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Abstract

The article analyses peculiarities of translation studies in the context of cultural phenomenon and uses
Rock music as an example for observation. The study is based on theoretical and practical scientific works in
the field of philology related to translating lyrics. It links cultural and musical phenomena to linguistics,
providing an analysis of their interconnection and interference. The article emphasizes the insufficient
investigation of the field of translating songs’ lyrics. Listening to music in a foreign language might turn out
to be an excellent way to improve language proficiency. Investigating into a specific subfield, such as
translating songs may become an interesting way of practicing a translator's duty. The article examines a
translation of a song and obstacles met on the way.
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Introduction. The culture itself has many definitions. As far as we live in this century, a great
amount of experience is being gained by man. But we will perceive culture from the point that this is
a complexity of knowledge, traditions, values and perspectives that is inherent in a local geographical
area. From all of this, for us, the interpretations, the most essential component is knowledge. Using
knowledge lets us provide high-quality translations and shows us the cultural and linguistic
peculiarities of a certain language. The process of globalization is erasing any boundaries, including
scientific and study-related ones too. Translation studies once were only about linguistics and
philology, but now we can officially link them up to cultural studies too. Recent researches emphasize
the cultural aspect of translation, perceiving it as a form of intercultural exchange and a tool for
cultural communication [1].

Theoretical analysis. Texts had been translated a long time ago. They stand as historical relics
for us now. The earliest translation was probably the adaptation of the Epic of Gilgamesh into various
Asian languages thousands of years ago; and it was continued by the classical debates of Cicero and
Horace concerning verbum pro verbo versus sensum exprimere. Translators and their materials, as
we believe, serve as mediators through time and space. This allows us to have some sort of dialogue
with our past.

And we do believe that culture is not a static matter. It transforms to suit the external factors
and cultural and historical changes. This dynamic subject is always in need of those who will take
care of it, capture it and deliver to descendants; and they have to be not only linguistically competent
but also culturally educated. The translation studies were formally established only in the year of
1972, at the linguistic seminar where scholars firstly used such a term. Although technological
advancements now may seem as a threat to a living translation, we assert that human beings are
irreplaceable with Artificial Intelligence due to the fact that it lacks creativity potential [2].

The translation of musical texts demands familiarity with a range of specialised terms and
technical and contextual knowledge, including genre namings, composers and their styles and musical
instruments. Terms Adagio, Allegro, Largo and Moderato are always used in Italian because this is a
musical tradition, where changings are not appropriate. The translator of musical texts must therefore
possess not only linguistic competence but also musical literacy. This means that musical translation
requires careful rendition, by which the translator must understand the aesthetic meaning in both
cultures. For instance, Verdi’s La Traviata might initiate different audience reactions in distinct



countries, so the linguist must consider local expectations and, if we take librettos, adapt it not only
in a literary accurate way but preserve the rhythm and rhyme with the performative effect that may
be caused [3].

Poetic translation, as we consider, requires a meticulous and deliberate approach. It is strictly
structured unlike prose. In it every word, syllable and punctuation play a vital role for the semantic
and stylistic parts of the text. Poets form texts and compose them simultaneously, where imagery
and rhetorical devices operate on multiple levels of meaning. The translator must be engaged into
symbolic context and attend to the tone, structure and aesthetic resonance. Also, historical
specificities complicate the work. Authors may use archaic words (or vice versa neologisms),
syntactic deviations and break the standard word order to stylize the text and to shape it with the
atmosphere of some era. The one who translates must be attentive in these cases and negotiate
between historical matching fidelity and suitable readability. Moreover, a rhythm serves as an
interlining between music and poetry. Though these disciplines are different, they both rely on
intonation, rhythmic section and acoustic (voice-pronounced) structure [4].

The language itself is a musical matter. It involves pitch, tempo, and stress patterns, just like in
music. Assonance and alliteration acquire interpretive significance when they’re used to express
emotional tone or poetic rhythm. By that, such devices must be perceived not just as stylistic
decorations, but as important parts of poetic speech. We assume that poetry translation allows for
greater flexibility than prose. Direct translation cannot be used in almost all cases due to metrical,
phonetic and syntactic differences between SL and TL. The preservation of meter and rhyme will
remain to be one of the most challenging aspects of poetic translation. In addition we must say that
poetic texts also function as cultural artifacts, because they include not only linguistic structures but
additional context too, whether it’s socio-cultural or historical one. A successful translation is the one
that localizes cultural peculiarities, its symbols and provides the original meaning to the target
audience [5].

