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SANTRAUKA

Šiame magistro baigiamajame darbe analizuojamos kultūrinės realijos bei jų vertimo strategijos Mario Puzo romano „Krikštatėvis“ (The Godfather, 1969) vertime iš anglų kalbos į lietuvių kalbą bei Francis Ford Coppola režisuoto filmo „Krikštatėvis“ (1972) lietuviškuose subtitruose. 1969 m. vertėjas Vytautas Petrukaitis išvertė garsų Mario Puzo romaną „Krikštatėvis“ į lietuvių kalbą; 2009 m. Lietuvos ekranuose bei DVD formate pasirodė filmas „Krikštatėvis“ su lietuviškais subtitrais. Kultūrinių realijų vertimo analizė remiasi Jurgitos Mikutytės pasiūlytomis kultūrinių realijų kategorijomis ir Eirlys E. Davies vertimo strategijomis. 


Darbas sudarytas iš įžangos, keturių dalių, išvadų, dviejų priedų ir literatūros sąrašo. Pirmoji dalis pristato kultūrines realijas, jų kategorijas ir vertimo strategijas. Antroji dalis aptaria audiovizualųjį vertimą ir dvi pagrindines jo formas – dubliavimą ir subtitravimą. Trečioji dalis svarsto adaptacijos problemą ir atskleidžia ryšį tarp literatūros ir filmo. Ketvirtojoje dalyje, kurią sudaro du poskyriai, yra analizuojamos kultūrinės realijos bei jų vertimo strategijos Vytauto Petrukaičio į lietuvių kalbą išverstame Mario Piuzo romane „Krikštatėvis“ ir filmo „Krikštatėvis“ lietuviškuose subtitruose (vertėjas nežinomas). Pirmasis poskyris analizuoja kultūrines realijas romane, o antrasis poskyris – filmo subtitruose. Kultūrinės realijos yra suskirstytos į Jurgitos Mikutytės pasiūlytas kategorijas: geografinės realijos, etnografinės realijos, politinės ir socialinės realijos, ir tikriniai daiktavardžiai. Statistinė analizė atskleidžia, kurias Eirlys E. Davies pasiūlytas vertimo strategijas – lokalizaciją (localization), kultūrinės realijos išsaugojimą vertime (preservation), kultūrinės realijos praleidimą vertime (omission), kultūrinės realijos paaiškinimą pridedant papildomą informaciją (addition), globalizaciją (globalization), transformaciją (transformation) ar kultūrinės realijos sukūrimą (creation) – dažniausiai naudoja romano vertėjas Vytautas Petrukaitis ir filmo subtitrų vertėjas/vertėja. Išvadose pateikiami tyrimo rezultatai. Prieduose pateikiamos romane ir filmo subtitruose aptiktos kultūrinės realijos bei jų vertimas į lietuvių kalbą, nurodant naudotas vertimo strategijas.

SUMMARY

The aim of this MA thesis is to analyze culture-specific items and their translation strategies in Vytautas Petrukaitis‘ Lithuanian translation of Mario Puzo’s famous novel The Godfather (1969)  and in Lithuanian subtitles of the film The Godfather (1972) directed by Francis Ford Coppola. In 1969 Vytautas Petrukaitis translated Puzo’s novel The Godfather into the Lithuanian language; in 2009  Coppola’s film with Lithuanian subtitles appeared on Lithuanian screen and in DVD. Both the novel The Godfather and the subtitles of the film The Godfather include a large number of culture-specific items. The analysis of culture-specific items follows the categorization of culture-specific items suggested by Jurgita Mikutytė; the discussion of translation strategies applied in translation of culture-specific items from English into Lithuanian is based on the classification of translation strategies as proposed by Eirlys E. Davies.


The thesis is comprised of the introduction, four sections, the conclusion, two appendices, and a list of references. Part One introduces the subject of culture-specific items and presents their classification and translation strategies. Part Two of the paper discusses the aspects of audiovisual translation and its two main forms; namely, dubbing and subtitling. Part Three is devoted to the issue of adaptation; thus, the relationship between two different mediums, literature and film, is discussed. Part Four, which is composed of two sub-sections, analyses culture-specific items and their translation strategies in Petrukaitis’ translation of the novel The Godfather and in the Lithuanian subtitles of the film The Godfather. The first sub-section deals with culture-specific items and their translation strategies in Lithuanian translation of the novel, whereas the second sub-section deals with culture-specific items found in Lithuanian subtitles of the film. Culture-specific items discussed in the present analysis are divided into categories of geographic realia, ethnographic realia, political and social realia, and proper names as suggested by Jurgita Mikutytė. Statistical analysis reveals which translation strategies proposed by Eirlys E. Davies, namely, preservation, localization, omission, addition, globalization, transformation, and creation, are most frequently employed by the translator of the novel, Vytautas Petrukaitis, and the translator of the subtitles (unknown). The conclusion presents the findings of the research. The appendices include all the examples of culture-specific items found in the Lithuanian translation of novel and in the Lithuanian subtitles of the film.
1 INTRODUCTION

The relationship between different cultures is governed by many aspects. In general, culture is regarded as a complex phenomenon. Hence, if two different cultures meet, a number of problems may arise. Nowadays, the issue of cultural differences is especially visible in the process of translation. Translation is globally understood as the replacement of the source language item with an appropriate equivalent of the target language but sometimes such an equivalent does not exist (Baker 1992: 21). Therefore, the translator is responsible for applying various methods and strategies in order to provide a readable and comprehensible translation (Holmes in Davies 2003: 84). In summary, the translator is challenged to balance not only between different languages but also between cultures (Bassnett 2002: 9).

In the theory of translation, linguistic elements that are characteristic of reflecting aspects of the foreign culture are known by various names: culture-specific items, cultural words, realia, etc. These language units are the subject of the present paper. More specifically, the main focus is their presence in the novel The Godfather (1969) by Mario Puzo and its Lithuanian translation Krikštatėvis, carried out by Vytautas Petrukaitis (Alma Littera, 2004). Since two cultures, namely Italian and American, are presented to the Lithuanian audience, the aim of the paper is to analyze how the aspects of the American and Italian cultures are dealt with in the target text. In order to achieve the aim, the following objectives have been set:
1. To discuss the issue of culture-specific items in terms of their characteristic features, classifications, and translation strategies; 

2. To review the field of audiovisual translation, and its main forms, especially dubbing and subtitling;
3. To address the issue of adaptation;

4. To analyze and compare how culture-specific items are translated in the novel The Godfather and in the subtitles of the film The Godfather.
The paper consists of two parts: theoretical, and analytical. The methods applied in the research are descriptive and analytic. 

Part two, “Culture-Specific Items and Their Translation”, touches upon the issue of cultural differences and their influence upon the act of translation. Culture-specific items pose many problems in translation; therefore, in part two the concept of culture-specific items is defined, the classifications of culture-specific items and common translation strategies are presented.

Part three, “The Field of Audiovisual Translation”, focuses on the discussion of the field of audiovisual translation. Thus, different ways in which screen products are translated into target languages are introduced. A major focus is laid on two dominant modes of screen translation; namely, dubbing and subtitling. These modes are described and discussed in detail, revealing their nature, specific characteristics, prevalence as well as their advantages and disadvantages. Problems in audiovisual translation are also touched upon.

Part four, “The Phenomenon of Adaptation”, deals with the issue of adaptation. The thesis focuses based upon the novel The Godfather by Puzo, and the screen adaptation of the same name. The main aspects of the phenomenon of adaptation are highlighted. Moreover, the close relationship between literature and film is discussed. 

The final part of the thesis, “Translation of Culture-Specific Items into Lithuanian in the Novel The Godfather and the Subtitles of Film The Godfather”, presents a number of examples of culture-specific items found in the novel and in the subtitles, and provides the classification of culture-speficic items proposed by Jurgita Mikutytė. The categories include geographic realia, ethnographic realia, political and social realia, and the category of proper names (Mikutytė 2005). Translation strategies, suggested by Eirlys E. Davies, namely, preservation, localization, addition, ommition, globalization, transformation, and creation are applied in the analysis of the translation of culture-specific items from English to Lithuanian. Finally, the chapter discusses how culture-specific items are translated in two mediums, more specifically, the novel and the film, by different translators. 

The theoretical part of the paper is based upon the works by various scholars, especially those who practice in the field of translation. In order to form a clear view about the complex nature of culture-specific items, the research was based upon the works by Mona Baker, Susan Bassnet, Eirlys E. Davies, Jurgita Mikutytė, Peter Newmark, and others. Peculiarities of film subtitling were presented in reference to the works of Rachele Antonioni, Delia Chiaro, Henrik Gottlieb, Fotios Karamitroglou, and others. The issue of adaptation was addressed using theorethical material by George Bluestone, Brian McFarlane, Louis Giannetti, Linda Hutcheon, Andrzej Weseliński, and many more. The analysis of culture-specific items was based on the classifications of culture-specific items suggested by Mikutytė and on translation strategies for culture-specific items proposed by Davies.
The subject of the thesis was chosen due to its relevance and interest. Due to the increased interest in the phenomenon of adaptation, the criticism of literature and film has established itself as an important academic subject. Nowadays, courses dealing with film and literature are taught intensively all around the world. Some scholars suggest that a large number of literary adaptations have even encouraged mass reading (Weseliński 1999: 21). The topic of audiovisual translation is of high importance especially nowadays, in the time of high technology. Subtitles have become an integral part of screen products such as films in the cinema, on television or DVD. The translation of these products requires special resources, precision, and creativity. Moreover, translators usually face various difficulties. Often these issues are related to the occurrence of culture-specific content. Consequently, certain choices have to be made in order to provide the viewers with readable and comprehensive subtitles, which do not yield to the original material in quality. 

2 CULTURE-SPECIFIC ITEMS AND THEIR TRANSLATION 
The discipline of translation has been defined as ‘art’, ‘craft’, and ‘science’ by various scholars and critics. Therefore, views on translation are varied, since it is considered either as a ‘creative’ activity or as a ‘mechanical process’ (Bassnet 2002: 13). The definition of translation, as proposed in the introductory chapter of Translation Studies by Susan Bassnet, is as follows:
[…] translation involves the rendering of a source language (SL) text into the target language (TL) so as to ensure that (1) the surface meaning of the two will be approximately similar and (2) the structures of the SL will be preserved as closely as possible but not so closely that the TL structures will be seriously distorted (Bassnett 2002: 12). 
In recent years, the process of translation has been acknowledged not only as a linguistic activity but also as a cultural process. Cultural translation can be defined as "a translation in which the content of the message is changed to conform to the receptor culture in some way, and/or in which information is introduced which is not linguistically implicit in the original" (Nida and Taber cited in (Zare-Behtash 2010). As Milda Danytė states, “cultural elements of a source text are often more resistant to translation than linguistic ones” (Danytė 2006: 195). As a result, translators are required to be not only bilingual but also bicultural when they deal with cultural references. 
Many scholars such as Bassnet and Edward Sapir highlight the relationship between language and culture. Sapir believes that people are capable of expressing their society by a medium of language. Sapir is certain that different languages represent a different ‘social reality’ (Sapir in Bassnett 2002: 13). Furthermore, Bassnett also quotes Juri Lotman, who claims that ‘no language can exist unless it is steeped in the context of culture; and no culture can exist which does not have at its center, the structure of natural language’ (Lotman in Bassnett 2002: 23). 

In order to understand how culture and language relate, it is necessary to define what the notion of culture refers to. However, as culture is an intricate and abstract phenomenon, it is impossible to give a single definition. Various scholars define the concept of culture differently. For instance, Mildred L. Larson considers culture to be “a complex of beliefs, attitudes, values, and rules which a group of people share” (Larson 1984: 431). According to Peter Newmark, culture is “the way of life and its manifestations that are peculiar to a community that uses a particular language as its means of expression” (Newmark 1998: 94). Judging from the above given definitions of culture, it can be stated that culture is a heterogeneous and complex phenomenon.  In the article “Culture-Specific Items in Literary Translations”, Esmail Zare-Behtash claims that culture is determined by various factors, more specifically by “history, social structure, religion, traditional customs and everyday usage” (Zare-Behtash 2010). 

Larson implies that the concept of meaning as well as the response to a particular text is culturally conditioned. Therefore, people belonging to different cultures are likely to interpret texts in terms of their own culture:

The receptor audience will decode the translation in terms of its own culture and experience, not in terms of the culture and experience of the author and audience of the original document. The translator then must help the receptor audience understand the content and intent of the source document by translating with both cultures in mind (Larson 1984: 437).
Therefore, it is essential for a translator to perceive the beliefs, attitudes and values of the source culture in order to render these aspects into another language. As a result, if a translator succeeds, the people who belong to a different culture are able to understand the target text more easily. In the article “Strategies and Methods in Dealing with Culture Specific Expressions on the Basis of Polish-English Translations of Certain Administrative and Institutional Terms”, Magdalena Paluszkiewicz-Misiaczek also supports the before-mentioned statement, claiming that it is the readers who construct the meaning of a text,  relying on their “social position, nationality, political preferences and historical context, i.e. a vastly understood cultural background” (Paluszkiewicz-Misiaczek 2005: 2). The author proposes that a translator is responsible for indentifying the purpose of the translation as well as prediction how and by who it is going to be received. Moreover, in order to do this, a translator often has to confide in his/her knowledge about the target culture.

Larson claims that if there are no great differences between cultures, a more straightforward translation is possible as “both languages will probably have terms that are more or less equivalent for the various aspects of the culture” (Larson 1984: 96). The main point is that it is the translator’s duty to identify and evaluate these differences and choose the best way to deal with the gap between cultures.

However, as it has been stated before, the process of translation often appears to be a complex act due to various problems that may arise. Mona Baker considers culture-specific items as one of the problems of non-equivalence at word level, which means that “the target language has no direct equivalent for a word which occurs in the source text” (Baker 1992: 21). Thus, according to Baker, a concept which appears in the source text might be unknown to the members of the target culture. 

Many scholars use different terms to define concepts relating to various aspects of a particular culture in a similar fashion though using different terms. For example, Sider Florin uses the term realia and defines then as “words and combinations of words denoting objects and concepts characteristic of the way of life, the culture, the social and historical development of one nation and alien to another” (Florin quoted in Kalėdaitė and Asinavičiūtė 2005: 31), while Newmark suggests to use the term cultural words (Newmark 1988: 94). Cultural words might be difficult to translate “unless there is cultural overlap between the source and the target language (and its readership)” (Newmark 1988: 94). Moreover, the scholar introduces the notion of cultural focus which is used “when a speech community focuses its attention on a particular topic” (Newmark 1988: 94). If cultural focus is present, translation problems are likely to occur due to the existing “‘cultural’ gap or ‘distance’ between the source and the target languages” (Newmark 1988: 94). As an example, the scholar provides the concept of “cricket”: the English, who are interested in cricket, use cultural words that relate to the game of cricket. The scolar also maintains that cultural words are usually easily recognizable and they cannot be translated literally, since it would completely corrupt the meaning (Newmark 1988: 94). Other linguists such as Christina Schäffner and Uwe Wiesemann employ the terms culture-bound phenomena, culture-bound terms as well as culture-specific items (Schäffner, Wiesemann 2001: 30).

 In summary, various scholars use different terms when they discuss concepts characteristic to the source culture but often unfamiliar to the target culture. The analyzis in the current thesis employs the terms culture-specific items and realia. 
2.1 Classifications of Culture-Specific Items

Newmark classifies culture-specific items into the following five categories: (1) ecology, (2) material culture, (3) social culture, (4) organizations, customs, activities, procedures, concepts, and (5) gestures and habits (Newmark1988: 95).

 
The category of ecology refers to ecological and geographical concepts, which are characteristic of a particular culture, and, as a result, seem unique and unfamiliar to those who originate from a different environment. Target readers who are unfamiliar with such items are likely to experience difficulties in understanding a text. For instance, species of flora and fauna, winds, and plains such as ‘plateau’ or ‘savanna’ belong to this category (Newmark 1988: 95). The area of material culture includes such ‘artefacts’ as food, clothes, houses and towns, and transport. ‘Rickshaw’ and ‘cabriolet’ are instances of material culture (Newmark 1988: 95). The sphere of social culture encompasses items of work and leisure. Therefore, words relating to work and such type of entertainment as national games or sports belong to this category. The next area category various organizations, customs, activities, procedures and concepts which may be of political and administrative, religious or artistic kind (for instance, names of museums, monuments) (Newmark 1988: 95). The last category of cultural items represents gestures and habits specific to a particular culture (Newmark 1988: 103).


Naturally, other classifications of culture-specific terms proposed by other scholars exist. For instance, the classification proposed by Jurgita Mikutytė is similar to that of Newmark; however, it is more detailed. In the article “Realijų rūšys ir vertimo būdai“, Mikutytė distinguishes four main groups of cultural realia: geographic realia , ethnographic realia, political and social realia, and situational realia or non-linguistic elements. She also notes that the cases of intertextuality as well as proper names belong to the area of cultural realia (Mikutytė 2005, translation mine). All these categories are respectively subdivided into smaller ones. 

According to Mikutytė, the category of geographic realia covers objects of physical geography (e.g. steppe, prairie, jungle, fiord) and meteorology (e.g. tornado, tsunami), as well as species of endemic fauna and flora (e.g. edelweiss, kangaroo) (Mikutytė 2005, translation mine).
The category of ethnographic realia is more extensive, as it can be subdivided into smaller categories depending on the nature of the realia. Mikutytė claims that ethnographic realia include objects of everyday life such as food and drinks (e.g. tortilla, sake), public establishments (e.g. tavern, pub, sauna), clothes, shoes and other accessories (e.g. kimono, sari, moccasin, sombrero), houses, furniture and dishes (e.g. igloo, wigwam, amphora) as well as transport (e.g. rickshaw, gondola, canoe). Ethnographical realia also relate to work. They relate to workers (e.g. farmer, cowboy), housewares, and type of work (e.g. ranch, guild). This type of realia is also connected with art and culture. Thus, they represent concepts related to music and dances (e.g. tarantella, blues), music instruments (e.g. balalaika, tomtom, banjo), theatre (e.g. mystery, happening, harlequin), performers (e.g. minnesinger, troubadour, minstrel, bard, geisha) and other forms of art (e.g. origami), folklore (e.g. rune, yodel), and mythology (e.g. troll, elf, gnome). Moreover, ethnographic realia encompass customs and rituals (e.g. hara-kiri, vendetta, peace-pipe), celebrations and games (e.g. Thanksgiving, Halloween, fiesta, corrida, cricket), measurements and currency (e.g., inch, feet, yard, acre, mile, Fahrenheit, rouble), ethnical phenomena (e.g. Apache, aborigine, cockney, Yankee, Jap, greaser, wop) as well as religion (e.g. abbot, rabbi, shaman, mosque, pagoda, synagogue, Ramadan) (Mikutytė 2005, translation mine).
Political and social realia can also be subdivided into groups. Political and social realia refer to regional administrative divisions (e.g. region, province, department, county), authorities and their offices (e.g. senate, chamber, congress, chancellor, khan, czar, sheriff, pharaoh), educational and cultural institutions and organizations (e.g. college), social life (e.g. hippie), political life (e.g. Tory, Bolshevik), religious movements (e.g. Ku Klux Klan, Mormons),  titles and ranks (e.g. prince, lord, duke), ways of addressing (e.g. mister, madam), castes and classes (e.g. Brahman) and military realia (e.g. legion, arbalest, musket, dragoon) (Mikutytė 2005, translation mine).
The category of situational realia or non-linguistic elements, as Mikutytė entitles them, covers norms of moral values, mentality, behaviour, rules of everyday life, superstitions, gestures, and symbols (e.g. driving on the left side of the road; superstition that a black cat running across the road foreshadows misfortune) (Mikutytė 2005, translation mine).
Furthermore, Mikutytė claims that proper names can also be treated as realia. She divides the category of proper names into smaller groups: personal names, place-names, titles of periodicals and books, brand names, and names of streets and squares. First of all, she indicates personal names and notes that when translating them, it is important to distinguish whether a name is fictional or real. She states that fictional names, surnames, or nicknames are often transcribed. However, if these names are important as they represent a particular quality of a character, it is possible to translate them literally. Personal names can also be localized or changed if a proper and accepted equivalent exists in the target language (e.g. George is translated as Džordžas or even Jurgis). Mikutytė believes that if a personal name belongs to a person who indeed exists or existed, the name has to be preserved in its original form. If names refer to saints and kings, often accepted equivalents exist. The category of proper names also includes place-names, which are usually localized in translation. Titles of periodicals, according to Mikutytė, have to be treated in the same manner as personal names. Therefore, it is important to recognize whether the title is fictional or real. Furthermore, such names have to be written in quotation marks or italics. Mikutytė points out that names which refer to pieces of literature or art often need to be translated, as an accepted translation exists in most of the cases. Moreover, brand names also belong to the category of proper names. Mikutytė believes that they should be translated by preserving their original form or by using either quotation marks or italics. According to Mikutytė, it is also possible to translate such words by means of localization, too. Finally, Mikutytė attributes names of streets and squares to the category of proper names. She states that although there is a tendency to transcribe such names, a lot of translators overuse this strategy. For instance, they tend to transcribe not only the name but also the word “street” (e.g. Maple Street is translated as Meipl Stritas or Strytas) (Mikutytė 2005, translation mine).

According to Mikutytė, it is possible to treat the cases of intertextuality as a type of cultural realia, since they are likely to be unfamiliar to the target audience and, as a result, usually require specific knowledge or explanations. The scholar mentions quotations, allusions to folklore, literature (e.g. characters or motives of a piece of literature), philosophy, art, religion, science as well as important historical events as instances of intertextuality. However, Mikutytė adds, the subject of intertextuality is rather wide and complex (Mikutytė 2005, translation mine).

