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LINGUISTIC FEATURES AND AUDIOVISUAL ASPECTS
OF TRANSLATING THE TV SERIES “STRANGER THINGS”

Summary. This article deals with the linguistic and audiovisual challenges involved
in translating the American science fiction TV series “Stranger Things”, with particular attention
to its rich interweaving of youth slang, idiomatic expressions, humor, cultural allusions, and references
specific to the 1980s. The purpose is to identify key translation issues and to analyze how audiovisual
context influences the choice of translation strategies in both subtitled and dubbed versions.

The study is based on a comparative analysis of selected episodes from “Stranger Things”,
examining the original FEnglish-language dialogues alongside their Ukrainian translations
in dubbing and subtitling. Qualitative methods are applied, including contextual and pragmatic
analysis of translation choices, with special attention to the preservation of meaning, stylistic register,
and cultural relevance. The research also draws on theoretical frameworks in audiovisual translation
(AVT), including domestication and foreignization strategies, and considers the technical constraints
imposed by each mode of translation. The novelty of this study lies in its integrated approach to both
linguistic and audiovisual dimensions of translation within a single case study, addressing how
specific linguistic features — such as youth sociolects and culturally bound references — are adapted
or transformed through different modes of AVT. The article also highlights underexplored tensions
between fidelity to source content and the functional demands of audiovisual media, particularly
in maintaining authenticity and cultural resonance for Ukrainian-speaking audiences.

The analysis reveals that the translation of “Stranger Things” requires not only linguistic
competence but also a deep understanding of audiovisual semiotics and cultural intertextuality.
Dubbing tends to favor domestication strategies for viewer comprehension, while subtitling often
preserves more of the original cultural and linguistic content due to spatial and temporal constraints.
The study underscores the importance of balanced translation strategies that respect both the source
text s identity and the expectations of the target audience, particularly in works with dense cultural
layering like Stranger Things.

Key words: TV series translation, audiovisual translation, slang, cultural references, allusions,
dubbing, subtitles, localization.
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JIIHI'BAJIBHI OCOBJIUMBOCTI TA AYAIOBI3YAJIBHI ACIIEKTHU HEPEKJIAY
TEJIECEPIAJIY «<STRANGER THINGS»

Anomauia. Y cmammi 00cniodceHo NiHe8aNbHI 0codIUBOCMI ma ayOio8i3yanbHi AcneKmu
nepekiady amepuxancovrko2o menecepiany “Stranger Things” 3 akyenmom Ha nepexiaoaybKux mpyo-
HOWax, SIKi BUHUKAIOMb NPU MPAHCIAYLL MOTOOINCHO20 CeHzY, I0IOM, JHCapmis, MIdZCMEeKCMOosUX 8i0-
cunans i mapxepis kyromypu 1980-x poxis. Memoio € eusgieHHs KIOH08UX NePeKIA0aybKUx npodiem
ma amaniz 6naugy ayoiosizyaibH020 KOHMEKCMY Ha UOIp nepekaaoaybKux cmpamezii y cyomumpo-
8anux i OyONbOBAHUX BEPCISX.

Jlocnioscenusn tpyHmMyemocs Ha NOPIGHANLHOMY AHANI3l 0Opanux enizodie cepiany «Stranger
Things». ¥V uvbomy 3icmasneno opucinanvHi amenomoeui dianocu 3 iX YKPAIHCOKUMU 8epCisimu 8
0yonsaici ma cyobmumpax. 3acmoco8ano AKiCHI Memoou aHaunizy, 30Kpemda KOHMeKCmyanibHUutl ma
npasmMamuyHull aHaniz nepekiadaybKux pilleHb 3 YPaxy8anHaM 30epedceHHs 3MICIYy, CIMULiCmuy-
HOI 8i0nosionocmi ma KyibmypHoi peresanmuocmi. Teopemuune niorpyHms cmaHos1sims nioxoou
ay0iogizyanbHo2o nepexiady, 30Kkpema meopii oomecmukayii ma gopenizayii, a maxo;ic 8paxoeano
MEeXHIUHI 00MeHCeHH KONHCHO20 3 8U0i8 nepekaady. Hosusna oocniocenns nousieac 8 KOMNJIeKCHOMY
nioxo0i 00 aHanizy JiHSGICMUYHUX T AYOI08I3YATbHUX ACNEeKMI8 NepeKiady Ha OCHOBL EOUHO20 KeliCy,
WO 0a€ MONCIUBICMb BUCBIMIUMU, K KOHKPEMHI MOGHI eleMeHmuU — 30KpeMa MON0OINHCHI coyio-
JIeKMU Ul KYIbMYPHO MAPKOBGAHI peaiii — a0anmylomscs 6 Mexcax pizHux gopmamie ayoiosizyaib-
Ho2o nepexnady. Ocobausy ysazy npuoiieHo Manio0oCiioxcetit npodbiemamuyi nOEOHAHHSA MOYHOCMI
nepeoanus 3amicmy 3 QYHKYIOHATbHUMU BUMO2AMU MeDianpOoOYKmyY.