Music is an inherent part of global art. It stands not just as an entertainment, but as a matter that
is connected to education, social identity and neurological development. University of Liverpool has
conducted a study back in 2002 that demonstrates that the human brain processes music similarly to
a foreign language. Musicians’ brains indicate a higher amount of grey matter in areas responsible
frieserior speech processing. German study in this field showed us that understanding music (an
ability to play on instruments) is the same for the brain as if the brainholder was learning foreign
language. These studies demonstrate unobvious linking between music and linguistic sciences. From
a pedagogical side, listening to the foreign language music might be a good and balanced method for
students to learn the language. By focusing on the lyrical part of the song, the listener might acquire
new vocabulary, recognize idiomatic expressions, and explore cultural nuances [6].

A central task of the interpreter is not to just mechanically select rhyming equivalents but to
artistically adapt the text and to preserve the authors” work’s original spirit. An illustrative case is
The Beatles’ song Girl. Although the band’s discography was not officially represented in the USSR,
exactly this song was published in the same years as it was published in the West. This song was
performed by several soviet crooners, we will overlook Valery Obodzinsky’s version. Though in
Russian rendition the lyrics significantly alter the original narrative content, the overall thematic focus
on an image of a girl is maintained. But due to the lack of a one-syllable Russian equivalent for the
word girl, it was sung unchanged in the chorus [7].

Speaking of music more particularly, Rock music had its own eras of development,
transformation and decline. Although it’s gone “underground”, now it may seem that Rock music is
undergoing some renaissance era and is evolving anyway; more and more (young) listeners turn to
Rock music, preferring it to other dominant and mainstream genres. Rock music has formed its own
universe with legends, myths, stories and traditions. Emerged from R’n’B and diverged from early
Rock’n’roll, Rock music had gone independent and acquired its own recognizable sound and cultural
significance. Despite the fact that to now there exist uncountable volumes of rock music, the real
interest is aroused only by two or three decades — from 1955 to 1980°s. These years had produced
icons and canons of the genre. The pillars were laid: many of the recognizable band names belong to



this specific time. “Godfathers” or just “founding fathers”, such as Little Richard, Pattie Smith, Ozzy
Osbourne, Paul McCartney, Iggy Pop, David Bowie etc. have formed the face of the era. What
distinguishes rock is its energy, its youthful defiance, and its rebellious spirit. The rhythmic part and
tonal qualities in rock are making an addition to the emotional and semantic impact of this music. We
do not diminish other musical genres, but we do emphasize how under the influence of specific
cultural, historical and emotional atmosphere, one of the most crucial phenomenon was made and
how lyrics in songwriting reached such a well-developed level, which is important for our article.
Though many of rock songs’ lyrics’ authors lacked formal education or adherence to conventional
social norms, their lyrical improvisational output was regarded by both critics and audiences as
literary and poetically interesting, comprehensive and even dramaturgically full. Whether their songs
were inspired by literature read, philosophy discussions, some random words or phrases from
ordinary life, or a well-constructed narrative, these musicians have produced lyrics for music that are
worth analyzing as texts with literary value. In the field of translation, we are sure that translating
songs’ lyrics is still insufficiently covered, which is good for the investigator because it sets a space
for deep analysis and work, with the possible separation of translation of lyrics as an independent
subfield.

Classic rock songs often consist of typical and settled structures. They are the four-bar formula,
the verse-chorus interchange, a tonal resolution, applying embellishments and guitar solos. A deep
artistic commitment is shown by how carefully and precisely authors pay attention to lyrical details
— using idioms, composing new structures, citing literature etc. Rock musicians were creating
novellas in the form of musical aloums, which included their philosophical ideas, their comments on
social, cultural and historical issues of their time. Rock was a tool for society’s awakening, its
consciousness. It was sung to disrupt routine style of thinking, to provoke reflections, to encourage
individual creativity and broad social awareness. As we deem, paying close attention to lyrics is
crucial in Rock songs. Listeners are invited to search for twisted and double meanings, solve
conceptual visions and uncover the narrative depth. Lyrics there stand not as a mere supplement to
the melody but as an integral part of the work of art — they are compiled of rhythmic and instrumental
elements to form an expressive whole. Not a common thing for Rock lyrics is referring to canonical
literature and history, incorporating cultural and pop-cultural allusions or reflecting on surrounding
events. Some artists and bands, such as The Beatles, Klaatu, King Crimson, David Bowie, Bob Dylan,
Pink Floyd, and Queen, have constructed entire fictional universes, lyrical heroes, and overarching
narratives that stretch along albums or entire discographies.

Experimental part. For the experimental part we will take a look and analyze the ways of
translating a song from English into Russian. The song we overlook is credited to Canadian rock-
band Klaatu because, as we assume, its legacy is not widely represented across listeners at all, and,
consequently, no adequate translation of their songs has ever been done before.

