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Abstract

The complexity of contemporary international comioation requires an analysis of the
transfer phenomena occurring within it. This pagadlresses the subject from the perspective
of cultural approaches to translation by adopthegdoncepmodes of discursive transfer
which refers to any form of text processing that ba produced within and/or across cultures
and media (translation, summary, adaptation fddogm, comic strip or film, etc.). To

illustrate the transformations that textual materéan undergo, | draw on the well-known
example oHarry Potter and the Philosopher’s Stoaed its discursive multiplication within
the book industry. Focusing more specifically omardllustrations and plot summary, |

adopt a cross-cultural perspective and presentrgpanson and contrast of the English, US,
and Spanish editions.

Keywords: Translation studies, transfer theory, multimaaialysis, publishing strategies,
intercultural narrative.

Introduction

This paper explores the role played by differepesyof transfer operations in the discursive
multiplication of the same textual material, witldind across cultures and media. The study
begins by providing an overview of some of the aeske carried out by translation scholars in
this subject, and then considers other approaatathair contribution to our understanding
of transfer operations —namely media studies, moltial communication and intercultural
narrative.

Within translation studies, the idea that translashould be viewed as one specific instance
of the more general phenomenon of inter-systeraitsfer was developed by the
‘polysystem’ paradigm (Even Zohar 1978a, 1978b;rydi®80, 1986), which sought a
general model to understand, analyse and destrbihctioning and evolution of literary
systems. Basically, this theory provided a newghsinto translation, focusing on the
translated text as an entity that exists withintrget polysystem in its own right. Within this
conception, the work of Russian formalists and dsetractionists played indeed a key role;
thus translation started to be considered in tainsetatextandintertextuality(Hermans

1999, Baker (ed.) 1998).

These ideas evolved over time and encouraged obsgarto ask what translation does in
specific cultural settings. Hermans (1985) in gaitar made an important contribution with
the notion of translation as theanipulationof literature, and established connections with



another cultural trend that emerged in the 198@sutyh the works of Lefevere and Bassnett.
These scholars centred their interest on the meatipn processes of literature and observed
how translation "can introduce new concepts, gerared devices"; but "it can also repress
innovation, distort and contain” (Bassnett and i.efe 1992: vii).

Moreover, Lefevere (1992) conceived translatioterms of ‘rewriting’, and although in his
work the frame of reference is again primarilyrite/, broader applications can be derived
from it. Thus taking into account that "a greatlddaultural transmission, and hence much
of our cultural knowledge, is based not on diresttact with the ‘originals’ but on the

various rewritings in circulation”, Lefevere (1992:0bserved the need to study translation in
conjunction with other forms of text processingttti@rive from and even claim to represent
the same text, since all of them "partake in thekpging, remodelling, manipulation,
construction and transmission of cultural goodxarples of this would be plot summaries

in literary histories or reference books; reviewsiewspapers, magazines, or journals; critical
articles; or performances on stage, screen, etc.

The same conception is shared by Hermans (1996) approaches the study of transfer
phenomena by extending the boundaries of the tewriting’:

Translation may be regarded as a particular modkgsotirsive transfer
between cultural circuits and systems. It congguine among a number of
possible modes of the intercultural movements xtsteOther modes include,
for example, importing or exporting a text in umiskated form (...) Summary,
paraphrase, gloss, critical commentary and othendmf what André
Lefevere broadly calls ‘rewriting’ (e.g. in Lefexet992) constitute a further
set of alternative modes, as do transformatiorsatiter semiotic media, and
so on (Hermans 1996: 26).

For Hermans (1999: 128), the cultural and sociavence of these modes is obvious, given
their volume and significance in the media. Yetsjpite of the evolution of these
contemporary descriptive and cultural approachedl ftelds of communication, and the
expansion of their research into several of thesda® of transfer, a general theory of global
transfer phenomena has not yet been fully developed

Analysing transfer phenomena from a multidisciplinay perspective

According to what has been said, if we want toceéor a perspective from which the
immense variety of transfer operations can bead|atve can observe the ways they can be
produced, and approach the study ofrtieales of discursive transfer fronfaoss)-cultural
and/or a ¢ross)-medigerspective. Moreover, the development of a gltlaaisfer theory
should also be addressed by researchers in oéh@s Hf communication studies, among
other things because:

- It could greatly contribute to a better underdiag of the exportation and importation
processes of texts. We must take into accouniritaeir need to provide the media with
contents all producers perform these forms of feans their everyday practices, in order to
generate hundreds of messages from the same texatedial. Thus more than the creation of
new texts, media industries look for profitabilitytheir messages by recycling them and
causing them to circulate in a constant, interdisee transferring process. In fact, the
evolution of all media cannot be understood withtbese transferences, which can provide



explanations about the ways each new medium hdsrexglgts narrative possibilities by
transferring textual material from other media.

