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Abstract

In the modern era, audiovisual translation has become increasingly relevant,
particularly in relation to the spread of language through films and animated content.
Recently, there has been a growing trend of translating foreign films directly into Kazakh.
However, the quality of such localizations requires careful analysis. Research in the field
of audiovisual translation into Kazakh remains limited. This study aims to examine the
localization of the animated film Cars 2, with a specific focus on the translation of culture-
specific references. A qualitative content analysis is employed to identify the strategies
used in the translation process. The findings indicate that cultural substitution is relatively
rare in Kazakh localization. However, this is compensated by frequent use of transcreation
and the inclusion of local expressions, which help make the content more relatable to the
target audience. The research highlights the importance of striking a balance between
fidelity to the source and cultural adaptation. The conclusions drawn from this study may
be particularly useful for beginner audiovisual translators, who work with the Kazakh
language.

Key words: audiovisual translation, localization, dubbing, culture, cartoon,
transcreation.



AHjpaTna

Kaszipri 3amMania ayiMoBU3yaibl aylapMaHbIH ©3€KTIJIIT apTa TYCTi, acipece
(buIBMIEp MEH aHUMAIIMSUTBIK KOHTEHT apKbUIbI TUTIIH Tapaiaysl 6acTel Hazapaa. COHFbBI
Ke3zepi meren GuIbMIACPiH TiKeIeH Ka3ak TIIiHe aynapy ypaici OeneH anyna; 1ereHMeH,
MYHJIai JOKaIH3ausIayablH carachl MYKUAT Tajaay bl Kaxet ereni. Kasak Tinine
ayJIMOBU3YyaIIJIbl ayJapMa CalachlHIAFbl 3ePTTEYJIEp i Je dKOKTBIH Kackl. byl 3epTrey
YKYMBICHI MOJICHUETKE OalJIaHBICTBI CLITEMENEpIi ayapyFa epeKIiie Ha3ap ayaapa
oThIpsIn, Kemikrep 2 aHUMaNUsUIBIK GHUIBMHIH JIOKATU3UIUSIIAYBIH 3epTTEYTe
OarpITTaIFaH. AyaapMa MpoIeCiHAe KOJIIAHBUTATHIH SICTEP 11 AaHBIKTAY YIIIH Caraibl
Ma3MYH/IbI TaIay KOJIaHbUIFaH. TaObUIFaH AEPEKTep MOJICHH aIMaCThIPY/IbIH Ka3aKiia
JOKaJIM3aIHsIIBIHFaH HYCKACBIHA CANBICTRIPMAIIBI TYPAE CUPEK KE3/IECETiHIH KOpCeTe/Ii.
JlerenmeH, OyJ1 Ma3MYH/IbI MaKCATThI Ay JUTOPUSFA KAKBIHBIPAK €TyTe KOMEKTECETIH
TpaHCKpEAIUSIHBI KU1 alJaIaHy KoHE )KePriTIKTI €63 TIPKECTEPiH KOCY apKbUIBI COTTI
ayJapbuiFaH. 3epTTey 0acTankbl MarbIHAHBI CAaKTay MEH JKEPTUIIKTI KOpepMeHIep YIIiH
931J1 MEH MOJICHHU epeKIeTIKTepi OeiMIey apachIHIaFbl TETEe-TeHIIKTI CaKTayIbIH
MaHBI3IBUTBIFBIH KOpceTei. byit 3epTTeyieH anbiHFaH KOPBITHIHABLIAP Ka3aK TUTIMEH
JKYMBIC 1CTEY/Il OacTaraH ayAHMOBU3yaIbl aylapMalibliap YIIiH Mai ansl 00T

TaOBUIAIBI.

Tyiiinoi coszoep: ayouosusyandvl ayoapma, 10KAIU3AYUs, 0YOasH#C, MIOEHUEm,
MYTbMPUILM, Kpeamuemi ayoapy maciii.



AHHOTAIUA

B coBpeMeHHYI0 310Xy ayInOBH3YaIbHBIH MEPEBO CTAHOBUTCS BCE Oolee
aKTyaJbHBIM, 0COOCHHO B KOHTEKCTE PACIPOCTPAHEHUS SI3bIKA Yepe3 PUIbMBI U
MyJIbTQHIBMBL. B mocieanne robl HaOI0AaeTCsl TCHICHIINS TIEPEBO/Ia HHOCTPAHHBIX
(WIBMOB HAIPSIMYIO Ha Ka3aXCKHUH SI3bIK, OJJTHAKO Ka4eCTBO TAKUX JIOKATH3AIH TpeOyeT
TIIATEIILHOTO aHan3a. Ha ceroMHsANIHNI 1eHb KOJTMYECTBO UCCIICIOBAaHUN B 00JIACTH
ayJIMOBU3YaJIbHOTO NIEPEBO/Ia HAa Ka3aXCKUH SI3bIK OCTAETCS OTpaHUYCHHBIM. [lenn
HACTOSIIET0 MCCIIEI0BAHUS — MPOAHAIM3UPOBATH OCOOCHHOCTH JIOKAIU3AIUU
aHMManMoHHOTo (hribMa Tauku 2, ¢ akIEHTOM Ha Nepeady KyJIbTypHO-CIeIn(DUISCKIX
2JIEMEHTOB. B KauecTBe MeTO/1a HCCIIeIOBaHUS IIPUMEHSETCS] KAaUeCTBCHHBIH KOHTCHT-
aHaJIU3 TIEPEBEICHHOTO IPOIYKTA JUIS OTIPEICIICHHUS UCTIOIb3YEMBIX MTEPEBOTIECKUX
cTpaTeruii. Pe3ynbraThl aHa mM3a MOKa3bIBAIOT, YTO MPH JOKAIH3AINN PEIKO UCTIOIbh3yeTCs
CTpaTerus KyJIbTYPHOH 3aMEHBI, OJJHAKO 3TO KOMIIEHCHPYETCS] aKTUBHBIM ITPUMEHEHHEM
KPEaTUBHBIX aJaNTalluii 1 BHEAPSHHEM JIOKATBHBIX Ppa3. Takue pemenus aenarT
NpOAYKT OoJiee OIM3KUM Y TIOHSATHBIM JUTSI LIeIeBOi ayautopun. MccnenoBanme
NOYEPKUBACT BAXKHOCTh HAXOXKJICHHS OajlaHCca MEXy COXpaHEHHEM OPUTHHAIILHOTO
CMBICJIa ¥ aJjanTalluel oMopa M Peajiiii Uit MECTHOTO 3puTens. [loryueHHbIE BHIBOIBI
MOTYT OBITh MOJIC3HBI HAUMHAIOIINM TIEPEBOIUYNKAM, pabOTAIOIINM B chepe

ayJIMOBU3YaJIbHOTO MEePEeBO/Ia Ha Ka3aXCKUM S3bIK.

Knroueswie cnosa: ayouosusyanvhslii nepegoo, 10Kaauzayus, 0yousaic, Kyibmypa,
MYTLMPUILM, MPAHCKPEAYUs.
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Introduction

The rapid widespread of audio-visual content in the 21st century has significantly
increased their demand to fit different audiences through localization, necessitating a
reevaluation of traditional translation strategies used. Audiovisual translation (AVT)
provides the opportunity to enjoy a vast array of educational and entertaining programs,
films and channels worldwide burning language and cultural barriers. As a result, this has
fostered greater international communication across diverse cultures and languages, while
simultaneously giving rise to new challenges in the translation studies. Researchers in the
organization named “Nimdzi insights” identified the top most requested services in the
linguistic field. They analyzed the best one hundred company providers in 25 countries.
The results confirmed that localization is the most requested service, following with post-

editing after machine translation and subtitling (Nimdzi Insights, 2021).

Scholars found culture specific references to be the main challenge on the way to
produce high quality localized audio-visual products. These references also concern other
areas, such as translation of literature and drama. We also gave attention to the focus on
creative collaboration between translators and dubbing adaptors. This chapter opens with
an exploration of how culture and language intersect, providing context for the study. It
then delves into the background of film translation, emphasizing its cultural influence.
Additionally, the chapter outlines the research problem, defines its objectives and

questions, and highlights the overall significance of the study.

Background Information

“A nation’s culture resides in the hearts and in the soul of its people” (M. Gandhi,

1998). These profound words emphasizes how deeply culture shapes identity and



underscores the importance of preserving cultural elements. Good knowledge of culture
helps translators to produce equivalents, which can touch people deeply to their hearts and
soul. There are debates in translation studies regarding these two aspects as localization
and translation, whether it is interrelated aspects or different processes. According to
Malenova (2023) translation and localization exist in a state of natural integration, as
localization is unthinkable without translation, but it implies a more complex process of
linguistic and technological processing of the source material for its subsequent immersion
in the host culture. As Redersen (2005) mentioned, one of the common translation crisis
points is having some reference to the source culture without the same equivalent. What to
do in cases when there is no direct equivalent? Swedish scientist Redersen states (2005)
that cultural reference requires many norms, like domestication, foreignization and skopos
knowledge. In my opinion, localization is an upgraded type of translation. Because the
primary function of translation is finding the nearest words of the original message to
deliver meaning and emotions (Nida & Taber, 1969). However, functions of localization
are more sophisticated. Functions of localization include informational, aesthetic and
communication. First means to translate spoken dialogue and non-verbal cues, in order to
allow viewers to comprehend and engage with the content fully. Second is about tone,
style and emotional resonance, which need adopting to create needed mood or atmosphere
in the movie. Last function facilitates understanding the main message of creators that
requests deep analytical work by overcoming linguistic and cultural barriers. Therefore, we

see that localization is a multifaceted process focused on cross-cultural communication.

Over the last 15-20 years, audiovisual translation has become an integral part of
modern digital life. The advancement of the Internet, easy access to varying media at any

time from any gadget, the development of trans-media universes — all this makes it



fundamental to ponder the phenomenon of audiovisual translation (AVT). Whitman-
Linsen (1992) noted that today film translation is probably influencing international
communication largely than translation of books. First research on problems regarding
AVT started in 1976 with the development of cinema and TV (Fodor, 1976). The interest
in the field has increased after the first conference dedicated to problems of dubbing and
subtitling, which the European Union organized in 1987 in Stockholm (Ranzato, 2015).
There are three main solutions to get over the language barrier between film producers and
audiences, who speak different languages. They are subtitling, dubbing and voice-over. In
addition, other two types appeared recently to provide access for people with disabilities
such as audio description and subtitles for deaf and hard of hearing. This research deals
with localization of cartoons to Kazakh audiences through dubbing. How to find
appropriate strategy and tools to produce adequate and high quality cartoon translation?
There are still gaps and many questions without answers in AVT, to which I would like to

contribute and spark a renewed interest in dubbing.

Problem Statement

This study addresses the challenges faced by children when watching cartoons
localized into the Kazakh language. A significant issue is the limited availability of
globally popular animated content in Kazakh, which restricts the promotion and usage of
the state language (Tengrinews, 2023). In cases where cartoons are translated without
proper localization, the intended meaning may be lost, reducing emotional engagement and
viewer satisfaction. This often results in decreased popularity and commercial success of
the content (Hickey, 2022). Conversely, high-quality localization can enhance cultural
resonance, emotional impact, and contribute to the visibility and use of the Kazakh

language.



Given that audiovisual translation (AVT) into Kazakh is still an emerging field,
there is a clear need for academic research to address existing gaps. It is important to
examine when and how localization should be applied to effectively bridge cultural
differences. By analyzing real examples of localizing strategies, this research aims to
explore how to maintain a balance between preserving the source text’s intent and adapting

content to the expectations and cultural context of the Kazakh-speaking audience.

Research Purpose and Questions

Through a comparative analysis of the original and localized dialogue scripts, this
study seeks to identify the predominant translation techniques employed, evaluate their
effectiveness in preserving or altering cultural meaning. The primary aim is to conduct a
comprehensive analysis of the adaptation of culture-specific references (CSRs) in the
Kazakh-language localization of Cars 2, examining the extent to which linguistic and

cultural modifications align with established audiovisual translation strategies.

The following questions have been set in order to achieve this purpose:

1. What translation strategies were predominantly used in the localization of Cars 2,
and how did they influence the cultural and linguistic adaptation of the cartoon for

Kazakh-speaking audiences?

2. How were culture-specific references (CSRs) adapted in the Kazakh-language

localization of Cars 2, and what patterns can be identified in their translation?

