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Abstract

The article deals with the general problems of the translation of lacunar units in the translation of the work, "The Fate of the
Numantia" from Spanish to Russian, connected with the phenomenon of lacunarity, using functional, comparative methods,
as well as the method of contextual analysis of inter-language and structural-semantic comparison of lacunar units. The paper
contributes the study of the inter-semiotic translation of comic books by means of a descriptive analysis of the translation of
the comic “Numantia” and peculiar characteristics of Spanish-Russian translation with pragmatic functions focused. The study
is carried out through an effective analysis of the two languages and their relations while translation the comic book in Russian.
This work dealing with the peculiarities of intersemiotic translation could facilitate the clarification of the original text of other
kinds of translation such as interlinguistic or intralinguistic translation. The intention of the work is, therefore, to study the main
characteristics of the comic with the help and by means of corpus, of the two main languages and the relations between them. Main
translation transformations have been identified and classified with the examples shown. The concepts of onomatopoeia, lacunarity,

metaphor have been discussed.
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1. Introduction. Since recently, it has been ob-
served a great evolution in the course of the study
of comics resulted from the great demand of the
public interest and the necessity to translate com-
ic texts. However, the study of its translation as a
form of intersemiotic translation has not been con-
templated. Since this field has not been explored,
our work aims to contribute to the study of interse-
miotic translation in comics, particularly, the com-
ic “The fate of Numantia”.

Thus, establishing relationships between the in-
formation transmitted in the comic (text and image)
and the translation is supposed to be of great impor-
tance while working with the type of comic texts and
can be helpful in the process of translating comics.
Also, the comics that we are dealing with are of a
certain theme: the historic one. Here we can find a lot
of symbology that will also influence the transmis-
sion of information in this medium and the use of the
non-verbal channel. Therefore, the present work con-
sists of an analysis of the comic and its use to trans-
mit a historic message (related to the legendary fight
of guarders) of Numancia in which attention will be
paid to the two channels from the that the information
is issued. We take into account the historic symbols in
general, those we find in this comic to see its density
and importance within the language of the comic.

Our objective is to identify the relationship be-
tween two channels of transmitting message in the
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comic and find out the prevalence between them. The
task is supposed to be done while analyzing the ele-
ments and particular characteristics of each one. It is
of interest the study of them because they will depend
on the reception and understanding of the message by
the public and the translation of the text into Russian.

For this, initially we will make a theoretical ap-
proach with which we will review the pillars of this
study: the comic as a type of text and its characteris-
tics, the relationship with translation and the interse-
miotic relationship with the Numancia and, especial-
ly, with the figures of Warriors of Numancia.

The aims of the paper are: 1. Study the comic as a
form of subordinate translation. 2. Study the semiotic
relationship present in the comics of the Numancia.
The specific objectives are specified below. 1. Es-
tablish relationships between the verbal and visual
language of the comics studied. Determine the main
features of the comic book. Determine the concept
of lacunarity and discuss the ways to solve the latter.

2. Methodology. This work follows a descriptive
methodology, which starts from the observation of
the facts found in the comics and the elaboration of
some empirical arguments. From this observation, we
will establish a series of assessments and conclusions.
Attention has been focused on the in-depth analysis
of a specific comic in which we will describe the el-
ements found in each unit of analysis, which in this
case will be the vignette. We will analyze the visual
elements of one part and the verbal elements of an-
other and finally establish the relationships between
them. The material of the work has been selected after
visiting digital libraries with available collection of
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comics. The selection of material was followed by a
search for documentation to determine the relevant
parameters used in the analysis of the case. Finally,
the appropriate conclusions have been drawn after in-
terpreting the general results of the descriptive analy-
sis of each vignette, which have allowed us to have a
global vision necessary for the investigation.

2.1. Research materials. The material of the research
is the original Spanish comic book “The fate of Numan-
tia” written by R. Garcia (“ El destino de Numancia™)
and its translation into Russian suggested by me person-
ally (the translation has not been published yet).