- It could also provide valuable insights for thedy of the ‘canonisation’ of texts by the
media, of the cross-cultural ideological phenomiemalied in the process, and ultimately,
explanations of how global and local forces integte.

Framing this study within a broader, multidisciplig approach can contribute on the other
hand, to expand certain limitations in translastundies. Mainly because in spite of adopting
a semiotic perspective when analysing transferaifmers such as comic strip or screen
adaptations, researchers in this field tend to esigk on verbal language, which must
always be present. These are in fact multimodastéwhose meanings are realized through
more than one semiotic code" (Kress and van Lee®66: 183), and all modes must be
given an equal relevance and status. Thus in ¢odgatin a better understanding of this
subject, the more comprehensive approach of mudtahdiscourse analysis will be valuable
(Kress and van Leeuwen 1996, 2001), and its exjpporaf communicative modes such as
language, image, music, sound, and gesture. lrcdmtext, ‘modes’ are conceived as
"semiotic resources which allow the simultaneoadisation of discourses and types of
(inter)action". Thus designs for instance "use élvesources, combining semiotic modes, and
selecting from the options they make available ediog to the interest of a particular
communication situation." (Kress and van Leeuwed12@0-22).

However, the integration of these fields entaildair difficulties, being one of them the
common polysemous uses of the word ‘mode’, whighliap to different objects of study.
Thus in order to avoid confusion, from now | wiifer to the various ‘modes of discursive
transfer’ in terms of ‘discursive transferencesansfer operations/phenomena’ or ‘forms of
text processing'.

The discursive multiplication of a printed text

In order to analyse some of these transfer phenapiew they operate, and their socio-
cultural and ideological implications, | have chosespecific textHarry Potter and the
Philosopher’s Stonesince this is a most illustrative example of tfa@msformations that
textual material can undergo.

In fact, this text can be considered to be "th@dpnitor" of a global phenomenon of the
distributed trans-medifanchise(Lemke 2004: 3): While trying to prove how "manytbé
dominant ideological discourses of globalising coencial culture today are distributed
across multiple media", Lemke has observed thatishspecifically the case for particular
thematic formations which can be protected by cgpyras “intellectual property” and then
"franchised" or distributed under the logo of apmyate "brand"”. Such is clearly the case of
"Harry Potter":

The Harry Potter franchise is a new kind of crogsdia or meta-media object.
The complete experience of its "discourse" involpadicipation with all these
media: not just reading the books, but also setfiadilms (which differ
significantly from the books) and the DVDs (whicftlude material not in the
commercially-distributed theatrical-release filmsgying the videogames,
wearing the clothing, buying the toys, visiting thebsites which are linked to
the books, films, and videogames, and even perbaisg the candy. The



websites often include vast networks of online asstons among "fans" about
the commercial works, with speculations about ®iforoducts, and even the
production by fans of imitative fictions that fuethelaborate the alternative
reality of the Harry Potter universe (Lemke 2004: 3

In the quotation above, implicit reference is mamearious transfer phenomena —film and
video adaptations, readers’ reviews, translatiansich have made it possible the multiply
and export the Harry Potter messages throughowvdiniel. But if cultural globalisationis
achieved through these forms of text processings lecalisation This is the perspective |
am going to adopt here, by centring on the primigeel ofHarry Potter and the
Philosopher’s Stoneand examining the position of target consumedsthair appropriation
of the text on three superimposed levels: 1) tleeifip socio-cultural context, 2) the
intermediate level represented by media producélsnithe specific communicative context
of the publishing industry, and 3) readers’ respaiesthe book.

| focus on this specific medium —although other raedich as internet or the film industry

will also be mentioned— because my interest indbcasion lies in cultural transmission.