Significance

The paper will analyze how texts changed regarding culture specific references in the

localization process. The findings will contribute to better understanding of culture



specific references in the translation. Diaz Cintaz (2004: 28), “compared to the literary
world, audiovisual products are a lot exposed to commercial forces, which opens up
additional opportunities for avenues of research”. The findings of this study will give good
guidance to novice audio-visual translators and localization teams working in pairs of
English-Kazakh languages. Providers of language service in AVT can use insights from
updated guidance. Consequently, high quality localization products will make cartoons
recognizable and sensible, and promote national language for end users, particularly kids.
Guidelines will help for better understanding the strategies to use for accurately conveying

spoken language and cultural nuances.



Literature review

Commenting on the translation of Karl Marx’s Capital, Friedrich Engels once
remarked in a translation journal that the process resulted in “the transformation of
German ideas into English nonsense” (Engels, n.d.). This comment highlights the critical
importance of linguistic and cultural adaptation in translation. Avoiding such distortions
requires translators to possess a deep understanding of both the source and target
languages, as well as their historical and cultural nuances. An inaccurate or incomplete
transmission of meaning compromises the fundamental purpose of translation: to make the

author’s thoughts accessible to a new audience (Komissarov, 1980).

Translation studies have evolved significantly, shifting the focus from individual
words to entire texts as units of meaning (Bassnett & Lefevere, 1990). Contextual
awareness 1s therefore fundamental to the translation process, as difficulties often arise
from the interaction between language and culture. Snell-Hornby further emphasized this
shift, highlighting that translation has moved beyond text-based considerations to
encompass broader cultural dimensions (Snell-Hornby, 1990). Nevertheless, the context is
created not only through words, but also through sound, music, intonation, tone, and visual
elements, making it a multimodal text. The growing prevalence of multimodal texts are
increasing due to annual generation of a large volume of audiovisual content such as TV
shows, videos, films, presentations, slide shows and interactive content. However, practice
was far ahead of theory, as it mostly occurs. Despite the rising importance of AVT, this
field remains theoretically underexplored, particularly in emerging language pairs such as
English-Kazakh. While foreign scholars have examined film translation by comparing
original scripts with localized versions, research on English-Kazakh dubbing is notably

scarce. Existing foreign studies indicate that the primary challenges in AVT stem from
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technical constraints and cultural references. Thus, this study aims to analyze how
cultural references are adapted in the Kazakh-language dubbing of Cars 2, using a
comparative analysis of the original script and its localized version. In this literature
review, [ will examine and synthesize existing studies on AVT, localization, and dubbing,
drawing on insights from previous scholars. This literature review contains an overview of
about 30 previous papers published in this field both theoretical and empirical research.
Spanish researchers are the most referred, others are from Italy, England, Poland, Arab
countries, Russia and Kazakhstan. Additionally, I will utilize a concept map to structure
and compare key findings, highlighting the gaps in English-Kazakh AVT research and the

need for further study in this area.

Audiovisual translation

Before analyzing the cultural aspects of cartoon localization, there is a necessity to
define audiovisual translation (AVT) and its modes. AVT deals with sound and image to
get a full understanding of context, materials such as films, games, videos and TV shows.
According to Malenova (2020), AVT is an umbrella term uniting all concepts involved in
media production and postproduction (Orero P. 2004), such as constrained translation, film
and TV translation (Delabastita, 1989), multimedia translation (Gambier & Gottlieb,

2001).

Interest in this field started with demand for film translation, due to the high cost of
producing the same film in another language. As film industries sought cost-effective
solutions to reach wider audiences, subtitling and dubbing emerged as the two dominant
approaches. After the 1960-70s, the wide spread of television broadcasting, raising the

popularity of satellite TV led to an active growth for researching AVT. In 1987, the first
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organized Conference on Dubbing and Subtitling, held under the auspices of the European
Broadcasting Union in Stockholm, marked a turning point in AVT research (Cintas, 2009).
The impact of that event raised awareness of the complexities of audiovisual translation
and catalyzed a surge in academic publications addressing the challenges of translating
audiovisual content. Over time, AVT became an established discipline within translation
studies, with scholars such as Yves Gambier, Diaz Cintas, Aline Remael, Ranzato and

Henrik Gottlieb making significant contributions to its theoretical development.

AVT is classified into two primary categories: subtitling and re-voicing. Subtitling
involves displaying a written translation of the dialogue at the bottom of the screen while
the original audio is preserved. It tries to accurately show what the speakers are saying and
give information on things that we can see in the picture like letters, graffiti, signs, and the
things we can hear in the audio like music and voices (Diaz-Cintas & Remael, 2014). Re-
voicing, on the other hand, encompasses multiple forms of audio replacement, including
narration, voice-over, audio description, free commentary, simultaneous interpreting, and
lip-synchronized dubbing (Luyken, 1991; Baker & Hochel, 1998). Despite its common

use, dubbing has a small amount of research yet in comparison to subtitling.

This research is concentrated on lip-synchronized dubbing. Re-recording the
voice track in target version using actors’ voices is a definition of dubbing given by
Lyuken and he emphasized the main aim of dubbing is to recreate the dynamics of the
original (Lyuken, 1991). However, the scholar from Dublin University O’Connell reported
its drawbacks: “dubbing is a more time-consuming process than subtitling; also it attracts
more people in the process, as a consequence requires more finance. Writers, translators,
actors, directors, and technicians work together as a team to accomplish task” (O’Connell,

2000). The Eurobarometer survey conducted in December 2005 (public opinion in the
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European Union) proved that the use of subtitles could encourage and facilitate foreign
language learning. Nevertheless, on average, only 10% of European Union (EU) citizens
said they watched the original movie to learn the language. However, the majority of
Europeans (56%) prefer to watch dubbed foreign movies and shows rather than listen to
the original with subtitles (Gambier, 2006). Nevertheless having the chance to compare
the source material with the translated result is a benefit appreciated by target audiences
that choose subtitling. Dubbing, on the other hand, fails to offer access to the original text
because the original sound track is completely replaced (Cintas, 1999). However, dubbing
remains the preferred choice for children’s content, as it provides a seamless viewing
experience without requiring reading skills. The main idea of dubbing is to create the
illusion that characters are speaking in the target language, which requires precise
synchronization of lip movements and naturalness. The scholar from Spain Frederic
Chaume gave a systematic overview of the dubbing process in his book “Audiovisual
Translation: Dubbing” in 2012. First, a television channel or film studio acquires the rights
to the film. Second, these organizations delegate the tasks of translating the film to the
dubbing studio. The dubbing studio actively collaborates with professional translators and
directors to establish the proper translation of the film. Third, the director develops a
dubbing plan, identifies voices and actors to create a dubbed film (Chaume, 2012). This
data gives us good understanding into AVT process and key factors influencing the final
localized product. As noted by Frattini (2007), audience enjoyment reduces in the case of
incompetently translated jokes, idiomatic expressions or cultural references (Frattini,
2007). Therefore, high-quality dubbing requires careful consideration of meanings hidden

in the dialogues.
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Localization, adaptation and transcreation

Translating children's cartoons into various languages can be contentious, as the
content must be carefully adapted to suit children's cognitive and cultural perceptions.
Within translation studies, there are emergence of specialized terms such as localization,
adaptation and transcreation. Localization involves adjusting language to be more in line
with the customs and traditions of a particular area (Malenova, 2022). Adaptation is a
form of translation that requires deliberate modifications to ensure that the target text
aligns with the essence of the original text (Malenova, 2022). Transcreation, a term
frequently used in marketing and media translation, involves a more creative approach
where linguistic elements are modified to evoke the same emotions and intent as the
source text (Bashir, 2021). Transcreation prioritizes cultural engagement and mostly is
used in advertisement videos, website ads or TV commercials (Bashir, 2021). While these
three terms—Ilocalization, adaptation, and transcreation—are distinct, they are
interconnected in practice. I compared definitions of “adaptation” by many experts, such
as Gambier, Vazquez-Ayora, Jean Desisle, Marc Charron, Bastin and came to a
conclusion. Gambier asserted that translation is always more than word-by-word transfer,
nevertheless deeper perception of a target text is a result of right adaptations (Gambier,
1992). Vazquez-Ayora notes that adaptation is not always necessary, particularly in cases
where preserving foreign elements enhances authenticity (Vazquez Ayora, 1977). Russian
linguist Lev Latyshev (2000) believed that localization is a translation type achieved using
pragmatic adaptation, reinforcing the idea that adaptation functions as a key technique

within the broader process of localization.

Recent studies view localization as adapting texts across different discourses,

offering a new linguistic analysis perspective. Multimedia localization, defined as
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translating and adapting content for a foreign audience (MICE & MORE), is highly
demanded. This process involves script creation, translation, and transcreation of
dialogues, subtitles, and other verbal elements within the audiovisual context (MICE &
MORE). Modern film translation follows localization standards and requires a creative
linguistic and cultural adaptation approach. Given these perspectives, this study adopts the
term localization as the most appropriate framework for analyzing the cultural adaptation

of children's cartoons.

Culture-Specific References (CSRs)

Ranzato (2013) notes that, despite the widespread presence of culture-specific
references (CSRs) in translation, their definitions remain relatively limited in scholarly
discourse. Researchers use varieties of terms in previous research to describe these
elements, including culture-bound references, culture-specific items, expressions,
allusions, and realia. One of the primary difficulties in defining culture-specific references
(CSRs) stems from the fact that language is inherently tied to culture. Every language
reflects the values, beliefs, and experiences of the culture in which it is spoken, making it
deeply culture-specific (Ranzato, 2015). Consequently, what may be easily understood in
one language may not have the same meaning, relevance, or impact in another language or
cultural context. This makes the identification and translation of CSRs particularly
complex, as it involves navigating the cultural nuances embedded within the language
itself. Leemets (1992) describes CSRs as words representing concepts that do not exist in
the consciousness or daily life of other nations, as cultural differences stem from variations
in traditions, beliefs, and historical developments. Similarly, Leppihalme (1997) identifies
the difficulties posed by CSRs, referring to them as "allusions" in translation. She argues

that translating such allusions involves "creating new worlds from the old one". Moreover,
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Leppihalme emphasizes the increasing focus on audience reception, suggesting that
allusions rendered with deeper cultural understanding enhance the audience's sense of
engagement and fulfillment. Diaz Cintaz and Remael (2007) defined CSRs as
“extralinguistic references to items that are tied up with a country's culture, history, or
geography, and tend therefore to pose serious translation challenges”. In a similar vein,
Pedersen (2011) coined the term "extralinguistic cultural references" (ECRs). He defined
an ECR as a reference made through a culture-specific linguistic expression that points to
an external entity or process, and is assumed to be identifiable by the audience based on
their shared encyclopedic knowledge. the relaCommenting on this definition, it pertains to
entities or processes that exist beyond the language itself, relating to a specific culture's
understanding of the world. In this context, Pedersen differentiates between language and
culture, highlighting that proficiency in the former does not inherently provide insight into
the ECRs of that culture. For instance, a non-native English speaker may excel in the
language yet lack the necessary cultural awareness to grasp its references to "locations,
individuals, institutions, traditions, cuisine," and so forth. Chiaro also researched the
dubbing and subtitling processes and identified ten categories of what he terms “lingua-
cultural drops”—cultural elements that often pose difficulties for translators. They are:
institutions, the school grading system, place names, unit of measurement, currency,
national sport, food and drink, holidays and festivities, books and well-known personalities
(Chiaro, 2009). The definitions suggested by Diaz Cintas and Remael (2007) and Pedersen
(2011) provide a clear understanding of CSRs that is relevant for the discussion and
analysis in this study. The explanations offered by Diaz Cintas and Remael (2007) along
with Pedersen (2011) offer valuable insights into culture-specific references, making them

highly applicable to the analysis presented in this study.
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Strategies to translate CSRs

Vinay and Darbelnet (1958) developed a classification of translation strategies for

handling culture-specific references (CSRs), categorizing them into two broad approaches:

1. Direct translation, which includes three strategies: borrowing, calque, and literal
translation.
2. Oblique translation, which consists of four strategies: transposition, modulation,

equivalence, and adaptation.