Culture-specific items cause problems not only in literary or cultural translation but also in other forms of translation, such as the translation os subtitles.  Other classification systems of culture-specific items will be presented when discussing the phenomenon of audiovisual translation will be discussed in chapter 3, “The Field of Audiovisual Translation”, and its subchapter “Problematic Aspects in Audiovisual Translation”. Translation strategies for dealing with culture-specific items in the the translation of subtitles of the film will be also discussed.
2.2 Strategies for Translating Culture-Specific Items

As it has been mentioned earlier, if a culture-specific item does not have an equivalent in the target culture, problems in translation usually occur. In order to render culture-bound terms into the target language, the translator has to employ various translation techniques. For instance, he or she may have to decide whether to preserve an original but unknown concept to the target reader, or to make it appear more familiar and natural in the target text. Various scholars propose different strategies for dealing with culture-specific items. As Newmark notes, certain strategies are used more frequently in translation that the others, since their choice depends upon various “contextual factors” (Newmark 1988: 103). These factors, as identified by Newmark, are:

1. Purpose of text

2. Motivation and cultural, technical and linguistic level of readership

3. Importance of referent in SL text

4. Setting (does recognized translation exist?

5. Recency of word/referent

6. Future of referent (Newmark 1988: 103)
In a similar manner, Mikutytė claims that the treatment of realia is determined by their frequency of usage. It is important for the translator to notice whether a particular item appears frequently in the text and to decide to what extent it contributes to the representation of a specific culture or influences the whole context. Therefore, if a culture-specific item is not of great importance, it can be transcribed, substituted by a more general concept, or even omitted. The scholar states that the treatment of realia is also conditioned by the target audience. Therefore, the translator has to consider qualities of culture specific-items as well as abilities of the target readership to understand the original concept. If the translator suspects a culture-specific item to be unfamiliar to the target readers, the translator needs to decide, whether the element has to be altered in respect to the system of he target language, or left unchanged in order to preserve its foreignness and cultural connotations (Mikutytė 2010).  

Since the present thesis follows the translation strategies suggested by Eirlys E. Davies, these strategies will be presented in more detail. However, translation strategies proposed by Newmark and Baker also have to be taken into consideration. Davies suggests the following seven translation techniques, which help to deal with culture-bound terms, namely preservation, addition, omission, globalization, localization, transformation and creation (Davies 72-89).

The first technique preservation means that the original source text concept is maintained in the target text or when a concept is directly and literally translated (Davies 2003: 72-73). It is called transference by Newmark (Newmark 1988: 96), and loanwords by Baker (Baker 1992: 25).

The strategy of addition is applied when the translator includes any supplementary information in order to explain an unfamiliar concept. It is the translator’s duty to decide whether the concept is worth being explained in detail, keeping in mind the knowledge of the target audience. Such supplementary material can be provided in footnotes, glosses, or within the text (Davies 2003: 77). Similarly, Newmark suggests the strategy of paraphrase, gloss, notes, etc. (Newmark 1988: 103). 

The procedure of omission is applied when the translator chooses not to translate a problematic concept but rather to eliminate it because, in the words Davies, “the inclusion of a problematic culture-specific item might create a confusing or inconsistent effect” on the target readers (Davies 2003: 79). Baker also calls such strategy omission (Baker 1992: 40). 


Globalization refers to “the process of replacing culture-specific references with ones which are more neutral or general in the sense that they are accessible to audience from a wider range of cultural backgrounds” (Davies 2003: 83). However, this often leads to the loss of original meaning, intended effect or associations (Davies 2003: 83). Baker suggests using the term translation by a more general word (superordinate) (Baker 1992: 26).

Opposed to globalization is the strategy of localization, which means that the translator “tries to anchor a reference firmly in the culture of the target audience” (Davies 2003: 84). As a result, the loss of effect is avoided, and the target text sounds more natural. It means that the translator replaces the source text concept with a concept which is more familiar to the target audience. However, the effect might not always be equivalent (Davies 2003: 85). Localization also includes the adaptation of phonology as well as adding inflections in the target language, especially when translating proper names (Davies 2003: 85). Baker suggests a similar strategy called translation by cultural substitution which “involves replacing a culture-specific item or expression with a target-language item which does not have the same propositional meaning but is likely to have a similar impact on the target reader” (Baker 1992: 31). Baker adds that, as a result, the target reader can identify with a particular concept and find it familiar (Baker 1992: 31). 

Another strategy is transformation, which means that a translator changes the original concept, which results in “an alteration or distortion of the original (Davies 2003: 86). The translator may decide to use this strategy if he or she finds a culture-specific item which is likely to be too puzzling for the target audience. However, the loss in the meaning of the original concept is inevitable, since, as Danytė notes, transformation “supplies a culture-specific item that has its own implications and suggestiveness, ones that were not intended by the original author” (Danytė 2006: 209). Meaningful names and nicknames can be successfully translated using the technique of transformation, if the translator thinks of another name which has similar connotations and is also meaningful (Danytė 2006: 209). 

The last procedure proposed by Davies is creation, which means that the translator devises a culture-specific item that is not present in the original text. This is usually done in order to compensate something. For instance, if the translator chooses to omit a concept in one place, he/she may invent a new one elsewhere (Davies 2003: 89). Creation is a common strategy in the translation of poetry, humorous texts, and literature for children. These kinds of texts are characteristic of alliterations, word play, and puns, which usually are complex to translate. Therefore, the translator can invent a new concept in order to compensate for the loss (Danytė 2006: 205). 

In conclusion, when the translator comes across a problematic culture-specific item, he or she has to employ a certain translation strategy. Meanwhile some of the strategies such as preservation and addition contribute to the preservation of the original, strategies such as omission or transformation can cause losses in meaning. Therefore, the translator has to decide which strategy to choose.  

3 THE FIELD OF AUDIOVISUAL TRANSLATION
Such scholars as Delia Chiaro and Henrik Hottlieb focus upon the issue of audiovisual translation in their works.  In the article “Issues in Audiovisual Translation”, which can be found in The Routledge Companion to Translation Studies, Chiaro emphasizes the complexity of audiovisual translation. According to Chiaro,  “what makes audiovisuals especially complex in translational terms is the fact that the acoustic and visual codes are so tightly combined as to create an inseparable whole” (Chiaro in Munday 2009: 155).


In researching audiovisual translation for the present analysis the biggest part of attention was paid to screen translation. According to Chiaro, screen translation “is concerned mainly with conveying verbal audio codes of an audiovisual product into other languages” (Chiaro in Munday 2009: 142). Verbal audio codes encompass dialogues, song lyrics, poems, etc. Screen products, as presented by the author, include  films for cinema and TV, video and DVD as well as TV programmes such as series, documentaries, news, and advertisements, almost all of which are available for viewers both in DVD and home video formats (Chiaro in Munday 2009: 143-144).


The practice of film translation began in 1929, after the first sound films were introduced to the audience. The issue that soon arose was how to make movies accessible to viewers all around the globe. Gradually, two modes of screen translation started to dominate, namely subtitling and dubbing. Dubbing and subtitling are defined and compared by Chiaro in the following way: “dubbing is a process which uses the acoustic channel for translational purposes, while subtitling is visual and involves a written translation that is superimposed on to the screen” (Chiaro in Munday 2009: 141-142).  


Another mode of screen translation, which is not as prevalent as dubbing or subtitling, is voice-over. Voice-over can be characterized as “a technique in which a disembodied voice can be heard over the original soundtrack, which remains audible but indecipherable to audiences” (Chiaro in Munday 2009: 152). Hence, the initial utterances of original dialogues are followed by a narrator who speaks in the target language. Even if the audience may recognize or know the source language, it is not clearly heard; only initial and final utterances are audible. The voice-over technique is usually applied in documentaries, news broadcasts and advertisements (Chiaro in Munday 2009: 152).


Baker generalizes the factors which determine the choice between dubbing and subtitling across various countries: “cost, availability of relevant technology, standard of literacy, interest in foreign languages, degree of cultural openness, and the strength of local film industry” (Baker in Munday 2001: 75). Gottlieb distinguishes the following types of countries: source-language countries, dubbing countries, voice-over countries, and subtitling countries (Gottlieb in Baker 2001: 244). In source-language countries, mainly English-speaking, only a small number of non-English movies are imported. However, these movies, which are mostly devoted to art and targeted at literate audience, tend to be subtitled. According to Gottlieb, countries such as Germany, Italy, Spain and France are called dubbing countries, since they choose to dub imported films. There is a tendency in Russia, Poland, Lithuania, and those speech communities that cannot afford lip sync dubbing to choose the voice-over technique (Gottlieb in Baker 2001: 244). Subtitling countries are Scandinavian as well as Dutch-speaking (Gottlieb in Orero 2004: 84). In general, in countries, which have a high literacy rate, a preference towards subtitling is frequently expressed (Gottlieb in Baker 2001: 244). 


Baker quotes Georg-Michael Luyken et al, who argue that the choice between dubbing and subtitling should be made not only depending on the audience’s preferences but also depending on the genre of the programme as well as the specific profile of the audience: 

The closer the link between the linguistic content and the character of a given programme, the stronger the case for subtitling: programmes which should be subtitled are news and current affairs, educational broadcasts, certain drama and life entertainment programmes, music and opera relays, and religious programmes. If the target viewer group for these programmes includes the under 50’s, the better educated and more affluent, as well as students and other intellectual minorities, the hard-of-hearing, and those with an interest in the original language of production, then subtitled versions are particularly likely to be successful among them (Luyken et al. cited in Baker 2001: 76).


According to the above quoted scholar, such programmes as cartoons, programmes on science, art, sports, and drama (which provide entertainment), should be revoiced. In the case of drama, lipsynch dubbing is required (Luyken et al. 1991: 189 cited in Baker 2001: 76). Political entities, such as Wales and Catalonia, dub screen products, since it helps to promote and standardize a national language. Children programmes tend to be dubbed even in subtitling countries. What concerns DVD and TV, the viewers are provided with a possibility to choose between a subtitled, or a dubbed version of a film (Chiaro in Munday 2009: 143-144).

In summary, subtitling and dubbing are considered to be the most widespread and known types of audiovisual translation. Despite the fact that the focus of the current paper is subtitles, dubbing deserves at least a minimal attention. As it has already been mentioned, the main difference between the two types is that subtitling is visual, whereas dubbing is oral. However, there are a number of other aspects that distinguish and unify these two forms of audiovisual translation, thus they have to be discussed in greater detail.

3.1 Dubbing as a Form of Audiovisual Translation
The term dubbing is defined by Luyken et al as “the replacement of the original speech by a voice track which attempts to follow as closely as possible the timing, phrasing and lip movements of the original dialogue” (Luyken et al in Baker 2001: 74-75). Dubbing aims at creating an effect upon viewers as if the dialogues were spoken in the target language by the actors. 


Chiaro presents dubbing as a process, which consists of four steps. The first step includes the translation of the script, which is usually translated word for word. The second step is the adaptation of the translated script. The script is adapted so that it would sound natural in the target language. Moreover, the dialogue spoken in the target language has to be adjusted to the lip movements and facial expressions of the actors on screen. The third step indicates the recording of the translated and adapted script by actors. The final step deals with mixing the new script with the original recording (Chiaro in Munday 2009: 144-145). 

Traditionally, translation and adaptation are usually done by two people: a translator translates the script literally, and passes it to the adaptor. The adaptor does not have to be proficient in the source language but rather creative so that the translated dialogue would sound natural and attractive. However, it has now become more common to employ only one translator, who is proficient in both the source language and the target language and can successfully perform both operations (Chaume in Chiaro 2009: 145).   


When the script has already been translated and recorded, the dubbing director, who is in charge of the whole dubbing process, chooses the dubbing actors. Usually it is done with regard to the voice quality of the actor, which is supposed to match the voice of the original actor. It can happen that one person dubs a well-know actor in all the films in which that actor performs. Dubbing actors are also at freedom to adapt and improvise the utterances in order to achieve an artistic effect (Chiaro in Munday 2009: 145).   


Nowadays, due to the development of digital technology, the process of dubbing has become far less complicated. Consequently, the actor can record his/her part alone independently from other actors, even when recording such scenes of the movies where all the characters appear together.  The final product is manufactured with the help of software and computers. Consequently, this method is more cost-effective and less time-consuming. What is more, even such aspects as lip sync or voice quality can be modified in order to adjust to the speech of the original actor better. Thus, innovative technology provides a number of possibilities in the process of dubbing (Chiaro in Munday 2009: 146).


Therefore, dubbing has both advantages and disadvantages. One of the main advantages of dubbing is that it does not require the reduction of textual material. Also, while watching dubbed movies, the viewers do not have to engage themselves in reading subtitles, thus they are less distracted  Consequently, viewers of varing ages, even children, can enjoy watching dubbed foreign movies without additional difficulties (Gottlieb in Baker 2001: 147).

One of the disadvantages of dubbing is that the original soundtrack is distorted; thus, the viewers lose the opportunity to hear the real voices of the actors. What is more, dubbing requires more resources, time and effort, since there are a lot of operations to be performed. Moreover, dubbing which is out of lip sync illustrates another negative point (Gottlieb in Baker 2001: 147). In addition, a dubbed material excludes those viewers who are not familiar with the language in which a film or a programme is dubbed. Therefore, such people as tourists may find difficulties in watching foreign movies that are dubbed and not subtitled (Baker in Munday 2001: 75).

3.2 Subtitling as a Form of Audiovisual Translation
Gottlieb defines subtitling as “the rendering in a different language of verbal messages in filmic media, in the shape of one or more lines of written text, presented on the screen in synch with the original message” (Gottlieb in Orero 2004: 86). Hence, subtitling refers to the incorporation of a written text in the target language on the screen, which is projected simultaneously with the original. Subtitling is a unique form of translation, since subtitles complement to the original version instead of substituting for it (Chiaro in Munday 2009: 151). 


Gottlieb distinguishes two main types of subtitling: intralingual and interlingual. Intralingual subtitling deals with subtitles in the original language, subtitles for the hard of hearing and the deaf, and subtitles for the programmes on foreign language learning. Interlingual subtitling is concerned with translation from one language to another. Moreover, the scholar singles out two kinds of subtitles, which are connected with technical rather than linguistic aspects. He states that subtitles can be open and closed. Open subtitles include cinema subtitles, which are printed on the film itself. Closed subtitles are optional, thus can be chosen from a DVD or teletext menu by a viewer (Gottlieb in Baker 2001: 247).

According to Antonini, there are three procedures, which the translator has to perform in order to create suitable subtitles: elimination, rendering and simplification. Elimination means that the translator has to cut out those elements which do not change the meaning of the original but only the form. This includes cutting out hesitations, repetitions, interjections, etc. Rendering alludes to the exclusion of dialect, slang, taboo language, etc.  Lastly, simplification means that in order to provide the viewers with easily readable subtitles, their syntax and lexis needs to be simplified (Antonini 2005: 213-214).  


Subtling encompasses several procedures. First of all, the transcript or the dialogue list has to be marked. Then it has to be translated. Moreover, subtitles have to be checked in order to be in sync with change of frames (Chiaro in Munday 2009: 149). In the article “Towards a Standardisation of Subtitling Practices in Europe: Guidelines for Production and Layout of TV Subtitles”, Fotios Karamitroglou discusses subtitling as a globally practiced activity and presents the main conventions of the subtitling. The author mentions spatial parameter or layout, temporal parameter or duration, as well as punctuation and letter case (Karamitroglou 1998). The layout of the subtitles includes various factors. First of all, subtitles have to be appropriately positioned on the screen so that the eye movement of the viewer would not disturb to watch the movie.  It is required for the subtitles to be put at the bottom of the screen so that important images which usually appear at the centre or the top of the screen would not be interrupted. Secondly, subtitles have to consist of specific number of lines. More specifically, no more than two lines should appear on the screen at once, which means that subtitles can cover only 2/12 of the screen at the maximum. If subtitles consist of one line, they have to be placed at the lower of the two lines. Thirdly, the lines of the subtitles also have to be centered, since usually the action is concentrated in the centre of the screen. However, in the case of a dialogue, when subtitles consist of two lines that are introduced by dashes, the subtitled text should be left-aligned with reference to the rules of syntax applied to literature. Moreover, subtitles should consist of no more than 40 characters per line. If subtitles exceed 40 characters, the font size have to be reduced, which in turn aggravates the reading of the subtitles and viewing of the film. It is preferable for the subtitled text to be typed using legible types, such as Arial, which prevents from exceeding 40 characters. The appropriate colour of the subtitles is also of great importance. It is best that subtitles are typed in pale white but not snow-white letters (which are too bright for the viewer’s eyes) (Karamitroglou 1998).


According to Karamitroglou, duration of subtitles depends upon the reading speed of the viewers. Subtitles which contain two lines and include from 14 to 16 words can be left on screen for no more that 5 ½ seconds. Subtitles should not be left unchanged for no more than 6 seconds, since fast readers are likely to start automatically rereading them. Subtitles which consist of a single line should be kept on screen for 3 ½ seconds. Also, if subtitles consist of only one word, they should be kept on screen for no more than 1 ½ seconds so that the viewer would not mistake then for an accidental flash but would have the time to read them properly. In the case of two consecutive subtitles, approximately ¼ of a second have to elapse after the disappearance of one subtitle and the appearance of another. As a result, the viewer can successfully perceive the changing of the subtitles (Karamitroglou 1998).  


Furthermore, Karamitroglou maintains that subtitles have to correspond to certain requirements of punctuation and letter case. To begin with, each unfinished subtitled sentence should end with suspension points without additional space, which Karamitroglou calls sequence dots or ending triple dots. Suspension points allow the human brain to acknowledge the fact that the subtitles that appear on the screen are incomplete but that they will be followed by consecutive subtitles. The absence of punctuation marks in the case of unfinished subtitles does not let the viewer recognize ongoing utterances. Subtitles that follow incomplete sentence have to begin with suspension points, which Karamitroglou refers to as ‘linking dots or starting triple dots. The suspension points should not be followed by extra space character. Also, the first character of the subtitled text, which follows the previously presented incomplete sentence, has to be non-capitalized. Therefore, both sequence dots and linking dots are signifiers of continuation. Sequence dots at the end of the unfinished sentence in combination with linking dots at the beginning of the remaining subtitles and the non-capitalized first letter allow the viewer to keep track of the full utterance. Meanwhile, a full stop indicates the end of the subtitled sentence. Therefore, the viewer does not anticipate consecutive subtitles, since it is obvious that the utterance is complete. Next, in the case of a dialogue where more than one speaker exchanges utterances, the first word of each of the lines is introduced by the use of dashes and hyphens. The subtitled utterances of the speakers may appear simultaneously on the screen as static double text, or the subtitled text of the second speaker may appear subsequently as dynamic double text. In the case of compound words, dashes are used as hyphens without space characters. Further on, question marks as well as exclamation marks should finish questions or stand for emphasis. Commas, colons, and semicolons suggest a pause just like reading printed material. It is important to note, that subtitles cannot end with commas, colons or semicolons, since it disrupts and slows down the reading process. Other punctuation marks such as single quotation marks and double quotation marks should be used just like in printed material. Thus, single quotation marks are used in reference to alleged information, whereas double quotation marks indicate quoted information. Since subtitles are subjected to certain spatial and duration limitations, parentheses and brackets are rarely used (Karamitroglou 1998). 

What concerns letter case, subtitles should follow the rules established for printed material. When subtitles transfer a caption, for instance, when a sign is presented on the screen, upper-case letters are used. When somebody can be heard speaking on the phone or narrating, italics have to be used. In the case of the transference of spoken material that can be heard in background and which is addressed to a lot of people, for instance, on TV or radio, the subtitled text has to be written in italics as well as in quotation marks {“”}. Also, when words are intentionally left in a foreign language, they have to be italicized. The same has to be applied to the lyrics of songs, which can be heard in the film. Finally, subtitles cannot include underlined or boldfaced words (Karamitroglou 1998). According to Karamitroglou, “the general practice of the production and layout of TV subtitles should be guided by the aim to provide maximum appreciation and comprehension of the target film as a whole by maximising the legibility and readability of the inserted subtitled text” (Karamitroglou 1998). Therefore, such aspects as spatial parameter or layout, temporal parameter or duration, and punctuation and letter case, as discussed in detail by Karamitroglou, have to be taken into consideration when the target audience is provided with the subtitled material, since they can facilitate the comprehension of the subtitled film (Karamitroglou 1998).  
 
Subtitling has both advantages and disadvantages. The main advantage of subtitling is that subtitles preserve the original language and aspects of a particular culture. The source language dialogue can be heard, thus viewers who are familiar with the source language can engage in both reading and listening. Due to this reason, subtitling can be called “a mediator of cross-cultural communication” (Bravo 2009: 86). The viewers can also hear the voice and intonation of the actors. Subtitles have become reader-friendly, since their syntax and lexis are usually simplified; thus, they can address people of different ages. Supposedly, subtitles enhance foreign language learning are usually used as a teaching material at school (Chiaro in Munday 2009: 150). Subtitling markets are expanding very rapidly due to cost-effectiveness, which is another advantage of subtitling (Chiaro in Munday 2009: 143-144). Another positive characteristic of subtitling is that subtitling “is particularly informative because it supplies the viewer with the following three different channels of information: the pictorial information, the original sound track, and the translation of the text in the subtitles” (Van de Poel and d’Ydewalle in Bravo 2009: 88). Therefore, the visuals of the film contribute to the comprehension of the written material provided in the subtitles.

Subtitling has disadvantages, too. The main disadvantage relates to the contrained space. The source text has to be reduced (Hatim and Mason 2005: 65), since no more than 40 characters can be included in the subtitles (Karamitroglou 1998). So that the viewer could enjoy watching a film or a programme without extra difficulty, the original text needs to be condensed  from forty to seventy-five percent in order not to distract the viewer (Antonini 2005: 213). Moreover, subtitles can be left on screen for a relatively short time (Karamitroglou 1998); therefore, slower readers cannot be able to read all the text. The loss of information is another disadvantage of subtitling. It is important to note that subtitles refer to the change in mode, more specifically from spoken to written. As a result, such features of spoken language as dialect, and emphatic devices such as intonation and shifts of style should not appear in the subtiles. Also, the information written in the subtitles does not always match the words pronuounced by the actors (Hatim and Mason in Bravo 2009: 87). However, despite various advantages and disadvantages, subtitling remains to be one of the most popular forms of audiovisual translation.