More specifically, it is my intention to shed somere light on the symbiotic working

together of different kinds of discursive transfésgthin the acculturation process between
cultures, and the ways in which different ‘imagekthe same text coexist with and even
contradict each other" (Bassnett and Lefevere 1998:Thus in order to explore the
differences and similarities of various forms ofttprocessing that have been produced on the
basis of the fictional text, | have selected thed#ions of the novel: British, US, and Spanish.

Publishing strategies and rhetorical operations

The forms of text processing that will be analybete operate gaublishing strategieswith
regard to readers’ orientation towards the litegagduct, | will look more precisely at the
most immediate representations to be perceivedbgumersfront and back cover designs
andsummary platalthoughtranslation and some other forms present in published edition
(acclaims author’s biography will also be addressed.

Their status however, is not the same. Basicabysiation is the only one that is designed to
replicate the original, which it claims to presehtjs it attempts to produce an effect of
equivalence, although it cannot avoid to be deteechiby various factors of the target system,
as demonstrated by the investigations carriedrotltis field. In contrast, the rest appear in
the covers and combine several semiotic modes. dergthey are all synthetic forms of text
processing; and that includes the title (Lefeve&d®6l 138), whose typography can be
especially appealing in the case of children’sditere. As for the images that appear on back
covers, one of their functions is to connect themmary plotand theacclaimsBut the former
clearly "refers to the text it rewrites" (Lefevell®96: 138), as it contrives to be an ‘objective’
reformulation. The latter, the acclaim/s for theelpare evaluative practices transferred from
the press that provide responses to the originalighed literary work and/or to the translated
versions.

Together with this, certain product details andkimdormation such as the publisher,

number and type of edition, place and year of gahbn, and also the names of translators or
cover illustrators —in terms of gender and natiyralcan provide significant data for the
analysis. For example, while the UK released aiit @diition with more mature cover

artwork, this strategy was not adopted by othelliphing houses. Even more significant is



the time scale of when the books were publisheztetls a difference of one year between
publication in the UK (1997) and the US (1998) and years (1999) in the case of the
translated Spanish edition. In contrast, this fpegod was notably shorter for the subsequent
novels, as the cultural repercussion of the phemoméad then been evaluated. As a result,
while in the UK the second novel came out one wf@r the first only six months separated
the publication of the first and second books iaiBp

Moreover,what the mentioned book strategies have in commdimei fact that they aresed

by publishing houses to persuade the public todngyread the text. Rhetoric is then crucial
to understand the effectiveness of these transfesamwhich use the same textual material but
transforming it in multiple forms. Thus we musstitook at the original fictional text and

then observéaowthe narrative has been rhetorically shaped irditfierent forms of text
processing, and how these forms combine in eatiecelected editions. In other words, by
making use of the categories of classic rhetaaitdition, suppression, substitution,
permutationandrepetition- we will be able to analyse what has been omitdded and
selected in relation to the characters, backgroand,events, and the linkages implied among
them in terms of coherence. Moreover, the adopifancross-cultural perspective links this
analysis to another field of study, which is insteal in the processes of articulation between
intercultural narrativesand their social contexts, and raises questiondeaittity, and genre.

HARRY POTTER AND THE PHILOSOPHER’S STONE

Basically,this book follows a familiar theme in English chidd’s literature, that of
adventures at boarding school. Moreover, the mieava classified it as a fantastical and
family thriller, genres that demand action, fantasystery, and heroes-villains (Kress and
van Leeuwen 1996). Of the various ways it can lpgagched, we will see it here as a
coming-of-age novel, with its most important disksas being those émily andeducation
The novel, which was primarily aimed at older cleldl has in fact "all the typical features of
thebildungsroman-Harry is orphaned, leaves home, becomes eduaaied,through many
tests of character, and finds his true self inreesef quests” (Burn 2004). In terms of the two
main elements of narrative (character and actibe)story is told —with a few exceptions-
from Harry’s point of view, and all action happearsund him or to him. The story chronicles
one year in his life, and revolves around the d&fifie phases of his learning process. It is at
the school of wizards that Harry develops his iarepacities, by acquiring the intellectual,
physical and moral skills that will enable him &xognise and confront the good and evil
forces operating in the world, and to transcentitye®ut although most of the action takes
place in the realms of magic, the verisimilitudetsfoackground indicates that this dimension
cannot be separated from the real world. And #mas$ world is decidedly British; the story is
set in this specific cultural environment, and aapgently reflects certain British social and
cultural values of the family and education. Yeigt two discourses —family and education—
are not only part of the novel; they must alsortierpreted within the specific communicative
context of the book industry, observing the wayslighing houses present the genre of
children’s literature to their readers in spec#fario-cultural contexts.