Among these, borrowing is the simplest method, involving the direct transfer of a term
without modification. Calque refers to translating each element of an expression
individually, while literal translation applies the same principle, but to longer phrases.
Transposition entails changing the grammatical category of a word while preserving its
meaning. Modulation, on the other hand, involves rephrasing a concept using different
expressions while maintaining the original meaning. Equivalence is employed when the
same message is conveyed using entirely different structural and stylistic means.
Researchers note that this strategy often functions at a syntagmatic level, shaping the
overall message and frequently appearing in fixed expressions such as idioms, clichés, and
proverbs. Adaptation, considered the most radical translation strategy, is employed when a
concept from the source language lacks an equivalent or is entirely unfamiliar within the
target culture. In such cases, translators create a new situation that conveys an equivalent
meaning, making adaptation a form of situational equivalence. In these situations,
translators create a new context that delivers the same meaning, which makes adaptation a

way of ensuring the message fits the specific situation.
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The concept of adaptation takes on various meanings within AVT, as well as in
film, television, and theater studies (Hutcheon, 2006). It frequently entails a
comprehensive reworking and reinterpretation of a text, driven by either technical or
artistic considerations, lip-sync. For instance, in dubbing, adaptation is necessary to align
with technical constraints such as timing limitations. In theater, plays may be modified to
fit a different historical or geographical setting for artistic purposes. Similarly, novels
undergo adaptation when transformed into films, requiring changes in structure, dialogue,

and visual storytelling to suit the cinematic medium.

Ivir did another classification in 1987. He offered seven strategies to deal with

CSRs such as:

1. Borrowing

2. Definition

3. Literal translation
4. Substitution

5. Lexical creation
6. Addition

7. Omission

Borrowing and literal translation are already discussed above. Definition means
adding explanatory notes to make references understandable. Substitution means
replacements of source elements with target oriented elements which have similar impact
on viewers. Lexical creation means creating new terms for the target audience. Addition is

adding words and omission, on the other hand, deleting references.



Gottlieb worked with localisms, compared all the common strategies, and created

one classification in 2009, using Leppihalme (1997) and Pedersen (2005) taxonomies.
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Gottlieb did analysis using these six strategies for his analysis, and states that for relatively

small corpus, the six strategies is justified and enough. The strategies as following:

l.

N

Retention

Literal translation
Specification
Generalisation
Substitution

Omission

Pedersen (2005) offers a taxonomy to apply for AVT and lists six strategies to

transfer CSRs. His classification is highly adaptable and can be effectively utilized in

various corpora and case studies, as it provides a valuable framework for analyzing the

localization process. This approach proves to be an efficient tool for examining how

cultural and linguistic elements are transferred or modified during the localization of

content:

Retention

Addition

Direct translation

Generalization

Cultural substitution

Omission
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Recent researches analyzing differences between dubbed versions of films have
underscored the significance of localization in AVT. Volkova and Mitiagina (2023)
conducted an empirical study at Volgograd State University, comparing dubbed versions
against subtitling versions of the film Cruella. Subtitles tried to translate semantically
equivalent to original and dubbing versions attempt to use localized phrases. Their study,
which included a comparative table of 20 examples, demonstrated the advantages of
localization in enhancing audience comprehension and cultural relevance. Leonova,
Lysova, and their professor Chistyakova (2022) in Moscow, focusing on two animated
films translated from English to Russian, carried out a similar study. However, their
research aimed to evaluate common localization errors and their impact on translation
quality. Based on their findings, the authors proposed six key recommendations for
translators to improve localization practices (Chistyakova et al., 2022). Moreover, many
other researchers from Indonesian universities searched for this topic in 2022, including
Supana, Nababan and Santosa. They examined adaptation strategies in the Indonesian
dubbing of the American TV series Walker, Texas Ranger. Their study utilized the four
adaptation types proposed by Assaqaf and Ali (2016)—collocation adaptation, ideological
adaptation, literary adaptation, and cultural adaptation—to assess which approach was
most frequently employed. The results indicated that cultural adaptation accounted for
52% of all instances, supporting Kuleli’s (2019) argument that language and culture are
inseparable in translation. Translators must be mindful of both fundamental and marginal
translation procedures when translating cultural items into another society (Sukmaningrum

et al., 2022).
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Kazakh localization: research landscape and key studios

Research on Kazakh dubbing practices remains limited. Makhpirov and
Arstanova (2021) conducted their research on the Kazakh-language dubbing of the
animated series Dora the Explorer, produced by the national TV channel “Kazakhstan”.
Whereas it was a very short article with only 10 examples included and offered 4 solutions
given to the translator in dealing with children’s content: to consider age, to not
overwhelm the text, to use words by their meanings and to pay attention to frequency of
using the similar word. A more recent study by Koigeldiyeva (2023), a student at MNU,
explored obstacles of AVT, when translating from English to Kazakh, focusing on the
cartoons Coco and Frozen. Her analysis addressed several key issues such character
names, idiomatic expressions, song localization, and slangstra. Despite these valuable
contributions, there is a noticeable gap in research regarding common challenges faced by
translators in localizing animated films for Kazakh audiences. Identifying these gaps has
motivated my study, which aims to expand upon existing research by analyzing

localization practices in Kazakh-language dubbing.

One of the biggest names in media localization is SDI Media, which specializes in
dubbing and subtitling foreign content into multiple languages. Studios from both
Kazakhstan and Russia are mostly responsible for localizing foreign films into the Kazakh
language. When a nationwide debate over the necessity of dubbing foreign films in the
state language arose in 2012, the question of dubbing films into Kazakh gained significant
attention. The Kazakh Parliament responded by passing a law requesting foreign films to
be dubbed into Kazakh before release in theaters and cinemas. Even after this regulation
was formally adopted, in the years that followed, only 38 films were dubbed into Kazakh.

In 2019, a compromise was reached that required the mandatory use of Kazakh subtitles in
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cinemas, while Russian-dubbed versions of films continued to be produced by Russian
studios. However, this balance was disrupted by the Russia-Ukraine war, which had a
major repercussions on the international film industry. American film studios, including
major players such as Disney and Warner Brothers, began to announce the suspension of
film premieres in Russian theaters, prompting them to seek alternative solutions for
maintaining their audiences in the post-Soviet space following Russia's exclusion from the
global entertainment market. In response to these challenges, the solution was found in
expanding the dubbing of films into other former Soviet republics. Kazakhstan and
Georgia were chosen as key locations for film dubbing for the post-Soviet audience.
Kazakhstan, with its established infrastructure and technical expertise, rose to meet this
demand, providing high-quality dubbing services. This shift not only strengthened
Kazakhstan's position as a hub for media localization but also contributed to the growth
and recognition of Kazakh-language dubbing, from both global studios and local

audiences.

Today, several key localization studios in Kazakhstan play a central role in dubbing
films into Kazakh, including Aray Media Group, Cinema Tone Production, Lucky
Production, and Movie Distribution. Additionally, The Kitchen Russia, a prominent
Russian studio, also contributes to the localization of films into both Kazakh and Uzbek.
The increasing prominence of Kazakh dubbing underscores the evolving role of
Kazakhstan in the global media localization industry and reflects the growing demand for

high-quality content in local languages.
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Summary

The field of AVT has been evaluated from basic text translation to a more complex
process focusing on cultural differences. This literature review has attempted to examine
the evaluation in both theoretical and practical studies. While there is plenty of theoretical
research, the emerging language pairs like English-Kazakh should be analyzed and
continue to gain new insights and establish norms. Existing studies have laid the
groundwork, and this research seeks to address the noticeable gap in literature by

examining how cultural specific references are localized in Kazakh-language dubbing.

This field acquires more attention hence it has a huge impact on children’s
behavior formation and morality. This exploration contributes to a broader understanding
of translation strategies applied in practice and underscores the need for continued

scholarly attention to Kazakh AVT practices.
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Methodology

This chapter outlines the research design, including the sampling methods, data
collection procedures, and the analytical framework used to systematically interpret and
categorize the data. It also presents ethical considerations and potential study limitations.
This study explores how culture-specific references (CSRs) are adapted during the
localization of an English-language animated film. The primary objective of this research
is to analyze the modifications made to CSRs during localization and identify the strategies

employed in localizing Cars 2 for Kazakh-speaking audiences.

To achieve this, the research uses a product-oriented qualitative approach within
the framework of descriptive translation studies. As Creswell (2014) notes, qualitative
research seeks to explore and interpret meanings within a specific context; the researcher
interprets the meaning of the found data. I understand my research as being product-
oriented, because it focuses on the final translated text as the main object of investigation
(Saldanha & O’Brien, 2013). A product-oriented approach is particularly effective for
examining the interplay between language, culture, and translation. By prioritizing the
translated text as the outcome, it highlights its accuracy, effectiveness, and overall quality.
Through this analysis, scholars gain insights into translation strategies and their role in
facilitating intercultural exchange, making product-focused research an essential

component of translation studies.

Research design

First, I identified the research problem and formulated a clear research purpose to

address it. Based on this purpose, I developed specific research questions designed to
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guide the study. To ensure alignment with these questions, I then created data collection

instruments tailored to gather relevant and meaningful data for analysis.

According to Gideon Toury (2012), translation is an activity governed by norms,
making it essential for researchers to uncover the different types of norms that influence the
translation process (Alfano, n.d.). Therefore, establishing norms in localization necessitates
a comprehensive examination of the strategies applied in translation practices. As mentioned
by Toury, norms emerge from repeated patterns observed in final products. Chesterman
(1997) states that translation norms are not static, but evolve over time based on cultural and
societal factors. A structured empirical research underlie principles and guiding localization
strategies to adopt the content. Descriptive Translation Studies (DTS), also known as the
descriptive paradigm, examines translation as a socially and historically situated activity,
focusing on the norms and behaviors that shape translation practices within specific
language pairs. There are two key concepts in DTS, such as adequacy and acceptability.
According to Toury (1995), adequacy refers to how well a translation aligns with the cultural
and contextual norms of the original text, whereas acceptability reflects how well it
conforms to the linguistic and cultural expectations of the target audience. Since no
translation can be entirely adequate or acceptable, the main task of the researcher is to clarify

the connections between the source text and the context in which it is used.

Specifically, it adopts a product-based research design, as the product of this
research is the cartoon named Cars 2 by Walt Disney Pictures and its dubbed Kazakh
versions. I will use content analysis and contractive analysis (James, 1980) for identifying
localization strategies used in localization. Through a structured comparison of the original
and Kazakh-dubbed scripts, this study seeks to analyze the translation process and identify

the localization strategies used to adapt the cartoon for Kazakh-speaking viewers.
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Sample

The method of sample was purposive. As my research is centered on cultural turns,
the material should be full of references to places, people, customs, names, jokes and
events. Another thing is accessibility of materials; there are a small number of cartoons
with dubbing to Kazakh language. Third criteria was the popularity of cartoons. I decided
to focus on cartoons, since they play a pivotal role in the formation of kids’ cultural
identity. I have chosen a cartoon named “Cars 2’, because it was the first dubbed cartoon
for cinema release in Kazakh language in 2011. Localization played a crucial role in its
commercial success and widespread popularity. As one of the first and most successful
Kazakh-language dubbing projects, it serves as an ideal example for developing
localization guidelines. We plan to investigate in detail all texts, images and sounds
appeared in the original version and the same for dubbed versions. It will clarify strategies
used for localization and give an image of changes occurring between original and dubbing

versions because of cultural turn.

As a sequel to the widely acclaimed Disney-Pixar animated film Cars, it follows
the main characters on an international journey as they compete in the World Grand Prix,
with race locations spanning Japan, Italy, and the United Kingdom. The film blends fast-
paced racing sequences with elements of espionage and humor, resulting in a more

dynamic and adventurous narrative.

Data Collection and Analysis

This study analyzes audiovisual content, particularly films, by comparing their
original versions with the localized ones. The use of audiovisual data allows for a detailed

examination of linguistic, cultural, and contextual adaptations made during the localization
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process (Diaz-Cintas & Remael, 2007). By analyzing both versions, researchers can
identify translation strategies, shifts in meaning, and the ways in which cultural references

are modified to align with the target audience’s expectations.

Data analysis is an ongoing process that involves multiple stages. Creswell (2014)
emphasizes that qualitative data analysis is a continuous and reflective process rather than
a linear sequence of steps. In this study, the analysis includes systematically collecting film
scripts, transcribing and coding translated segments, and identifying recurring patterns in
localization strategies. The analysis begins with gathering audiovisual materials, so it is
primary data. Followed by coding key translation shifts, conducting an in-depth
examination of localization strategies, and progressively deepening the understanding of
the film. Then we structured the data, represented them in the google table, and interpreted
them within the framework of translation studies, ensuring a coherent and comprehensive
evaluation of the localization process. Comparative analysis is a common tool for checking
used strategies and provides a profound understanding of solutions in order to make it

better.