Ananiz demoncmpye, wo nepexkiad cepiany “Stranger Things” eumaecae He nuuie 8UCOKO2O
Ppi6Hs MOBHOT KoMnemenyii, a il 21ubOK020 PO3YMIHHI AYOi0BI3YAIbHOI CeMIOMUKU MA MIdHCKYIbMYp-
HOI inmepmekcmyanvHocmi. [[yonsagic 30e0iibuioc0 OpiEHMyEMbCs HA OOMeCmuKayitini cmpameeii
3a0715 none2ueHHs CRpUUHAMms, mooi AK cyomumpu 36epieaioms OilbULe OPUSITHATILHO20 3MICHY),
CMUKAIOYUCL NPU YbOMY 3 MEXHIUHUMU 0OMeNCeHHAMU. Y cmammi niokpecieHo saxiciusicme 30a-
JIAHCOBAHO20 NIOX0QY 00 nepeKnady, AKUll 8paxo8ye K I0eHMUUHICMb 0XHCePelbHO20 MeKCmy, max i
OUIKYBAHHS YINbOBOT ayOumopii, 0CoOIUBO 8 KOHMEKCMI KYIbMYPHO HACUYEeHUX MedianpooyKmis.

Knrouoei cnosa: nepexnad menecepiany, ayoiogizyaivHull nepekiao, ciexe, KyIbmypHi ano3ii,
JloKanizayis, 0yonsiic, cyomumpu.

Problem Statement. In the contemporary
media landscape, audiovisual culture plays an
influential role inshapinglinguistic consciousness,
particularly among younger audiences. Television
series, as a dominant form of mass entertainment,
have evolved into powerful vehicles for

transmitting cultural codes, linguistic innovations,
and social norms. As such, the issue of accurate
and culturally sensitive translation of these media
products is of growing importance. However,
the translation of television series — especially
culturally rich and stylistically complex ones
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such as “Stranger Things” — presents numerous
linguistic and audiovisual challenges. These
include the rendering of youth slang, idioms,
intertextual allusions, and 1980s-specific cultural
references within the constraints of dubbing and
subtitling. The complexity of these challenges
underscores the relevance and urgency of
scholarly investigation into effective translation
strategies for audiovisual content.

The analysis of recent research and
publications. The field of audiovisual translation
has been the focus of active scholarly interest
within  contemporary translation  studies.
Researchers such as D. Chesterman (2016),
A. Pedersen (2011), and G. Gottlieb (2017), along
with Ukrainian scholars including 1. Korunets
(2003), M. Dorofieieva (2022), and others, have
made significant contributions to understanding
the challenges of translating slang, culturally
marked realia, humor, and allusions. Much
attention has been devoted to the processes of
localization and the adaptation of culture-specific
content for target audiences (Nettelbeck 2024;
Koch 2017).

However, the influence of the audiovisual
context on translation remains insufficiently
explored, particularly in cases where verbal
constructions are closely intertwined with visual
and audio elements. This gap is especially
evident in the translation of media products that
exhibit distinctive stylistic and genre-specific
characteristics. One such example is “Stranger
Things” — a television series that blends science
fiction, teen drama, supernatural motifs, and retro
aesthetics. The complex interplay of linguistic
innovation and multimodal storytelling in such
content highlights the need for more detailed
analysis of the linguistic features and contextual
dependencies within audiovisual translation.

The main purpose of this study is to
explore the linguistic characteristics of the
television series “Stranger Things” and examine
the key challenges associated with its translation
into Ukrainian, particularly in the context of
audiovisual translation practices. To achieve
this purpose, the study sets out to: identify and
classify the main linguistic features present in the
original English-language dialogues of “Stranger
Things”, including youth slang, idiomatic
expressions, humor, and allusions; analyze the
cultural references specific to the 1980s and

their functions within the series; examine the
strategies used in translating these elements into
Ukrainian, with a focus on dubbing and subtitling;
assess how the audiovisual context — including
visual cues, soundtrack, and editing — influences
translation decisions; highlight the implications
ofthese translation choices for Ukrainian viewers’
comprehension and cultural perception.