1. The British edition of Harry Potter and the Philosopher’s Stone

Figure 1
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The cover design of the British edition (createdabyan) captures a specific moment in the
narrative: Hogwarts school can only be reacheddetling on the Hogwarts Express, a
magical train which leaves from Platform 9 %, at don’'s King Cross Station. The drawing
thus corresponds to chapter six (of a total of 1ie Journey from platform Nine and
Three-Quarters”, and refers to the symbolic trarsffiélarry, and to his hesitating moment of
initiation. It is a scene of adventure and excitetr{as the dominant colour red may connote),
based on a real setting (the railway station) w&ithagic touch (stars in the smoke).This first
visual representation of Harry, positioned heraeet® us than the train, depicts him as a
recognisable type of British school teenager; pints/okes the viewer to identify with the
character while at the same time the high angia fndnich he/she observes Harry indicates a
power over him (Kress and van Leeuwen 1996: 157).

If we turn the book over, another image is cleatgntifiable as Dumbledore. This image
establishes an association with Harry in termsugillgorofessor; furthermore, the stars in the
blue background and the colour red connect botlercdesigns. As reflected in his eclectic
style (shoes, pyjama, glasses, beard and hairsBlenhbledore combines reality and magic:
on the one hand he is pictured as a man of thepresy, with an intellectual demeanour,
and a touch of humour and eternal youth; whilehendther, he personifies the wise wizard
(as marked by the runes and moons that appearcasatiens on his cape or by the colour
purple). Moreover, he is establishing eye contattt future possible readers, and the Put-
Outer he is holding highlights the summary whilg thght hand points at the acclaims:

Harry Potter thinks he is an ordinary boy -untilifeescued by a beetle-eyed
giant of a man, enrols at Hogwarts School of Witaficand Wizardry, learns
to play Quidditch and does battle in a deadly dilileé Reason: HARRY
POTTER IS A WIZARD!

This summary moves from the character’s state afiniHarry "thinks") to action. It is
important to observe that Harry’s family is not riened, and the selected list of events
follows a chronological order which lead to a sigipg conclusion ("Harry Potter is a
wizard!"). The gaps given in the information areomvention of the genre and can only be
completed when reading the novel; thus readint¢ss seen in terms of adventure and
discovery. It might also be observed that in cattvath the unknown giant's name, the name
of "Hogwarts", which "invokes nostalgia for old-Fasned educational establishments”
(Moore 2000: 176) appears again, thus emphasissgrtportance of the school.



Finally, the acclaims b¥he Sunday Times, The ScotsraadThe Guardiarclassify and
evaluate the novel in terms of genre and narrdtimeentive, classic narrative, complex and
demanding plot, hugely entertaining thriller, righéxtured first novel, inventive wit, a writer
for children, story full of surprises").

2. The US edition:Harry Potter and the Sorcerer’s Stone

Figure 2
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The US and the UK editions differ in several aspeirstly, the US version was titléthrry
Potter and the Sorcerer’s Stariehe publishers were apparently concerned thaktine
"philosopher’s stone™ would not be sufficiently fdiar to most Americans and thus the
British title would not convey the ‘appropriate’ ssage. Yet this renaming for international
distribution, common practice in the US, did natgurce any effect on the sales figures.
Nonetheless, this and other changes produced gretibversy, and as a consequence many
"rewritings" were generated on the basis of theshdvor instance, internet forums
(www.cosforums.com/archive/index.php/t-4363.hHtkpeculated about the possible
ignorance of editors and the cultural differenecesducation, with debates on whether
Americans would read a text with the original titieecause "Philosopher” has "overtones of
deep thinking, and evokes issues that one woul@éxyéct in children’s literature.”