The track is called We're Off You Know. If you look at its lyrics, you will notice that this song
features simple ABAB and AABB types of rhyme: ...some uncharted shore ...worth looking for ...the
urge to merge ...and a little courage. This poses the question if we should follow the original rhyming
schematic. In this particular case, we believe that it is most appropriate to try to match the original
text, because the original form doesn’t seem very complicated. Our variant of the second verse is:
Umak, bpeza nac scoym, 20e He 6vi6ano Hoe, Bedv mul uwem moavko mo, umo cmouno 6wl HAM
naumu. I psanem emecme, opye! Haw coros mebst mak 61ék. Bedw coenachvi mol, 8¢é, umo Hy’HCHO HAM
— amom [llanc u omeazu nsou! As you may notice, the rhyming schema is modulated from AABB
into ABAB. The semantic aspect is preserved; we provide, or at least we try to provide the message
to the listener in a slightly changed form but with all the same ideas. For example, the third line is:
You can tag along should you feel the urge to merge... is translated as ...I psuem emecme, opye! Haw
coioz mebs max enék... The interrogative part should you feel is eliminated due to the fact that the
song's narrator doesn’t seem to ask and is only talking in an invitational tone. The word Illanc in the
last line is changed from the word Hope because we couldn’t find a word that consists only of one
syllable and that would suit the line. And a little courage is being stylistically adapted as omeacu
nsou to include literary creativity by generating an unexisting idiom.



We are also taking into account the amount of syllables and we try to set up the same amount
in the TL. Obviously, the melodic phrases cannot be ripped apart in a haphazard way, and so it has a
structure: Get out the lead full steam ahead smartly now. In the actual song it’s divided by the melody
the following way: Get out the lead | full steam ahead | smartly now. By this example we show the
extent to which we are meticulously providing the translation: 3eBaku, Bcrats! C KymieTok — BoH!
Ku-eii!

The chorus So raise the sails and trim all the sheets, Set your course and jam all the cleats,
We'll follow the north star to know where we are so You sleepyheads get out of bed right now, Let
your fortunes be cast to the wind becomes Ymo orc! Ilapyc ssepx, pasusii no bopmam, Bpacyii peto,
weapmosvl omoati! Ham ne nomepsamocs — 36e30a nymo 6eoém. Tak! 3esaxu, scmams! C Kyuwemox
— eon! JKu-eeu! I[Tycmob cyovba eawa edans enpedw navieém. Phrases trim all the sheets and jam all
the cleats are related to marine terminology, and the word all in these examples are the author’s
lexical supplement. We couldn’t find not only equal Russian phrases that a Russian listener would
understand, but we also wouldn’t fit the amount of syllables. Instead of this, we changed marine ship
sheets term to approximately relative 6opma, because those sheets stand for some schematic
calculations that are being made before the ship’s departure, so pasusms 60opma makes sense and
sounds adequate and easier to understand in TL. Course here is not the ship’s voyaging course, but a
term for the headsails that are placed perpendicularly in the ship’s front part; 6pacosams pero in
imperative form is quite similar, as we think, to the original set your course. Cleat is kxexm, a non-
russian word, and it also might seem quite hard to understand when you first hear it. Although it could
fit in the line, we used omission here. The north star, we think, is adapted perfectly, because 36ez0a
nymo 6eoém is just another, stylized form of the word nymesoonas or nonspnas 3eezoa. The last line
in the original was also transformed from let your fates be cast replacing fate with fortune which has
the same meaning; the line has been adapted as /Iycmw cyovba sawa édanw enpeov navieém replacing
the literary ...fo the wind with another literary snpeos navieém in Russian.

Results. As far as we have investigated and what we understood is that you might have to have
several variations of translation of one text (song lyrics). Because by that you, as a listener, might
look at the translated material from different sides, where various terms are used which can strongly
differ from each other. You might also think out, assume the possible translation variants from your
own, but this requires some degree of language knowledge. The result of our observations is that
translating literary texts, and especially the rhymed ones, is not a simple task. We can see that
obstacles not just might be met on the way, but they will be met. Whatsoever, this kind of work with
literary texts seems very interesting and skill-developing for us, and it may serve as a great
opportunity to translate in practice.

Conclusion. As we have observed, there is a certain link between culture and language. It is
historically determined and in our days of globalization sciences draw closer to each other, which
allows us to see more clearly how music impacts poetry and vice versa. The translator must always
be careful with his translating decisions and be attentive to details. He/she must also be engaged in
the cultural, social and historical context of both language systems if he/she is to work in niche
subfields of translation. In our experimental part we illustrated in practice how exactly some
translations can be done, what is difficult and what is obvious.
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AVJIAPMAIIBUIBIKTBIH Y)KAHA CAJIACBI PETTHIAE MOTIH/I AY/IAPYIbIH
KUBIHIBIKTAPBI MEH EPEKINEJIKTEPI (AFBLTIIBIH TUITHIETT POK
OHJIEPIHIH HET'T31H/IE)