2.2. Methods of analysis. Methods of analysis
combine those of experimental and qualitative re-
search methods. Translation models and methods of
translations are discussed with the examples filtered
to illustrate the most problematic places while trans-
lating the comic book. The work uses functional,
comparative methods, as well as a method of contex-
tual analysis of interlingual and structural-semantic
comparison of lacunary units.

3. Results and Discussion.

3.1. Theoretical background. "It is a comic about
the history of Numancia, we have scripted the story
and created the characters, but it is still in the oven",
commented Rubén Garcia. The representative of Nu-
manguerrix said that "the script is already finished
and polished." "We are embodying the story in the vi-
gnettes, the story is drawn and then the entire editing
process," he said. R. Garcia? commented that the pos-
sibility of bringing Numancia to a comic was always
present since the birth of the Numanguerrix business
project. The script for the comic, as Garcia explains,
was born from the elaboration of a historical recrea-
tion. "We started to write the story and it got a script
in short and now we decided it to be a comic, but the
possibility of its developing is also there," he says.

The adventure of comic takes place in the
year 114 A.C., according to commented Garcia, that is
to say, almost two decades after the fall of the celtibera
city. At that time a Roman general, Mario, visited a
Numancia converted into a Roman city. The Roman
general arrives in the city accompanied by a Numan-
tian slave. According to Garcia, the history of Numan-
cia will be present through the memories that the visit
to the city arouses in the mind of the Numantian slave.

The keys that separate one theory from the other
is to consider that the text is an optional element in
the comics and that the balloon is a defining element
of the comic. Seeing clearly the creation of the comic
can be an arduous task. This is because not all authors
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consider that the comic has the same characteristics
and, as is logical, they have not reached a consensus to
delimit the first text considered comic. As it has been
established in the previous section, in this work we
will consider comics to those stories narrated through
a sequence of structured images in which the graph-
ic and linguistic codes coexist. Therefore, we discard
the idea of some authors that the first productions that
could be classified within this genre are cave paint-
ings. Although it is true that these paintings narrated a
story with sequenced images, they did not involve the
word. In the thematic area in which we move, religion,
we find many examples of this type of communication
through images (such as pictographic catechisms),
but, as we will see, this is a hybrid genre, so for us the
birth of the comic It happened much later.

After dismissing the proposal, we must decide
between the other two reigns that do contemplate
the comic as a text in which the visual and linguis-
tic language coexist. However, one of them considers
that the comic appeared only with the introduction of
the sandwiches. In the seventies, this last theory was
the one that got more support, unlike today, which
is the minority tendency. We join the idea that the
comic emerged when the word was integrated into
these graphic stories without necessarily having to be
within the image. For this reason, we will consider
that the origin of the comic is found in the produc-
tions that arose after 1830 from the hand of Rodolphe
Topffer’ 1 and not in 1886 with the introduction of
the balloon in the vignettes by Richard F. Outcault®.
However, the comic is the product of evolution for
centuries. We could even say that its origins go back
to the vignettes with a small explanation on foot of
this as the hallelujahs, some historic stamps from
France, or the aucas, similar but of pagan origin. This
type of texts emerged in the mid-fifteenth century, a
date well before the dating of the birth of the comic,
and consisted of narrative strips distributed in a series
of vignettes accompanied by explanatory texts at the
bottom. Each vignette was a scene whose understand-
ing was difficult if the explanatory text that accom-
panied it was not read. The hallelujahs, in particular,
were distributed in large historic offices or proces-
sions where they received a large audience.

In 1829, Topffer created the first “stories in imag-
es” considered to be the first comic book. Topfter ex-
plained what this term was about: "There are two ways
of writing stories, one in chapters, lines and words, and
we call it literature, and another through a succession
of images, and we call this" the story in images»°. It
consisted of a series of stories destined to entertain the
students of his boarding school in the summer period.
These were not arranged in a format similar to a book,
so they did not contain the vignette scene technique,
and the text was separated from the image. Years lat-
er, in 1865 approximately Wilhelm Busch creates Max
und Moritz®, two naughty children who became the
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first protagonists of comics. All these were the bases
on which the comic was erected in Europe.

