEKCTYaIbHHX
YUHHUKIB y CIPHUITHATTI CKJIAAHUX KOHIIENTIB Y My/ITUMOAAIBHOMY CEPEIOBHILLI.
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