3.3 Problematic Aspects in Audiovisual Translation
Since screen translation encompasses the interrelation between the visuals and the acoustics, besides the translation of verbal code, the translator for the screen has to pay attention to non-linguistic features. Due to the fact that screen products incorporate oral elements as well as visuals, the translator in both dubbing and subtitling often faces a number of problems. Chiaro identifies three main categories of obstacles:

· Highly culture-specific references (e.g. place-names, references to sports and festivities, famous people, monetary systems, institutions, etc.); 
· Language-specific features (terms of address, taboo language, etc.); 
· Areas of overlap between language and culture (songs, rhymes, jokes, etc.) (Chiaro in Munday 2009: 155).

Chiaro identifies culture-specific references as causing many problems in the translation of screen products. The scholar defines culture-specific references as “entities that are typical of one particular culture, and that culture alone, and they can be either exclusively or predominantly visual (an image of a national figure, a local dance, pet funerals, baby showers, exclusively verbal or else both visual and verbal in nature” (Chiaro in Munday 2009: 156). Antonini and Chiaro distinguish ten areas, which include culture-specific references or “lingua-cultural drops in translational voltage” (Antonini and Chiaro in Munday 2009: 156).  “‘Lingua-cultural drops in translational voltage’ refer to the inevitable perceived uneasiness and turbulence in the verbal code with respect to the visuals” (Antonini and Chiaro in Munday 2009: 156).  Therefore, lingua-cultural drops relate to:

1. Institutions (including judiciary, police, military)
1.1 Legal formulae: e.g. ‘All rise’, ‘Objection, Your Honour’, ‘Objection overruled/sustained’, etc. 
1.2 Courtroom Forms of address: ‘Your Honour’, ‘My Lord’, ‘Members of the jury’;
1.3 Legal topography: Supreme Court, Grand Jury, Court etc.
1.4 Agents: solicitors, attorneys, etc.; hospital hierarchies such as interns, paramedics; military hierarchies, etc.
2. Educational references to ‘high school’ culture, tests, grading systems, etc.
3. Place-names: Columbia, of The Country Club, 42nd Street, etc.

4. Units of measurement: 150 pounds, twenty yards, etc.

5. Monetary systems: Dollars, pounds, etc.
6. National sports and pastimes: American football; basketball teams: The Nicks, Brooklyn Dodgers, etc.
7. Food and drink: pancakes, etc.

8. Holidays and festivities: Halloween, St Patrick’s, July 4th, Thanksgiving, etc.
9. Books, films, and TV programmes: ‘Did you watch the Brady Bunch?’; ‘Welcome to the road Dororthy’, etc.

10. Celebrities and personalities: Ringo Starr; The Cookie Monster, etc. (Antonini and Chiaro in Munday 2009: 156-157).


As David Katan notes, when dealing with such references, screen translators employ either the strategy of chunking up, chunking down, or chunking sideways (Katan in Chiaro 2009: 157).  Chunking up refers to the generalization of a culture-specific reference in the target language by the use of hyperonymy. A hyperonym is “a superordinate word”, “a word that is more generic than a given word” (http://www.thefreedictionary.com/Hyperonym). Meanwhile, chunking down means that the culture-specific reference is replaced with a more specific reference. Lastly, chunking sideways that culture-specific reference is replaced with an equivalent of the same level (Katan in Chiaro 2009: 157). 

In the article “Culture-Specific Items in AV Translation: The Risk of Condescension”, a translator Rosa Roig discusses the issue of condensention in audiovisual translation and provides certain examples from a few American films, which are translated into Spanish and Catalan. Roig analyzes how culture specific items in films cause, what is called condescention, which means “the inappropriate substitution of one culturally specific reference for another” (Roig: 1). The translator of the subtitles has to decide whether to retain or replace the source text concept with a more familiar target language concept and to forsee how this will affect the audience’s comprehension. Often, the “viewer has been given an “easier” AV text, dumbed-down, as though the broadcaster had chosen to condescend, to make a difficult ST easy in the TL” (Roig: 2). However, unfamiliar culture-specific items are not eliminated in translation, if the translator considers the target audience to be “culturally literate” (the author refers to the films by Woody Allen, whose films are full of culture-specific items), and expects that the viewers will interpret such concepts properly (Roig: 8). Moreover, sometimes the audience is simply expected to tolerate strangeness. Roig believes that “the translator should try to gauge the audience’s evolving knowledge of the ST language and culture, as well as the potential viewer profile for the TT” in the translation of culture-specific items (Roig: 8).

Another type of problems in audiovisual translation, as Chiaro claims, is lingua-specific features which include such aspects of language as linguistic variation and pragmatic features. Therefore, linguistic markers including accent, variety and slang, are generally not translated. For instance, the speech of characters talking with particular accents in the original dialogue is subtitled using standard language. In dubbing original dialogues which reflect ethnicity or social status of characters, these features are usually not preserved in the target language. Thus, their language becomes more standard (Chiaro in Munday 2009: 158). On the other hand, in dubbing cartoons, as Chiaro notes, a particular manner of a character’s speech is usually rendered imitating stereotypical accents that may vary from those in the original but be more familiar to the target audience (Chiaro in Munday 2009: 158). Translation of multilingual films, in which more than one language is used, may become rather problematic, too. Chiaro argues that if the film is shot in other languages besides English, it is inappropriate to dub everything in the target language, since the point of a multilingual film is entirely missed. As an example, Chiaro provides the film Babel (2006, dir. Alejandro González Iñárritu), in which the characters throughout the film speak in five different languages. However, the Spanish and the Italian versions of the movie were released dubbed completely in one language. In the case of multilingual films, the scholar suggests that subtitling is the best solution. Also, a combination of dubbing and subtitling could also be possible (Chiaro in Munday 2009: 159).


Furthermore, Chiaro states that such pragmatic features of language as forms of address and politeness may also pose problems in screen translation. For instance, the use of pronoun “you” differs across languages which have both informal and formal forms of address (e.g. French “tu”/”vous”). Moreover, both in dubbing and subtitling, discourse markers such as interjections (e.g. “oh”) and hesitations (e.g. “mm”) usually disappear (Chiaro in Munday 2009: 160).  The so-called offensive or taboo language is another factor, which in one way or another influences the process of screen translation. At present, due to censorship, dubbing as well as subtitles tend to be milder than the original material: supposedly “the audience will be more offended by written crudeness than by actual oral usage” (Roffe in Munday 2009: 160).

Finally, according to Chiaro, songs, metaphorical, idiomatic language as well as verbal humour can often be difficult to translate, too. What concerns songs that appear in the movies, they are sometimes dubbed, i.e. translated and sung in the target language, but also they can be subtitled or not translated at all. Verbal humour is based on word play, which the translator has to try to render successfully in the target language. However, cases of verbal humour are usually omitted in translation so as not to appear too problematic to the audience (Chiaro in Munday 2009: 162-163).
4 THE PHENOMENON OF FILM ADAPTATION

This part of the paper is devoted to the phenomenon of film adaptation. The novel The Godfather (1969), which is the focus of the present thesis, has been adapted into the film of the same name (1972). Therefore, it is important to highlight the main aspects of the phenomenon of adaptation. In Film Terms, “a screenplay which has been adapted from another source, such as a play, novel, short story, or biography, and rewritten for the screen” is called an adaptation (Beaver 2006: 4). According to Linda Hutcheon, people are surrounded by adaptations, since they “are everywhere today: on the television and movie screen, on the musical and dramatic stage, on the Internet, in novels and comic books, in your nearest theme park and video arcade” (Hutcheon 2006: 2). Therefore, adaptations may take many forms: for instance, a literary story can be transferred into the form of a film, but also into an opera, a song, or a game. The phenomenon of adaptation has received much critical attention. This phenomenon of adaptation is not an innovation of modern times. Linda Hutcheon believes that “art is derived from other art; stories are born of other stories” (Hutcheon 2006: 2).  Indeed, such writers as Shakespeare and Goethe relied on stories that had been already known and retold them in other forms long time ago (Hutcheon 2006: 2). In Walter Benjamin’s opinion, “storytelling is always the art of repeating stories” (Benjamin quoted in Hutcheon 2006: 2). 

According to Hutcheon, adaptation can be seen as a formal entity or a product, as a process of creation, and as a process of reception (Hutcheon 2006: 7-8). When adaptation is seen as a formal entity or product, it is “an announced and extensive transposition of a particular work or works” (Hutcheon 2006: 7). In this case the medium may be changed (for instance, a poem adapted into film), a genre may differ (a fairy tale into a novel), or the frame and the context may change (for instance, a story told from a different point of view). Also, a real life story such as biography can be fictionalized into a film or drama (Hutcheon 2006: 8). Hutcheon considers adaptation to be a process of creation, by stating that “the act of adaptation always involves both (re-)interpretation and then (re-)creation” (Hutcheon 2006: 8). Therefore, the adaptor is the first person who interprets the work created by another person, and transfers it through his or her own point of view. Thus, the adaptor functions as a creator. When adaptation is considered as a process of reception, the issue of intertextuality is addressed: “we experience adaptations (as adaptations) as palimpsests through our memory of other works that resonate through repetition with variation” (Hutcheon 2006: 8).  Therefore, a person has to rely on his or her knowledge and experience and to recognize, for instance, that a particular film is based on a well-known novel, or to consider the film as an entirely new piece of work. 


In the course of time, various critics have made attempts to devise classification systems of adaptation on the grounds of correspondence between the adaptation and the original source.  Geoffrey Wagner was the first to classify adaptation in his book The Novel and the Cinema. He proposed a classification system, which consists of three modes: transposition, commentary, and analogy. According to the Geoffrey Wagner, transposition means moving a novel directly on the screen with only minimal changes.  In the case of commentary, alterations of the original are made either on purpose or accidentally. In contrast to the first two modes, analogy includes major differences from the original material, which results in the creation of a completely different work of art (Wagner in Weseliński 1999: 27). 


Michael Klein and Gillian Parker classify adaptation in a similar fashion.  According to Michael Klein and Gillian Parker, three kinds of adaptations exit: literal adaptation, critical adaptation, and relatively free adaptation (Klein and Parker in Weseliński 1999: 28). Literal adaptation attempts to preserve the narrative, the writer’s intentions, the nature of the main characters, and the genre of the original. Critical adaptation maintains the structure of the narrative but reinterprets the original text in order to “make a new and significant statement, one that often in some way relates to the contemporary world” (Klein and Parker in Weseliński 1999: 28). In the case of relatively free adaptation, the source text is regarded only as a “raw material”, which is transformed into an entirely different creation of a filmmaker (Klein and Parker in Weseliński 1999: 28).  


Louis Giannetti states that “the real problem of the adaptor is not how to reproduce the content of a literary work (an impossibility), but how close he or she should remain to the raw data of the subject matter” (Giannetti 2007: 442). Giannetti distinguishes three types of literary adaptations depending on the degree of their closeness to the source material: faithful, loose, and literal (Giannetti 2007: 442). Faithful adaptation attempts to preserve the spirit, tone and integrity of the original work and respects the intended vision of the author. In such a case, the screenplay of the film retains the structure of the novel’s plot, basic scenes and events and the majority of characters (Giannetti 2007: 443). Loose adaptation incorporates only general ideas, situations or characters from the original work, which later evolve independently. Only several elements from the original plot are used in the film. As a result, a literary work is almost completely transformed (Giannetti 2007: 444). Finally, literal adaptation is commonly applied to stage plays. Both drama and film are characteristic of action and dialogue; therefore, it is easy to transfer these modes of drama to screen. Very often the original dialogue is transferred to screen almost unaltered. However, in adapting stage plays, the adaptor has the freedom to employ various techniques, such as close–ups, or juxtapositions, which allows him or her to fragment time and space of the play (Giannetti 2007: 445). However, Giannetti notes that “even “literal” adaptations are not strictly literal; they’re simply more subtle in their modifications” (Giannetti 2007: 445).  
It is worth noticing that usually it is impossible to assign every adaptation to one category or another, since it is often difficult to determine to which category it belongs. This happens due to the fact that adaptations are affected by cultural and social conditions. For instance, if an American novel is adapted into a British film, some changes and distortions are inevitable (Klein and Parker in Weseliński 1999: 28-29). As a result, it might be difficult to decide whether the adaptation is faithful to the original or not. 


Despite the fact that the adaptation has become very popular, opinions about film adaptations differ. There are many critics and authors who are fond of films based on literature; however, there is another category of critics who use such harsh epithets like “interference”, “violation” (McFarlane 1996: 12), “infidelity”, “betrayal”, and  “deformation” (Stam in Corrigan 2011: 542) when discussing film adaptations. In general, these critics treat film as an inferior form of art than literature (Stam in Hutcheon 2006: 4). For instance, in 1926 Virginia Woolf criticized and even condemned adaptation of fiction into film, since she was convinced that it violates literature. According to Virginia Woolf, film adaptations are “parasites”, whereas literature is a “prey” and a “victim” (Woolf in Weseliński 1999: 22). Giannetti provides an argument used by some critics who believe that “if a work of art has reached its fullest artistic expression in one form, an adaptation will inevitably be inferior” (Giannetti 2007: 442). Thus, in Giannetti’s opinion, an adaptation cannot equal the original. Wolfgang Iser, who is also against film adaptations, points out that adaptations restrict film viewer’s imagination. According to Iser, while watching a film adaptation, the visual imagination of a viewer is not stimulated and does not operate properly, since what he or she sees on screen is a “complete and immutable picture” (Iser in Weseliński 1999: 23). Meanwhile, when a person reads a literary piece, his or her imagination is “unconstrained by the limits of the visual or aural” and participates in the reading process as well as the comprehension of the given information (Hutcheon 2006: 23). 


Adaptations are also criticized in terms of “fidelity” and “proximity to the “original”” (Hutcheon 2006: 7). With regard to fidelity, various scholars propose two conflicting ideas: some critics believe that film adaptation has to be faithful to the adapted novel, whereas there are such critics who regard film and novel as separate phenomena and treat film adaptation independently from the literary source (Weseliński 1999: 25). In discussing the faithfulness of adaptation, Andrzej Weseliński believes that  

since all texts are read in a relational manner, the most important issue is not whether the screen adaptation is faithful to the source work, but rather how one narrative is used at the service of another and to what extent a specific approach to that literary source serves to create a new work of art (Weseliński 1999: 27). 

In conclusion, the debate over the fidelity of adaptation to its original often arise due to the fallacy that only one “correct” meaning of the source text exist, and the adaptor must respect it. However, since the phenomenon of adaptation is rather complex, one does not forget that adaptations can differ from each other in many aspects. They can be faithful to the original or be innovative and based on experimenting.



A large number of films are based on literary sources. For instance, eighty-five percent of the movies that have won Oscar for “Best Picture” are adaptations (Hutcheon 2006: 4). More specifically, it has become very popular to adapt classical novels and convert them into films. Already in the period of the silent films, films were based on classical novels which are called “tried and tested” by John Ellis (Ellis in Hutcheon 2006: 5). After the emergence of sound in 1920s, the novels and other stories by American and British authors were adapted into films even more frequently. Such writers as F. Scott Fitzgerald, William Faulkner and John Steinbeck even engaged in the screenwriting process themselves (Weseliński 1999: 108). 


One of the reasons why films are so often based on novels is that novels have become an inspiration for filmmakers, who are challenged and have the freedom to experiment (Weseliński 1999: 108). For instance, a well-known filmmaker Francoise Truffaut distinguishes between filmable and unfilmable scenes. He believes that “it is the task of the filmmaker to invent equivalent scenes, that is, scenes as the novel’s author would have written them for the cinema” (Truffaut in Weseliński 1999: 24-25). Another reason of an increasing number of adaptations being made is money-related. Most usually it is best-selling novels that are adapted into movies, not the unknown ones. According to Weseliński, “respectability as well as popularity achieved in one medium might infect the work created in another” (Weseliński 1999: 17). Therefore, since the titles of the best-selling novels are usually well-known to the public, and they are commercially successful, the adaptations are likely to gain commercial success, too. 


In Understanding Movies, Giannetti states that adapting a piece of literature is a more challenging task than working with an original script. Giannetti also believes that the level of complexity of the adaptation depends upon the quality of the literary work. Therefore, if a novel or play is of high quality, it is more difficult to adapt it. For this reason, the majority of film adaptations are based upon pieces of literature which Giannetti characterizes as “mediocre sources” (Giannetti 2007: 440-442). Thus, if the source of adaption is of mediocre quality, few viewers are likely to be disappointed by the alterations in the film that differ from the original novel. Nevertheless, it happens that adaptations surpass their originals. Some novels, which Hutcheon calls “linear realist novels” (e.g. novels written by Charles Dickens), appear to be more easily adapted than experimental novels, which are more challenging (Hutcheon 2006: 15).


Various critics such as George Bluestone and Susan Sontag highlight the relationship between cinema and other forms of art by saying that cinema encompasses a number of different arts such as painting, architecture, theatre, music, etc. (Bluestone and Sontag in Weseliński 1999: 9). The relationship between cinema and literature has been in the centre of attention among critics since the first half of the twentieth century. Refering to such scholars as Bluestone and Christian Metz, Weseliński claims that film and literature are very closely related (Weseliński 1999: 8). According to Robert Scholes, film combines the fundamental aspects of literature, i.e. “verbal narration”, and visual arts, i.e. “pictorial representation” (Scholes in Weseliński 1999: 8). The close nature of film and literature can also be illustrated by the fact that both of these mediums are characteristic of narrative (Weseliński 1999: 16). Sontag believes that despite being visual, narrative films belong to the department of literature (Sontag in Weseliński 1999: 9). According to Sontag, narrative film is characteristic of “plot, characters, dialogue, setting, imagery as well as its tendency to manipulate time and space”, which makes it very similar to literature (Sontag in Weseliński 1999: 9). Joy Gould Boyum notes that both film and literature are storytelling arts. She maintains that

film asserts itself less as the primarily dramatic form it might seem at first, despite the fact that a narrative film may contain all of the elements of drama, such as plot, characters, diction, spectacle, and song. Unlike theatre, where the spectator’s eye is free to wander and look anywhere or at anything and in whatever order it pleases, film is not presented to the spectator directly. In any filmic scene the camera controls and directs the viewer’s perception: it selects and angle of vision, establishes a distance to characters, objects, setting, and constantly guides the spectator’s attention. In doing so the camera assumes the role of a cinematic storyteller, which is comparable to that of a narrator in a literary work (Boyum in Weseliński 1999: 9).  

Brian McFarlane also emphasizes the narrative nature of the film by stating that 

the camera also functions narratorially by, for instance, focusing on such aspects of mise-en-scene as the way actors look, move, gesture, or are consumed, or on the ways in which they are positioned in a particular scene or sequence. In this way the camera, like the omniscient narrator, may catch “a truth” which comments on and qualifies what the characters actually say (McFarlane in Weseliński 1999: 10). 

Another aspect which unifies film and literature is that both of these arts are representational, since they tend to reflect reality. They also refer to “imaginary worlds”, which in novels and films are presented realistically (Weseliński 1999: 10). Referring to Plato, Weseliński states that film “doubles reality, presents an entirely faithful image of its model” (Weseliński 1999: 10).  Narrative film and narrative literature overlap due to “fictionality”:  “a narrative which organizes itself in a fictional world, whereas the film is a fictional world which organizes itself in a narrative” (Mitry in Weseliński 1999: 10).


Language is another key issue in the discussion of films. More specifically, critics tend to analyze how film language is similar or different from verbal language. Very often images in films are compared to words. For some critics, e.g. Bluestone, film images are entirely different from verbal language, while other critics consider these aspects as closely connected. For instance, according to Sergei Eisenstein, “written word and image share a mutual “concreteness”” (Eisenstein in Weseliński 1999: 11). And, as Metz believes, “cinema tells us continuous stories; it ‘says’ things that could be conveyed also in the language of words; yet it says them differently” (Metz in McFarlane 1996: 12). According to Andrew Davies, 


The major difference between film and books is that visual images stimulate our perceptions directly, while written words can do this indirectly. Reading the word chair requires a kind of mental “translation” that viewing a picture of a chair does not. Film is a more direct sensory experience than reading—besides verbal language, there is also color, movement, and sound (Davies 2011: 15).


Nevertheless, despite the fact that novels have significantly influenced the development of cinema, cinematic techniques have governed many literary aspects.  Critics such as Claude-Edmonde Magny and Keith Cohen claim that American and British novelist in the interwar period started to apply innovative techniques used in the cinema (Magny and Cohen in Weseliński 1999: 108). First of all, novelists began to present characters and events by “showing the subject rather than telling about it” (Weseliński 1999: 109). Innovations also were applied in the presentation of point of view. Just like in films, where the filmmaker could show the object from different angles by pointing the camera in various directions, writers started to change the perspective of the narrator and use different viewpoints. The change of point of view contributes to the effect of discontinuity in both films and novels. For instance, the technique of montage is applied in the creation of film, when the action is cut into different shots, which are later put in different order. Similarly, writers began to develop events by revealing them discontinuously and dynamically. Therefore, the post-cinematic novel is characteristic of the technique of fragmentation. 


The filmmaker can present event, which are happening simultaneously. However, simultaneity is not an invention of cinema, since this technique was used even before the emergence of cinema, for instance, by such writers as Charles Dickens and Gustave Flaubert (Weseliński 1999: 110). However, novelists started to employ this technique on a vast scale only after 1920s (Weseliński 1999: 110). In general, cinema has especially influenced modernist writers, who “abandoned the principle of narrative representationalism and temporal “naturalness” in favour of achronological narration and all kinds of temporal and perspectival distortions and deletions” (Weseliński 1999: 111). Therefore, cinematic techniques encouraged writers to experiment and to look for new forms of expression.