Tyiiin

By makana monern (heHOMEH KOHTEKCTiH/IET1 aylapMaTaHy epeKIIeNiKTepiH Taaaaiabl )KoHe 3epTTey
MBICANIBI PETiHAE POK-MY3bIKaHBl KoijaHanbl. JKymbIc (uiIomorusi canachlHAAFbl TEOPHUSUIBIK KOHE
MPAKTUKAIBIK eHOEKTepre HeTi3IeNTeH, OJIap IbIH HeT131H e OH MOTIHAEPiH aynapy kaTeip. JKyMmbIcTa MoIeHH
JKOHE MY3BIKAIBIK (peHOMEeHepIiH (PHUIOIOTHSIMEH OaillaHBICHl KOPCETLIIII, OJIApIBIH 63apa OaiIaHbICE MEH
BIKNAJIBI TajJaHaael. Makanala oH MOTIHAEPIH ayaapy OeNiMIiHIH JKETKIJIIKCI3 3epTTeNreH/IriHe Ha3ap
aynapeutansl. [leten TimiHAeTi My3BbIKaHBI THIHAAY apKBLUTBI COJI TUII MEHTepY ACHTeHiH apTThIpyFa OOIa bl
OH ayJlapMachIHBIH epeKIe 0eiMiH o/laH opi 3epTTeMN, TePeHipeKk MEeHrepy ayaapMa ici OOMBIHIIA TOHKipHOe
anmaHbl Ooya aymaapl. Makanajga oHAI ayaapy NpoIleci MEH OCHI JKOJIa KE3JCCETIH KUBIHIBIKTap
KapacThIPbUIAbI.

KinTrik ce3nep: monenuer, xahanaany, MoieHHETapaIbIK KOMMYHUKAIINS, THHT BUCTUKAIIBIK
KY3BIPETTIIK, JIUPHUKA, POK-MY3bIKa, ayapMa.
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TPYJHOCTHA U OCOBEHHOCTH NMEPEBOJIA TEKCTA KAK HOBOM OBJIACTH
NEPEBOJOBEAEHUSI (HA OCHOBE AHIJIOA3BIYHBIX POK-ITECEH)

AHHOTAUA

JlaHHast CTaThs aHAJTU3UPYET OCOOCHHOCTHU MEPEBOJIOBEICHUS B KOHTEKCTE KYJIbTYPHOTO (peHOMEHa U
WCIIONIB3YET POK-MY3BIKY B KadeCcTBE IpHUMepa ISl ucciefoBanus. Pabora ocHOBaHa Ha TEOPETUYECKUX U
MPAKTUYECKUX paboTax U3 (PUIONOTHYECKON C(epbl, OCHOBOH KOTOPBIX SIBIIIETCS MEPEBOJ TEKCTOB TIECEH.
Pabora moka3biBaeT CBSI3b KYJbTYPHOI'O U MY3BIKAJILHOTO (PeHOMEHOB C (PHIIOJIOTHEH, IPUBOJSA aHAIIU3 MX
B3aMMOCBSI3U M B3auMoBIusAHUSA. CTaThs 00OpalaeT BHUMAaHNE HA HEJAOCTATOYHYIO M3YYEHHOCTD MOpa3/elia
nepeBoia TeKCTOB meceH. Ciymasi My3blKy Ha HMHOCTPAHHOM SI3BIKE, MOXHO YJIydYIllaTb CBOM YPOBEHBb
BNajicHus uM. JlanpHeliee u3yueHne U yriayOlieHue B O0CcOOBI TOJpa3/ien NmepeBojia IMeceH MOXET CTaTh
XOpOIIMM TIOJUTOHOM IS TIPaKTUKH B TiepeBomdeckoM jene. CtaThsi 0003peBacT MEPEBOJ IMECEH U
CJIO)KHOCTH, BCTPEUCHHBIE HA MYTH.

KuaroueBsble c10Ba: KyabTypa, TII00aIu3aIys, MeXXKYIbTYpHAsE KOMMYHUKAIIHS, JIMHTBUCTHYECKAS
KOMITETEHTHOCTb, JINPUKA, POK-MY3bIKa, TIEPEBO/I.

Information about the author responsible for contacts:
Alexey Sergeevich Shvaykovsky, +77017419540, shvaikovskiy_a@mail.ru

KartbiHacxaTTap yurin KayanTbl aBTOP TypaJibl aKnapar:
lIBaiikoBckuit Anekceii Cepreesud, +77017419540, shvaikovskiy_a@mail.ru

HNudopmanus 06 aBTope, OTBETCTBEHHOM 32 COOOIIEHUS:
lIBaiikoBckuit Anekceii Cepreesud, +77017419540, shvaikovskiy _a@mail.ru


mailto:shvaikovskiy_a@mail.ru
mailto:shvaikovskiy_a@mail.ru