It is also important to observe here already tleative typography of the title with the P that
reflects the lightning bolt-shaped scar on Harfgighead, since this is the design that would
later be used in the film adaptation and in manylished editions throughout the world.

The front cover picture (created by a man and aamas also changed, and it refers to a
much later scene in chapter 11, "Quidditch". Tharabter has already overcome the difficult
phase of initiation in his learning process, anda# a student wizard mastering this odd
sport. At dusk, and against a brown background w#ots appears as a mysterious castle
with pointed towers. In the centre of the picture see Harry wearing a striped Muggle shirt,
jeans, and trainers and with a simple cape to atdimbes. He is about to catch the Snitch,
and the columns through which he is flying resentidiemouth of a goal. The elements
present in the picture thus emphasise action, ln@lysical aspects of education; even the
unicorn that gallops by and the broom that Harmp@inting are associated with riding
sports, and have lost part of their magical cortrata (this emphasis on action may be
considered a convention genre to be found in cdlneerican cultural products, specially in
films).



The same idea is present in the plot summary, deredbly longer than the UK version:

HARRY POTTER has never been the star of a Quiddéeim, scoring points
while riding a broom far above the ground. He knowsspells, has never
helped to hatch a dragon, and has never worn & oloavisibility.

All he knows is a miserable life with the Dursleligs horrible aunt and uncle,
and their abominable son Dudley, a great big swdf@oiled bully. Harry’'s
room is a tiny closet at the foot of the stairgj ae hasn’t had a birthday party
in eleven years.

But all that is about to change when a mysteriettsl arrives by owl
messenger: a letter with an invitation to an indyedplace that Harry, and
anyone who reads about him, will find unforgettable

For it's there that he finds not only friends, akgports, and magic in
everything from classes to meals, but a greatmestiat's been waiting for
him... if Harry can survive the encounter.

Harry is introduced as a potential action and spoero, and intellectual aspects of his
education are almost absent. His unbearable aridatted family situation is described in the
second paragraph in evaluative terms ("miseralitgtrible”, "abominable", "spoiled"), and
the name of the school has been substituted byw&adible place’. In fact, only the term
"magic" appears, while ‘witchcraft’ and ‘wizardrgte not mentioned at all. In this respect, it
is of interest to point out that some Christianugp®in the US accused the books of
promoting witchcraft and Satanism, and there wéesgts to burn this and the following

volumes of the series.

It must also be mentioned that this edition bearfigure on its back cover, but the back flap
includes a starred review Bublishers Week]yand a biography of the author, which
dramatically describes J.K. Rowling as "a struggkimgle mother" who wrote the beginnings
of the novel "on scraps of paper at a local café".

Also significant are the changes introduced inUligeversion of the novel at the lexical level.
Here again editors assumed that US young readerdave difficulty understanding the
British English of the book, and up to 80 words &mihs were changed. Examples of the list
are: car park/parking lot, lot/bunch, shan’t/wostgerbet lemon /lemon drop,
dustbin/trashcan, cooker/stove, hamburger bars/begabrestaurants, queuing/lining up,
crumpets/ English muffins, etc.

3. The Spanish editionHarry Potter y la piedra filosofal

Figure 3
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The Spanish front and back covers present a coitndyinaf elements borrowed from the UK
and US editions. On the one hand, the translatlechtks followed the original British novel.
On the other, the visual composition of the framtar (created by a woman) is a variation of
the US design, but the modal articulation (col@etfing, character, magic objects) conveys
different connotations. Here blue and white donarthe scene, and all magic and fantastical
elements (night, moon, water, unicorn, broom) evakeminine, timeless, and oneiric world.
The contact with reality is lost, and Harry’s imagenore childlike and casual. He appears
immersed in the background, and seems to havemtootover the action because his hands
are grasping the broom tightly while he is plummegtihrough the air.

The back cover also depicts a figure set agaibiie@and purple background. But it is a far
cry from the representation of the humorous andaicl professor Dumbledore. Here the real
level is lost, and the changes introduced in tlistilation (for instance, the pyjama and the
runes in his cape have dissapeared) anchor theimgaara different tradition. The
connotations are not the same, as this figure doesorrespond to any ‘real’ character. This
serious and austere magician represents the apehetyd we get the impression that he
himself has come out of the universal book of fayta tell the story of a young chilthe
pupil-professor link is not established, becausddes not symbolise Harry’s future
projection, and the protagonist has no accesstéribwledge held by the magician. This
idea is emphasised by the fact that the figure doégstablish eye contact with real readers.
He stands for the authoritative, omniscient stdigtewho highlights the summary by
exercising control over its meaning. It is alsangigant that this edition has no acclaims,
because the evaluation and comments have to ancextant been included in the summary
(translations into English are my own).