As Kamilla Elliott notes, “adaptation commits the heresy of showing that form (expression) can be separated from content (ideas)” (Elliott in Hutcheon 2006: 9). As a result, the adaptation changes form but preserves the original ideas and themes. The important question to be asked is how a printed text can be translated into a script. Films which last for about two hours are usually based on long novels of approximately 200 pages. Therefore, the process of adaptation often requires drastic cutting of textual material. For instance, irrelevant scenes and minor characters are eliminated. However, films can be adaptations of short stories or even poems. In this case, the filmmaker has to expand the textual material and add various details such as characters. Some aspects of characters can also be altered in order to highlight their important qualities. The point of view of the narration can also change. It means that the story is told concentrating more on a particular character (Hutcheon 2006: 11). Also, a film can be different from the novel when the ending is altered in order to place emphasis on particular characters or events (Hutcheon 2006: 12). For instance, the reader gets to know a character by reading what the character is thinking or what the narrator tells about him or her. However, in film, the narrator is usually absent. Instead, the filmmaker has to decide how to reveal what the characters feel by other tools such as special lighting, music which reflects the mood, etc. The choice depends upon the filmmaker’s intentions.


An analogy between the adaptor of the film and the translator can also be drawn. First of all, both the adaptor and the translator “must adhere to an earlier literary work (or source text) and he must also, at the same time, create a new work of art in the language of the cinema (or target language)” (Weseliński 1999: 27). Therefore, the adaptor’s task is similar to that of a translator’s. Also, adaptation similarly to translation cannot be entirely literal. As a result, in both activities some elements are gained, whereas some are inevitably lost.  To allude to Walter Benjamin’s definition of translation, translation  is “not a rendering of some fixed nontextual meaning to be copied or paraphrased or reproduced; rather it is engagement with the original text that makes us see that text in different ways” (Benjamin in Hutcheon 2006: 16). Moreover, translation is also considered not only interlingual but also intercultural activity. Hutcheon compares the complexity of translation and adaptation by saying that “In many cases, because adaptations are to a different medium, they are re-mediations, that is, specifically translations in the form of intersemiotic transpositions from one sign system (for example, words) to another (for example, images). (Hutcheon 2006: 16). F.E. Beaver also compares adaptation to translation since literary images have to be translated into visual images (Beaver 2006: 5).


All in all, despite the fact that literature and film differ in many aspects, these two mediums have similarities and, in the course of time, have influenced each other significantly. Film adaptations have become very popular: a number of films are based on literary sources. Film adaptations often differ from the original work by the degree of faithfulness. As a result, opinions on the subject of film adaptation are varied. There are critics who treat literature as a superior form of art and condemn adaptations of literature; however, some critics believe that film adaptation is an independent form of art. What concerns filmmakers, literature serves as a source of inspiration and provides a possibility to experiment in creating a new form of art.  
5 TRANSLATION OF CULTURE-SPECIFIC ITEMS INTO LITHUANIAN IN THE NOVEL THE GODFATHER AND THE SUBTITLES OF THE FILM THE GODFATHER
The aim of the thesis is to analyze how culture-specific items found in the novel The Godfather (1969) by Puzo and in the subtitles of the film The Godfather (1972) directed by Francis Ford Coppola are translated into Lithuanian. The term realia is used in the analyzis of culture-specific items. Culture-specific items are divided into the following categories suggested by Mikutytė:

· geographic realia

· ethnographic realia

· social and political realia

· proper names (Mikutytė 2005)
Strategies for translating culture-specific items as proposed by Davies, namely, localization, globalization, preservation, addition, omission, transformation, and creation, are discussed in relation to the above mentioned novel and the subtitles of the film (Davies 2003). Finally, examples are analyzed in detail in discussing Vytautas Petrukaitis’ translation of the novel The Godfather into Lithuanian with a special attention payed to culture-specific items. The same method is applied to the analysis of culture-specific items identified in the subtitles of the film The Godfather.  

5.1 Translation of Culture-specific Items in the Novel The Godfather
With the publication of the novel The Godfather in 1969, an Italian-American novelist Puzo gained critical acclaim and respect as a writer not only in America but all around the world. According to the statistics, 21 million copies of the novel have been sold in total (www.jgeoff.com/puzo). The Godfather is considered to be a best-seller novel about mafia. 


The book tells the story of the Corleone family. The protagonist of the novel is Vito Corleone, the patriarch of the Corleone family. Since his influence on the community is immence, he is called “Don” or “Godfather”. The four children of Vito Corleone also take part in all major events. The youngest son, Michael Corleone, soon becomes the leading character and his father’s successor. All in all, the characters are skillfully created to represent strong, colourful and realistic personalities.


The main events in the novel are related to the criminal activities of the Mafia. Therefore, there are references to crime, money, and politics. Moreover, the novel depicts the Italian and American cultures; therefore, the translator comes across various aspects of both of these cultures, which may seem unfamiliar to the target audience. As a result, Petrukaitis applies various translation strategies.  
Chart 1. Categories of Culture-specific items in the Novel The Godfather.
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As it can be observed in Chart 1, the category of proper names includes the largest number of culture-specific items - 121 proper names. 33 instances of political and social realia have been identified as well as 22 instances of ethnographic realia. The smallest category refers to geographic realia, since only 4 instance have been found.
5.1.1 Geographic Realia

According to Mikutytė, geographic realia relate to nature, and include aspects of physical geography, meteorology, species of fauna and flora (Mikutytė 2005). There are only a few instances of geographic realia in the novel The Godfather. They mainly refer to hills and plants.

Table 1 Geographic Realia: Names of Hills, and Plants
	No.
	Mario Puzo

The Godfather
	Mario Puzo

Krikštatėvis, translated by Vytautas Petrukaitis
	Translation Strategy

	1.
	She loved the scenery, the hills and canyons of garishly red rock […] (372)
	Jai be galo patiko gamtovaizdis, skaisčiai raudonų uolienų kalnai ir kanjonai […] (416)
	Localization



	No.
	Mario Puzo

The Godfather
	Mario Puzo

Krikštatėvis, translated by Vytautas Petrukaitis
	Translation Strategy

	2.
	They were gathering the pink (1)sulla, purple (2)wisteria, mixing them with orange and lemon blossoms. (280)
	Jos skynė rausvus (1)lubinus, purpurines (2)visterijas, maišydamos jas su apelsinų ir citrinų žiedais. (313)
	(1)Localization;

(2)Localization

	3.
	Now the beans in their rows grew little white flowers on top; strong green stalks of scallion fenced everything in. (345)
	Šiuo metu lysvėse augančios pupelės išleido baltus žiedus; iš visų pusių jas supo tvirti askaloninių česnakų stiebai. (386)
	Localization


Instance 1 refers to “canyon”. The concept of canyon may seem unfamiliar to the target audience, as canyons are not characteristic of the Lithuanian landscape. A “canyon” is “a large valley with very steep sides and usually a river flowing along the bottom” http://dictionary.cambridge.org/dictionary/british/canyon#canyon__3). The word is translated as “kanjonai”, thus the strategy of localization is applied. Though Petrukaitis does not explain the concept, since one can notice the words “scenery”, “hills”, and “red rock” help the reader understand the meaning of the word. 


Instances 2 and 3 provide three names of plants: “sulla”, “wisteria”, and “scallion”, which seem to pose difficulties in translation. In instance 2, the term “sulla” refers to a short lived perennial plant, more specifically, a flower, which is red or crimson in colour (http://www.thefreedictionary.com/sulla/). Though “sulla” is translated as “lubinas”, they are different kinds of flowers, since their Latin names do not coincide: “sulla” is “Hedysarum coronarium” (http://www.thefreedictionary.com/sulla), and “lubinas” is “lupinus” (back translation is “lupine”)  (http://www.thefreedictionary.com/lupin). In fact, “sulla” is a synonym for “honeysuckle” (http://www.synonyms.net/synonym/sulla), which is “sausmedis” in Lithuanian. Therefore, it is obvious that translator has employed the strategy of localization and has decided to use a more familiar term to the target audience. In the case of “wisteria”, which refers to “a climbing plant with groups of small purple, blue or white flowers hanging from it” (http://dictionary.cambridge.org/dictionary/british/wisteria?q=wisteria). The translator localizes the concept and translates it into “visterijos” without additional explanation. Further on, the term “scallion”, which can be found in instance 3, also seems to pose some problems in translation. There are two meanings of “Scallion”: 1. “A young onion before the development of the bulb; 2. Any of several onionlike plants, such as the leek or shallot.” (http://www.thefreedictionary.com/scallion). As it can be seen from the example, Petrukaitis uses the word “askaloniniai česnakai”, which can be back translated as “shallot”. “Shallot” is “a type of onion with long, pointed, pear-shaped, aggregated bulbs” (http://www.thefreedictionary.com/shallot), which in Lithuanian means either “askaloninis česnakas” or “svogūnėlis”. Therefore, since the words “scallion” and “shallot” are closely related, the concept has been rendered to the target language correctly. The translator relies upon the strategy of localization and used a correct botanical term. 
5.1.2 Ethnographic Realia
Mikutytė divides ethnographic realia into smaller categories, such as objects of everyday life, food and frinks, games, art, culture, and customs (Mikutytė 2005).

Ethnographic realia found in the novel The Godfather mostly refer to everyday phenomena as well as to art and culture. There are references to food and drinks, types of houses, music, dances, customs, games, measurements, and currency. 
Table 2 Ethnographic Realia: Names of Food, Types of Houses, Entertainment, Customs,  Measurements, and Currency 
	No.
	Mario Puzo

The Godfather
	Mario Puzo

Krikštatėvis, translated by Vytautas Petrukaitis
	Translation Strategy

	1.

	[…] a basket of peppered taralles […] (6)
	[...] kraitele pipirais apibarstytų taralių [...](12)
	Localization

	2.

	A pagliaio is a straw-thatched but erected in the fields to house farming tools and to provide shelter for the agricultural laborers [...] (277)
	Pagliaio – šiaudiniu stogu dengta pašiūrė laukuose žemdirbiui prisiglausti ir įrankiams laikyti […] (311) (italics in the original)
	Preservation

	3.

	He watched his boss, fat, middle-aged Peter Clemenza whirling young girls around the wooden dance floor in a rustic and lusty Tarantella. (11)
	Jis stebėjo, kaip jo bosas, pusamžis storulis Piteris Klemenca, suka jaunas merginas po medinę šokių aikštelę smagios kaimiškos tarantelos sūkuryje. (17)
	Localization

	4.

	At thirty he had left New York and moved West, invested in the nickelodeon […] (43)
	Būdamas trisdešimties, išvyko iš Niujorko į Vakarus ir investavo pinigus į kino teatrą, į kurį bilietai kainavo penkis centus [...] (52)
	Addition

	5.
	On a wooden stand was a blackboard with the names of the sixteen big league baseball teams chalked on it […] (205)
	Ant medinio stovo buvo atremta lenta, kurioje kreida buvo surašyti šešiolikos aukščiausios lygos komandų pavadinimai. (231)
	Omission

	6.

	Only a Sicilian born to the ways of omerta, the law of silence, could be trusted in the key post of Consigliere. (38)


	Tik siciliečiui, nuo pat gimimo pažįstamam su omertos – tylėjimo įstatymo – papročiu, buvo galima patikėti šias tokias svarbias Consigliori pareigas. (47)
	Localization

	No.
	Mario Puzo

The Godfather
	Mario Puzo

Krikštatėvis, translated by Vytautas Petrukaitis
	Translation Strategy

	7.

	[…] the gaily festooned one-acre garden itself had been decorated by the young girl-chums of the bride. (6)
	[...] akro ploto sodą ryškiomis girliandomis nukabinėjo ir išpuošė nuotakos draugės. (13)
	Localization + Addition

	8.

	[…] a gallon of homemade wine […] (6)
	[...] ąsočiu naminio vyno [...] 
	Transformation

	9.

	Ray Farrell $5,000 Christmas Eve. (71)
	Rėjus Farelas, 5 tūkst. dolerių per Kūčias. (83)
	Addition

	10.

	Hell, you’re more Italian than Yankee. (337)
	Velniai griebtų, tu daugiau italė negu jankė [...] (375)
	Localization


Instance 1 provides the name “taralles”, which is localized and translated as “taraliai”. The concept may be unfamiliar to the target audience, since “taralles” refer to “traditional Italian Christmas cookies brightened with fresh orange juice and a creamy slather of vanilla icing” (http://www.guideposts.org/recipes/cookie-recipes-taralles). This traditional food is mainly used in the Italian context. The term may not be clear for the reader.
The second example introduces the term “pagliaio”, which is explained in the same sentence as a shelter for workers. As its meaning is clear, the concept is rendered into Lithuanian as the word “Paglialio” written in italics. Therefore, the meaning and form of the concept is preserved in the target text.


The third example offers another Italian term, “Tarantella”, which is localized and translated as “tarantela”.  This term “groups a number of different Italian couple folk dances characterized by a fast upbeat tempo” (http://encyclopedia.thefreedictionary.com/tarantella). However, since this term is not explained, the target audience might not interpret the concept properly. Instance 4 introduces the concept “nickelodeon”, which refers to “an early movie theater charging an admission price of five cents” (http://www.thefreedictionary.com/nickelodeon). As a result, the term that refers to the sphere of art and culture, is translated as “kino teatras, į kurį bilietai kainavo penkis centus”. Here, the translator employs the strategy of addition, as the concept is explained in more detail for the target audience. Instance 5 refers to the game of baseball, which is “recognized as the national sport of the United States” (http://encyclopedia.thefreedictionary.com/baseball). However, the term “baseball” is omitted in the target text. Even though the phrase “aukščiausios lygos komandos” may signal the relationship with some kind of sports game, it may be impossible for the target readers to identify the game as baseball.  
The sixth example includes the Italian term “omerta”, which means “a rule or code that prohibits speaking or divulging information about certain activities, especially the activities of a criminal organization” (http://www.thefreedictionary.com/omerta). Therefore, this “law of silence” is an important concept in the context of the Mafia. Due to this reason, the translator uses a localized term “omerta” and keeps closely to the source text.

Examples 7, 8 and 9 refer to the American measurements, and currency. Example 7 includes the phrase “one-acre”, which is translated as “akro ploto”. Thus, the translator decides to localizes the original measure, since the concept of “akras” is well-known in the context of Lithuania. However, in order to be more specific, Petrukaitis adds the word “plotas”. Example 8 mentions a word “gallon”, which stands for “a unit of volume in the U.S. Customary System, used in liquid measure, equal to 4 quarts (3.785 liters)” (http://www.thefreedictionary.com/gallon). The concept is translated as “ąsotis”. The translator uses a completely different concept. Finally, the item “$5000” is translated as “5 tūkst. dolerių“ in instance 9. It is worth noting that the use of the symbol “$” in the source text as well as the ungrammatical structure of the sentence (the sentence is not full), contributes to the informal style. In the target text, the concept is translated using an abbreviation “tūkst.“, which preserves the informal style. Moreover, since dollars are not converted into the litas, the foreign aspect is highlighted.

Example 10 includes the concept “Yankee“, which is translated as “jankė“. “Yankee” means “an American who lives in the North (especially during the American Civil War)” (http://www.thefreedictionary.com/yankee). In this example, “Yankee” is used informally, which can also be seen from the use of the swear-word “hell”. Another meaning of the word “Yankee” is “an American who lives in New England” (http://www.thefreedictionary.com/yankee). Kay, who is called a “Yankee” by her boyfriend Michael, is originally from New England, which is located in the “northeastern United States”; thus she is a Yankee, even though Michael jokes that she behaves more like an Italian than an American. The concept is translated by means of localization without explanations what the concept stands for. 
5.1.3 Political and Social Realia

There are instances of political and social realia that can be found in the novel which mainly refer to names of various governmental organizations, educational institutions, titles and ranks, ways of addressing a person, and military realia.

Table 3 Political and Social Realia: Governmental Organizations, Educational institutions, Titles and Ranks, Aspects of Political Life, Military Realia, Ways of Addressing a Person
	No.
	Mario Puzo

The Godfather
	Mario Puzo

Krikštatėvis, translated by Vytautas Petrukaitis
	Translation Strategy

	1.

	The (1)Congressman of the (2)district must be petitioned. The (3)Congressman would propose a special bill that would allow Enzo to become a citizen. The bill would surely pass (4)Congress. (13)
	Reikia surašyti prašymą (2)apygardos (1)kongresmenui, o (3)šis pasiūlys specialų įstatymo projektą, kuris leis Enzui tapti JAV piliečiu. (4)Kongresas tikrai priims tokį įstatymą [...] (20)
	(1)Localization;

(2)Preservation;

(3)Transformation;

(4)Localization

	2.

	“Those guys are FBI men. (9)
	- Tie vyrukai iš FTB. (16)
	Preservation

	3.

	Eventually Neri was transferred to the beat that held (1)the United Nations building area […]. (2)The United Nations people with their diplomatic immunity parked their limousines all over the streets […] (353)
	Po kurio laiko Nerį pervedė į nuovadą, kurios teritorijoje buvo (1)Jungtinių Tautų Organizacijos pastatai; [...]. Turėdami diplomatinę neliečiamybę, (2)JTO darbuotojai statydavo savo limuzinus, kur pakliūva [...]. (395)
	(1)Preservation+addition;

(2)Preservation+addition

	4.

	Never asking for a favor in return except for the chance to buy black-market OPA sugar coupons during the war. (12)
	[...] nors niekad neprašydavo už tai paslaugos - neminint to, kad karo metu paprašė sudaryti galimybę nusipirkti juodojoje rinkoje Kainų reguliavimo valdybos talonų cukrui. (19)
	Addition

	5.

	He stayed home for a few weeks, then, without consulting anyone, entered Dartmouth College in Hanover, New Hampshire […] (9)
	Keletą savaičių jis pagyveno namuose, paskui su niekuo nepasitaręs įstojo į Dartmuto koledžą Niu Hampšyro valstijos Hanoverio mieste [...] (15)
	Localization

	6.

	In a few short years he had broken the power of the Mafia, simply by arbitrarily arresting anyone even suspected of being a mafioso (italics in the original). (233)
	Vos keleriems metams praėjus, jis pakirto mafijos galią vien tuo, kad savavališkai suimdavo kiekvieną tik įtariamą, kad jis yra mafioso (italics in the original). (261)
	(1)Localization;

(2)Preservation

	7.

	An old Moustache Pete who’d been caught out on the street by gunmen like any dumb small-time hood. (200)
	Senas „ūsuotasis Pitas“, kurį gatvėje kaip eilinį buką smulkų gangsterį nutykojo banditai. (225)
	Preservation

	8.

	Hagen was the Don’s lawyer and acting Consigliori, or counselor […] (italics in the original) (12)
	Heigenas buvo Dono advokatas ir ėjo Consigliori - patarėjo – pareigas [...] (19) (italics in the original)
	Preservation

	9.

	Then he called the safety-valve caporegime in Brooklyn, a man of unquestioned loyalty to the Don (italics in the original). (70)
	Paskui jis paskambino į Brukliną saugumo caporegime, žmogui, kurio ištikimybe Donui niekas negalėjo abejoti (italics in the original). (82) 
	Preservation

	10.

	“Padrone, I swear by the Holy Virgin [...] (5)
	- Padrone, prisiekiu Švenčiausiąja mergele Marija [...] (11) (italics in the orginal)
	Preservation

	11.

	Don Vito Corleone dressed in his gardening uniform […] (345)
	Donas Korleonė apsirengė savo sodininko uniformą [...] (386)
	Localization

	12.

	[…] he had often gone hunting with his father, had often fired the heavy shotgun called the lupara  (italics in the original) (173)
	[…] dažnai eidavo medžioti su tėvu ir dažnai šaudydavo iš sunkaus medžioklinio šautuvo, vadinamo lupara (italics in the original). (194) (italics in the original)
	Preservation


The first example provides three instances of political and social realia, which refer to regional administrative divisions as well as authorities and their offices. The words "district", "Congressman", and "Congress" are found in the first example. A unit of administrative division "district" is translated as "apygarda" in the target text. District may mean “apygarda”, “rajonas”, and “sritis” in Lithuanian. The word “apygarda” in the Lithuanian context has a few meanings: “1. “apylinkė, kraštas apie kokį centrą (miestą); ten gyvenantys žmonės; 2. Kuriam nors specialiam tikslui įvedamo teritorinio paskirstymo vienetas: rinkiminė apygarda” (http://www.lkz.lt/startas.htm). It has to be noted that the term is no longer used to denote an officially administrated division, since the word “rajonas” is used instead (http://www.lkz.lt/startas.htm). The names of the American authority "Congressman" and its office "Congress" are translated by means of localization. Congress is “the national legislative body of the United States, consisting of the Senate and the House of Representatives” (http://www.thefreedictionary.com/congress). The established term “Kongresas” exists in the Lithuanian language, thus the translator localizes the term in the target text. As a result, the aspects of the American political situation is accurately presented in the target text. 


The terms “FBI” and “United Nations” refer to the American organizations: the first (which stands for Federal Bureau of Investigation) is “an agency of the Justice Department responsible for investigating violations of Federal laws” (http://www.thefreedictionary.com/fbi), and the latter is “an international organization of independent states, with its headquarters in New York City, that was formed in 1945 to promote peace and international cooperation and security” (http://www.thefreedictionary.com/United+Nations).  As established translations for these terms exist in Lithuanian; thus, they are respectively translated as “FTB” (an abbreviation for Federalinis tyrimų biuras) and “Jungtinių Tautų Organizacija”. The term “United Nations” is also translated using an abbreviation “JTO”, since the abbreviation is established in the target language. Moreover, in both cases the strategy of addition is also applied, since the word “organizacija” is added. Instance 4 presents another political body, which is "OPA". "OPA" stands for the "Office of Price Administration". Its functions were "originally to control prices (price controls) and rents after the outbreak of World War" (http://encyclopedia.thefreedictionary.com/Office+of+Price+Administration).  As the abbreviation of the concept cause cause difficulties in understanding for the target readers, the term is rendered into the Lithuanian language using a litteraly translated phrase "Kainų reguliavimo valdyba".