Presentation of the material. “Stranger
Things”, a globally acclaimed series created by
the Duffer Brothers for Netflix, premiered in 2016
and quickly became a cultural phenomenon. Set
in the fictional town of Hawkins, Indiana, during
the 1980s, the plot follows a group of adolescents
as they confront paranormal phenomena and
government conspiracies. The series masterfully
combines genres such as science fiction, horror,
thriller, and teen drama, while drawing heavily
on retro aesthetics and American pop culture of
the 1980s — from iconic films and music to video
games and fashion.

One of the defining features of the series
is the stylistic diversity of its dialogues. The
characters’ speech reflects a broad spectrum of
linguistic registers: from children’s and teenagers’
informal talk to official and military discourse.
Slang, idioms, intertextual references, and
culturally marked vocabulary are widely used,
contributing to the authenticity and immersive
quality of the narrative. These elements, however,
pose considerable challenges for translators
working into Ukrainian. Of particular note is the
language used by the younger characters, which
is rich in jargon, humor, pop culture allusions,
and taboo expressions. Many of these items
lack direct equivalents in Ukrainian and require
creative and contextually appropriate translation
strategies. This study investigates how such
linguistic phenomena are rendered in Ukrainian
dubbing and subtitling, taking into account
both linguistic fidelity and the constraints and
affordances of the audiovisual medium.

1. Linguistic Features of “Stranger
Things”. The lexical dimension of translating
TV series often involves dealing with slang,
professional jargon, dialects, and culturally specific
elements. Contemporary series, including Stranger
Things, are characterized by naturalistic dialogue
saturated with youth slang, idiomatic expressions,
and fixed phrases that rarely lend themselves to
literal translation ([opodeea 2022). Idioms, in



60 MMPOBJIEMU I'VMAHITAPHUX HAYK. CEPIS «®IIOJIOI TS». Bumyck 62

particular, frequently require adaptation, as direct
translations may either lose meaning or become
incomprehensible to the target audience. Even
more complex are cultural allusions, wordplay,
and humor — all of which are closely linked to the
source language and culture and often lack exact
equivalents (Chesterman 2016).

Grammatical differences between English
and Ukrainian also affect the translation process.
English tends to use shorter and more concise
sentences, while Ukrainian often requires longer
constructions to convey the same message (Kopy-
Hep 2003, c. 88—89). This is especially critical in
subtitling, where space is limited and conciseness
is essential [Pedersen 2017]. Structures such as
gerunds or passive voice, common in English,
may lack direct Ukrainian counterparts, requiring
syntactic transformation to preserve both meaning
and fluency (Nettelbeck 2024).

The language of “Stranger Things” is rich
in 1980s-specific slang, jargon, and cultural
references. For instance, the expression totally
rad, denoting strong excitement or admiration,
is typically rendered in Ukrainian dubbing as ye
kpymo or ogicennuii. While functionally accurate,
these versions lose the retro flavor, flattening the
temporal-cultural nuance.

Dustin’s line This is so bogus!, expressing
frustration, is translated as Hy i masaunsa!. Although
emotionally equivalent, the Ukrainian version
omits the 1980s youth-specific connotation
of bogus, which was stylistically marked in
American teen slang of that era.

Another example is You are such a nerd!,
said with light irony. Its Ukrainian equivalent 7a
mu e3aeani 3ayuka! conveys the general meaning
but fails to capture the cultural nuance of nerd as
a marginalized yet intelligent figure in American
school culture of the 1980s.

The phrase She’s a total spaz, used
by children to describe someone clumsy or
hyperactive, is usually adapted as sora sxace
Oouka or 306cim 6odcesinona. However, spaz
carried a specific, often mocking tone within the
school context of the 80s — a connotation lost in
translation.

Expressions like No duh! meaning sarcastic
agreement, are translated as 7a sicno orc! or I max
3posymino!, which convey the meaning but dilute
the teen-specific passive-aggressive tone used by
characters like Max or Dustin.

The term douchebag, used for unpleasant
or arrogant characters, is typically rendered as
npudypok or mynax, which soften the insult and
diminish its original impact.

A more successful example of localized
slang appears in Argyle’s humorous warning:
Hold onto your butts, brochachos! Translated as
Tpumaiimecs 3a oynu, opamenuxu!, this version
preserves the comic tone, youth slang, and stylistic
eccentricity of the original. Similarly, Let’s
bounce — 1980s slang for let’s go — is rendered
as 3eanusatimo or uac earumu, depending on the
tone and context. Although these variants convey
the idea, the playfulness of the original may not
always be fully retained.

In sum, the translation of retro slang presents
a significant challenge in audiovisual localization.
It requires not only lexical precision but also the
recreation of the cultural atmosphere of a specific
historical period. Without this balance, the
translated version risks losing the authenticity and
stylistic identity that define the source text.