To conduct the analysis, we planned following series of stages:

1) to create the table with columns for original script, Kazakh version, Russian
version, presence of CSR, type of reference, strategy used for localization,

formal/dynamic equivalence and comments.

2) to compile a multilingual script in an Excel table;

I found the original English script and copied it from the official site of Disney,
with permission to use it for research. The Russian script was written by fans and

found on the website. The Kazakh script was requested from the studio, however I
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was rejected because they deleted all the documents connected with the project
after 3 years. Because Cars 2 was localized in 2011, it was already deleted.

Therefore, I decided to transcribe the whole script by myself.

3) to analyze through multiple viewings both versions and ensure accurate
identification of Culture-Specific References (CSRs) and creative translation

strategies.

4) to find cultural-specific references using Chiaro’s categorization; [Appendix Al].

5) to create frequency list of references found;

6) content analysis: categorizing by strategies using Pederson’s classification of six
strategies (retention, direct translation, cultural substitution, generalization,

omission, addition) and discuss the meaning of phrases;

7) to create frequency tables and diagrams that will illustrate all the data for clear

comprehension;

8) to conduct analysis by lenses of Venuti’s domestication and foreignization

framework;

9) to provide findings in a descriptive way and write the results report.

The animated film, with a total duration of 98 minutes, was divided into 33
segments to facilitate structured analysis. This division allowed for a more manageable
approach to examining the dialogues across different scenes. Approximately 1,300

utterances were collected in three languages: English (original version), Kazakh (dubbed
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version), and Russian (dubbed version). The detailed table containing all utterances and

their translations can be accessed via the link provided in Appendix B.

Limitations and challenges

The primary weakness is its interpretation, which is explained only by one
translator. To minimize this I use peer-review, and ask my peers to comment on some
moments of perception of the translation. Another challenge is to find one suitable
classification; I guess I will add some points and comments for the chosen classification.
Another limitation is that [ will focus on the ready product, not the process of localizing it.
Many translation decisions were made by request of other participants (editors, actors and
other stakeholders). Audiovisual translators always work in a team, as chain by chain they
are all interconnected. As a result, it means the decision of the translator could be affected

by other factors.

Ethical considerations

The present research does not involve interviews, surveys, or any direct
participation from individuals. Instead, it is founded on the analysis of publicly available
film scripts and their translated versions. As such, formal ethical approval was not
required. Still, ethical principles were taken seriously throughout the project. Following
the Belmont Report (1978), the study respects the three core values of research ethics:
respect for others, beneficence, and justice. Respect for the intellectual property of the
content creators has been maintained throughout. The original film was produced by
Disney, and the translation was carried out by the localization studio Cinema Tone

Production. Both parties have been notified about the intent to analyze their product for
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academic purposes. Prior to the submission of this thesis, the final results of the research

will be shared with them.

I have made an effort to stay objective and honest in my analysis. To avoid
personal bias, I relied on a structured content analysis method, which helped me stay
focused on patterns and translation strategies rather than personal opinions. The aim of this
work is to contribute to academic understanding, not to criticize or misrepresent anyone’s

work.

Summary

To conclude, this section of methodology allows readers to have an understanding
and have full picture of used research methods and reasons to choose that way to succeed
in research. This study adopts a qualitative, product-based approach within the scope of
descriptive translation studies. A purposive sample was selected based on cultural
references, accessibility, and the cartoon’s societal impact. The research involved manual
transcription, structuring of multilingual tables, and systematic categorization of
translation strategies using Pedersen’s classification. Additionally, Venuti’s concepts of
domestication and foreignization guided the interpretative analysis. While no participants
were involved, ethical standards were respected — the studios behind the film were
informed, and the analysis was done objectively and transparently. Peer feedback was also

used to reduce possible bias.



30

Findings

In 2011, Walt Disney released the animated film Cars 2, which was dubbed into
Kazakh that same year. Originally produced in the United States, the film was localized for
audiences in over fifty countries. It received a nomination for Best Animated Feature at the
Golden Globe Awards in 2012. Dauren Qasenov and Saltanat Dungenbaeva localized the
Kazakh-language adaptation directly from English. Director Aijan Jamsitova, with Yulia

Biserova guiding as the assistant director, oversaw the dubbing process.

The following sections will analyze the localization strategies employed in the
Kazakh dubbing, using the classification framework outlined in the literature review.
Additionally, this chapter will explore key aspects of culture-specific references (CSRs) in

the adaptation process.

Culture Specific References (CSRs) in the Original Version

“Cars 2” includes 131 CSRs out of 1 300 total utterances in the script, it makes up
10% of the script. The pie chart in Figure 1 provides visual information of the most
frequently occurring types of CSRs, with names and place names being the most dominant

categories.

Among the CSRs found in the script are both real references and fictional characters,
such as: Tow Mater, lemon, Popemobile, Miles Axlerod, Volkswagen Karmann Ghia, Doc
Hudson, Trunkovs, Shiftwell, Darrell, Tomber, Gearsley, Shu, Zundapp, Ramone. Further
analysis of these names in translation is presented in the following sections, with attention

given to the strategies used and their effects on the target audience.
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Place names is the second dominant category with a total number of 32 identified in
the script. For instance, Baltimore, Radiator Springs, Tokyo, London, Paris, Moroccan,
Porto Corsa, Italy, Germany, Czech Republic, Detroit, England. Most of these names are

well known internationally, which reduces the need for transcreation.

Figure 1. Classification CSRs in the Cars 2

national sport
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Cars’ Names

Table 1. Example

English version (original)

Kazakh version (dubbed)
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Russian version (dubbed)

Mater —Tow Mater,
that's who — is here to
help you. Hey, Otis!

MbaTp. IBakyartop.
Kemexkrecyre kamanmaa
naiipig. Eit, Otuc!

Mb1p - Tray Matp, BOT,
KTO 3/1€Ch, YTOOBI IOMOYb
BaM. [Ipuser, Otuc!

Here name was adapted using specification, where a more specific term

“OBakyarop” replaced “Tow”, which translates as “Bykcup”. Moreover, “Tow Mater” is a

wordplay on fomato — was translated as “Mbomp. Deaxyamop” focusing on the character’s

function rather than preserving the original pun.

Table 2. Example

English version (original)

Kazakh version (dubbed)

Russian version (dubbed)

Hey, Mater! I... Oh, gosh.
I'm so sorry. L.. [ thought |
could make it this time,
but... Smooth like pudding,
huh? Who am I kidding?
I'll always be a lemon.

Eii, Matp. MeH tarbl na
CBIHBIT KaJIJIBIM. ByIT sKOITBI
ChbIHA KOMMACIIBIH €Il €M,
Oipak... Kammbeigaaeim na
KanaeiM. Kalitecin eni,
CAJIJIBIPITAKTHIH aThI
caIBIPJIAK,

[Ipuser, Motp. ... boxe.
MkHe Tak xane. S gymai, 4to
Ha 3TOT pa3 y MEHs
NnoJgy4uTcs... BoT u Bes
My3bika. Koro 4
oOMaHbIBato? S Bcerna Obu1
Be/IPOM.

You're the only one that's
nice to lemons like me,
Mater.

Bi3ain sxarjalibIMBI3AbI
ceHeH 0acka KiM TyCiHel,
Mbs1p

TBI e TUHCTBEHHBIN, KTO
3a00TUTCS O KOPBITAX,
BpoJie MeHs1, MaTp.

Yeah, you know. Cars that
don't ever work right.
Lemons is a tow truck's
bread and butter. Like 'em
Gremlins and Pacers we
run into at the party and
the race and the airport.

Wo, ynemi ceiHa 6epetin
MoIuHenep foil. bipak MeHi
acheIparn OTBIPFaH OChLIap.
OTKeHe Toiina 6ipre 60BN
elliK, dyexaiiia )KapblCKaH
I'pemiinn MeH IIdlicep
CHSIKTBLITAP.

Ja, moCTOSIHHO JIOMaroIIeCs
Tadyky. Beapa u taraun
HepaszebHBbI, Kak Xj1e0 ¢
MacsioM. Bpoze tex
I'pemuinna u Isiicepa ¢
BEUEPUHKH, U TEX B
a’ponopTy.
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Of course! They must be ouberre, Koneuno xe! J[0J5KHO OBITS,
the heads of the lemon CaJIBIPJAKTAPIBIH CEPKeCl  IIaBa OJJHOTO M3 CEMEHCTB.
families. 0oJica Kepek o371epi.

In the cases provided above, we have the same word “lemon”, this word appears
many times in the plot, and you can see examples in the cases above. When direct
translation was not feasible, cultural substitution was used to find equivalent terms in
Kazakh. For example, /lemon, which in English refers to a defective car, was replaced with
“canovipnax”, a term that conveys a similar meaning in Kazakh. In the second sentence,
translators used omission. In the third case, we observe addition of definition “yHemi cbiHa
Oepetin mammnanap”, which directly translated as “cars, which broke every time”. Then
we observe generalization strategy using “oceutap”. Only in the fifth case, they repeatedly

used “ceurmbipiak’”, making connections between dialogues.

Table 3. Example

English version (original) Kazakh version (dubbed)  Russian version (dubbed)

Is the Popemobile Typine kapacaH, conai A TTarroMoOWIIb - KaTOIHK?
Catholic? CHSIKTBL

Transcreation was also observed in the next sentence, particularly when references
were deemed unnecessary for the target audience. Popemobile is the reference to Pope’s
vehicle, but in this cartoon, it is Pope. The religious reference was removed in favor of a
more neutral translation. Instead of that phrase, translators created another version for this

dialogue lines.

Table 4. Example



English version (original)

Kazakh version (dubbed)
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Russian version (dubbed)

[on TV] Tonight on The
Mel Dorado Show... His
story gripped the world.
Oil billionaire Miles
Axlerod, in an attempt to
become the first car to
circumnavigate the globe
without GPS, ironically
ran out of gas, and found
himself trapped in the
wild.

TB: Byrinri MeHiH
IIOYBIMHBIH KeHiNKepi:
JYHIM >KYPTThI TaH
Kanaslprad Maitiic
KappauBaJj. bynan 6ipa3
YaKbIT OYPBIH Kep MIapbIH
OipinuIi 6onbin GPScei3
alfHaJIbIN LIBIFYFa OpPEKeT
xacaiiabl. KpI3bIK manranga
KaHapMaWbl TayChUIBIT, KEH
Jlanaja sKajaFbl3 KalFaH

Ceroans B nepemgaue Men
Hopano... Ero ucropus
IPUBJIEKJIa BHUMAHUE BCETO
mupa. Hedrsnoii marnar -
Maiiiac KapaansaJs penmn
CTaTh NIEPBOM MAILWHOU,
00OTHYBIIMI 36MHOH I1ap

oe3 GPS.

Transcreation was used when direct retention was insufficient to convey meaning.

A notable example is the surname Axlerod, which was localized as Kapoanear—a name

adapted to suit Kazakh phonetics while maintaining an automotive reference. The word

means a node in the transmission of a car that transmits rotation from the gearbox or

transfer case to the gearbox of the drive wheels.

Table 5. Example

English version (original)

Kazakh version (dubbed)

Russian version (dubbed)

Professor Ziindapp?

Mpodeccop 3ronnan?

[Tpodeccop Lynnmanm?

A Volkswagen Karmann
Ghia has no radiator.

DoJILKCBAreH Kapman
I'mapa pagnaTop KOK.

VY ®oabkcBarena
Kapmann I'ma oTcyTcTBYyeT
paauaTop.

Wow! I can't believe they
renamed the Piston Cup
after our very own Doc
Hudson!

Moccaran!  bymap conpma
Iopmen ky6orniHa 0i31iH
Jlok  XaJacOHHBIH  aTBIH
Oepren 0e?

Vx 11. He Mory nmoBepurs,
yro KyOoxk Ilopmns
NIEPEUMEHOBAJIN B YECTh
Hamiero /Jloka XaacoHa.
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Retention was the most frequently used strategy for character names, appearing in

22 instances. Some examples are given in table 5. This method was applied to preserve the

original identity of the characters, ensuring consistency with the source material. For

example, names such as Doc Hudson and Volkswagen Karmann Ghia remained

unchanged, maintaining familiarity for audiences already acquainted with the franchise.