Instance 5 includes a reference to an educational institution “college”. The term is used to define “an institution of higher education that grants degrees” (http://www.thefreedictionary.com/college). Despite the fact that there is no pure equivalent of college in the Lithuanian education system, which is different from the American education system, the translator renders the concept as “koledžas” by means of localization.


Examples 6 and 7 offer instances of political and social realia that refer to aspects of social life. The term "Mafia" refers to "a secret criminal organization operating mainly in the United States and Italy and engaged in illegal activities such as gambling, drug-dealing, protection, and prostitution" (http://www.thefreedictionary.com/mafia). Similarly, "mafioso" refers to a person who belongs to the Mafia. An equivalent term "mafija" exists in the Lithuanian language, thus the concept is rendered by means of localization. What concerns the concept "mafioso", although the Lithuanian equivalent is "mafijozas", the translator preserves the item and writes it in italics. As a result, an important aspect of the Italian culture is preserved in the target text. The phrase "Moustache Pete", which is translated literally as "ūsuotasis Pitas", refers to "any old-time crime boss with conservative ideals" (Hendley 2011). However, as the phrase is translated literally without explanation, it is likely to misguide the reader. Moreover, as the phrase is written in quatation marks it implies sarcarsm here. Since the concept is not additionally explained, the original meaning is lost. 

Examples 8 and 9 are also linked to Italian culture; the terms “Consigliori” and “caporegime” are preserved and written in italics. The term “Consigliori”, which means “counselor”, is used in the target text as “Consigliori”. The terms “consigliori” and “caporegime” are of Italian origin. Since the terms may be unfamiliar to the target audience, the translator provides an explanation of the term “caporegime” as “būrio vadas” in the footnotes. However, the meaning of the term “Consigliori” does not need any additional explanation, as its meaning is clearly explained in the source text by the author. 


 Examples 10 and 11 introduce a particular way of addressing a person by calling him “Padrone” and “Don”. “Padrone” in Italian means  1. “an owner or proprietor of an inn, esp in Italy” or 2. “a man who exploitatively employs or finds work for Italian immigrants in America” (http://www.thefreedictionary.com/padrone). The translator decides not to translate the concept in the target text and leaves the term in its original form. He also puts the word in italics and explains the term in Lithuanian in the footnotes at the bottom of the page as “šeimininke (it.)”. This way the original aspect of the Italian culture is preserved. In translating the title “Don”, the translator employs the strategy of localization. One of the meanings of “Don” is “(in the Mafia) the head of a family” (http://www.thefreedictionary.com/don); therefore, by keeping closely to the original concept, the translator preserves the foreign aspect better.


Example 12 includes word the "lupara", which is preserved in the target text and written in italics. The meaning of the term can be deduced from the context, as it is defined as a "heavy shotgun". Moreover, the notion is important to the Italian context as the the gun is "traditionally associated with Cosa Nostra, the Italian organized crime group dominant in Sicily" (http://www.wordnik.com/words/lupara). 

5.1.4 Proper Names

The category of proper names is the widest group of culture-specific items found in the novel, as there are a lot of examples of the use of proper names. Proper names found in the novel can be divided into the following groups: 
· names of people;

· place-names;

· geographical names;

· names of public places;

· titles of newspapers and magazines;

· brand names;
· names of streets.

The examples illustrating each category of proper names are presented in separate tables. First of all, there are a number of characters in the novel The Godfather. What can be said about them is that they are both American and Italian.  
Table 4 Proper Names: Names of People

	No.
	Mario Puzo

The Godfather
	Mario Puzo

Krikštatėvis, translated by Vytautas Petrukaitis
	Translation Strategy

	1.

	“If Moe Greene wanted to talk to your father, why not let him?” (339)
	- Jeigu Mou Grynas nori pasikalbėti su tavo tėvu, tai kodėl gi jam neleidus? (377)
	Localization

	2.

	His two “writers,” a small wiry man called (1)Sally Rags and a big husky fellow called (2)Coach, were already waiting for the action to start. (205)
	Du jo „raštininkai“ – nedidelis, raumeningas (1)Selis Regsas ir stambus, augalotas (2)Koučas jau laukė, kada prasidės statymai. (231)
	(1)Localization

(2)Localization

	3.

	This son, Thomas, without a father’s hand, was giving trouble. (354)
	Augdamas be tėvo, Tomas kėlė rūpesčių [...]. (396)
	Localization

	4.

	“Tommy, you make my sister cry over you and I’ll straighten you out myself.” (354)
	- Tomai, jeigu mano seseriai reikės dar kartą verkti dėl tavęs, aš pats tave sutvarkysiu. (396)
	Globalization 



	No.
	Mario Puzo

The Godfather
	Mario Puzo

Krikštatėvis, translated by Vytautas Petrukaitis
	Translation Strategy

	5.

	Michael Corleone was the youngest son of the Don […] (8)
	Maiklas Korleonė buvo jauniausias Dono sūnus [...] (14)
	Localization

	6.

	He’ll need a smart boy like Mike. (37)
	Jam reikės tokio apsukraus vaikino kaip Maiklas. (46)
	Globalization

	7.

	“Dr. (1)Kennedy, can we go to see him now?” 

Dr. (2)Kennedy looked over the large group with exasperation. (34)
	- Daktare (1)Kenedi, ar galima dabar pas jį užeiti?

Gydytojas (2) piktai nužvelgė didžiulį lankytojų būrį. (42)
	(1)Localization;

(2)Omission

	8.

	The eldest, baptized (1)Santino but called (2)Sonny by everyone except his father, was looked at askance by the older Italian men […] (7)
	Į vyriausiąjį, krikštytą (1)Santinu, bet visų, išskyrus tėvą, vadinamą (2)Soniu, vyresnio amžiaus italai žvelgė šnairai [...] (13)
	(1)Localization

(2)Localization

	9.

	The second son, (1)Frederico, called (2)Fred or (3)Fredo, was a child every Italian prayed to the saints for. (7)
	Antrasis sūnus (1)Frederikas, vadinamas (2)Fredu, buvo vaikas, kokio kiekvienas italas meldžia šventųjų. (14)
	(1)Localization; 

(2)Localization;

(3)Omission

	10.

	Don Vito Corleone was a man to whom everybody came for help [...] (6)
	Donas Vitas Korleonė buvo žmogus, į kurį visi kreipdavosi pagalbos [...] (12)
	Localization

	11.

	The men were (1)Amerigo Bonasera, (2)Nazorine the Baker, (3)Anthony Coppola and (4)Luca Brasi. (9)
	Tai buvo (1)Amerigas Bonasera, (2)kepėjas Nazorinis, (3)Antonis Kopola ir (4)Lukas Brazis. (15)
	(1)Localization + Preservation; 

(2)Localization+preservation;

(3)Localization;

(4)Localization

	12.

	His name was Anthony Coppola [...] (13)
	Tai buvo Antonijus Kopola [...] (20)
	Localization

	13.

	The great Al Capone was Maranzano’s friend and he had his own organization, his own men […] (183)
	Salvatorė Maranzanas turėjo galingą organizaciją ir smarkių gangsterių. Jis draugavo su Čikagos mafijos vadeiva Kapone […] (205)
	Omission+Addition+Localization


Instance 1 includes the name “Moe Greene”, which is translated as “Mou Grynas”. Thus, the translator translates the item by means of localization. Instance 2 mentions two names: “Sally Rags” and “Coach”, which are translated as “Selis Regsas” and “Koučas”. Therefore, the translator once again employs the strategy of localization. It is worth mentioning that in the case of translating the nickname “Coach”, the translator does not try to adapt the name to the Lithuanian context and translate the name literally as “Treneris”. Instead, Petrukaitis adds the Lithuanian inflections, and, as a result, the meaning is lost. Instances 3 and 4 include the use of the name “Thomas”. The Lithuanian equivalent is “Tomas”, thus the translator uses it in the target text. The diminutive “Tommy” is also translated as “Tomas”, which leads to the loss meaning and especially to the loss of the feeling of familiarity between the characters. The same can be said about instances 5 and 6. In instance 5, the name “Michael Corleone” is translated as “Maiklas Korleonė” by means of localization, but in instance 6, the diminutive name “Mike” is translated the same as “Maiklas”. Therefore, the translator uses a more neutral word and does not differentiate the variants of the name “Michael”. This leads to the loss of the diminutive meaning. Instance 7 demonstrates the use of the surname “Kennedy”. In the first sentence, it is translated by means of localization, adding the Lithuanian ending -is. However, in the second sentence the surname “Kennedy” is not translated; thus, Petrukaitis decides not to repeat it again. Instead, the doctor’s profession is highlighted, since the abbreviation “Dr.” in the source text is writtern as a full word “daktaras”.
The following examples 8 and 9 demonstrate the use of Italian names as well as choices of the translator. For instance, the name “Santino” is translated as “Santinas”, and “Sonny” – as “Sonis”. Translator localizes these names in the target text. Instance 9 includes two variants of the name “Frederico”: “Fred” and “Fredo”. However, the target text suggests only one variant “Fredas”; therefore, the translator decides to omit the name “Fredo”. Instances 10, 11, and 12 offer five Italian names for the analysis of personal names. For instance, the names “Vito Corleone” and “Amerigo Bonasera” which are purely Italian in their form (the inflection –o) are translated by means of localization as “Vitas Korleonė” and “Amerigas Bonasera”. However, in the case of the latter example, it can be noticed that the translator localizes only the first name but leaves the surname “Bonasera” in its original form. The names “Luca Brasi” and “Anthony Coppola” are also translated by means of localization as “Lukas Brazis” and “Antonis Kopola”. However, when the reader comes across the same name for the second time, the name “Anthony” is translated differently, and it becomes “Antonijus”. In example 2, the phrase “Nazorine the Baker”, in which the word “Baker” stands after the name “Nazorine” is used to highlight the character’s profession; however, in the target text the emphasis is lost, which is also visible from the use of the non-capital letters in the word “kepėjas“ in the target text. The last example introduces the personal name "Al Capone", which is translated in the target text by means of localization, omission and addition. First of all, "Al Capone" refers to a notorious gangster; therefore, Petrukaitis highlites such notoriety and explicates the name by adding the phrase "Čikagos mafijos vadeiva". Moreover, the name "Capone" is localized as "Kaponė", whereas the name "Al" is omitted. 

Another group of proper names found in The Godfather refers to place-names of various countries, and cities in and outside America. 
Table 5 Proper Names: Place-Names
	No.
	Mario Puzo

The Godfather
	Mario Puzo

Krikštatėvis, translated by Vytautas Petrukaitis
	Translation Strategy

	1.

	[…] he’d been shunted aside with a small bookmaker’s business on the (1)Upper East Side of Manhattan. He’d counted on one of the houses in the mall on (2)Long Beach […] (200)
	[...] jį nustūmė į šalį, davę nedidelę bukmekerio verslą (1)Manheteno Ist Saide. Jis tikėjosi gauti vieną iš namų (2)Long Byčo alėjoje [...] (225)
	(1)Localization + Omission;

(2)Localization

	2.

	[…] Dons from (1)San Francisco and (2)Los Angeles, (3)Boston and (4)Cleveland. (347)
	Atvyko donai iš (1)San Francisko ir (2)Los Andželo, (3)Bostono ir (4)Klivlendo.
	(1)Localization;

(2)Localization;

(3)Localization;

(4)Localization

	3.

	He stayed home for a few weeks, then, without consulting anyone, entered Dartmouth College in (1)Hanover, (2)New Hampshire […] (9)
	Keletą savaičių jis pagyveno namuose, paskui su niekuo nepasitaręs įstojo į Dartmuto koledžą (2)Niu Hampšyro valstijos (1)Hanoverio mieste [...] (15)
	(1)Localization + Addition;

(1)Localization + Addition

	4.

	On the afternoon of Michael’s return from Vegas […] (336)
	Tą popietę, kai Maiklas turėjo grįžti iš Las Vegaso [...] (374)
	Localization + Addition

	5.

	Michael had married Kay up in New England (331)
	Maiklas ir Kei susituokė Niu Hampšyro valstijoje. (370)
	Addition

	6.

	[...] when he had been a tough teenager in New York’s Hell’s Kitchen. (4)
	[...] kai dar buvo padauža paauglys Niujorko „Velnio virtuvėje". (10)
	Preservation

	7.

	A fine Italian lad from Sicily [...] (13)
	Puikus vaikinas, italas iš Sicilijos [...] (19)
	Localization


For instance, the names “Upper East Side of Manhattan”, “Long Beach”, “San Francisco”, “Los Angeles”, “Boston” and “Cleveland” are respectively translated as “Manheteno Ist Saidas”, “Long Byčas”, “San Franciskas”, “Los Andželas”, “Bostonas” and “Klivlendas”. The names are translated by means of localization, except for the first name, as the phrase “Upper East” is omitted in the target text. In example 3, the place-name “Hanover, New Hampshire” is translated by means of localization and addition as “Niu Hampšyro valstijos Hanoverio miestas”. In the example, Lithuanian inflections and the word “miestas” are added as well as in order to specify the location. The name “Vegas” is translated as “Las Vegasas. It is translated by means of localization and addition; thus, Lithuanian inflections and the particle “Las” are added. Instance 5 demonstrates the translator’s choice to use a more specific concept, since the place-name “New England” becomes “Niu Hampširo valstija” in the target text. In fact, “New England” is “a region in the northeastern corner of the United States consisting of the six states of Maine, New Hampshire, Vermont, Massachusetts, Rhode Island, and Connecticut” (http://www.merriam-webster.com/dictionary/new%20england). In this case, Petrukaitis differentiates the one state in which the action takes place and not the whole region. Example 6 presents the name "Hell's Kitchen", which is literally translated as "Velnio virtuvė" and written in quotation marks. The term "Hell's Kitchen" refers to a "district in Manhattan formerly noted for its slums and vice" (http://www.thefreedictionary.com/hell's+kitchen). Even though the name preserves its negative connotations in the target text due to the word “velnio”, it may be unclear to the reader what the real meaning of the concept is.  Example 7 includes the Italian name “Sicily”. As the equivalent term “Sicilija” exists in Lithuanian, it is translated by means of localization.

In the novel, there are a number of proper names which refer to such public places as hospitals, hotels, parks or restaurants. 
Table 6 Proper Names: Public Places
	No.
	Mario Puzo

The Godfather
	Mario Puzo

Krikštatėvis, translated by Vytautas Petrukaitis
	Translation Strategy

	1.

	He died two hours later in the Harlem Hospital. (356)
	[...] po dviejų valandų jis mirė Harlemo ligoninėje.
	Localization+
preservation


	2.

	He was already in New York, and he had called from a room in the Hotel Pennsylvania less than ten blocks away. (62)
	Jis jau buvo Niujorke ir skambino jam iš “Pensilvanijos” viešbučio […] (74)
	Localization+

preservation

	3.

	He went into the Vera Mario Restaurant […] (87)
	[…] jis nuėjo į “Vera Marijo” restoraną […] (101)
	Localization+

preservation

	4.

	[…] whenever he sang at the Capitol […] (31)
	[...] kiekvieną kartą, kai jis dainuodavo „Kapitolijuj“ [...] (39)
	Localization


The first example introduces the name "Harlem Hospital", which is translated as “Harlemo ligoninė”. However, it is worth noticing that in the source text the name “Harlem Hospital” is written in capital letters, thus it seems that the title refers to a particular institution under such name. In the target text, the name “Harlem” is localized into “Harlemo”, and the word “Hospital” is literary translated as “ligoninė”. Thus, in the target text, it seems that the name refers to one of the hospitals in Harlem. Example 2 contains the name “Hotel Pensylvania”. In the target text, it is translated as “Pensilvanijos” viešbutis”. Therefore, the translator localizes the name of the hotel and writes it in the quotation marks but translates the word “hotel” literally as “viešbutis”. What concerns the name “Vera Mario Restaurant” given in example 3, in the target text, the phrase “Vera Mario” is preserved and written in quotation marks, and a generative term "restaurant", which is literary translated into “restoranas”, follows the name in quotation marks, since it follows the correct word order in the Lithuanian language (http://ualgiman.dtiltas.lt/neteiktina_zodziu_tvarka.html). Example 4 includes the name "Capitol", which is localized and written in quatation marks in the target text. In fact, The "Capitol" is “the building in Washington, D.C., where the Congress of the United States meets” (http://encyclopedia.thefreedictionary.com/United+States+Capitol). However, the importance of the concept is not reflected in the target text, as it is not additionaly explained. It may seem to the reader that “Kapitolijus” refers to a concert hall rather than a higly important building of the government.
Also, the novel includes proper names which refer to various periodicals.
Table 7 Proper Names: Names of Newspapers and Magazines
	No.
	Mario Puzo

The Godfather
	Mario Puzo

Krikštatėvis, translated by Vytautas Petrukaitis
	Translation Strategy

	1.

	In 1944 his picture was printed in Life magazine […] (8)
	1944 metais žurnale "Life" buvo išspausdinta jo nuotrauka [...] (15)
	Preservation

	2.

	Directly behind the police was the Daily News radio car […] (67)
	Tuoj pat už policijos važiavo radiofikuotas laikraščio “Deili Njuz” automobilis […] (78)
	Localization + Addition

	3.

	As that car pulled away it was followed by the Daily News radio car. (67)
	Jam nuvažiavus, iš paskos pasuko “Deili Njuz” automobilis […] (79)
	Localization


Instances 1, 2 and 3 demonstrate the use of the names of periodicals “Life” and “The Daily News”. In the target text, the titles are translated inconsistently. In instance 1, the title “Life” is translated by means of preservation, as the original title is written in quotation marks in the target text. The word “magazine” is translated literally as “žurnalas”. The name “The Daily News”, however, is translated applying other strategies. In instances 2 and 3 the title is localized and written in quotation marks in both instances. In instance 3, besides localization the strategy of addition is also relied upon, since the word “laikraštis” is added in order to specify the concept.


One can find various brand names in the novel.
Table 8 Proper Names: Brand Names
	No.
	Mario Puzo

The Godfather
	Mario Puzo

Krikštatėvis, translated by Vytautas Petrukaitis
	Translation Strategy

	1.

	He gave the baker a (1)Di Nobili cigar and a glass of yellow (2)Strega […] (13)
	Jis ištiesė kepėjui (1)"Di Nobili" cigarą, stiklą geltono (2)apelsinų likerio “Strega" [...] (19)
	(1)Preservation; (2)Preservation + Addition 

	2.

	Don Corleone was filling glasses from the yellow bottle of Strega. (25)
	Donas Korleonė pylė į taures geltonojo „Strega“. (32)
	Preservation

	3.

	Freddie leaned casually against the fender of the heavy Buick. (67)
	Fredis stovėjo, nerūpestingai atsirėmęs į sunkaus biuiko sparną. (77)
	Localization

	4.

	[…] a black Chevrolet sedan came to a stop on the far side of the paved mall. (9)
	[...] tolimame grįstos alėjos gale sustojo juodas ševrolė. (15)
	Localization+ Omission

	5.

	It was a stolen California plate and there were one hundred thousand black Chevy sedans in New York City. (52)
	Numeriai buvo vogti, kalifornietiški, o Niujorke buvo šimtas tūkstančių juodų ševrolė. (62)
	Localization+ Omission


The brand of cigars “Di Nobili” is translated by means of preservation as well as using the quotation marks; however, the name of the alcohol drink “Strega” is translated not only using the strategy of preservation but also addition, as the translator specifies the type of the drink adding the phrase “apelsinų likeris”. Instance 2 shows that the translator does not repeat this strategy when he comes across this proper name once again as the reader is already familiar with the concept. Therefore, the original name is preserved and written in quotation marks.


Instances 3, 4, and 5 refer to brands of cars “Buick” and “Chevrolet”. The title “Buick” is translated as “biuikas”; even if it is localized, lower-case letters are used. Consequently, the original aspect of the car being American is not highlighted. “Buick” is “the oldest active American [car] make” (http://encyclopedia.thefreedictionary.com/Buick). “Chevrolet”, which is also called “Chevy”, is considered to be the “highest-selling [car] brand to the present day” (http://encyclopedia.thefreedictionary.com/chevy). However, both variants “Chevrolet” and “Chevy” are translated as “ševrolė”. “Ševrolė” is localized and written in lower-case letters, which means that the translator decides not to highlight this particular brand of cars. And lastly, the word “sedan” in both instances is omitted. Therefore, the type of car is not specified in the target text.


Also, there are a lot of names of streets in the novel. The majority of the names include not only the word “street” but also such words as “avenue”, “parkway”, or “expressway” when referring to various types of roads. Some difficulties may arise when these titles are translated. In translating Petrukaitis employs the best translation problem possible. 
Table 9 Proper Names: Names of Streets
	No.
	Mario Puzo

The Godfather
	Mario Puzo

Krikštatėvis, translated by Vytautas Petrukaitis
	Translation Strategy

	1.

	[…] Carlo Rizzi sped crosstown on 96th Street to the East Side. (203)
	[...] Karlas Ricis lėkė automobiliu iš Devyniasdešimt šeštosios gatvės į kitą miesto galą, į Ist Saidą. (229)
	Preservation

	2.

	Sally Rags had walked down to Third Avenue […] (208)
	Selis Regsas tuo tarpu nuėjo į Trečiąją aveniu [...] (234)
	Preservation+
localization

	3.

	[…] on the Belt Parkway to Manhattan. (32)
	[...] kelyje iš Belto alėjos į Manheteną [...] (41)
	Localization+

preservation 

	4.