Harry Potter is orphaned and lives in the houdetbominable uncle and
aunt, and of his unbearable cousin Dudley. Hareysfeery sad and lonely,
until one fine day when he receives a letter thiitaange his life forever.
There, he is informed that he has been acceptadtaglent at Hogwarts
boarding School of Witchcraft and Wizardry. Fromttmoment on, Harry’s
luck will change dramatically. In this exceptiosahool he will learn spells,
and fabulous tricks and tactics of defence agalestorces of evil. He will
become the school champion of Quidditch, a kindiosoccer played on
broomsticks, and he will make some good friend¢though some terrible
enemies as well. But above all, he will discover slecrets that will enable him
to fulfil his destiny. Although it might not seemé it at first sight, Harry is no
ordinary boy. He is a real wizard!



This summary shares certain verbal expressionseams with the UK edition ("Harry is a
real wizard!") and the US edition ("abominable"utBiere the information about Harry’s
family is described at the very beginning (he 'fighaned"), and in very dramatic terms, so
the reader may get the impression that the novelisded on a different English literary
tradition (i.e., Harry can be seen as a David Cdpgé of modern times). Moreover, a great
deal of information, some of it redundant, has bedated in all paragraphs. For instance,
"Quidditch" is described in ‘dictionary’ terms anelated only to football (Spanish national
sportpar excellencg and the abundant use of qualifying adjectivésnts the reader’s sense
of meaning towards good/evil. This response to tijues (what, where, when, why, how) can
be regarded as a rhetorical convention of Spanisingries, and may also respond to the fact
that this is a novel of a foreign origin. Nonetlsslethe result is that a convention of the
adventure genre has been broken.

Underlying this discursive transfer also hidesghesence of a strong authoritative control
over the narrative. As mentioned above theretls limniscience in the novel, but with two
exceptions: 1) Half of chapter one is written fridme point of view of Harry’s uncle and the
other half from an objective point of view; 2) thmatches in the Quidditch chapter are written
from an independent point of view, depicting evemitich Harry would not be able to see
while playing the game. Curiously, these are the ¢thapters selected for the beginning of
the plot summary and the cover design (following tI& edition).

As for the translation of the written narrativemust first be mentioned that the Spanish
publishing house launched two other editions intBdumerica (Colombia, Argentina,
Uruguay, Chile) and North America (Mexico, US), lwihe intention of making the text more
readable for the various Spanish-language readibfigs (the translation of the book into
two different dialects of the same language cam laésfound in Brazil and Portugal). In
general, the English-Spanish translation poses maagtions that cannot be approached in
depth here. In fact, translators (Moore 2000: Tw)e recognised that the translation of this
first Harry Potter novel, as well as the other vois of the series, was a difficult task,
because the novel contains a considerable numlvefesénces to English literature, a high
degree of humour, invented words (magic terms|spetc.), and double meanings.
Moreover, the language reveals much about the ctegisa many words and names have
special connotations for a British audience, ag tomjure up images of different social
classes, and various expressions and forms of s@eeaegional. All of this requires careful
and creative translating.

In general, domesticating strategies —translatfqgraper names, subtraction of language
elements in order to ignore cultural differences,-ehave not been used on this occasion.
Nevertheless, a lack of homogeneous criteria casbberved throughout the whole translated
text at different levels (as well as in further rhars of the series, which have been carried out
by different translators). For instance, followithg current trend in translation studies, most
proper names of people, animals and places havettaaesferred in their original form, but
there are no translators’ annotations about cultwrances unfamiliar to Spanish readers,
which could have provided insightful observatiodence, we can read on the same page:
"Los muggles, la quaffle, los bludgers, la snitdBit together with this, certain names
("Norberto"), treatments ("laefioraPotter"), and songsTiptoe through the Tulips™De
puntillas entre los tulipane¥have been translated, while others adaptedn&tance Oh

Come, All Ye Faithfilhas been substituted by the well-known Latin mer®f "Adeste

Fidele'.