The search for a greater readership of newspapers
at the end of the 19th century both in Europe and in
the USA. UU was what prompted the appearance of
some vignettes in the Sunday supplements.

Noticing the enormous interest aroused by comics
and comic strips in newspapers, some saw an open
market niche (a space and perspective) and at the
beginning of the 20th century began to found large
agencies in the United States that sold these products
inside and outside their borders. These big agencies
were shaping the model of the current comic when
trying to standardize the publications and imposing a
format among those that were used at that time, as it
was a genre in hatching with very diverse styles.

In Spain, the current comic arrived in the early
twentieth century, although during the nineteenth cen-
tury there were also different publications of political
or children's issues with similar characteristics. With
the end of the dictatorship, comics dedicated to adults
began to appear. During the transition, publishers
such as La Cupula, an example of underground com-
ics in Spain, or El Jueves, a political satire magazine,
broke with the established scheme and gave a strong
boost to freedom of expression, which had previously
been stifled by the censorship of the dictatorship.

The decade of the eighties also gave way to the
rise of superhero comics in our country and in the
nineties it was when the manga broke into the nation-
al market. The traditional comics for children like
Zipi and Zape or Mortadelo and Filemon were with
new and very different currents that had a lot of ac-
ceptance in our country. Finally, that same decade and
the next one devoted the sequential art for adults with
the appearance of the graphic novel.

3.2 Characteristics and types. The comic is a
type of text with special characteristics’. 1. Diachronic
narrative character of the message. The comic tells a
succession of events that is marked by the structuring
of the vignettes and their sequence. Thus, the tempo-
ral succession, apart from being able to be explicitly
indicated, obeys the reading pattern from top to bot-
tom and from right to left. 2. Convergence of verbal
and iconic elements. These elements are integrated
by means of cartridges (external surfaces to the im-
age where the text is embedded), direct expression of
the characters (balloon or speech bubble) and ono-
matopoeias (without determined representation). This
combination gives it a great synthetic capacity in com-
munication, communicating a lot with few elements.
3. Attend to a series of codes and conventions, such
as the use of the previous elements, the type of bullet
and other composition rules. 4. Reach a wide spread
thanks to a large number of readers attracted by this
genre. 5. Its predominant function is distractive.

" Diéguez, 1977

Should it be clarified that by many scholars
comic begins to be considered a means of mass
communication. These characteristics synthesize
very well the main features of the comics, but in
addition to them we can find others that also de-
serve our interest, because they are very relevant
to understand the art of comics. So, the comic is
a mixed text that combines image and word, that
uses static images presenting a story in movement.
For the expression of that movement, which always
presents a challenge, various techniques have been
developed making the task easier for the reader, but
they still require an imaginative effort to bring life
to the story completely, as we must also do when
reading novels or another type of literature. In addi-
tion to movement, these texts also imitate oral style
and tradition, because they pretend to be a story as
lively as possible catching the reader as much as
cinema or television. This, perhaps, is one of the
characteristics that stand out the most and give it
that privileged place for its readers. On the other
hand, it is a very flexible genre that lends itself to
be accessible to all kinds of people, from children to
the most literate. Maybe, that is why it's considered
a means of mass communication. This flexibility
extends from its thematic content to its presenta-
tion, composition, aesthetics and graphic resources
that end up defining its style. Likewise, the external
format is also flexible, since the type of binding,
size and number of pages can differ in each case.

Types of comics. Comics are classified according
to main factors: the theme and the target audience.
There are comics of war content, police or detective,
of adventures, of superheroes, of science fiction, hu-
moristic, sports, historical, biographical, romantic,
erotic, fantastic, terror, political, religious, etc. In
previous sections we have highlighted that since its
inception, some topics have been more popular than
others, partly due to the particularities of the historical
moment and that, with the development of this type
of texts, the thematic repertoire has to be expanded
to achieve the current great variety. Ignoring this as-
pect in a certain way, we can divide the comics by the
public they appeal to. Generally, they are divided by
age ranges of recipients: children's, youth and adult
comics. However, some authors warn that it could
also include the classification of comics according to
the genre of their readers, because it is true that there
are some that are mainly dedicated to men and others
that are mainly intended to call the female audience
(although this may be a more controversial issue).