Table 6. Example

English version (original)

Kazakh version (dubbed)

Russian version (dubbed)

Right. Let's see. Um.. | Kapan xibepeiiin, smMMM... Xody y3HaTh, Kakue €IlE
There were Hugos and Meiaaa XBIOTO MEH MOJEIH MAIIMH TaM OBLIH.
Trunkovs. 3amopo:xkaap oap. Tak, mocMoTpuM... XbIOTO U
Jaxkanra.
Gremlin, Pacer, Hugo and | ©Omipi  6acbl  KoChbUIMaran I'peMiuHbI, [Teticepsl,
Trunkov never get I'pemmun, Ileiicep, Xbptoro Xbioro, u Jmajarsl HUKOTAAQ
together, but they are M€H TpankoB Kke3jecyre He JaJIuiH,
JKHHAJIJIBL.

having a secret meeting in
two days.

Vladimir Trankov is a name of greenish Zaporozhets, He is a gray market

smuggler. In the cases above translators used different strategies, making it confusing

whether it is one character or two characters. In the first case, the name was adopted

according to the car's model, making it more recognizable for the audience. Nevertheless,

in the second we see retention, because “Trankov” remains unchanged.

Table 7. Example

English version (original)  Kazakh version (dubbed)  Russian version (dubbed)

'‘Course, Karmann Ghias
weren't the only ones.
Besides the Beetles, you

Texk xkana Kapmenl nana rana
eMec, olaH Oacka
®dobKCBareH, OcH

Koneuno, Kapmann I'na He
eauHcTBeHHbIE. [lo MuMoO
"Xyxos", ectb Tun 3 co
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had your Type 3 |3amopoxkente ayaMeH crenupuIecKuMu
Squarebacks with the | CalKbIHIAWIEL JIBUTATETIAMH.
Pancake motors.

Oh, yes, sorry. It's | Oy, xemipepcin. [Jemoke, /[la, npoctu. Iludreen.
Shiftwell. Holley Xomnu Jlearokc Xommu [udTeemn.
Shiftwell.

Right. And Miss  Hypeic, aa 6i3nin Xoaam Hy ga. A mucc [ludTeenn

Shiftwell’s is designing
iPhone apps.

AlipoHmapabplH TU3aitHBIMEH
alfHaJIBICAIbI.

mumet g iPhon'os
HpOrpaMMBEI.

Trancreation was used in the cases above, as “Squareback” was rendered to

“Zaporozhets”. The Holley’s surname “Shiftwell” was changed to “Deluxe”. The original

name “Shiftwell” was replaced with the phrase “our Holley” in the Kazakh version. This

change adds a sense of familiarity and warmth, aligning with the Kazakh cultural tendency

to use possessive forms (e.g., “my” or “our’’) when referring to someone affectionately. Such

personalization helps the target audience connect more emotionally with the characters and

reflects local communicative norms, though it shifts the tone of the original dialogue.

Table 8. Example

English version (original)

Kazakh version (dubbed)

Russian version (dubbed)

Oh! Miguel Camino has
blown an engine!

Ox! Murejabain
KO3FaJITKBIIIBI )KaHbII KETTI.

Mureas Kamuio coammn
CBOM BUTATEINb!

Very unusual, Darrell.
He's been so consistent all
year.

Okpic xarnaid. OJ ToyenKen
eTyzeH OypbIH OopiH
€CEeNTEN aNTyIIbI eIi.

Ouenb cTpanHo, Jdappesi.
OH BCIO )XHM3Hb OBLT OUYEHD
pacUeTIMBBIM.

They've called us terrible
names: jalopy, rust
bucket, heap, clunker,
junker, beater, wreck,
rattletrap, lemon.

bisre TarpuiMaraH at koK.
bipey mankbim gece, 6ipey
combIpaak jaeini. bipey
Kecek, eH/Ii Oipeyrep TeMip
Tepcek JeHIi.

OHu JaBajay HaM ITOCTBIIHBIC
UMEHa: IPaHayJIeT,
KOPBITO, TpyAa
MeTaJlJI0JIOMA, PHIJIBaH,
TapaHTac, KoJbIMara,
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pa3BaJjiroxa, rpod Ha
KoJiecax, Beapo!

Hey! A Gremlin and a
Pacer! No offense to your
makes and models, but
you guys break down
harder than my cousin
Betsy after she got left at
the...

I'pemuep men Ileticep.
Keninnepine anmanaap!
Bipak cenaep kKan Kyt eTin
KYPTeH MIapTKBICBIHIAP.
CpIHBII casaplpIarn
KaJABIHIAP.

I'pemnun u IIsiicep! He B
o0uy BaM CKa3aHo, HO
JIOMaeTech BBI Yalle, YeM
Mos Ky3uHa Bercu nocne
TOTO0, KaK ee OpoCHiIH y
anrapst!

They're coming,
Shiftwell! Get him out of
there!

AHaunap KeJin Kajjpl,
LIBIFAPBII a1 OHBI!

Onu npuOIMKAIOTCS.
Britackusaii ero!

One of the notable patterns observed in the Kazakh localization is the omission of

personal names in several dialogues. In the first case the surname “Camino” was omitted

due to length limitation. In the second case, “Darrell” was omitted. It is a reference for

personality. Darrell is a famous race commentator in the USA. In the next case there are

plenty of words such as “jalopy, rust bucket, heap, clunker, junker, beater, wreck, rattletrap,

lemon”, only 4 of them were transferred, others are omitted. In the next line “cousin Betsy”

was omitted using creative approach, when utterance was changed fully. In some cases,

characters no longer address each other by name, such as “Shiftwell.” This shift may be

explained by a tendency to streamline dialogues, enhance naturalness, or adjust to the norms

of conversational Kazakh. However, such omissions can also reduce the clarity of

interpersonal dynamics and diminish character identity in certain scenes.

Place names

In the Kazakh localization of Cars 2, place names were mostly unchanged. This

choice aligns with the international nature of the film’s setting, as the World Grand Prix

takes place in globally recognizable locations. Changing place names were unnecessary,
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since these places are well known to Kazakh audiences. However, there were lesser-known

locations; it is plausible that they could have been adapted to familiar Kazakh equivalents.

The main strategies observed in translating place names were:

Retention (24 cases) — Most names, such as Tokyo, London, Paris, Porto Corsa, Radiator
Springs, and Baltimore, remained unchanged. This preserved geographical accuracy and

audience recognition.

Table 9. Example of retention

English version (original) Kazakh version (dubbed) Russian version (dubbed)

Baltimore, Maryland, baatumop, MapuinHa. bantumop, MapuJiena, Bbl
you're on the air. Aiita GepiHizzep. B 9¢upe.

[ know of a black-market | Ilapu:xknae xkapa 6a3apna 51 3Har0 OJTHOTO TOPTOBIIA C
parts dealer in Paris. OeJIeKkTep cataThiH Oip yepHoro peiHka B [lapu:ke.

TYPFBIH/IBI OUTYIII €1IM.

Listen, this isn't bep kapa. byn caran Crnymaii, 5T0 BeJb HE
Radiator Springs. Pagnarop Cnpunre emec. Pagnarop Cnpunre.

In the first, the city “Maryland” and state “Baltimore” remain unchanged. “Paris”
remains unchanged to maintain familiarity. “Radiator Springs” is a fictional but well-

established place for this cartoon, its name was kept as is.

Omission (4 cases) — In some instances, references to locations were omitted, likely to

streamline dialogue.



Table 10. Examples of omission

English version (original) Kazakh version (dubbed)
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Russian version (dubbed)

Well, [ remotely
reprogrammed Porto
Corsa's red light
cameras to do
recognition scans.

Men Kasagarbl 0apibIK
OecliHeKamepanapra CKaHep
KBI3METIH KOCHIIT KOMIBIM.
Onapabl aHBIKTANTBI.

S1 nepenporpammupoBaia
KaMepbl cBeTO(OPOB,
HAaCTPOUB UX HA IMOUCK U
OIIO3HAHUE.

Listen, this isn't
Radiator Springs. This
is exactly why I don't
bring you along to these
things! ...you have to get
a hold of yourself! You're
making a scene!

MeH ceHi JkapbIcTapra Kayai
aJIBIT KYPEeMiH? AWTIIIbI,
e3iH. Mackapa KbUIIbIH FOI
o0eH.

Crnymiaii, 370 BeJb HE
Pagunatop Cnpunre. Bor,
rouemy s Te0s paHblIle HE
Opan Ha copeBHOBaHU:!

Transcreation (1 case) — The name Big Ben was adapted as hue bonmu, a creative play on

words referencing Bentley cars, aligning with the film’s automotive theme.

Table 11. Example of transcreation

English version (original) Kazakh version (dubbed) Russian version (dubbed)

We're in London, Mater,
inside Big Bentley.

Jlonoonoa, Mamp, iwinoe

buz bynmau.

B Jlonoone, Mamp, enympu
buz bsumanu.

Transcreation: Big Bentley is a creative reference of Big Ben in the car-centric

world of Cars. The adaptation is retained in the Kazakh version, aligning with the film’s

style.



Institutions (Judiciary, police, military)

Table 12. Example of direct translation
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English version (original) Kazakh version (dubbed)  Russian version (dubbed)

Welcome home, soldier.

Ko kenmin, cap6a3s!

Jlo6po mokanoBath JOMOH,
coJiIarT.

The term “Soldier” is a reference meaning someone is a brave and skilled fighter.

In this case, translators applied a direct translation. In Kazakh, we call “cap6a3” people

who are serving in the army. However, in this context, it is used metaphorically to describe

Lightning McQueen, as his racing career and frequent travels resemble the disciplined and

regimented life of a soldier.

Table 13. Example of direct translation

English version (original) Kazakh version (dubbed)

Russian version (dubbed)

They've been scrambling
everyone's satellites. The
Americans actually
discovered it just before
you did. They placed an
agent on that platform
under deep cover. He was
able to get a photo of the
car who's running the
entire operation.

[Tnardopmanarsuiap xep
CEpIKTEepIHEH KAChIPBIHFaH.
MyHbl AMepuKaHIBIKTap
CI311H aJIbIHbI3Aa FaHa
oinren. Ceiitir,
atopmara MbIKTBI
TBIHIIBI XKiOepreH.
Onepanusiubl
YUBIMIACTBIPHII )KYPreH
KOJIIKT1 CypEeTKe TEK COJI
TYCipYyi MYMKIH.

OHu MCKaXXallu TaHHbIE CO
CIIyTHUKOB. AMEpUKaHIIbI
y3HaJI 3TO HE HAMHOTO
panbiie Hac. OHM 3acnanu
Ha mIaTGopMy areHTa 1moj
npukpbiTieM. OH
cdororpadupoBal Tauky,
CTOSIIYIO BO IJIaBe
MPECTYIHOW OaH/IbI.

No, no, I'm technical. You
see, I'm in diagnostics.
I'm... I'm not a field
agent.

Ko-x0K. MeH TEXHUKITIH.
MeHiH )KYMBICHIM
IUarLocTrka emec ne? Men
THIHIIBI €MEeCIHiH, MEH. ..

Her, s - Texauk u3 otAeiaa
nuargoctuku. Sl... 51 Beap He
ONepaTHUBHBIN areHT.
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It's the American spy! Meinay Amepuka DT0 aMepHUKAHCKHI HINHOH!
THIHIIBICHI.

The word agent usually means someone who gathers secret information, and in
Kazakh, the word “muigwnr ” has the same meaning. Because of this, the translators went
with a direct translation, making sure the original idea stayed clear and easy to understand
for the audience. However, there is a small issue when it comes to the phrase field agent. It
was also translated as “muiyuwor ”, which might be confusing. The problem is that Holley is
supposed to be a spy car, but in the translation, she actually says, “I’m not a spy,” which

could make the audience confused.

Table 14. Example of transcreation

English version (original) Kazakh version (dubbed) Russian version (dubbed)

I never properly ©3iM/1i TAaHBICTBIPMAIIBIH ®urH MakMuc.
introduced myself. Finn roii. ®uHMaxkMuc. bpuraHnckas pa3Beaka.
McMissile. British Bpuran 6apaay Kpi3merTi.

intelligence.

Tow Mater. Average Men MaTpmiH. Tsirau MaTp cpeaHero yma.
intelligence. TacbiMasiiay KbI3MeTi.

Here in the original dialogue included a wordplay on repeating the word
“intelligence” with two different meanings. This was perfectly adapted to Kazakh, as the
word “kp3mMeT” can be used in both contexts, preserving the original play on words.
However, as you see, in the Russian version this wordplay is lost. Therefore, the audience

missed the intended linguistic humor.