As observed by Gonzélez and Veiga (2003: 107)ilm§ to translate many verbal elements
meaningfully, or to maintain devices such as as;ailiteration and word plays, the Spanish
translation has lost part of the humour and deptheoriginal, and the social and cultural
differences of the various characters, their ambigand associations (good-evil), their
individualisation, psychological depth and degrématurity.

Moreover, the translated text might shock poteméatlers and it is not coherent with the
external forms of text processing of the book. Wapproaching the novel, Spanish readers
find themselves with a text aimed at older childifeat cannot avoid representing another
specific cultural identity. For instance, the fwt many names are left unchanged forces
readers to face certain difficulties as they masbgnise, pronounce, and memorise many
terms of foreign origin, whose presence ultimatefyifomises the Englishness of the text.

Some conclusions

As reflected in the above exploration, the threllished editions do not communicate
exactly the same message, since each one presemt$éarmation about the novel in a
different way:

1. In the UK edition, cover designs, and plot sumnteave followed the narrative of the
novel and replaced the absence of true family wahyeemphasising education. The
exclusivity and prestige of the institution is mosevant here and school is experienced by
the main character as an exciting adventure; gwifact of reading a novel about it.

2. In the US edition the name of the school ismentioned. Harry has suffered some
transformation in order to become a recognisalge tf US teenager, and physical action
prevails over intellectual activity.

3. The Spanish edition for its part emphasiseslfavailues and features Harry as an
unprotected child immersed in a fantastic tale seguently, the way characters, and events
are presented appears to ascribe the novel tdemeit generic tradition. Moreover,
children’s education is associated here with angtiauthoritative presence.

Each edition to a greater or lesser extent, haspreted the discourses about family and
education according to domestic and recognisabileesan order to make them familiar to the
readers. Hence, their expectations and associaredifferent, and the book does not work
for most Americans and Spanish in the same watydrses for the British public. In this
respect, the observations made by Venuti (1995)tahe role played by translation in the
formation of cultural identitiecould also apply to other discursive transfers:

Translation is thus an inevitable domesticationerein the foreign text is
inscribed with linguistic and cultural values tlaa¢ intelligible to specific
domestic constituencies. This process of inschiptiperates at every stage in
the production, circulation, and reception of tfatien. It is initiated by the
very choice of a foreign text to translate, alwagsexclusion of other foreign
texts and literatures, which answers to particd@anestic interests. It
continues most forcefully in the development ofaaslation strategy that
rewrites the foreign text in domestic dialects drigtourses, always a choice
of certain domestic values to the exclusion of ithand it is further
complicated by the various forms in which the ttatisn is published,



reviewed, read and taught, producing cultural avidigal effects that vary
with different institutional contexts and socialsgmns (Venuti 1995: 2).

Consequently, the examined transfer operations beustad in the context of prevailing
rhetorical conventions, which are determined byural and historical factors.

Moreover, it has also been observed that a lackofdination among the different text
producers can give rise to the coexistence of uarinterpretations of the novel within the
same published edition. The result is a book wigalot "readable as a coherent sequence”
(Kress and van Leeuwen 1996: 25), since the vafmuss of text processing may carry
different and even contradictory meanings.

In general, publishing teams —editors, designeaisstators, etc. —, can become cultural
gatekeepers and even censors, who remodel thdimarraake selections, or add what is felt
be missing. This is especially true in the casehdfiren’s literature, where they do not only
orient but also decideowyoung readers’ must approach the text. In factstheegies used

in children’s literature have been the object ohgnavestigations by translation scholars.
They have criticised the changes introduced bysteaiors who do not give children access to
the ‘original’, thus underestimating their intelfeal and imaginative capacities to learn and to
gain insights into other worlds:

Apart from its entertainment value, children’srgtire is nowadays
considered to fulfill an important role in the atgjtion of reading maturity. In
addition to the underlying aim of broadening youegders’ vocabulary and
training their ability to deal with more complexrggctic structures than they
meet in everyday conversation, it often represargisurce of moral and
didactic principles. Studies on the translatiorlufdren’s literature tend to
focus on the fact that the young reader may nobgedble to cope with
different cultures and environments. An extremenfaif domestication or
rathernaturalizationseems to be the order of the day, so any pothntial
puzzling detail is filtered out and the norms o thrget culture rather than of
the source culture are adopted (Malkmjaer 2000:452

Nevertheless, the use of such domesticating stestegnnot wholly erase the foreign origin
of the text, and together with this, the transnoeissind filtering of certain values. The effect
of such values can build up and potentially origgnt@nsions of any kind (generational,
gender, nationality) when confronted with tradiabtocal values. This is particularly true
when one cultural system greatly influences angtheough a massive importation of texts
originated in the first.