3.3. Translation of the comic book. We can con-
sider translation as a practice that converts the mes-
sage from one language into another so that the recipi-
ent perceives it as the original message. Traditionally,
the general public considers only the translation of
the fact of the linguistic transfer of a message to a
different language, however, this approach ignores
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the true nature of the translation. Translation is a phe-
nomenon that occurs because of the need to make two
interlocutors who do not share the same code under-
stand each other. Thus, communication is the process
that governs translation and this is not always lim-
ited to the verbal code. The process of communica-
tion also serves to explain semiotics, since all we use
to communicate are signs. Normally, when we talk
about communication, we only refer to the field of
human communication, perhaps because it is the most
immediate and closest to us. But, apart from human
communication, there is also animal, plant and even
machine communication. All these forms of commu-
nication make use of a system of signs that can be
studied. In our case, we will focus on the semiotics of
humans, since it is the one that intervenes in comics.

We can not forget that in communication we can
distinguish between two main branches: verbal and
non-verbal communication. Normally, we attribute
the weight of communication to information trans-
mitted verbally, ignoring the true power of nonverbal
communication. In fact, in oral communication, the
information transmitted by the verbal channel only
represents 35% of the total, the rest is transmitted
through the non-verbal channel, being 38% transmit-
ted by intonation and 27%?* (Birdwhistell, 1952, cit-
ed in Fantini, 2017) for the corporal attitude. In fact,
when we are faced with two speakers of different lan-
guages, sign communication becomes the universal
language that the two interlocutors can interpret. That
is how, for example, the Spaniards managed to com-
municate with the indigenous peoples in the conquest
of America until they understood their language.
We believe that one of the most suggestive ideas
about these types of translation is the classification
of Jakobson® (1963: 79) in which he presents three
forms of translation:

- Intralinguistic translation or reformulation: inter-
pretation of linguistic signs by other signs of the same
language.

- Interlinguistic translation or translation properly:
interpretation of linguistic signs by another language.

- Intermiotic translation or transmutation: inter-
pretation of linguistic signs by non-linguistic sign
systems.

Interlinguistic translation would be the varie-
ty most commonly known when talking about the
translation task. This process requires the transfer
of a message from one language to another that may
be very different or similar. The intralinguistic trans-
lation consists of the adaptation of a message in a
language to a meta text in the same language, but
with a different variety (either diphasic, diastratic
or diatopic). The intersemiotic translation involves
moving the message from one system of signs to an-

8 Birdwhistell, 1952, Fantini, 2017
% Jakobson 1963

other, resulting in a code change. In this case, the
translation object of our study would be mainly in-
tersemiotic, since we will compare the information
obtained by the two communication channels and
we will see how the change of code has affected the
meaning of the message.

On the other hand, when we face the translation
of the comic, we find a more complex process than
in the translation of other types of texts. This is be-
cause, by their very nature, the characteristics of these
texts demand more attention and special treatment
when translating them into another language. When
we work with academic, scientific or legal texts, and
even with literary texts, we must follow established
conventions that have to do with the format and type
of language used. But all information is shown by a
single channel of communication or medium. On the
contrary, in the comic we find two codes (visual and
verbal) and between them there is also a process of
semiotic translation that will influence a supposed
interlinguistic translation. Hence, the translation of
comics is considered a type of subordinate translation
or hybrid code.

3.4. Analysis of translation. Transformations and
the problem of lacunarity. The present part is to the
problems of translating devoted the work “The Fate of
Numancia” from Spanish to Russian, and in particu-
lar to the problems associated with the phenomenon
of lacunarity. The purpose of the article is to outline
in general terms the comic “The Fate of Numancia”
and in general to show the lines of solving transla-
tion problems. Practical significance consists in im-
proving the methods and methods of translation from
Spanish into Russian and from Russian into Spanish,
in the theory and practice of lexicography, and trans-
lation studies.