	Then instead of going back by the same route, he took the (1)Jones Beach Causeway right on through to the town of Merrick and onto the (2)Meadowbrook Parkway until he reached the (3)Northern State Parkway. He rode that to the (4)Long Island Expressway and then continued on to the Whitestone Bridge and through the Bronx to his home in Manhattan. (88)
	Užuot grįžęs tuo pat keliu, jis nuvažiavo (1)Džounz Byčo pylimu iki pat Meriko miesto, paskui įsuko į (2)Medoubruko bulvarą ir juo važiavo iki (3)Šiaurinio valstijos bulvaro, nuo čia – iki (4)Long Ailendo autostrados, o paskui per Vaitstouno titltą ir Bronksą parlėkė į savo namus Manhetene. (102)
	(1)Localization+preservation; 

(2)Localization+preservation;

(3)Preservation;

(4)Localization+

preservation 


The first example includes is the title “96th Street”, which is translated into Lithuanian as “Devyniasdešimt šeštoji gatvė”. Thus, Petrukaitis translates the phrase literally and, instead of writing number “96”, he writes it in words, as it is more common in the Lithuanian context. Instance 2 includes the name “Third Avenue”, which is rendered as “Trečioji aveniu”. The word “avenue” is preserved in the target text. “Avenue” refers to “a wide road, with trees or tall buildings on both sides” (http://dictionary.cabridge.org/dictionary/british/avenue_1). Despite the fact that even equivalent terms such as “alėja”, or “prospektas” exist in Lithuanian, the translator decides to maintain the word “avenue” in order to emphasize the American context in which the action takes place. Another example to be discussed is the translation of “Belt Parkway”. The word “parkway” means “a wide road, usually divided, with an area of grass and trees on both sides and in the middle” (http://dictionary.cambridge.org/dictionary/british/parkway). In Lithuanian it means “bulvaras” and “alėja”; moreover, it is used in the American context (Piesarskas 2005).  Equivalent terms “bulvaras” and “alėja” exist in Lithuanian; therefore, Petrukaitis chooses the term “alėja”. Moreover, the translator adapts the name to the Lithuanian audience by adding the Lithuanian inflection to the name “Belt” and translates it as “Belto alėja”. 
Instance 4 provides a number of culture specific items referring to the names of various types of roads. First of all, the title “Jones Beach Causeway” is translated as “Džounz Byčo pylimas”. Translator Petrukaitis translates the phrase by means of localization, since the name “Jones” is transliterated as “Džounz” (keeping close to the original pronunciation), and Lithuanian inflections are added to the word “beach” (“Byčo“). Word “causeway”, which means “a raised path, especially across a wet area” (http://dictionary.cambridge.org/dictionary/british/causeway), is translated as “pylimas”. In Lithuanian the word “pylimas” has a few meanings: “supilta žemių juosta”, “užtvanka”, “molas”, and “apkasas” (http://www.lkz.lt/startas.htm). Backtranslation of “causeway” is “kelias pylimu” and “grindinys” (Piesarskas 2005).  “Meadowbrook Parkway” and “Northern State Parkway” are translated as “Medoubruko bulvaras” and “Šiaurinis valstijos bulvaras”. Hence, the title is translated by means of localization, as the Lithuanian inflections are added. However, as noted in instance 3, the concept “parkway” has been translated as “alėja”, whereas in instance 4 it is translated as “bulvaras”. “Long Island Expressway” is translated as “Long Ailendo autostrada”, since the word “expressway” means “autostrada” and “greitkelis”, and is generally used in reference to the American life (Piesarskas 2005). Petrukaitis localizes the words “Long Iland” as “Long Ailendo”, and translates literally the word “expressway”. Therefore, the phrase is translated using a combination of localization+preservation.

In conclusion, there a number of proper names in the novel The Godfather, which mainly refer to people, and places. When translating these proper names, Vytautas Petrukaitis most often employs the strategy of localization. Proper names referring to streets, public places, brand names, and periodicals are usually translated by combining two different translation strategies, for instance, localization+preservation, and localization+addition.
5.2 Culture-specific Items in the Subtitles of the Film The Godfather
The film The Godfather, the screen adaptation of the novel by Puzo, is based on the novel The Godfather (1969) and delivered to the public in 1972 by an American film director Francis Ford Coppola (DiMare 2011: 609). The screenplay for the film was written by Coppola in collaboration with the writer of the novel Puzo (Phillips 2004: 90). Both the novel and the film are considered as masterpieces (DiMare 2011: 609). The novel is the best-selling novel about Mafia, and the film The Godfather is called one of the most “important gangster films of the seventies” (Hardy in Larke-Walsh 2010: 34). The film has won a number of awards, including the award for the “Best Screenplay Based on Material from Another Medium” (DiMare 2011: 609). Though the film The Godfather is considered to be a faithful adaptation, some of the scenes that appear in the novel are not included in the film (Messenger 2002: 8). As although Puzo shared screenwriting credits with Coppola, it was Coppola who tightened the family melodrama, straightened out the narrative’s chronology, removed some of Puzo’s more egregiously sensational moments” (Messenger 2002: 7-8). 

As it has been stated before, the relationship between literature and cinema is very close. The main difference between these two mediums is that in literature words are the main means of expression, whereas in films, “viewers also receive non-verbal information from the images” (Coelho: 4). Moreover, “Whatever may be omitted or lacking in the written mode will be compensated for through the visual and acoustic presence of the original” (Bravo 2009: 88). Culture-specific items are considered as an issue not only in literary translation but also in audiovisual translation. In the words of Chiaro, culture-specific items “can be either exclusively or predominantly visual [...], exclusively verbal or else both visual and verbal in nature” (Chiaro in Munday 2009: 156). Therefore, it is worth considering how culture-specific items are presented through the images of the film The Godfather. 

Culture-specific items identified in the subtitles of the film The Godfather can be divided into the categories following the classification of culture-specific items suggested by Mikutytė: ethnographic realia, political and social realia, and the category of proper names (Mikutytė 2005). 
Chart 2. Categories of Culture-specific items in the Subtitles of the Film The Godfather.
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As it can be observed in Chart 2, the category of proper names incorporates the largest number of culture-specific items - 69 proper names. 14 instances of political and social realia have been identified as well as 13 instances of ethnographic realia. 

Furthermore, translation strategies as suggested by Davies, which include localization, preservation, globalization, addition, omission, transformation, and creation, are identified and the translation choices are discussed. 
5.2.1 Ethnographic Realia 

As it has already been stated earlier, Mikutytė explains that ethnographic realia can be subdivided into smaller categories:

· objects of everyday life such as food, drinks, public establishments, clothes, shoes, accessories, types of houses, furniture, dishes, and a means of transport; 
· a sphere of work: types of work, workers, and hoursewares;
· art and culture: music, dances, theatre, folklore, and mythology;
· customs and rituals;
· celebrations and games;
· measurements, and currency;
· ethnical phenomena, and religion (Mikutytė 2005).

What concerns ethnographic realia found in the subtitles of the film The Godfather, they mainly refer to everyday life. There are references to food and drinks, games, and currency.

Table 10 Ethnographic Realia: Food, Games, and Currency 

	No.
	The Godfather, dir. Francis Ford Coppola
	Krikštatėvis, rež. Francis Ford Coppola
	Translation Strategy

	1. 
	I got two (1)gabagool, (2)capocol, and a (3)prosciut. (00:09:17)
	Atnešk dvi lėkštes (1)sprandinės, dar (2)dešros ir (3)rūkyto kumpio.
	(1)Localization
(2)Globalization

(3)Localization

	2. 
	He‘s playing pinochle with my men. (01:14:40)
	Jis lošia kortomis su mano vyrais.
	Globalization

	3. 
	I need those politicians that you carry in your pocket, like (1)nickels and (2)dimes. (00:34:09)
	Man reikia tų politikų, kuriuos nešiojiesi kišenėje kaip centus.
	Globalization



There are other examples of culture-specific items that allude to the Italian culture. In instance 1, the words “gabagool”, “capocol”, and “prosciut” are items of food. “Gabagool” “is slang for “capicola”, which is “a thinly sliced Italian luncheon meat, taken from the shoulder (collo) and neck (capo - head) of a pig” (http://www.fanabala.com/).  It is known as “Capicola Ham” (http://www.definition-of.net/gabagool). The difference between the words “gabagool” and “capicola” is that “gabagool” is used in Napolitan dialect by many Italian-Americans (http://www.definition-of.net/gabagool). In the Lithuanian subtitles, the concept is rendered into “sprandinė”; thus, the conept is localized. “Capocol” refers to “a cured and smoked pork product cased like a sausage” (http://www.merriam-webster.com/dictionary/capocollo). The concept is translated as “dešra”; however, it is a neutral word and it does not reveal specicic characteristics of a product (that it is cured, smoked, and made from pork). However, the Lithuanian translation “dešra” does not imply this aspect. The strategy of globalization is used once again. “Prosciut” is a “dry-cured Italian ham usually sliced thin” (http://www.merriam-webster.com/dictionary/prosciutto), which is translated as rūkytas kumpis. The translation corresponds to the definition, thus the strategy of localization is used. 

Another instance of ethnographic realia present in the subtitles of the film The Godfather is the use of the word pinochle. It can be defined as “a game of cards for two to four persons, played with a special deck of 48 cards, with points being scored by taking tricks and forming certain combinations” (http://www.thefreedictionary.com/pinochle). This particular game of cards is translated into the Lithuanian language simply as kortos. Thus, the strategy of globalization has been applied.


Also, there are references to foreign currency. For instance, the words “nickels” and “dimes” are introduced. A “nickel” is a five cent coin (http://www.thefreedictionary.com/nickel) and a “dime” is a ten cent coin (http://www.thefreedictionary.com/dime). They are both used nowadays. Since such currency does not exist in Lithuania, the concept is translatet as “centai”, applying the strategy of globalization once again.

As it has been stated before, in the novel, culture-specific items are presented in a different way than in the film. For instance, in the novel, the writer can devote more time and provide details in order to convey information about a particular phenomenon, whereas in the film, culture-specific items are supplemented by the visuals of the film. 
Table 11 Ethnographic Realia Presented Visually in the Film The Godfather
	No.
	The Godfather, dir. Francis Ford Coppola
	Krikštatėvis, rež. Francis Ford Coppola
	Translation Strategy

	1.
	You like your lasagne? (00:13:41)
	Ar lazanija skani?
	Localization

	2.
	Don’t forget the cannoli. (00:53:10). 
	Nepamiršk cannoli.
	Preservation

	3.
	Leave the gun. Take the cannoli. (00:54:58)
	Palik ginklą. Paimk cannoli.
	Preservation

	4.
	A drink? Brandy will sweat it out”. (00:52:03)
	Nori gerti? Brendis išprakaituos ligą.
	Localization

	5.
	20, 30 grand.  (00:09:04)
	20, 30 tūkstančių dolerių.
	Addition

	6.
	- What's this?

- A Sicilian message.

It means Luca Brasi sleeps with the fishes. (00:52:48)
	- Kas čia po velnių?

 - Siciliečių žinutė.

Tai reiškia, kad Lukas Brazis miega su žuvim.
	Preservation


Food is presented directly in the film. For instance, at the wedding scene, Kay and Michael are sitting at the table and talking, when suddenly Michael asks Kay “You like your lasagne?”, which is translated as “Ar lazanija skani?”. Kay answers that the food is delicious and continuous eating. “Lasagna” means “thin wide sheets of pasta, or savoury food consisting of layers of this combined with cheese and meat or vegetables” (http://dictionary.cambridge.org/dictionary/british/lasagne?q=lasagne). The name of this dish is translated as “lazanija”. Thus, the item is localized without additional explanation, since the Lithuanian audience is most likely familiar with this dish. Moreover, as the word “lasagna” is followed by the adjective “skani” (meaning “delicious”), it is clear that the reference is to food. Despite the fact that “lasagne” is not clearly visible, the viewers can understand that “lasagne” refers to some kind of food that Kay is eating. 

Another type of food mentioned in the film is “cannoli” (00:53:10). In a scene when Clemenza leaves home, his wife tells him, “Don’t forget the cannoli”, which is translated in the subtitles as “Nepamiršk cannoli”. The concept is not explained; therefore, the viewer might experience difficulty in understanding what “cannoli” refers to. The word is written in italics, thus the foreign aspect is preserved. In a subsequent scene, in which Clemenza is shown participating in the killing of Paulie Gato, the word “cannoli” is mentioned once again. This time, after Paulie Gato is killed, Clemenza tells his companion Rocco, “Leave the gun. Take the cannoli” (00:54:58), which is translated as “Palik ginklą. Paimk cannoli”. The viewer can see Rocco take a small box with a ribbon around it and give it to Clemenza. Even if cannoli is not directly shown, the viewer can guess that it refers to some kind of food, since the package reminds of a box in which cakes are usually put. In fact, cannoli is “ricotta-filled Sicilian sweets”, which “are commonly used as emblematic to Italian (Sicilian) American culture” (Ruberto 2007: 106).


References to drinks also appear in the film. The viewers can see rich people drinking expensive drinks such as whisky and brandy in the background. For instance, in one scene “brandy” is mentioned: “A drink? Brandy will sweat it out” (00:52:03). In this scene, Sonny offers Paulie, who is sick, a drink of brandy. Viewers, who have knowledge about expensive drinks, might recognize the drinks from the bottles or glasses, from which the drinks are usually served. 

The beginning of the film which depicts the wedding of Don Corleone’s daughter (00:13:11). The action takes place in Don Corleone’s garden, which is full of people, who are celebrating. The first song that can be heard in the film is “Tarantella” (Phillips 2004: 138). In the novel, “tarantella” is mentioned in the wedding scene, and is described as “rustic and lusty” (Puzo 1969: 11). In the movie, the viewers can see and hear the wedding musicians playing a fast and brisk melody and observe the guests who are dancing in the yard. Despite the fact that the name of the dance is not mentioned, it is possible to understand that the song played is a traditional Italian and make a connection to the Italian culture, since the celebration takes place in the Italian household. In general, music plays an important part in the film, since it represents the Italian culture at its best. For instance, the wedding scene also introduces Don Corleone’s wife who sings an Italian song “Che la Luna” (Stanley 2002: 104). Thus, in the film, aspects of the Italian culture are presented visually and with the help of sound. 


Another category of ethnographic realia, which refers to currency, can also be found in the film. For instance, the subtitles include the phrase “20, 30 grand”, which is translated as “20, 30 tūkstančių dolerių. “Grand” is a slang expression for “a thousand dollars” (http://www.thefreedictionary.com/grand). It is translated as “tūkstančiai dolerių”. In a particular scene (00:09:04), a character is seen holding a big pile of money.


The last instance includes the phrase “sleeps with fishes”, which is translated as “miega su žuvimis” by means of preservation. The phrase refers to a notorious custom in the context of Mafia: a person “sleeps with fishes” when he/she is murdered and thrown into the water (Stefano 2007: 140). This culture-specific reference is presented visually in the film, in the scene when Sonny commands his guards to find Luca Brazi and receives a package, fish wrapped in paper, which symbolizes that Luca Brazi is dead. At first Sonny does not understand the message but his guards explains that it is “a Sicilian message” (00:52:48), meaning that Luca Brazi is dead like those fish. 
5.2.2 Political and Social Realia 
According to Mikutytė, political and social realia refer to regional administrative divisions, authorities and their offices, educational and cultural institutions and organizations as well as religious movements. They also include titles and ranks, castes and classes, ways of addressing, and military realia (Mikutytė 2005).


Political and social realia found in the subtitles of the film, mainly refer to various governmental organizations, educational institutions, titles and ranks, and ways of address.

Table 12 Political and Social Realia: Governmental Organizations, Titles and Ranks, and Military Realia 

	No.
	The Godfather, dir. Francis Ford Coppola
	Krikštatėvis, rež. Francis Ford Coppola
	Translation Strategy

	1. 
	Goddamn FBI don‘t respect nothing! (00:10:18)
	Prakeiktas FTB nieko negerbia!
	Preservation

	2. 
	For justice, we must go to Don Corleone. (00:02:41)
	Teisingumo vardan turime eiti pas doną Korleonę.
	Localization

	3. 
	Take me to the America, G.I.! (01:34:44)
	Kareiviai, pasiimkit mane į Ameriką! 
	Globalization



The first example of political and social realia in the subtitles of the film is “FBI”. It is an abbreviation of the “Federal Bureau of Investigation”, which is “one of the national police forces in the US controlled by the central government” (http://dictionary.cambridge.org/dictionary/british/the-fbi?q=fbi). The Lithuanian subtitles contain the abbreviation “FTB”, which stands for the “Federalinis tyrimų biuras”. Thus, the concept is localized using the established Lithuanian abbreviation.


Some of the political and social realia found in the novel The Godfather and the subtitles of the film of the same name refer to particular titles and ranks, such as “Don”. As it has already been found, Don is an Italian concept, used to refer to a leader of Mafia, who is very powerful (http://www.merriam-webster.com/dictionary/don?show=1&t=1321811200). In the Lithuanian subtitles, it is rendered into donas. Thus, the item is localized and left without any explanation.


Example 3 refers to a military concept “G.I.”, which stands for “a soldier in the US Army, especially an enlisted man” (http://www.thefreedictionary.com/Gi). It is an informal word which is translated as “kareiviai”. Thus, the concept is globalized, since “kareiviai” is a more general word.  
It seems that the category of political and social realia might have posed difficulties for both the translator of the novel and the subtitles. For instance, there are culture-specific items which represent various titles and ranks. The word “congressman”, which refers to a member of Congress, which is “the elected group of politicians in the US who are responsible for making the law” (http://dictionary.cambridge.org/dictionary/british/congress_1?q=congress), is translated as “kongresmenas” in the novel and as “kongreso narys” in the subtitles. Despite the fact that political and governmental institutions differ from the ones in Lithuania, the concept is likely to be known to the target audience. Moreover, both variants are proper in the Lithuanian language (http://www.vlkk.lt/lit/90133).

Table 12 Political and Social Realia Presented Visually in the Film The Godfather. 
	No.
	The Godfather, dir. Francis Ford Coppola
	Krikštatėvis, rež. Francis Ford Coppola
	Translation Strategy

	1.
	Goddamn FBI don‘t respect nothing! (00:10:18)
	Prakeiktas FTB nieko negerbia!
	Preservation

	2.
	“No more, consigliori” (01:08:37)
	Ne šįkart, Consigliori.
	Preservation

	3.
	For justice, we must go to Don Corleone. (00:02:41)
	Teisingumo vardan turime eiti pas doną Korleonę.
	Localization

	4.
	Signor Sollozzo, my no is final (italics in the original).
	Signor Solocai, mano “ne” yra galutinis (italics in the original).
	Preservation
	


The wedding, which takes place in the yard of the Corleone family, is highly protected, since only invited guests are let inside. Such people as photographers or policemen are not allowed. For instance, the viewers can observe how Sonny behaves when he notices unfamiliar men walking in the street and writing down the numbers of the cars, which belong to the wedding guests. When Sonny gets angry, he goes to a man sitting in a car and orders him to leave. However, the man appears to be a police officer, since he shows Sonny some documents. Suddenly Sonny can be heard shouting “Goddamn FBI don’t respect nothing”. The concept “FBI” is translated as “FTB”, which is an equivalent for “Federalinis tyrimų biuras“ in Lithuanian. The abbreviation is most likely familiar to the Lithuanian audience, moreover, the concept is clearly represented in the scene. The viewers can observe how the members of the FBI behave.   


The concept “Consigliori” is mentioned in several scenes. At the wedding, Michael tells Kay that Tom Hagen functions as a consigliere in the family. Kay is not familiar with this position and asks Michael to explain it to her. Michael tells her that consigliori is “like a counselor, an advisor. Very important for the family”, which is rendered in the Lithuanian subtitles as “tai tarsi konsultantas, patarėjas. Labai svarbus šeimai.” “Consigliori” is preserved in the subtitles and written in the italics. In other scenes, the viewers can observe Tom Hagen acting like an advisor: he is seen discussing business with Don Vito Corleone, dealing directly with members of other families, etc. He is proving his position to be very important, risky, and requiring dedication and responsibility. Despite the fact that Tom Hagen is not really a member of the Corleone family, since he was adopted by Vito Corleone as a child, he is respected by everyone. For instance, all the members of the Corleone family address him as consigliere: “No more, consigliori” (01:08:37 ) (Sonny speaks with Tom Hagen).  


Various forms of addressing a person are used in the film. The concept “Don” is frequently mentioned in the film. Various characters address Vito Corleone as “Don”, which reveals that Vito Corleone is highly respected, since “Don” refers to “the leader of an organized-crime family” (http://www.thefreedictionary.com/don). By using these this term, other characters act as Vito Corleone’s inferiors and acknowledge his superiority and power. For instance, when Bonasera comes to Vito Corleone for help, he says “I came to ask Don Corleone for help“, calls him “Godfather” and then bows and kisses Vito Corleone’s hand. Don Corleone acts as an honest boss, since he meets with various people and helps them on his daughter’s wedding day, on condition that they will have to help him in the future if they will be asked to. 


Forms of address also are mentioned in the film. At the wedding, Don Corleone’s wife is invited to dance in front of the guests by the musicians. They call her “Signora Corleone”, which is translated in the Lithuanian subtitles as “Signora Korleone”. The concept is left in its original form, thus it is preserved. “Signora” is “an Italian title or form of address for a married woman”.  The Corleones are Italians, thus the concept “signora” successfully preserves the aspect of the Italian culture. Moreover, the viewers can see Signora Corleone acting as an Italian, since she is singing in Italian and dancing an Italian dance. 

5.2.3 Proper Names 
Mikutytė states that the category of proper names incorporates place-names, personal names, titles of newspapers, magazines, pieces of art and literature, brand names as well as names of streets (Mikutytė 2005). It is the largest category of culture-specific items identified in the subtitles of the film The Godfather and can, in turn, be divided into: place-names, names of people, and other proper names. 

There are a lot of proper names, which refer to places both in America and in Italy. 