Table 15. Example of retention
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English version (original) ~Kazakh version (dubbed)  Russian version (dubbed)

Who are you with? FBI?
CIA?

Kaiiceice1? ®BP? LIPY?

Ha koro paboraere? ®BP?
HPy?

In this case, we face with retention strategy. The abbreviation "®BbP" does not

technically exist in Kazakh, as the correct equivalent would be "®TB" (@edepanovix

mepeey bropocst). The same applies to "LIPY," which should be "OBb" (Opmanwvix bapray

backapmacer) in Kazakh. However, the translators chose to keep the Russian abbreviations

instead. This decision likely stems from the fact that "®BP" and "LIPY" are widely

recognized by the Kazakh audience, whereas the Kazakh equivalents, "®TB" and "OBB,"

are less common in daily life context.

Table 16. Example of direct translation

English version (original) Kazakh version (dubbed)

Russian version (dubbed)

Your Majesties, may [
present for the
investiture of honorary
knighthood of the British
Realm, Tow Mater of
Radiator Springs!

Koraprbl mapTedetim,
bpuran Koponpairinig
KYPMET PhITIEP] aTaFbIiH
alyra yCeIHbUIFaH MoaTp
OBakyarop. Paguatop
CnpuHre.

Baimue BeanuecTBo,
II03BOJIBTE IPEICTABUTh
K [IOYETHOMY
ITOCBSIIIIEHUIO B pPbILIApU
bpuranckoro
Koponesctsa... Matpa
Pannarop-Cnpunrckoro.

The phrase “Your Majesties” is a widely recognized way to address royalty, which

is accepted for the Queen too. In Kazakh, the equivalent “XKorapber moptebenim™ is used to

address highly honored people. Since both expressions serve the same purpose and convey

the same level of respect, the translators opted for a direct translation, ensuring that the

meaning remains clear and culturally appropriate.



Educational references

Table 17. Example of direct translation

English version (original) Kazakh version (dubbed)
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Russian version (dubbed)

Whatever you say, Professor.

AliTcanpl3 O0OJIIbI,
npogeccop.

Kaxk ckaxwure, [Ipogeccop.

He's dead, Professor.

Xa xa . [Ilapyacs! 61TTi.
IIpogeccop

On mepts, IIpodeccop.

Hey, Professor Z! This is one
of those British spies we told
you about.

Ipodeccop tycinnik. byasr
©31HI3re alTKaH OpUTaH
Tiamrici.

DTO OJIMH U3 TE€X
OpUTAHCKUX IINMOHOB, O
KOTOPBIX MBI BaM I'OBOPUJIH.

In this case, the only educational reference encountered in the film is the term

Professor, which is used to describe a character studying Allinol’s chemical properties.

This term was directly translated into Kazakh as “IIpogheccop”, as the word remains the

same in both languages. The choice to retain the original term ensures clarity and

maintains the familiar academic title, making it easily recognizable for the audience.

Food and drink

Table 18. Example of specification

English version (original)

Kazakh version (dubbed)

Russian version (dubbed)

Now, can I start you two

Oumnaii 6osica, xacrapra

lovebirds off with a couple of | imimaik oken 6epyre

drinks?

00JIaThIH HIBIFaAp.

Hy uro, mory su s
00CIIy’)KUTh Ballly CIAJKYIO
[apo4Ky Napoil HANMMTKOB?

The reference “drinks” has multiple meanings, as it can refer to both beverages and

alcohol drinks. In the Kazakh, it was adapted as “imimaik”, which is denotes alcohol. This

example demonstrates specification, narrowing the general meaning of the word.



Table 19. Example of retention

English version (original) Kazakh version (dubbed)
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Russian version (dubbed)

Not here. You must try the
canapés on the mezzanine.

Kazip emec. XKorapsl
KabaTTarbl KaHAMIEAEeH J1oM
TaT.

He 3necw. Uto 310 32
MIPEJIECTHOE KAHAIe HA
Me3aHHHHE.

The term canape is a reference to the French appetizer, which looks like a small,

open-faced sandwich served on a skewer. Although this concept may not be immediately

recognizable to all audiences, the translators chose to retain the original term. This strategy

helps maintain the cultural authenticity of the setting, reinforcing the fact that the scene

takes place in France.

Table 20. Example of generalization

English version (original) Kazakh version (dubbed)

Russian version (dubbed)

I'll take one of them.
Thank you. Never know
which one McQueen will
have a hankering for. Hey.
What you got here that's
free? How about that
pistachio ice cream?

Men 6ipeyiH anaiibiH.
Paxmer, MakkyuH HeHi
KaJIAaWTHIHBIH KiM OLJICIH,.
X051, MbIHAJIAPIbIH KaNChl
terin? ZKachpLia
0aaMy3/1aKTap TeriH
IIBIFap.

U 310 npuxsauy. CriacuOxu.
A To, Temmii ero 3HaeT, YeM
MakKyuny xouercst ¢apbl
3anuTh. UTO TYT y TEOs
oecratHo? Kak HacueT
3TOro (PMCTALIKOBOIO
MOPOKEHOr0?

Whatever you do, do not
eat the pistachio ice
cream! It has turned!

He xecennep, COHBI )KEeHAEP.
Tek TeriH KachbL1
0aaMy31aKThI )KEMEHJIEP.
O0/1eH OY3BLIBIN KETIIITI.

Yr10o0LI BBI HE €Ay, HE
empTe OecriaTHOe
(pucTranmkoBoe MOpOKEHOeE.
IIpocpouenHoe.

In this case, pistachio ice cream was translated as “xacbu1 0anmysnakrap”, which

literally means green ice cream. The translators altered the word to more general, rather

than specifying the flavor. This adaptation was likely made for better align with the visual

context.



Other references

Table 21. References to holidays and festivities

English version (original)

Kazakh version (dubbed)
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Russian version (dubbed)

He must be crazy excited
about winning his fourth
Piston Cup! Four! Wow!

IHopuien xkynaecin TepT peT
ajy JIeTeH Kapai kepemer!
Tepr pet! Yay!

OH, HaBEepHOE, CTPALITHO
TOpA TE€M, UYTO BBIUTPAJ
yerBepThlii KyOok Iopuins.
UeTBepThiid!

[on TV] Lightning
McQueen loses in the last
lap to Francesco Bernoulli
in the first race of the
World Grand Prix. And
three - count 'em - three
cars flamed out leaving
some to suggest that their
fuel, Allinol, might be to
blame.

OJIeMiK rpaH NPUIiH
aJIFAIIKBI KapbIC KYHIH/IE
Haiizarait MakkyuH
®panuecko bepHymmnan
COHFBI alfHATBIMA YTHUTBII
KaJIibl. AJT OTKa OpaHFaH yII
Oipaeit KoK aJUTMHONIAH
JKaHBIT KTyl MYMKIH JIeTeH
CO3 IIIFBII KaTHIP.

Monnaus MakKyun
IIPOUTpaJl B IEPBOM 3ae3/e
Bcemupnoro I'pan-npu
®panuecko bepnymm. A
TPH - CUUTAH - TPU TOHIIUKA
CIIAJIWJIA IBUTATEIH.
DKCHEepThl CYUTAIOT, YTO
AJIMHOJI MOT CTajJl IPUIUHOMN
BO3rOpaHusl.

The term "Piston Cup" refers to the championship trophy awarded to race winners

in Cars 2. The name is specific to the film's universe and derives from the word "piston," a

key engine component, reinforcing the movie's automotive theme. In the Kazakh

localization, translators applied a direct translation strategy, preserving both the form and

meaning of the original term. According to Venuti (1995), direct translation is often

employed when a term is either self-explanatory. This approach maintains the connection

to the film's racing context while avoiding unnecessary adaptation.

World Grand Prix is translated directly. “©Onemuik rpan npu” is word by word

translation in Kazakh.

Table 22. References to monetary system
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English version (original) Kazakh version (dubbed)  Russian version (dubbed)

I'll go get you one. Hey, do MeH anbin Keje KOsiiiH. S e npuramy. He npoTus,
you mind if [ borrow a few MaraH TUBIH-TeOeH Oepe eciu s 3a0epy y Te0s mapy
bucks for one of them Typa anackiy 0a Kapbi3ra? 0akcoB Ha 3TO J1eno?
drinks?

The word “bucks” is a casual way to refer to money in the U.S., and the translators
made a smart choice by adapting it as “rubia-TeOen.” This phrase, meaning small change,
fits naturally into the dialogue and makes sense for Kazakh-speaking audiences. By using
cultural substitution, the localization keeps the essence of the original while making it

more relatable.

Table 23. References to personalities

English version (original) Kazakh version (dubbed)  Russian version (dubbed)

Lewis! JIronc! Crona!
Jeff! Jixed! Jxedd!
French rally car Raoul ®paniry3 xyhpiri Paya YyacTHUK payu - GppaHIty3
CaRoule is counting on a big | Kapoya kapa xxonga yaken  Payas 3aPyasn
boost headed through there. | HOTHKeTe KOJI KETKI3eMiH PacCYMTHIBACT CHIIBHO
JIeT OTBIP. BEINTPATh HA HEM.

In one scene, Lightning McQueen attends a party where he encounters characters
named Lewis and Jeff. These names are subtle references to real-life professional racecar
drivers Lewis Hamilton and Jeff Gordon, both well-known figures in the American
motorsport world. For English-speaking audiences, these references will be immediately
recognized, adding an extra layer of cultural relevance and humor to the scene. However,

in the Kazakh dubbed version, this reference is lost. The names are retained without any
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contextual clues, and since Lewis and Jeff are common names, the local audience may not

connect them to their real-world counterparts. This is an example where retention as a

strategy preserves the original form, but fails to convey the deeper cultural significance. As

a result, the localized version loses part of the cultural richness and intertextuality intended

by the original creators. This case highlights the challenge of translating proper names that

carry cultural meaning. While keeping the names ensures fidelity to the source, it can

reduce the impact of the reference for audiences unfamiliar with the background.

Table 24. References to personalities

English version (original)

Kazakh version (dubbed)

Russian version (dubbed)

Japan, land of the rising sun,
where ancient tradition
meets modern technology.
Welcome to the inaugural
running of the World Grand
Prix. I'm Brent
Mustangburger here with
racing legends Darrell
Cartrip and David
Hobbscap. There's never
been a competition like this
before. First, Allinol, making
its debut tonight as the
required fuel for all these
great champions. Second, the
course itself.

Kanonust. KyH mbIFbIc eini.
JlocTyp MeH 3amMaHayu
TEXHOJIOTHS OiTe KaifHaCKaH
MekeH. ['pan npu
JIOJTACBIHBIH OeTarrap
JKapbIChIHA KOIII
kemaiHi3aep! Men Bpent
MycTan0yprep, surini
Happaa Kaprpun men
JIBua XonKHUCTIH KackIHAA
TYPMBIH. Byt sKapeICThI
KOpreH Jie apMaH/Ia,
KOpPMETEH JIe apMaH/1a.
Ce0e01, xylipikTepre
YCBIHBUTBIT OTBIPFaH
AJUTMHOJ OTHIHBI OYTiH
TYHFBIII peT O9CKe TYCIIl,
KepepMeHIep jKaHa KapbIC
YKOJIBIH TaMalllajJaMax.

Snonus - ctpana
BOCXO/ISIIIETO COJTHIIA, Te
JIPEBHUE TPAJAUIINH
COCEJICTBYIOT C
COBPEMEHHBIMH
TexHonorusmu. [Jo6po
MO’KaJIOBATh HA TOHKH,
oTKpbIBatolue Becemupnoe
I'pan-nipu. 51 - Bpent
Mycranroyprep, a psiomMm
JIET€H/Ibl aBTOCTIOPTA:
Happean Kaprpun u
Jp3Bua Xo066ck3m. I10
MEpPBOE B CBOEM pOJie
Mo100HOE COPEBHOBAHHUE.
Bo-nepBbix, ATrHOM,
NeOI0TUPYIOITUH, KaK
00s13aTeNbHOE TOTUIMBO IS
BCE HAIIUX IMCHHUTHIX
Y4acTHUKOB. BO-BTOpBIX,
Tpacca.

Brent Mustangburger is direct reference to a real person, who is a famous

American sport commentator. His real name is Brent Woody Musburger. Translators used

retention here, leaving the name unchanged. While this approach preserves the original
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cultural reference, an alternative strategy, such as cultural substitution—replacing the

name with that of a well-known Kazakh sports commentator—could have enhanced

audience engagement by making the character more relatable to local viewers.