The material of the study was the comic book
“The Fate of Numancia”, based on real events that
took place in Numancia (now Garray, Soria province,
Spain) more than two thousand years ago and tells
of the defenders of ancient Numancia, who suffered
from the enemies, on the one hand , and those who
attacked it, on the other. Ayus, one of the few survi-
vors after the fall, slaves who fought for two decades
and suffered martyrdom, tells of a 20-year resistance
to Rome. The authors R. Garcia and E. Torres reflect
on their first work (one of the most epic stories in
the world) with passion. Based on the real facts that
took place in Numantia (currently Garray, Soria)
more than two thousand years ago, this work gives a
voice to all those characters who were excluded from
history. Those who are not mentioned in the classical
works that we can read today, which narrate the facts
that shaped the myth, see their courage and their fears
reflected, their glory and their miseries.

Affected by the historical characters that defended
Numantia, on one side, and those who attacked it, on
the other, The “Fate of Numantia. Aius” narrates the
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twenty years of Numantine resistance facing the al-
mighty Rome from a slave’s point of view, one of the
few survivors of the fall of his town, but who fought
for two decades and suffered the most horrible ending
to his life possible.

Rubén Garcia and Edu Torres reflect on their first
work (one of the most epic stories in the world) with
passion and without prejudices, but sadly, it is also
one of the most ignored and unknown stories. Its re-
percussions were not only about to make an empire
collapse, but even today we still live under the influ-
ence of some of its consequences.

The Celtiberian oppidum of Numantia was at-
tacked more than once by Roman forces, but the Siege
of Numantia refers to the culminating and pacifying
action of the long-running Numantine War between
the forces of the Roman Republic and those of the na-
tive population of Hispania Citerior. The Numantine
War was the third of the Celtiberian Wars and it broke
out in 143 BC. A decade later, in 133 BC, the Roman
general and hero of the Third Punic War, Scipio Ae-
milianus Africanus, subjugated Numantia, the chief
Celtiberian city.

In late 135 BC, the Roman Senate reappointed
Scipio consul on popular demand and sent him to
Hispania to finish what lesser generals had failed to
complete. Scipio found morale low among the troops
stationed in Iberia. The chance of plunder being low,
there were few enticements to enlistment. Scipio nev-
ertheless raised an army of 20,000 with 40,000 allied
and mercenary troops, especially Numidian caval-
ry led by Jugurtha. The troops were trained hard by
constant marching and there were several successful
skirmishes before Scipio began to surround the city
of Numantia itself. He planned only to starve it out
and not to storm it.

Scipio's army constructed two camps separated by
a wall around the city (circumvallation). He dammed
the nearby swamp to create a lake between the city
walls and his own. From ten feet off the ground, his
archers could shoot into Numantia from seven tow-
ers interspersed along the wall. He also built an out-
er wall to protect his camps (eventually five in total)
from any relief forces (contravallation).

Scipio also engineered the isolation of the city
from the Duero. He towered the river at the points
where it entered and exited the city and strung a cable
across, with blades, to prevent both boats and swim-
mers from leaving or entering the city.

The Numantines attempted one failed sally before
their greatest warrior, Rhetogenes, successfully led a
small band of men down the river past the blockade.
Heading first to the Arevaci, his pleas were ignored.
He then went to Lutia, where he was positively re-
ceived by the youth, but the elders of the tribe warned

10 Gasset 1990
11 Obolenskaya

Scipio, who marched from Numantia and arrested
the 400 Lutian youths and cut off their hands. After
Scipio's return, Avarus, the Numantine leader, began
negotiations.