Table 13 Proper Names: Place-Names 

	No.
	The Godfather, dir. Francis Ford Coppola
	Krikštatėvis, rež. Francis Ford Coppola
	Translation Strategy

	1. 
	And the other associates that came as far from (1)California and (2)Kansas City [...] (02:01:25)
	Ir kitiems draugams, atvykusiems net iš (1)Kalifornijos, (2)Kanzas Sičio [...]
	(1)Localization

(2)Localization

	2. 
	Get me Long Beach 45620, please. (01:00:33)
	Prašau sujungti mane su numeriu 45620 Long Byče.
	Localization

	3. 
	I want you to move to a villa near Siracusa... [...] (01:58:48)
	Noriu, kad persikeltum į vilą prie Sirakūzų... [...]
	Localization


Place-names “California” and “Kansas City” are translated respectively as “Kalifornija” and “Kanzas Sitis”. Thus, they are both localized. The same can be said about the name “Long Beach” which is translated as “Long Byčas”. Example 3 provides the name “Siracusa”, which is “a city and port in Italy” (http://www.merriam-webster.com/dictionary/syracuse). It is translated as “Sirakūzai”. All the items are localized, using the Lithuanian equivalents. 
Table 14 Proper Names: Place-Names Presented Visually in the Film The Godfather
	No.
	The Godfather, dir. Francis Ford Coppola
	Krikštatėvis, rež. Francis Ford Coppola
	Translation Strategy

	1. 
	Welcome to Las Vegas (01:28:48).
	Sveikas atvykęs į Las Vegasą
	Localization

	2. 
	Going to Jersey? (01:12:16)
	Važiuojam į Džersį?
	Localization


As it has been said before, the majority of the events in the film take place in various cities in the USA. For instance, Las Vegas can be recognized from shiny posters and signs. The characters in Las Vegas deal with business connected to hotels and casinos. When Michael comes to Las Vegas where his brother Fredo lives and works, his brother tells him “Welcome to Las Vegas”, which is translated as “Sveikas atvykęs į Las Vegasą”.  In another scene, place-name “Jersey” is mentioned: “Going to Jersey?” is translated as “Važiuojam į Džersį?”. The viewers can see the characters driving and passing by a road sign which says “TO NEW JERSEY”. The sign is translated as “Į NIUDŽERSĮ” using the strategy of localization Thus, the viewers are informed that from now on the action is going to take place in a city called New Jersey.

Approximately in the middle of the film, the change of place can be observed, since the events take place in Italy; more specifically, in Sicily. After the killing of McCluskey and Sollozzo, Michael has to leave the USA and hide in a safer place. The viewers can recognize that Michael is not in America anymore, since the scenery is completely different from that of the USA: the viewers can see Italian landscape and hear the characters are speaking Italian. 


As it has already been mentioned, the biggest number of culture-specific items is comprised of proper names referring to various people. These personal names are generally English or Italian. 
Table 15 Proper Names: Names of People
	No.
	The Godfather, dir. Francis Ford Coppola
	Krikštatėvis, rež. Francis Ford Coppola
	Translation Strategy

	1.
	These men are hired to protect Vito Corleone. (01:06:33)
	Šie vyrai nusamdyti saugoti Vitą Korleonę.
	Localization

	2.
	What if I were Ingrid Bergman? (00:43:56)
	O jei būčiau Ingrid Bergman?
	Preservation

	3.
	(1)Clark Gable, (2)Rita Hayworth! (01:34:52)
	(1)Klarkas Geiblas, (2)Rita Heivort!
	(1)Localization

(2)Localization


The name “Vito Corleone” is an Italian name, as it is obvious from its form (the name ends in vowels “o” and “e”). It is translated into Lithuanian as “Vitas Korleonė”. Thus, the item is localized, as it can be seen from the Lithuanian inflections (“as”, “ė”). 
The names “Ingrid Bergman”, “Clark Gable”, and “Rita Hayworth” are rendered into Lithuanian as “Ingrid Bergman”, “Klarkas Geiblas”, and “Rita Heivort”. What can be noticed in the translation of these names, is that the name “Ingrid Bergman”, which is the name of a famous Swedish actress, is translated applying the strategy of preservation and left in its original form, meanwhile the other two names which are of the English origin are localized, adding Lithuanian inflection (“as”) or adapting them phonologically.
What concerns the use of proper names in the film The Godfather, they appear frequently in the subtitles. Since it is a rule in the Lithuanian language that the first letter of all proper names is capital, it is easy to recognize proper names. In the subtitles, the majority of the characters are called by their firs names, as, for instance, “Tony”, “Sandra”, and “Apollonia”. However, some of the names appear in their full form, such as “Johnny Fontane”, “Victor Strachi”, and “Bruno Tattaglia”. What can be noticed is that proper names include personal names which refer to people who are either of Italian or American decent. The viewer of the film can recognize this distinction, since Italian male names in the examples tend to end in the vowel “–o”, as in “Genco” and “Carlo”, in “-elli”, as in “Vitelli”. Italian surnames are also easily recognizable, since they end in “–i”, as in “Rizzi”, and “Strachi”.


In some scenes, the characters are directly addressed by other characters, for instance, when they are speaking with each other and calling each other names, or when a character is pointing with his/her hands to a particular character and also saying his/her name. For instance, when Michael Corleone introduces Tom Hagen to Kay Adams, he points politely to Tom Hagen and then to Kay Adams and says “My Brother Tom Hagen, Miss Kay Adams”, which is translated as “Mano brolis Tomas Hagenas, panelė Kei Adams“. As a result, the viewers get to know the characters by their name and can recognize them later even if their names are not repeated. 


The Italian and American characters can also be distinguished by their appearance. For instance, characters such as Bruno Tattaglia and Michael Corleone can be seen as having a dark complexion, whereas the American characters such as Kay Adams have fair skin, light hair, etc. Moreover, in the film, such Italian characters as Bonasera speak with a pronounced Italian accent (00:00:45). In some scenes, the characters of Italian decent speak Italian. 
 


The last group of proper names encompasses brand names, names of streets and public places.
Table 16 Other Proper Names: Names of Streets, Public Places, and Brand Names
	No.
	The Godfather, dir. Francis Ford Coppola
	Krikštatėvis, rež. Francis Ford Coppola
	Translation Strategy

	1.
	Paulie, go down 39th Street, pick up 18 mattresses and bring me the bill. (00:53:49)
	Poli, nuvažiuok į 39-ą gatvę, paimk 18 čiužinių ir atvežk man sąskaitą.
	Preservation 

	2.
	[...] Tom Hagen got the Reynolds pen. (00:38:14)
	[…] Tomui Hagenui padovanosiu “Reynolds” parkerį.
	Preservation



 For instance, “39th Street” refers to the name of the street, which is translated as “39-oji gatvė”. Thus, the name is translated literally. The last example includes the brand name “Reynolds”, which is translated by means of preservation and is put in the quotation marks. Consequently, the original form of the word is preserved.


Other proper names such as brand names and names of public places are also compensated by the visuals of the film The Godfather. 
Table 17 Other Proper Names: Names of Streets, Public Places, and Brand Names

	No.
	The Godfather, dir. Francis Ford Coppola
	Krikštatėvis, rež. Francis Ford Coppola
	Translation Strategy

	1.
	Driving new Cadillacs, paying 50% on a bet” (00:53:49)
	Važinėja naujais kadilakais, už statymą moka 50 proc.
	Localization 

	2.
	They‘re going to pick you up outside Jack Dempsey‘s in an hour and a half. (01:14:29)
	Jie tave pasiims prie Džeko Dempsio restorano po pusantros valandos.
	Localization+

addition

	3.
	Louis‘ restaurant in the Bronx (01:15:38).
	Luiso restoranas Bronkse.
	Localization+

preservation


For instance, in one scene the characters talk about other criminals and say “Driving new Cadillacs, paying 50% on a bet”, which is translated as “Važinėja naujais kadilakais, už statymą moka 50 proc.“. The word “Cadillacs” is localized and written in a lower-case letters. The viewers can guess that “Cadillacs” refer to some kind of transport, since the verb “driving” is mentioned. In the scene, in which Don Corleone is being shot by gangsters, the word “Cadillac” appears once more. Don Corleone is seen being shot and falling on the street in front of a car. The sign on the front of the car says “Cadillac”; therefore, the viewers have a chance to see that the brand of the black car is a Cadillac. 


In a scene, in which Michael is seen discussing with other members of the family where the meeting with Sollozzo will be held, the name “Jack Dempsey” is mentioned: “they're going to pick you up outside Jack Dempsey's in an hour and a half”, which is translated as “jie tave pasiims prie Džeko Dempsio restorano po pusantros valandos”. Since the strategy of addition is applied here, the viewers are informed that “Jack Dempsey’s” refer to a particular restaurant. After several minutes, the viewers see a building and two signs written in big shiny letters above the building door saying “BROADWAY BAR”, “JACK DEMPSEY‘S RESTAURANT“. Hence, the visuals compensate these proper names of public places. 


Similarly, the viewers are introduced with the name “Louis’ restaurant”: when Sonny gets informed on the phone where the meeting with Solloco and McCluskey is going to take place, he mentions “Louis' restaurant in the Bronx”, which is rendered into Lithuanian as “Luiso restoranas Bronkse”. In the subsequent scene, the building in which the planned meeting is going to take place. On its windows, it is written “LOUIS ITALIAN-AMERICAN RESTAURANT”, which is translated as “LUISO RESTORANAS”. Additional information presented in the backround,in this case, written on sings, is written in capital letters. As it has been stated in the theoretical part of the thesis, such details in the backround as signs and posters, on the grounds of the subtitling standards, in the target text have to be written in capital letters. Once again the target audience is presented with this concept face-to-face.

In conclusion, these examples demonstrate how the same concepts are presented in different mediums, namely the novel. Visual representation has to be taken into consideration, since images often compensates culture-specific items in the film. 

6 CONCLUSION
The analysis of culture-specific items found in Vytautas Petrukaitis‘ Lithuanian translation of Mario Puzo’s famous novel The Godfather and the Lithuanian subtitles of Francis Ford Coppola‘s film The Godfather  has shown certain tendencies in their translation. What concerns the Lithuanian translation of the novel, culture specific items can be divided into four categories: geographic realia, ethnographic realia, political and social realia, and proper names. Only 4 instances of geographic realia have been identified. It has been found out that all the geographic terms and names of species of flora are translated by means of localization (100%).

In regards to ethnographic realia, 22 culture-specific items that belong to this category have been found. They refer to the field of every day life such as food, entertainment, customs, measurements, and currency. It has been noted that translation strategy of localization (40.9%) is most frequently employed by Vytautas Petrukaitis in translating ethnographic realia. The strategy of addition (31.8%) is also often employed by the translator. A tendency to provide additional footnotes with explanations in Lithuanian has been noticed in translation of culture-specific items that the target audience might find difficult to understand.

The novel The Godfather includes 33 instances of political and social realia; more specifically, names of organizations and governmental institutions, military realia, and aspects of both American and Italian political and social life. Petrukaitis tends to employ the strategies of localization (54.5%) and preservation (24.2%) most frequently. 

It has been observed that the majority of culture-specific items in the novel are linked to the category of proper names, since 121 proper names have been found in the novel. The novel depicts the lives of a great number of characters; thus, there are a lot of personal names introduced. 55 of all the proper names are names of people, 27 of them being of Anglo-Saxon origin and 28 of them being of Italian origin. Almost in all the cases translator Petrukaitis renders personal names employing the strategy of localization (78.2%). As the action of the novel takes place in various countries, regions, and cities, 37 place-names can be found in the novel. It has been noticed that when translating proper names that represent names of different cities or countries, Petrukaitis relies of the strategy of localization (67.6%). Moreover, there are 29 proper names that are related to the titles of various periodicals, brand names, streets, and public places in the novel. Various translation strategies are employed in translating these concepts. For instance, brand names are often translated using the strategy of localization (44%). Names of streets and public places are often translated by means of localization+preservation (64.7%), when one item of the name is translated by adding Lithuanian inflections or when the pronunciation of the name is followed, and the other item such as “street” or “hotel” is translated literally as “gatvė” and “viešbutis”. 

Chart 1. Translation Strategies Used by Vytautas Petrukaitis (%) 
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In summary, 180 instances of culture-specific items have been identified in the novel The Godfather. The category of proper names includes the largest number of culture-specific items (121). As it can be observed in Chart 1, Petrukaitis tends to use the strategy of localization most frequently (52.7%). Preservation is also often used (16.1%). Translation strategy of addition is used 6.1%. It must be noted that translator Petrukaitis provides additional information in the footnotes. Globalization is used less frequently (3.3%). The strategies of transformation and omission are rarely used (1.7% each). Moreover, Petrukaitis tends to employ a combination of different translation strategies, for instance, localization+preservation (7.2%), and localization+addition (5.6%). The strategy of creation is not used at all.

What concerns the translation of the subtitles of the film The Godfather into Lithuanian, 96 culture-specific items have been found. They can be divided into three groups: ethnographic realia, social and political realia, and proper names. 

Chart 2. Strategies Used for Translating Culture-Specific Items in the Subtitles of the Film The Godfather

[image: image5.emf]0

10

20

30

40

50

60

70

80

90

100

Localization Preservation Globalization

Combined

Strategies

Omission

Strategies for

Translating Culture-

Specific Items in the

Subtitles of the Film

"The Godfather" (%)


As Chart 2 demonstrates, the strategy of localization is used most often (79.2%) in the translation of culture-specific items in the subtitles of the film The Godfather. Preservation (7.3%) is also sometimes used. Problematic concepts are often globalized (7.3%), which results in the loss of the original meaning. Other translation strategies which include a combination of two strategies, such as localization+addition, are also used (3.1%). Due to the fact that certain constraints of time and space are applied for subtitles, the strategy of addition (2.1%) is used very rarely.   The strategy of omission is applied very rarely too (2.1%). 
In regards to ethnographic realia in the subtitles, there are 13 instances of culture-specific items which refer to the field of everyday life, such as food, drinks, customs, measurements, and currency. Moreover, these culture-specific items are of American and Italian origin. It has also been noted that the main strategies are localization (46.2%) and globalization.

What concerns political and social realia, 14 culture-specific items that refer to various organizations, governmental institutions and military realia as well as to aspects of both American and Italian political and social life are presented in the film. It has been found out that the translator tends to employ the strategy of localization most (85.7%).

The category of proper names includes the largest number of place-names and personal names.  In total, 75 culture-specific items belonging to this category have been identified: 17 of them are place-names and 45 of them are names of people. Personal names are of both Italian (25 culture-specific items) and Anglo-Saxon (20 culture-specific items) origin. When translating place-names the strategy of localization (94.1%) is used most frequently. When translating personal names, the strategy of localization (95.5%) is applied. Also, there are other culture-specific items (7 culture-specific items) which refer to newspapers and magazines as well as brand names and names of streets. Names of streets and public places are translated by means of preservation and localization as well as by combining two translation strategies, for instance, localization+preservation. 


In general, cultural realia that appear in a literary form can be described in greater detail by the writer who relies on words as the fundamental means of expression than by the person who writes the subtitles for a film. The translator of the novel contributes to the construction of the meaning of culture-specific items, since while translating he/she attempts to use the translation strategy which might help the target audience understand the unknown concepts the best. What concerns films most of the information is presented to the viewer directly through visual and audio means of expression. Culture-specific items that are used in films can appear not only in the subtitles of the film but also in the images/scenes of the film. As a result, the meaning of the concepts that in a written form might not be understood or might be misunderstood by the target audience can be compensated by the images and sound of the film. For instance, in the subtitles of the film The Godfather, “lasagne” is mentioned in the subtitles of the film. Beside that the image of this type of food is also shown directly on the screen. The viewer, who might not be able to understand the concept from the subtitles, can relate the written concept with the image presented on the screen and understand what the concept means. The sound might also help to represent a particular cultural concept.  For instance, when the word “Tarantella” appears in the subtitles of the film The Godfather, the viewer can hear a melody played in the background of the film and relate the word “Tarantella” with the music. Therefore, the visuals and the soundtrack of the film allow the viewer to understand unfamiliar culture-specific concepts, which without the visual or audio representation might be difficult to interpret. 
APPENDIX 1: Culture-Specific Items in the Novel the Novel The Godfather and their Translation Strategies
Table 1 Ethnographic Realia: names of food, drinks, clothes, games, and measurements

	No.
	Mario Puzo

The Godfather
	Mario Puzo

Krikštatėvis, translated by Vytautas Petrukaitis
	Translation Strategy

	1.

	Tom Hagen was given a hot dish of spaghetti with oily rich tomato sauce […] (40)
	Tomas Heigenas gavo lėkštę karštų spagečių su tirštu, riebiu pomidorų padažu [...] (49)
	Localization

	2.

	[…] as mushy as macaroni boiled for an hour. (17)
	[...] minkštutėliai kaip valandą virti makaronai. (25)
	Localization 

	3.

	[…] the car was equipped with a bar and some hors d’oeuvres. (46)
	[...] automobilyje esame baro, tad jis galėsiąs išgerti ir užvalgyti. (55)
	Addition

	4.

	[…] he ordered a martini from the hostess […]. (39)
	[...] jis paprašė stiuardesės atnešti martinio [...] (48)
	Localization

	5.

	Michael served some (1)anisette to the Don and (2)scotch to Tom Hagen. (341)
	Maiklas įpylė (1)anyžinės Donui, (2)škotiško viskio Heigenu [...] (379)
	(1)Preservation

(2)Addition



	6.

	Gulping at his bottle of scotch [...] (3)
	Gurkšnodamas iš viskio butelio [...] (10)
	Globalization

	7.

	Don Vito Corleone dressed in his gardening uniform: baggy gray trousers, a faded blue shirt, battered dirty-brown fedora decorated by a stained gray silk hatband. (345)
	Donas Korleonė apsirengė savo sodininko uniformą – laisvas pilkas kelnes, išblukusius mėlynus marškinius ir aptrintą murzinai rudą fetrinę skrybėlę [...] (386)
	Addition

	8.

	Then they started studying the newspapers that gave the starting pitchers […] (205)
	[...] o paskiau ėmė tyrinėti laikraščius, kuriuose buvo surašytos tą dieną žaidžiančių pičerių pavardės, mėgindami atspėti, kurios komandos laimės. (231)
	Localization

	9.

	On the sidewalk in front of the store, fathers played catch with small children […] (205)
	Ant šaligatvio priešais parduotuvę tėvai žaidė kamuoliais su vaikučiais [...] (230)
	Globalization

	10.

	They watched the stickball game the kids were having. (206)
	Jie žiūrėjo, kaip vaikai žaidžia beisbolą, vietoj lazdų pasiėmę šluotkočius. (232)
	Addition

	11.

	Sonny Corleone was tall for a first-generation American of Italian parentage, almost six feet […] (7)
	Kaip pirmos kartos italų kilmės amerikietis, Sonis Korleonė buvo aukštas, metro aštuoniasdešimties centimetrų ūgio [...] (13)
	Addition


Table 2 Political and Social Realia: authorities and their offices, aspects of political life, titles and ranks, and ways of addressing 
	No.
	Mario Puzo

The Godfather
	Mario Puzo

Krikštatėvis, translated by Vytautas Petrukaitis
	Translation Strategy

	1.

	“The Senator called,” […] (30)
	- Skambino senatorius. (38)
	Localization

	2.

	He called me a Communist […] (26)
	Jis ėmė mane vadinti komunistu [...] (34)
	Localization

	3.

	Do we give him something important, inside the Family?” (30)
	Ar duosime jam kokias svarbias pareigas Šeimoje? (38)
	Preservation

	4.

	The Godfather. (5)
	Krikštatėvis. (12)
	Preservation

	5.

	In short, the gabbellotto was a mafioso who for a certain sum of money protected the real estate of the rich from all claims made on it by the poor, legal or illegal. (273)
	Trumpai tariant, gabbellotto buvo mafijozas, už tam tikrą pinigų sumą saugąs turtuolių valdas nuo visų varguolių pretenzijų, teisėtų ir neteisėtų. (306) (italics in the original) 
	Preservation

	7.

	[…] as if he were some newly crowned Roman Emperor. (79)
	[...] tarsi jis būtų koks ką tik karūnuotas Romos imperatorius. (92)
	Preservation

	8.

	His daughter had married an English (1)lord, his son an Italian (2)princess. (43)
	Jo duktė ištekėjo už anglų (1)lordo, sūnus buvo vedęs italų (2)princesę. (52)
	(1)Localization;  (2)Localization

	9.

	“(1)Mr. and (2)Mrs. Michael Corleone.” (37)
	- (1)Misterio Maiklo Korleonės (2)žmona.
	(1)Localization; (2)Globalization

	10.

	The Signora has a favor to ask of you. (176)
	Sinjora nori paprašyti tavęs paslaugos. (197)
	Localization

	11.

	Amerigo Bonasera sat in New York Criminal Court Number 3 [...] (2)
	Amerigas Bonasera sėdėjo Niujorko trečiajame kriminaliniame teisme [...] (8)
	Preservation

	12.

	But when World War II broke out, Michael Corleone volunteered for the Marine Corps.  (8)
	Tačiau prasidėjus Antrajam pasauliniam karui, Maiklas Korleonė užsirašė savanoriu į laivyną [...] (15)
	Globalization

	13.

	With his special number one priority (a grateful gift from a Pentagon staff general officer) he had no trouble getting on a plane to Los Angeles. (37)
	Turėdamas specialų leidimą (dovanotą dėkingo Pentagono štabo karininko), jis be vargo gavo vietą į lėktuvą, skrendantį į Los Andželą. (46)
	Localization

	14.

	He was on the President of the United States’ Advisory Council for War Information, Cinematic Division […] (39)
	Jis priklausė JAV prezidento Konsultacinės tarnybos karinės informacijos klausimais Kinematografijos skyriui [...] (48)


	Preservation

	15.

	He had had dinner at the White House. (39)
	Jis buvo pakviestas pietų į Baltuosius rūmus. (48)
	Preservation

	16.
	One of them asked in a Brooklyn accent, “Who’re you?” (74)
	- Kas tu? – paklausė vienas su bruklinietišku akcentu. (86)
	Localization




Table 3 Proper Names: names of people 

	No.
	Mario Puzo

The Godfather
	Mario Puzo

Krikštatėvis, translated by Vytautas Petrukaitis
	Translation Strategy

	1.