Table 25. References to national sport

English version (original) Kazakh version (dubbed)  Russian version (dubbed)

Wow! A live karate
demonstration!

Mo, kapaTeHin
KOpCEeTUTIMIH Kapa.

HemoncTpanus kapare!

Since the race is set in Japan, the dialogue includes a reference to karate, a national

sport closely associated with Japanese culture. In the Kazakh localization, the translators

opted for retention, preserving the original term to maintain the cultural setting. This

decision is justified not only by the need to reinforce the Japanese context, but also by the

fact that "karate" is a widely recognized and easily understood term across different

languages.

Table 26. References to units of measurement

English version (original)

Kazakh version (dubbed)

Russian version (dubbed)

[on TV] I can go over 300
kilometers an hour. I-In
miles, that is like, uh... way
faster than McQueen.

Mes 300 makbIpbIMabI Oip
caraTTa TOJBIK OTill
HIbIFaMbIH. MakkywH ... OIL...
Oun MeHiH KaHbIMa 1J1ece
aJIMamnIpl.

S nenato 6onee 300 km/u. B
MMJISIX 9TO... (178.5)
I'opasno GricTpee
MakKywnHo.

And remember, it's in
Celsius, not Fahrenheit.

Eckepertin xaiiT, (papeHredT
eMec, meJabcui

A ona B Illeabcusx, a He
dapeHreirTax.

Well, that's one of the worst
engines ever made. It's an
old aluminium V8 with a
Lucas electrical system and

Byn MoTopnapabIH imiHaeri
eH copJbichl. Ecki
AIIOMHUHUM, Ceri3 HeJInHIpI,
Jlykacriki, 0onTTaphl

OnuH U3 caMbIX JIPSHHBIX
KOT1a-TU00 MOCTPOSHHBIX
neurateneit. Ctapbiii
AJTIOMUHUEBBIH 8-
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Whitworth bolts. Shoot, them | Yundoptriki. Kypein KanFaH HOUIMHIPOBUK C

Whitworth bolts is a pain, 6onrrap Oyi. bypeina anmaii  anektponukoi Jlykaca u
tell you what. Them ain't UT OOJIACHIH. o6ontamu Yundoprta. Uepr,
metric, they ain't inches. 3TH 601THI YUHOpTA -

CyLIUH aJl, CKaXYy s BaM.
OHu 1 He MeTpHYeCKHe U
He JI0iMOBBIe.

In the original version, Francesco, an Italian character, refers to his speed in
kilometers but attempts to convert it into miles, aligning with the U.S. setting of the film.
However, in the Kazakh localization, a generalization strategy is applied by using the term

“makpipeiM” (kilometer), resulting in the omission of the joke about miles.

Similarly, references to Celsius and Fahrenheit remain unchanged, as these
temperature units are widely recognized and easily understood. In another instance,
involving metric and imperial measurements such as inches, transcreation is employed to

ensure clarity and cultural relevance.

In the original, Francesco, being Italian, talks about his speed in kilometers but tries
to convert it into miles to fit the U.S. setting. However, in the Kazakh version, this is
simplified by just saying “makpipeiM” (kilometer), so the joke about miles is omitted. The
same happens with Celsius and Fahrenheit—these units stay the same since they are
widely understood. But when it comes to “metric” and “inches”, the translators use
transcreation to make the dialogue sound more natural. Instead of focusing on the types of
units, translators just conveyed the general idea, that these bolts are difficult to use:

“bypsina anmaii ut 6onaceis (You'll struggle as the dog to turn them)”.

Localization strategies
We analyzed all of 1300 utterances from the script to identify translation strategies

applied. The visual result is illustrated in pie chart 2. The most used strategy is direct
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translation accounting for 50,4 % , following with transcreation 19%, specification with
8%, addition with 7%, generalization with 6%, omission with 4%, retention and cultural

substitution with 3% each.

Figure 2.
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Further analysis focused specifically on the 131 utterances that contain CSRs,
which is presented in figure 3. Retention is the most common with 53,4%, following with
direct translation 14,5%, trancreation 12,2%, omission 10,7%, generalization 3,8%,
cultural substitution 2,3% and addition 2,3%. This suggests a strong preference for

preserving original cultural elements when they are explicitly present in the text.
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Figure 3.
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These results indicate a more cautious and preserving approach when dealing with
culture-specific content, likely to maintain the authenticity or recognizability of the
references. However, a mix of creative and adaptive strategies is still present, reflecting the

need to balance fidelity with audience accessibility.

Creative techniques were applied by incorporating locally familiar phrases. These
additions, absent in the original script, were intentionally introduced during translation to
align the dialogue with the cultural and linguistic expectations of the target audience. Such
additions helped enhance the local flavor and relatability of the characters’ speech.
Examples include expressions like “Ou, cen”, “cnacemmu’”, “muvimowr awvimna”,
“vam”, “maxyn”, “amana nonem”, “6ane”, and “cymowvix’” shown in tables 26 and 27.
These terms carry emotional, cultural, or humorous undertones that resonate more strongly
with the local viewers. While these additions slightly depart from the literal content of the

original, they serve a compensatory, making the translated dialogue more engaging and

contextually appropriate for the target culture.



Table 27. Addition of phrasal expressions

English version (original)

What are you doing out

here?!

He is so getting beat
tomorrow!
Well, turn around and go

back where you came from!

Oh, yeah. How ridiculous

would that be?

What is happening?! It's a

bad dream!

Kazakh version (dubbed)

Jii cen! MyHnna He icTen

KYpCiH?

byn cnarerrure eprex
KOPCETEMiH.
MubiMabl ambpiToa. Te3

OypbLT 1a KeT Oy sKepJieH.

OnbiH He? Omnaii oiinayibIH

031 YAT KOM.

O, cymabIk! MbIHIAHIBI KIM

KoepreH!
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Russian version (dubbed)

YTo TEI 31€Ch AeIacIh?

OH 3aBTpa Tak noxy4ur!

Torma noBopaunBai u
yOupaiics Tyaa, oTKyaa
TIPUILIBLI.

Ha, 310 6b1710 OB TPOCTO

HCBCPOATHO.

UYro npoucxoaut? IToxoxe

Ha Kommap!

The phrase “Jii, cen” (Hey, you) was inserted to intensify the tone of a character’s

speech, making the interaction sound more direct and emotionally charged—thus aligning

with the mood of the original scene.

The word “cmarertu” (spaghetti) was added in reference to Francesco’s Italian

background. Spaghetti, being a well-known symbol of Italian cuisine, not only enhances

the humor, but also reinforces the character’s national identity in a playful and culturally

recognizable way.

The expression “mubiMabl ambiTna”, which roughly translates as “don’t bother

me” or “don’t get on my nerves,” was used to make the character’s speech more relatable

to a Kazakh-speaking audience. It adds a local conversational flavor that helps viewers

connect more naturally with the character.
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Another example is “yaT1” (shame), a culturally loaded term in Kazakh society.

The use of this word evokes a strong emotional response, as the concept of shame carries

deep moral and social significance. Its inclusion in the translated dialogue subtly assigns

McQueen a Kazakh cultural identity, making his character more familiar and culturally

grounded.

The word “cymabik” (disaster, catastrophe) was added to intensify the emotional

expression of the character Bernoulli. It amplifies the dramatic effect of the scene and

aligns the character’s reaction with local linguistic norms.

These examples demonstrate how addition as a translation strategy can be used not just for

clarity, but also to enrich the cultural relevance and emotional impact of the dialogue.

Table 28. Transcreation

English version (original)

Time is of the essence,

Shiftwell!

Ah, doggone it. This is
about my hook, ain't it? |
know I should have
checked it, but I can't,
really. Look. It's attached

to me.

Well, sure thing.

OK

Uh... Right. Your usual.

Kazakh version (dubbed)

CanfpLiachln TYpyFa yakbIT

KOK.

Ty, arana onet. bopiae ockr

kecipi. binewm,

ACKJIapalnusira Ka3blJIMaraH.

MiHe MyHBI CBapKeen

OepreH.

bazap koK.

Maxyn

MakyJ1, TYCIHIIM.

Russian version (dubbed)

Tepsiem Bpems, Lludreemn.

Barnsinute, OH npuienad Ko

MmHe!

be3 mpobnem.
Hy nagno.

Jla. Kak 00ObI4HO.
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Well, believe it. My new Han ypcrin. XKana rana [ToBepw, MOst HOBast OJIPYIKKA
girlfriend just said so. Hey, = KbI3bIM €31 aliTThI MaFaH. Tak U ckasana. Bon ona! Jlenu!
there she is. Hey! Hey, OHe, aHa KbI3. Xoi! Oif, YBuauMmcs 3aBTpal
lady! See you tomorrow! Kapbiaaac. Eprex

KOPICKEHIIIE...
Don't be a fool, Mater. Kaiinarpin aifrma, Matp He 6yap raymeiv, MaTp.
Okay. It's him! Maxy, 6ap 6one mbiHaga! | JIamel, 3TO OH.
What in the...? Ew! He 6one? UYro 310?

McQueen, you don't get it! | Makkyun! Cen Tycin6enin! | MakKyun He nago! 5 —

I'm the bomb! MeH xapblnambiH! 6omba!
Let us have a toast. AJIBITT KOSIUBIK. [Ipennarato TocT.

In addition to direct translation and additions, a number of creative adaptation,
referred to as transcreation, were found in the Kazakh version of Cars 2. This strategy
focuses on rewriting the dialogue to align with the cultural and emotional context of the

target audience, rather than word-for-word translating.

One striking example is the line “Time is of the essence, Shiftwell!”, which was
translated as “Canrputacein TypyFa yaksIT k0K~ (back translation: “We don’t have time to
argue”). While this version differs significantly in wording, it preserves the urgency and
function of the intended message, making it more comprehensible and natural for the
Kazakh context. This is a clear example, where the line was rewritten to prioritize clarity

and cultural relevance.

The phrase “ATana Honer” roughly translates to “May your grandfather be

cursed”, a strong curse in Kazakh. Although emotionally powerful, such expressions are
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considered inappropriate for children’s content, especially in the context of an animated
film. This highlights the tension between staying true to cultural expressions and

maintaining appropriateness for the target audience.

Conversely, the phrase “baszap xok”, which is a colloquial way of expressing
agreement or approval, was used appropriately in the dialogue. It fits the conversational

tone and feels authentic and natural in a localized setting.

The word “Maxkyn”, commonly used in northern Kazakhstan to mean “yes” or
“okay,” was another regional adaptation. Its inclusion adds linguistic depth and realism,

subtly anchoring the dialogue in a specific dialect without alienating the broader audience.

Another creative example is “Han ypcbin”, a culturally rich expression meaning
“may misfortune strike me”, usually said when someone is caught lying or exaggerating.
It’s a phrase loaded with cultural nuance and was used in a self-referential way by a

character, reinforcing the localized tone and emotional color of the moment.

In a clever turn of transcreation, the English line “I’m the bomb” was reinterpreted
as a verb meaning “to explode” in the Kazakh version. This is especially effective, as in
Kazakh slang, anger is often expressed by saying something like “I’m going to explode”.
The shift retains the emotion and tone of the original line while adapting it to local

expressions.

The word “bane”, meaning trouble or disaster, was used to highlight the cause of
the chaos in the scene, further aligning the dialogue with the emotional intensity of the

moment.
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The phrase “Ansin KositbIK”, typically said after a toast at Kazakh gatherings, was
added to a party scene. This phrase plays on cultural norms, where people make a wish or

say something heartfelt and then propose a toast. Its use in the film added humor and local

flavor, making the scene more relatable and entertaining for Kazakh audiences.

These examples illustrate how transcreation not only transfers meaning, but also

injects cultural identity, humor, and emotional tone into the localized version. It

demonstrates the translators’ sensitivity to the linguistic and social norms of the target

audience, while ensuring the narrative remains engaging and clear.

Table 29. Proverbs

English version (original)

Kazakh version (dubbed)

Russian version (dubbed)

It's good to be home,
everybody.

O3 YiliM - eJieH TOCETIM.

OTnMYHO BEpHYTHCS JOMOM.

Whoever find a friend,

find a treasure.

JKy3 Tenren 6onraniia,

Y3 JOCHIH OOJICBIH.

Kto Haxonut apyra, HAXOauT

KJaI.

Thank you, Mel. It is very,
very good to be here.
Now, listen to me. Big oil.
It costs a fortune.