The first ambassadors sent by Numantia asked for
their liberty in return for complete surrender, but Sci-
pio refused. They were killed upon return by the in-
credulous populace, who believed they had cut a deal
with the Romans. The city refused to surrender and
starvation set in. Cannibalism ensued and eventually
some began to commit suicide with their whole fami-
lies. The remnant population finally surrendered only
after setting their city on fire. Scipio took it and had
its ruins levelled. This was late in the summer of 133.
Unfortunately, this is one of the most ignored and
unknown stories. The consequences of the resistance
were not only in the fall of Rome, but also in the fact
that the past events of resistance of Numancia remind
us of themselves until now. The significance of the
work is, accordingly, the importance of the transla-
tion being performed.

Recalling E. Koseriu, V. Garcia Yebra, recogniz-
ing the Spanish Schools of Translators of the XI-XIII
centuries, their contribution to the history of trans-
lation, expressing the opinion that the tradition of
translation in Spain as a whole didn’t appear as such.
Attempts in the sphere of theoretical interpretation
of translation practice fall on the second third of the
twentieth century.

O. Gasset', in the article we quote here “Poverty
and the brilliance of the translation”, mentioned that
“readers of any country are not pleased with the trans-
lation made in the style of their own language. To do
this, they have enough of the writings of their authors.
They like the opposite: in order to bring the possibil-
ities of the language to the limit of understanding, it
showed through the manner of speaking peculiar to
the translated author”.

As indicated by Y. L. Obolenskaya'', “one when
making a translation from one language to anoth-
er, intends to translate each time only to substitute a
word with a word corresponding to him, preserving
the construction of the description and the order of
the words in it, one will have to work hard, in even-
tually getting the translation wrong and confused”.
This way is wrong. The translator must clarify the
course of thought, then express and interpret it in
such a way that the thought come clear and under-
standable in another language. To achieve this, you
can sometimes only change all the preceding or fol-
lowing a word, translating one word by several or
several - one, combining some statements and se-
lecting others, so that the idea becomes absolutely
clear and understandable, as if originally expressed
in the language of translation. "

Thus, the task of both a translator and an interpret-
er becomes even more difficult, because the translator
is under the Damocles Gladius (Damoclis gladius) of
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the critics, authors, as well as between two languag-
es, two national consciousnesses, stories, cultures,
perceptions. As the practice of translating the factual
material of the article, namely the comic book “Nu-
mancia”, shows, it is not possible to follow one of
the transfer strategies mentioned above. Preserving
the original translator achieves purity of thought and
clarity of its transmission to the reader. In the exam-
ple below, you can see the preservation of the style
with a single lexical substitution of daba paso (literal-
ly “give a move”) to give a way.

. De haber matado a su abuelo Balor con su hon-
da, daba paso a la oscuridad de la noche ... -> ..
After killing his grandfather Balor, he gave way to the
darkness of the night ...

The systematization of the phenomenon of lacu-
narity in languages, in general, and the allocation of
Russian lacunar units (LU) and lacunar spaniisms,
the allocation of ethnographic lacunar units in the
languages being compared, as well as the equiva-
lence conditions and the adequacy of translations at
the level of lacunary units of the compared languages,
makes it possible to translate in accordance with the-
oretical rationale for achieving the ultimate goal of a
successful translation result (“product”).

The study of the problem of lacunarity on the ex-
ample of the comic book “Numancia” made it possi-
ble to establish that the semantic discrepancy between
languages is related to the specifics of the language,
culture and history of nations. Lacunarity is consid-
ered as a linguistic and cultural category. The ques-
tion of nonequivalence in the language of translation
of lacunar formations determined the need for their
direct translation and the appearance of borrowings.

According to the classifications proposed by dif-
ferent researchers, using the example of our mate-
rial, several types were identified: (1). Lexico-se-
mantic lacunary units; 1.1. Historical lacunary units
(proper names, geographical names). Examples:
Numancia, Ayus, Segeideans. 2. Lexico-stylistic
lacunary units. Phraseological units, nonequivalent
fibrations. For example:

.. El'augur golpe6 una y otra vez las visceras del
cobarde con su mano derecha y el mensaje de los
dioses era claro ... -> ... again and again beat the
coward's right hand ... the message of the gods was
clear ...