	At first Rita Neri was fascinated by her husband. (352)
	Iš pradžių Rita žavėjosi savo vyru. (393)
	Localization+ Omission

	
	Connie Corleone was a not quite pretty girl […] (10)
	Konė Korleonė nebuvo graži mergina [...] (17)
	Localization

	2.

	The man was Wax Baines […] (356)
	Tai buvo Veksas Beinzas [...] (397)
	Localization

	3.

	In a garishly decorated Los Angeles hotel suite, Johnny Fontane was as jealously drunk as any ordinary husband. (3)
	Pretenzingai išpuoštame Los Andželo viešbučio numeryje Džonis Fonteinas buvo nusigėręs kaip bet kuris kitas pavydo graužiamas vyras. 
	Localization

	4.

	A hundred million men all over the world were in love with the face of Margot Ashton. (3)


	Šimtas milijonų vyrų visame pasaulyje buvo įsimylėję Margo Ešton veidą [...] (10)
	Localization

	5.

	Well, Jack Woltz didn’t like it either. (26)
	Na, Džekui Volcui jos irgi nepatiko. (33)
	Localization

	6.

	It was two months after this that Al Neri got back from a late shift on the force and found his wife had left him. (355)
	Praėjus dviem mėnesiams po šio įvykio, Alas Neris parėjęs vėlų vakarą iš savo pamainos pamatė, kad Rita jį paliko. (397)
	Localization

	7.

	She saw him come off the plane with (1)Tom Hagen and the new man he had working for him, (2)Albert Neri. (336)
	Kei pamatė jį išlipant iš lėktuvo su (1)Tomu Heigenu ir naujuoju savo darbuotoju (2)Albertu Neriu. (374)
	(1)Localization;

(2)Localization

	8.

	The day before, Hagen had called the most powerful man in the movie labor unions, a man named Billy Goff. (42)
	Išvakarėse Heigenas paskambino galingiausiam žmogui iš kinematografijos profsąjungų – tokiam Biliui Gofui. (49)


	Localization

	9.

	(1)Kay Adams was escorted to her New York City hotel by (2)Paulie Gatto and Clemenza. (37)
	(1)Kei Edams į viešbutį Niujorke palydėjo (2)Polis Gatas ir Klemenca. (45)
	(1)Localization;

(2)Localization

	10.

	[…] a well-known show business personality named Les Halley […] (31)
	[...] žmogus, pavarde Helis, plačiai žinomas estrados sluoksniuose [...] (39)
	Localization+ Omission

	11.

	Les Halley could now loan Johnny out […] (31)
	Lesas Helis galėjo dabar skolinti Džonį kitiems [...] (39)
	Localization

	12.

	After the divorce I gave Ginny and the kids more than the courts said I should. (25)
	Po skyrybų daviau Džinei ir vaikams daugiau, negu priteisė teismas. (33)
	Localization

	13.

	Lucy and Jules Segal attended. (344)
	Tarp dalyvių buvo Liucija ir Žiulis. (383)
	Localization+ Omission

	14.

	This man’s name was Tessio. (70)
	Jo vardas buvo Tesijas. (82)
	Localization

	15.

	There was a list of seven names. The first three were Sollozzo, (1)Phillip Tattaglia, and (2)John Tattaglia. (75)
	Jame buvo sąrašas iš septynių pavardžių. Pirmosios trys buvo Solocas, (1)Filipas Tatalja ir (2)Džonas Tatalja. (88)
	(1)Localization;

(2)Localization

	16.

	Virgil “the Turk” Sollozzo was a powerfully built, medium-sized man of dark complexion […] (58)
	„Turkas“ Virdžilijus Solocas buvo tvirtai sudėtas, vidutinio ūgio, tamsaus gymio vyras [...] (69)
	Localization

	17.

	I saw Fabrizzio going through the gate, running away. (343)
	Aš mačiau, kaip Fabricijus išėjo pro vartus ir pabėgo. (382)
	Localization

	18.

	[...] the wedding of Miss Constanzia Corleone [...] (5)
	[...] panelės Konstancijos Korleonės vestuves [...] (12)
	Localization

	19.

	…his sister’s maid of honor, Lucy Mancini. (7)
	[...] savo sesers pamergę Liuciją Mančini. (14)
	Localization

	20.

	Theresa clung to him for a moment and shook her head. (75)
	Tereza trumpai prie jo prisiglaudė ir papurtė galvą. (87)
	Localization

	21.

	Nazorine’s wife, Filomena [...] (5)
	Nazorinio žmona Filomena [...] (11)
	Localization

	22.

	Sandra was a coarse, good-natured woman […] (17)
	Sandra buvo šiurkšti geraširdė moteriškė [...] (25)
	Localization

	23.

	[…] ever since the cancer had imprisoned Genco Abbandando in his hospital bed. (29)
	Pastaruosius vienus metus, nuo to laiko, kai vėžys prikaustė Dženką Abandaną prie lovos [...]. (37)
	Localization

	24.

	Are you sure they were not after Don Tommasino? (343)
	Ar tu įsitikinęs, kad jie kėsinosi ne į Doną Tomaziną? (381)
	Localization

	25.

	The baker, (1)Nazorine, pudgy and crusty as his great Italian loaves, still dusty with flour, scowled at his wife, his nubile daughter, (2)Katherine, and his baker’s helper, (3)Enzo. (5)
	Kepėjas (1)Nazorinis, rubuilis ir įrudęs, kaip ir tie dideli itališkos duonos kepalai, kuriuos kepė, rūsčiu žvilgsniu varstė žmoną, savo tekintiną dukrą (2)Kateriną ir savo pagalbininką (3)Enzą. (11)
	(1)Localization;

(2)Localization;

(3)Localization

	26.

	A young man named Nino Valenti […] (11)
	Jaunas vyras Ninas Valentis [...] (18)
	Localization

	27.

	He had made headlines by purchasing the famed English racing horse Khartoum […] (43)
	Jo pavardė sumirgėjo laikraščių antraštėse, kai jis Anglijoje nusipirko garsųjį lenktyninį žirgą Chartumą [...] (53)
	Localization

	28.

	His reflexes and coordination such that he could have been another Joe DiMaggio. (360)
	[…] jo reakcija ir judesių koordinacija buvo tokios žaibiškos, kad jis būtų galėjęs tapti antruoju “Džou Dimadžiju”. (402)
	Localization


Table 4 Proper Names: names of geographic places

	No.
	Mario Puzo

The Godfather
	Mario Puzo

Krikštatėvis, translated by Vytautas Petrukaitis
	Translation Strategy

	29.

	[...] toughness that had helped him survive the jungle of Hollywood [...] (4)
	[...] tvirtybė, padėjusi jam išlikti Holivudo džiunglėse [...] (11)
	Localization

	30.

	We should build up our regimes and take back our lost territories in Staten Island at least. (340)
	Mes turime pagausinti savo būrius ir bent jau atsiimti prarastas teritorijas Steiten Ailende. (378)
	Localization

	31.

	Albert Neri sat in his Bronx apartment and carefully brushed the blue serge of his old policeman’s uniform. (352)
	Albertas Neris sėdėdamas savo bute Bronkse kruopščiai valė šepečiu savo seną mėlyną policininko uniformą. (393)
	Localization

	32.

	All his years in America, Amerigo Bonasera had trusted in law and order. (3)
	Per visus Amerikoje nugyventus metus Amerigas Bonasera pasitikėjo įstatymais, tvarka [...] (9)
	Localization

	33.

	"[...] send him to hide with our cousins in Long Island.” (5)
	[...] nusiųsk jį pasislėpti pas mūsų pusbrolius Long Ailende. (11)
	Localization

	34.

	[..] we should have extra people in Washington [..] (13) 
	[..] mums reikia surasti papildomai žmonių Vašingtone [...] (20)
	Localization

	35.

	[…] when you get back from California. (29)
	[...] kai grįši iš Kalifornijos. (37)
	Localization

	36.

	His parents lived in Nevada […] (10)
	 Jo tėvai gyveno Nevadoje [...] (17)
	Localization

	37.

	They were all his old friends, people he had grown up with on the West Side. (23)
	Jie visi buvo seni jo draugai, žmonės, su kuriais išaugo Vest Saide. (31)
	Localization

	38.

	It owned, through fronts, partnerships in two Wall Street brokerage houses […] (331)
	Per savo statytinius ji buvo dalinė savininkė dviejų Volstryto fondo biržų [...] (369)
	Localization

	39.

	Mr. Corleone is the biggest importer of Italian olive oil in the States. (37)
	Misteris Korleonė yra stambiausias Italijos alyvų aliejaus importuotojas į JAV. (46)
	Addition

	40.

	[...] captured by the American Army; sent to the United States as a prisoner of war […] (13)
	[...] amerikiečių kariuomenės paimtas į nelaisvę ir atgabentas į JAV [...] (19)
	Preservation+

addition

	41.

	[...] was terrified that this scene would make him late reporting back to Governor’s Island. (5)
	[...] baiminosi, kad dėl šios scenos pavėluos pranešti vadovybei grįžęs į Gubernatoriaus salą. (11)
	Preservation

	42.

	He explained that Luca Brasi was one of the most feared men in the Eastern underworld. (14)
	Jis paaiškino, kad Lukas Brazis – vienas iš labiausiai siaubą keliančių Rytų Amerikos žmonių nusikaltėlių pasaulyje. (21)
	Addition

	43.

	[...] the friends of Don Corleone streamed out of New York City to do him honor. (6)
	[...] Dono Korleonės draugai virtinėmis patraukė iš Niujorko jo pagerbti. (12)
	Localization+ Omission

	44.

	At thirty he had left (1)New York and moved (2)West [...] (43)
	Būdamas trisdešimties, išvyko iš (1)Niujorko į (2)Vakarus [...] (52)
	(1)Localization;

(2)Preservation

	45.

	He’s got his own little pizza place up in Buffalo. (343)
	Jis turi nedidelę nuosavą piceriją Bufalo mieste. (382)
	Localization+ Addition

	46.

	The bride was a young Italian girl from New Jersey […] (40)
	Jo išrinktoji buvo jauna italė iš Niu Džersio valstijos [...] (49)
	Localization+ Addition

	47.

	“I’ll go and live in Italy,” [...] (5)
	- Aš išvažiuosiu gyventi į Italiją [...] (12)
	Localization

	48.

	He had a protected plant in France to convert into morphine. (58)


	Jis turi gerai apsaugotą gamyklą Prancūzijoje […] (69)
	Localization

	49.

	You know those (1)Arctic explorers who leave caches of food scattered on the route to the (2)North Pole? (32)
	Tu žinai, kad Arktikos tyrinėtojai palieka maisto atsargų sandėlius palei kelią į Šiaurės ašigalį. (40)
	(1)Localization; (2)Preservation

	50.

	He had taken his vacation in the Caribbean. (345)
	Mat per tą laiką jis paatostogavo prie Karibų jūros [...] (383)
	Localization+ Addition 

	51.

	He enlisted and fought over the Pacific Ocean. He became a Captain and won medals. (8)
	Jis išėjo savanoriu, kovėsi Ramiajame vandenyne, tapo kapitonu ir buvo apdovanotas medaliais. (15)
	Preservation


Table 5 Other Proper Names: names of public places, streets, brand names, titles of the periodicals
	No.
	Mario Puzo

The Godfather
	Mario Puzo

Krikštatėvis, translated by Vytautas Petrukaitis
	Translation Strategy

	52.

	[…] the Cadillac rolled into the street of French Hospital. (32)
	[...] kadilakas įriedėjo į gatvę, kurioje buvo Prancūzų ligoninė. (41)
	Preservation

	53.

	[…] with three of the platoon of guards who now garrisoned his home, started over the Atlantic Beach Bridge, toward New York City. (208)


	[...] su trim vyrais iš apsaugos būrio, įsikūrusio jo namuose, pasuko per Atlantik Byčo tiltą Niujorko link. (234)
	Localization+

preservation 

	54.

	On East 112th Street a long line of cars were doubleparked […] (205)
	Šimtas dvyliktoje Ist gatvėje [...] dviem eilėmis buvo sustatyta ilga automobilių virtinė. (230)
	Localization+

preservation

	55.

	Neri lined them up against the stone wall that closed off (1)Central Park from (2)Eighth Avenue. (353)
	Neris sustatė juos prie akmeninės sienos, skiriančios (1)Centrinį parką nuo (2)Aštuntosios aveniu. (394)
	(1)Preservation;

(2)Preservation+localization

	      56.
	He checked a few apartment buildings and told him to park near Arthur Avenue and wait. (87)
	Užsukęs į kelis daugiabučius namus, jis paliepė sustoti prie Arūr aveniu ir jo palaukti. (101)
	Localization

	57.

	He himself went out to his beloved Cadillac […] (208)  
	Jis pats nuėjo į savo mėgstamąjį kadilaką [...] (234)
	Localization

	58.

	I might even win the Academy Award. (28)
	Galimas daiktas, aš net gaučiau „Oskarą“. (36)
	Transformation

	59.

	“Who do you like today, Honey, (1)Giants or the (2)Pirates?” (206)
	- Kas tau šiandien patinka, mažule, (1)„Milžinai“ ar (2)„Piratai“?
	(1)Preservation;

(2)Preservation


APPENDIX 2: Culture-Specific Items in the Subtitles of the Film The Godfather and their Translation Strategies
Table 6 Ethnographic Realia in the Subtitles of the Film The Godfather
	No.
	The Godfather
	Krikštatėvis
	Translation Strategy

	1. 
	They made her drink whisky [...]
	Jis privertė ją išgerti viskio […]
	Localization

	2. 
	They‘re all dead from vendettas.
	Visi žuvo dėl vendetos.
	Localization

	3. 
	He offered him $10,000 [...]
	Pasiūlė 10 000 dolerių […]
	Localization


Table 7 Political and Social Realia in the Subtiles of the Film The Godfather
	No.
	The Godfather
	Krikštatėvis
	Translation Strategy

	1. 
	I bet Russian czars never paid that for a single horse.
	Lažinuosi, kad net rusų carai nėra tiek mokėję už vieną žirgą.
	Localization

	2. 
	I‘m the Corleones‘ attorney. 
	Aš esu Korleonės advokatas. 
	Localization

	3. 
	There will be detectives there, people from the press.
	Ten bus detektyvų, reporterių.
	Localization

	4. 
	Senator Corleone. 
	Senatorius Korleonė. 
	Localization

	5. 
	Governon Corleone.
	Gubernatorius Korleonė.
	Preservation
	

	6. 
	Nobody has ever gunned down a New York police captain.
	Dar niekas nėra nušovęs Niujorko policijos kapitono.
	Localization

	7. 
	My man in McCluskey‘s precinct.
	Mano žmogus Maklaskio nuovadoje.
	Preservation

	8. 
	Give it to a Jew Congressman in another district.
	Pavesk jį kongreso nariui žydui iš kitos apygardos.
	Preservation

	9. 
	After all, we‘re not communists.
	Juk mes ne komunistai.
	Localization

	10. 
	Signor Sollozzo, my no is final (italics in the original).
	Signor Solocai, mano “ne” yra galutinis (italics in the original).
	Preservation

	11. 
	My Brother Tom Hagen, Miss Kay Adams.
	Mano brolis Tomas Hagenas, panelė Kei Adams.
	Localization


Table 8 Proper Names: Geographic Places

	No.
	The Godfather
	Krikštatėvis
	Translation Strategy

	3. 
	I believe in America.
	Aš tikiu Amerika.
	Localization

	4. 
	After we make the move to Nevada [...]
	Kai persikelsime į Nevadą [...]
	Localization

	5. 
	Carmine Cuneo from the (1)Bronx, and from (2)Brooklyn Phillip Tattaglia.
	Karminiui Kuneo iš (1)Bronkso, ir iš (2)Bruklino – Filipui Tataljai. 
	(1)Localization;

(2)Localization;

	6. 
	Niggers are having a good time with our policy banks in Harlem.
	Juočkiams pasisekė su mūsų bankais Harleme.
	Localization

	7. 
	Going to Jersey?
	Važiuojam į Džersį?
	Localization

	8. 
	And I‘m sending Fredo to (1)Las Vegas, under the protection of Don Francesco of (2)L.A.
	O aš siunčiu Fredą į (1)Las Vegasą, dono Frančesko iš (2)Los Andželo globai.
	(1)Localization;

(2)Addition

	9. 
	[...] this boy, Enzo, they want to repatriate him back to Italy.
	[...]  tą berniuką, Enzą, jie nori išsiųsti atgal į Italiją.
	Localization

	10. 
	In Sicily he has plants [...]
	Sicilijoje turi fabrikėlių [...]
	Localization

	11. 
	How are things in Palermo?
	Kaip reikalai Palerme?
	Localization

	12. 
	Like they should have stopped Hitler in Munich [...]
	Tarkim, Hitlerį reikėjo sustabdyti dar Miunchene [...]
	Localization

	13. 
	He has fields in Turkey [...]
	Turkijoje jis turi laukų [...]
	Localization


Table 9 Proper Names: Names of People

	No.
	The Godfather
	Krikštatėvis
	Translation Strategy

	14. 
	Thanks, Tony.
	Ačiū, Toni.
	Localization

	15. 
	Hey, Paulie!
	Ei, Poli!
	Localization

	16. 
	Your grandson Frank.
	Tavo anūkas Frankas.
	Localization

	17. 
	Phil, take him in!
	Filai, areštuok jį!
	Localization

	18. 
	Keep together, everyone. Brian.
	Eikite visi kartu, Brajanai.
	Localization

	19. 
	Sandra, watch the kids.
	Sandra, prižiūrėk vaikus.
	Localization

	20. 
	Come on, Nancy.
	Paskubėk, Nense.
	Localization

	21. 
	You never said you know Johnny Fontane!
	Niekada neminėjai, kad pažįsti Džonį Fonteiną.
	Localization

	22. 
	Michael Francis Rizzi, do you renounce Satan?
	Maiklai Fransi Rici, ar išsižadi Šėtono?
	Localization

	23. 
	Hey, Mikey!
	Ei, Maiki!
	Localization

	24. 
	Mickey, tomorrow, get some guys and go to Luca‘s apartment.
	Miki, rytoj pasiimk kelis virus ir nueik pas Luką į namus.
	Localization

	25. 
	My brother Sonny found Tom Hagen in the street.
	Mano brolis Sonis rado Tomą Hageną gatvėje.
	Localization

	26. 
	I can‘t go either, Sal.
	Aš irgi negaliu važiuoti, Selai.
	Localization

	27. 
	Can‘t do it, Sally.
	Atsiprašau, Selai.
	Localization

	28. 
	How are you, Fredo?
	Kaip laikaisi, Fredai?
	Localization

	29. 
	Your brother Freddy.
	Tavo brolis Fredis.
	Localization

	30. 
	What‘s his name?

Woltz.
	-Kokia jo pavardė?

-Volcas.
	Localization

	31. 
	I found about Captain McCluskey [...]
	Sužinojau, kas tas kapitonas Maklaskis [...]
	Localization

	32. 
	Rocco, sit on the other side.
	Rokai, persėsk į kitą pusę.
	Localization

	33. 
	Hey, Angelo.


	Ei, Andželai.
	Localization

	34. 
	No Tessio‘s men, no detectives, nobody.
	Nei Tesijaus vyrų, nei detektyvų, nieko.
	Localization

	35. 
	Fabrizio, you translate.
	Fabricijau, tu versk.
	Localization

	36. 
	Pop had Genco. 
	Tėtė turėjo Dženką. 
	Localization

	37. 
	You see, she and Enzo...
	Supranti, ji ir Enzas…
	Localization

	38. 
	Calo, where is Apollonia?
	Kalai, kur Apolonija?
	Localization

	39. 
	Carlo, we‘re going to take the Picture.
	Karlai, mes ruošiamės fotografuotis.
	Localization

	40. 
	My name is Vitelli.
	Aš esu Vitelis.
	Localization

	41. 
	And from Staten Island we have with us Victor Strachi. 
	Ir iš Staten Ailendo atvykusiam Viktorui Stračiui. 
	Localization

	42. 
	Virgil Sollozzo called.
	Skambino Virdžilas Solocas.
	Localization

	43. 
	(1)Carmine Cuneo from the Bronx, and from Brooklyn (2)Phillip Tattaglia.


	(1)Karminiui Kuneo iš Bronkso, ir iš Bruklino – (2)Filipui Tataljai. 
	(1)Localization;

(2)Localization;

	44. 
	[...] (1)Bruno Tattaglia, (2)Ramon...
	[...] (1)Brunas Tatalja, (2)Ramonas…
	(1)Localization;

(2)Localization;

	45. 
	[...] the Molinari family guaranteed his safety.
	[…] Molinarių šeima garantavo jo saugumą.
	Localization

	46. 
	Bonasera, Bonasera.
	Bonasera, Bonasera.
	Preservation

	47. 
	I want you to find Santino.
	Noriu, kad surastum Santiną.
	Localization

	48. 
	Forgive me, but with you gone, me and (1)Pete will come under (2)Barzini‘s thumb.
	Atleisk man, bet kai tavęs nebus, aš ir (1)Pitas pateksime po (2)Barzinio padu.
	(1)Localization;

(2)Localization;

	49. 
	Sollozzo is known as The Turk.
	Solocas yra žinomas Turko vardu.
	Localization

	50. 
	Like they should have stopped Hitler in Munich [...]
	Tarkim, Hitlerį reikėjo sustabdyti dar Miunchene [...]
	Localization


Table 10 Other Proper Names

	No.
	The Godfather
	Krikštatėvis
	Translation Strategy

	51. 
	Try 309 West 43rd Street.
	Pabandyk Vakarų 43-ios gatvės 309-ą namą.
	Preservation

	52. 
	Johnny Fontane ruined one of  Woltz International‘s most valuable protégés. 
	Džonis Fonteinas sužlugdė vieną vertingiausių Volco studijos globotinių.
	Localization + globalization
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