Pollution is getting worse.

Paxmer, Men. Keprenimen
©Te KYaHBIIITHIMBIH.
TreiHa, MyHal 01 KbIN-
KbI3BLJI aKIIa, aya Ooca

JIACTAHBIII KATBIP.

Cmacu6o, Men. Pag
MPUCYTCTBOBATh 3/1ECh.
Cnymaid, Men, TOIJIMBO, OHO
CTOMT LIEJIOC COCTOSTHUE, a
9KOJIOTHUs CTpaJaeT BCE

OoJIbIIE U OOJIBIIIE.

Proverbs often carry deep meanings and cultural values, so their equivalent transfer

requires both linguistic sensitivity and cultural awareness.

The first example is the proverb “O3 yiiim — eneH tecerim”, which can be roughly

translated as “My own home is where I can truly rest”. This expression emphasizes the



57

idea that only at home can one fully relax and be oneself, which was used to enhance the

emotional and cultural connection to the character’s situation.

Another proverb conveys the idea that true friendships and strong relationships are
more valuable than material wealth. Although not stated word-for-word in the original, this
concept was embedded in a localized line to reflect a cultural mindset common in Kazakh
society—that friends provide emotional support, advice, and even financial help in times
of need. While money can come and go, meaningful relationships offer long-term
emotional security. This kind of adaptation not only preserves the intent of the scene but

also aligns with local cultural values about community and solidarity.

Additionally, the English phrase “It costs a fortune” was translated using the
Kazakh expression “kbin-kb13but akma’” (red money), which refers to something being very
expensive. This indicates how the translator applied an idiomatic equivalent to retain the
intended meaning while making the expression immediately recognizable and emotionally
resonant for the target audience. These examples demonstrate that when proverbs or
culturally loaded phrases are present, their equivalent translation—rather than a literal
one—is essential for preserving both the semantic value and the emotional influence of the

original.
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Figure 4.

Domestication

Foreignization

o 200 400 600

The final layer of analysis applies Lawrence Venuti’s framework of translation
strategies—domestication and foreignization—to evaluate the overall approach taken in

the Kazakh translation of Cars 2.

Domestication involves minimizing the foreignness of the source text by making
the translation fluent, natural, and culturally familiar for the target audience. It often
includes adaptation, simplification, or the replacement of culture-specific references with
local equivalents. This strategy is intended to ensure ease of comprehension and emotional
relatability. In contrast, foreignization seeks to preserve the original cultural context of the
source text, even if it results in some degree of strangeness or unfamiliarity in the target
language. It may involve word-for-word translation, retention of original names, or the
inclusion of not adapted cultural references, thereby exposing the audience to the foreign

nature of the original.
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The general analysis of the full script reveals a slight dominance of domestication,
which exceeds foreignization by approximately 5%. This suggests that the translation
prioritizes clarity, accessibility, and cultural proximity, while still allowing room for

foreign elements when they serve a narrative or stylistic purpose.

The prevalence of domestication can be seen in the use of local expressions,
idiomatic translations, and regionally appropriate humor, which help make the film more
engaging and relatable for a Kazakh-speaking audience. However, instances of
foreignization—such as retained place names, car brands, and certain character names—
help maintain the film's original identity and global setting. This balanced application of
both strategies reflects a hybrid translation approach, aimed at maintaining cultural fidelity
without sacrificing viewer engagement. Overall, the approach are target-oriented, as

domestication prevails.
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Discussion

This study targeted to analyze the adaptation of CSRs in the Kazakh-language
localization of Cars 2, examining to what extent linguistic and cultural modifications align
with localization strategies. The research findings explain and give answers to research
questions by identifying the common translation strategies employed and evaluating their

effectiveness.

One of the key findings is that approximately 130 CSRs were identified in the Cars
2 script. You can find examples in the chapter above. They account for 10% of the total
dialogue. The dominant translation strategy observed in the Kazakh localization was
retention, where CSRs left unchanged. This finding is somewhat unexpected, as it
contradicts my initial thoughts that cultural substitution would be the prevailing strategy in
high-quality localization. Cultural substitution, which involves replacing a culturally
specific term with a more familiar equivalent in the target language, is often recommended
for achieving greater audience engagement and accessibility (Pedersen, 2011). However,
in this case, the heavy reliance on retention did not hinder the localization's overall

SucCcCess.

The success of the Kazakh localization can be attributed to the strategic use of
other translation techniques throughout the remaining 90% of the script. Specifically, the
frequent application of transcreation played a crucial role in making the dialogue more
culturally resonant. Transcreation, which involves rewriting segments of the script to better
suit the target audience’s cultural and linguistic expectations (Chiaro, 2009), was
effectively used to introduce local expressions, adapt humor, and enhance viewer
relatability. Additionally, specification and addition strategies were employed to provide

further contextual clarity, compensating for the rigid use of retention in translating CSRs.
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These findings align with previous research on audiovisual translation, which
suggests that a successful localization does not rely solely on one dominant strategy
appears rather on a combination of approaches tailored to different aspects of the script
(Gottlieb, 2005; Diaz Cintas & Remael, 2007). In this case, while retention was used
extensively for CSRs, the overall translation success was ensured through transcreation

and other adaptive strategies applied elsewhere in the script.

To answer the research question regarding the most frequently used translation
strategies in the Kazakh localization of Cars 2, the findings illustrates that direct
translation and transcreation are the most dominant, followed by specification and
addition. Direct translation was used in many cases where equivalent expressions exist in
Kazakh, allowing for a faithful transfer of meaning. This suggests that much of the script
could be translated straightforwardly without significant cultural or contextual
adjustments. However, transcreation was widely applied. This strategy focused on
modifying the original meaning of a phrase or expression to better align with the cultural
context of the target audience, frequently resulting in significant deviation from the source
material. It was particularly useful in conveying humor, emotional tone, or culturally
unfamiliar ideas in a more relatable form. Specification appeared in moments where
general words from the original were replaced with more concrete or specific terms in
Kazakh. This helped make the content clearer and more accessible, especially for younger
viewers. Similarly, the addition strategy was used to introduce brief explanations or
elaborations not found in the original. These additions served to "spell out" meaning,

guiding the audience and ensuring that key ideas were easily understood.

Interestingly, the original English script often assumes that children will infer

meanings from context, whereas the Kazakh version tends to simplify and clarify these
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moments. This reflects a localization strategy aimed at making the film more accessible,
engaging, and entertaining for the local audience. The use of familiar phrases and
culturally relevant expressions helped create a version that feels more natural and

enjoyable for Kazakh-speaking viewers.

In summary, the localization team succeeded in making the translated version easy
to follow, fun, and culturally resonant, largely through a thoughtful mix of direct
translation, transcreation, and additions. The research demonstrates that translators employ
creative solutions, such as incorporating idiomatic expressions and elements of the
southern Kazakh dialect, to ensure successful adaptation. The interesting finding during

the research was the particular focus on conveying character accents and stylistic features.

Answering the second research question about CSRs and its patterns, the analysis
of the Kazakh-language localization of Cars 2 reveals that the most frequently occurring
CSRs were character names (37%) and place names (26%). In both cases, retention was
the dominant translation strategy. The limited adaptation of character names suggests a
preference for preserving the original identity of the film’s characters. Place names also
remained unchanged, likely due to the international setting of the story, which includes
races in Japan, Italy, and Radiator Springs. Given the global context, modifying these
names might have disrupted the intended setting and confused the audience. For
educational references and institutions, direct translation was the primary strategy. This
approach maintained clarity and ensured that the audience could easily grasp the meaning
of these references. A particularly effective use of cultural substitution was observed in the
adaptation of monetary terms. For instance, “bucks” was replaced with “Tenre,” making
the reference more relatable to the Kazakh audience. This demonstrates an effort to

enhance cultural accessibility while preserving the original intent.
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However, a notable shortcoming of the localization is the handling of references to
famous sports personalities. Unlike the monetary system, which was localized, the names
of well-known American sports commentators and athletes remained unchanged. As a
result, these references did not carry meaningful associations for Kazakh viewers,
diminishing their potential impact and engagement. Replacing them with recognizable
Kazakh sports figures could have enhanced the localization’s effectiveness by maintaining

the original function of these references.

Overall, the localization predominantly used retention to preserve character name
recognition, while occasionally incorporating transcreation and cultural substitution to
adopt certain aspects for the target audience. While direct translation and omission played
a minor role, they were not the primary strategies for name adaptation. The approach
struck a balance between preserving the film’s original identity and making certain aspects
more accessible to the target audience. However, in some cases—particularly regarding
cultural figures—the lack of adaptation may have limited the effectiveness of the
localization in fully engaging Kazakh-speaking viewers. This aligns with Koigeldiyeva’s
(2023) findings on the challenges of Kazakh localization, where she highlighted the

importance of adaptation in maintaining audience engagement.
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Conclusion

In conclusion, this study demonstrates that the success of the Kazakh localization
of Cars 2 lies not in the dominant use of retention for culture-specific references (CSRs),
but in the strategic and balanced application of transcreation, specification, and addition.
These techniques worked in tandem to create culturally and linguistically coherent content
that resonated with the target audience. For instance, the deliberate inclusion of Kazakh
idiomatic expressions and culturally familiar phrases—absent in the original English

script—brought the dialogue closer to local norms and enhanced relatability.

The findings also reveal the importance of accurate lip-syncing and rhythmically
adapted speech patterns, which contributed to the natural feel of the dubbed version. This
illustrates that successful audiovisual localization demands creative decisions that go
beyond direct translation, with each line assessed individually to preserve meaning, style,
and humor within the constraints of dubbing. The addition of local phrases such as “nan

YpChIH”, “MaKky1’, “yaT”’, “MUBIMIBI ambiTia”, “6a3zap koK’ illustrates how cultural

adaptation was achieved.

Furthermore, this research highlights the multifaceted nature of audiovisual
localization, especially when adapting content for minority languages like Kazakh. It
underscores that a flexible, context-sensitive approach—where different translation
strategies complement each other—is more effective than strict adherence to a single
method. This insight is especially relevant for practitioners in dubbing studios, as it
suggests that combining techniques such as cultural substitution, addition, and

transcreation can significantly enhance audience engagement.
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Limitations of the study include its narrow scope: the analysis focused solely on
one animated film and primarily considered linguistic aspects of localization. This may not
fully represent trends in Kazakh localization. Elements like musical adaptation or visual

cultural references were not covered and may offer valuable insights in future research.

Practical recommendations involve encouraging Kazakh dubbing teams to adopt
more collaborative workflows involving translators, cultural consultants, and voice
directors. Establishing stylistic guidelines based on cultural nuance could further improve

localization quality.

For future research, it would be beneficial to examine whether similar strategies are
applied across other animated films localized into Kazakh. Expanding the dataset could
help validate the conclusions and offer a broader understanding of translation trends.
Overall, this study contributes meaningfully to the limited but growing body of literature
on Kazakh audiovisual translation, and offers both theoretical and practical insights into
how localized animated films can effectively preserve cultural depth while appealing to

local audiences.
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Appendix A (Classification of CSRs)

Examples

Institutions
(Judiciary, police,

military)

Legal formulae ("This court is now in session," "All rise"),
courtroom forms of address ("Your Honour," "My Lord"), legal
bodies (Supreme Court, Grand Jury), legal and military roles

(lawyers, attorneys, barristers, consultants, paramedics)

Educational

references

"High school" culture — tests, grading systems, sororities, cheer

leaders, etc.

Place names

The District of Columbia, The Country Club, 42nd Street, etc.

Units of

measurement

Two ounces of meat, 150 pounds, twenty yards, etc.

Monetary

systems

Dollars, soles, pounds, etc.

National sports

and pastimes

American football, baseball, basketball, teams (The Knicks, Boston,
Brooklyn Dodgers), etc.

Food and drink

Mississippi Mud Pie, pancakes, BLT, etc.

Holidays and

festivities

Halloween, St. Patrick’s Day, July 4th, Thanksgiving, Bar Mitzvah,
Chinese New Year, The Festival of Light, etc.

Books, films,
and TV

programs

"Did you watch The Brady Bunch?", "Welcome to the road,
Dorothy"

Celebrities and

personalities

Ringo Starr, Toppy, The Cookie Monster, etc.

Appendix B (the link for script)

https://drive.google.com/drive/folders/1tTlont4ZoKXR4fcmNdCpj1Om_HHIHvX

d?usp=drive link