The study of ethnographic lacunarity allows us to
conclude that, being in direct connection with extra-
linguistic reality, it is a dynamic category: lacunae
can appear or disappear, fill in the language, together
with the emergence of phenomena and concepts that
generate them, or when the means of compensating
for lacunarity become equivalents.

At the lexico-semantic level, lacunary units, -se-
mantic archaisms, background lacunary units, emo-
tional lacunary units, exclamations of heroes .. Struc-
tural analysis of the types of units under investigation

and their translation showed, with the increase of the
denotative saturation of the lacunary units value, the
frequency of occurrence of interlanguage lexical la-
cunarity increases, due to the possession of the emo-
tive function (the analysis is made on the example of
the comics, the exclamations of the heroes are taken
into account), the components of lacunarity are also
related to the category of connotation.

Historical lacunary units include: 1) realities
(clothing, profession, transport, housing, lacunary
units with the meaning of food, dishes, household
utensils, games, musical instruments, monetary units,
measures of length and weight); 2) lacunary units (ge-
ographical realities, historical names, culturological
realities);

Let us give some examples. For clarity, the lacu-
nary units are highlighted and underlined.

Sabiendo que los aniquilarian, abandonaron su
ciudad y huyeron hasta aqui. —> 3uas, umo onu
OVOym_ YHUYMOJICEHbL, OHU NOKUHYIU CE8OU 20P00 U
CKpbLIUCH 30€ch.

Gracias a su caudillo, Caros, el mas belicoso de los
guerreros, con buenas dotes de mando y famoso por su
valor, los numantinos acogimos a su pueblo. Y no sélo
sus almas, sino también sus problemas con Roma.
—> bunazodaps ceoemy audepy, Kapocy, camomy
acpeccCuBHomMy U3 60UHO6, C XOpowumu ﬂudepcmmu
Kavecmeamu U36€CNMHOM) ceoell xpa6pocmbio,
HYMAHRMUHYbL NPUBEMCMBOBAIU €20 6 ceoell 6epeeﬂe.
U ne monvko Hapoo, Ho u 6opvby ¢ Pumom.

Asi, nos convertimos en su objetivo. —> Taxum
06p(130jl/l, Mbl cmaiu ux yeivio.

Ante esta rebelién, el senado tomd una decisién sin
precedentes. —> CmoakHy8uiucs ¢ ConpomugneHuem,
ceHam npuHsn becnpeyedeHmnoe peuieHue.

Decidieron cambiar el inicio del afio de los idus de
marzo... —> Onu pewiunuy u3MeHUms Hauauo 200a ...

Consideration of the means of translating lacunary
units in the translation of fiction allows one to recog-
nize the calculating, the descriptive method and the
creation of correlation contexts successful. Lacunary
units, as indicated, complicate the task of translation.
On the one hand, the translator must disclose the
meaning of the lacunary unit and convey the meaning
implied by the play of words. The goal that the inter-
preter pursues is to fill the semantic loss of meaning
conveyed by the play of words in those cases where,
in our opinion, this is difficult to do. From the Spanish
lacunar lexicon from the actual study material, it was
determined: 1. Obsolete lacunar vocabulary: archa-
isms, historicisms; 2. Units of Spanish origin: lacunary
units denoting customs and traditions; professions, ti-
tles; monetary units; the name of buildings, premises;
the name of household items; food, beverages; clothes
and their details; geographical names; the name of
songs, dances, musical instruments; nicknames.
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4. Conclusions. According to the research objec-
tives analisys of extralinguistic factors, iconic code and
translation transformations made it possible to define
and clarify the notion of cognitive metaphor through
knowledge of the context of the work, knowledge of
culture, traditions, etc. expressed by phraseologisms.
The phenomenon of the equivalence of the translation
of the cognitive metaphor was analyzed in general
terms according to the peculiarities of the translation.

A comparative analysis has shown that the diffi-
culties that have emerged throughout the work are
due to the fact that grammatical and lexical forms
are not equivalent to Russian ones. In the translation
process it often becomes impossible to use the match-
ing words and phrases provided by the dictionary. In
such cases, we resort to a transformational transla-
tion, which consists in transforming the internal form

of'a word or phrase, or in its complete replacement, to
adequately convey the content of the statement.