Further research

In this respect, what has been detected in thei§ipadition is a clear influence of the U.S.
version. This is an important verification, whiabutd lead us to extend the study and observe
the shaping power of the U.S. culture in other g editions. If we look for instance at an
internet cover galleryhttp://www.harrypottercat.com/fixes/llibres/primgottadesl.phyof a

total list of 32 available front covers, only 5 fige the UK design: Catalan (first edition),
Latin, Welsh, Irish Gaelic, Greek (Ancient and Moge 11 publishing houses have created
their own design: Spanish, Catalan, French, Gerianish, Dutch, Finnish, Italian,
Japanese, Slovenian, Swedish; and up to 16 fedueildS design: Albanian, Chinese, Czech,




Faroese, Hebrew, Hindi, Hungarian, Icelandic, LaatyiNorwegian, Polish, Portuguese,
Russian, Serbian, Turkish, Urdu.

Going a step further, we can see a progressiveoppption of the British novel by US

culture with the subsequent film adaptation, anoltiugie transfer operation of the entire text,
which was released under the same name and rdaedtivaok sales of the first and second
volumes. In contrast with the publishing industmpich seems to be more locally oriented,
here we find only one film cover (although alsojsabto certain variations) with the
universally known Harry Potter in the flesh. Héistish, that is true, but it would be
interesting to analyse to what extent does thedBriess of characters and settings in the film
correspond to the image that the US has creatddsofulture, as shown in the particular
types of representations made in this and othefamedustries.

To illustrate this, let's consider that the way Haaingles himself while looking from a
distance in the film cover is also a U.S. conventlutp://eu.movieposter.com/poster/MPW-
11166/Harry Potter And The Philosopher s Stone)html

Figure 4

Journey beyond you
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Similar images of young heroes can be observedamymmovie posters and promotional
materials, as well as in certain films of a foreayigin. Such is the case bfar Adentro/The
Sea Insid€2005), the Spanish Oscar winner film based orré¢htlife story of a 55-year-old
man who fought a 30 year campaign in favour of audéisia and his own right to die. Hence,
while the American version presents the leadingatiar (movie star Javier Bardem) using
the same visual stereotype for commercial purpdkesSpanish original poster depicts him
as a sick man lying in bed. Moreover, the fact tieais facing us can indicate an affiliative
relationship; thus body orientation, facial expr@ssnd eye contact are communicating
different messages and cultural meanings
(http://www.imdb.com/media/rm2107153664/tt0369y.02

Furthermore, this kind of transfer operation caodle observed in relation to a more
complex form of text processing within the sameu¢tacation process: the making again of
successful foreign movies, common practice in theeAcan film industry where a number of
remakes omit the title of the original version (8eg 1998).

This way, the US is expanding its image of othdtuces in an ongoing process of
interdiscursive practices which consists of remghkmported cultural goods, exporting them



in a practically simultaneous process throughoattbrld and promoting them through
marketing and also through all kinds of forms ot fgrocessing
(http://www.harrypotter.coim: Such a constant importation of US consumeiucalttems
implies a growing familiarity in the rest of the va not only with this specific cultural
reality, but also with its view of other culturesd this is also part of the global process of
gradual acceptability of American values.

But here again, the film adaptation —and this daa apply to other products—, was translated
(dubbed and/or subtitled) into many language vessidnd together with this, hundreds of
rewritings —critics, opinion articles, reviews, .etan all the languages were produced. Thus
the foregoing analysis has to be considered onpaasof a more general frame of text
reformulation and reinvention, whose study canpgy@@ached from the perspective of
localisation, of globalisation, or the combinatmiboth forces in the process.
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