In the translation process it often becomes impos-
sible to use the matching words and phrases provided
by the dictionary. In such cases, we resort to a trans-
formational translation, which consists in transform-
ing the internal form of a word or phrase, or in its
complete replacement, to adequately convey the con-
tent of the statement. It is difficult to translate the cog-
nitive metaphor, the transfer of "comic" in interlingual
communication, since, as it was noted, metaphor is a
linguocultural and cognitive-discursive phenomenon,
that is, the perception of a cognitive metaphor is dif-
ferent in native speakers and recipients of translation,
moreover, the success of the translation of a metaphor
depends on individual cognitive features, background
knowledge of the translator and the recipient.
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AHoTanis

CrarTIO NPUCBSYEHO aHATITUYHOMY JOCII/PKEHHIO JIIHIBICTHYHMX 3ac00iB BepOaiizamii GpeHoMeHa J1aKkyHapHOCTI Ta 3arajJbHUM
mpoOnemMu mepekany JaKyHapHUX OOMHUI y nepeknani TBopy “ons Hymantii” 3 icmaHchkoi MOBH Ha pocCiiicbKy. Po3msieHo
poOJIeMu IepeKiiaay IOB'sI3aHi 3 SBHUIIEM JIAKyHapHOCTI. BUkopHucTaHO (yHKI[IOHATBHI, HOPIBHSIBHI METOIM, a TAKOXK METOJ
KOHTEKCTHOTO aHaJIi3y Mi>)XMOBHOI'O Ta CTPYKTYPHO-CEMaHTHYHOT'O TIOPIBHIHHS JIAKyHAPHUX OJMHHUIb. JIOCIIDKEHHS CIPHSE BH-
BUCHHIO MDKCEMIOTHYHOTO IIEPEKIIaJy KOMIKCIB 3a JIOMOMOIOI0 OIMCOBOTO aHajidy mepekniany TBopy «HymanTis» Ta ocobim-
BOCTeil iCIIaHO-POCIHCHKOTO MepeKIiaay 3 HiIEeCIPIMOBAaHUMH MParMaTHYHUMK GyHKIIAMH. JIOCITIiDKeHHS 3IHCHIOETHCS IIUISIXOM
e(eKTUBHOTO aHaji3y JBOX MOB Ta IXHIX CTOCYHKIB IpH MEpeKiIai KOMIKCiB pociichkoro MoBor. Ll pobota, 110 mpucBsueHa
0COOJIMBOCTSIM MIXKCEMIOTHYHOTO TIEPEKIIaTy, MOXKE ITOJIETIIUTH PO3'SICHEHHS OPUTIHAJIBHOTO TEKCTY Ta IHIIUX BHIIB IIEPEKIIaLy,
TaKUX SIK IHTEPIIHIBICTUYHUI a00 IHTepIiHTBICTHYHHH NepeKna. BUBUEHHS OCHOBHUX XapaKTEPUCTHUK KOMIKCY SIK TBOPY OKPEMO-
T0 JKaHPY 3iHICHEHO 3a JOIIOMOTOI0 KOPITyCY TEKCTIB IBOX MOB Ta B3a€MOBITHOCHH Mixk HUMH. OCHOBHI TTepeKiaianbKi Tpanchop-
Marii OyJ0 BUAIJICHO, CHCTEMAaTH30BaHO Ta KJIacH()iKOBAHO 3a JOTIOMOTOI0 HaBeICHUX 3 0a3n (aKTUYHOTO MaTrepiary MPHUKIaIiB.
OOroBOPIOIOTHCS Ta PO3POOIISIOTHCS TIOHSATTSI OHOMOTOIIET, JTAKYHapHOCTI Ta MeTadopu.

Kurouosi ci1oBa
JlakyHapHicTb, HOMIHALLSI, CEMAHTHKA, JIEKCHYHA 3aMiHa, CHHTaKCHYHA 3aMiHa.