2. Challenges of Translating Profanities,
Humor and Allusions. One of the most complex
aspects of translating “Stranger Things” is the
transfer of humor, idioms, taboo expressions,
and culturally embedded allusions. The show’s
dialogue frequently includes emotionally
charged exclamations and colloquialisms, often
relying on youth slang, sarcasm, black humor,
or pop-cultural references — all of which require
careful adaptation rather than direct translation.
A particular challenge lies in rendering taboo
language. Words like shit, holy shit, or son of
a bitch, while common in English dialogue,
are rarely directly transferable into Ukrainian
dubbing, especially in content intended for
family or teenage audiences. For instance: O#h,
shit! becomes Om xanena!, Kaneyw!, or QOu
nuwenvko!, depending on tone — all milder and
more culturally acceptable alternatives. Holy
shit!, uttered in moments of shock, is adapted
as Oye eoce ceptiozno! or Ta my!, preserving
emotion while avoiding profanity. Son of a bitch!
is rendered as Om Odidvro! or Yopm 3abupaii!,
maintaining dramatic weight without literal
vulgarity. We re in deep shit! becomes Mu enu-
nau! or V nac eenuxi npoonemu, which reflects
meaning and urgency.

Humor, sarcasm, and idiomatic expressions
often require even more nuanced solutions. For
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example: I'm screwed. — Meni eannux, Bce npo-
nano — expressive, idiomatic equivalents. Yeah,
right!, used sarcastically, cannot be translated
literally as Tax, sseuuaiino. Instead, localized
versions like Aea, 3apa3z! or Ta 36uuatino, sx sce!
convey the intended irony. Black humor, such as
He's probably dead already, is softened to Ta 6ir,
Mmabymw, decwv 3acmpsie to avoid tonal dissonance
while retaining subtle irony.

Cultural allusions and wordplay are
particularly resistant to literal translation: The
pun You can 't spell America without Erica, based
on a name-letter overlap, has no direct analogue
in Ukrainian. Compensation strategies include
adapted lines like Avepuxa 6e3 mene — ne Ame-
puxka!, preserving tone and character. Jokes
relying on euphemism, such as Dustin’s line
He and Jonathan like to smoke smelly plants,
translated as wroxaromov sxico mam mpasu-
yku, maintains both ambiguity and humor in a
culturally acceptable form.

Overall, the successful translation of humor
and allusions in Stranger Things depends on
balancing expressiveness, cultural norms, and
genre expectations. Translators often resort to
functional equivalents, compensation techniques,
or context-based shifts to preserve both meaning
and emotional resonance. This process highlights
the interpreter’s dual role as both linguistic mediator
and cultural adapter in audiovisual localization.

3. Audiovisual Translation Barriers.
Audiovisual translation, particularly dubbing
and subtitling, involves not only linguistic
transformation but also adaptation to the technical
and stylistic conventions of the media product. In
dubbing, lip synchronization is paramount: the
translated dialogue must align with the actors’
mouth movements and match the duration of the
original utterance. This often compels translators
to prioritize naturalness, rhythm, and stylistic
coherence over literal accuracy.

For instance, the phrase Mike, shut
up! is rendered literally in subtitles as Maiix,
samoexnu!, while the dubbed version softens the
tone to Maiik, 200i!, better reflecting the scene’s
intonation. Similarly, the line Shes our friend,
and she's crazy! is adapted in dubbing as IIpocmo
mpoxu ousna!, which preserves the humorous
tone while softening the bluntness of the original.

The phrase Dustin, are you there? Over.
is translated in subtitles as /lacmune, mu mym?

IIputiom., whereas the dubbed version uses Tu na
36’3k 7, which sounds more natural in Ukrainian.
The original insult You 're such a mouth-breather!
translates awkwardly when literal (7u maxuzii, xmo
ouxae pomom!), prompting the dubbed version Tu
maxkuti mynak! —a more expressive and culturally
appropriate equivalent for the target audience.

Somerecurringlinesacquiredeepermeaning
through translation. For example, Friends don t lie
is occasionally rendered in dubbing as Cnpasoichi
Oopy3i He Opeuwryms, thus reinforcing its moral
undertone. Dustin’s metaphorical phrase / am on
a curiosity voyage... is condensed to A wykaro
icmuny... — a simplification that reduces poetic
nuance but enhances clarity.

Stylistic differences are also evident. The
line She’s not a robot, Hopper. is dubbed as
Bona oic ne mawuna, Ionnep., reflecting more
colloquial speech. Brief utterances like What?
may be adapted as A? or [[Jo make?, depending
on articulation length and context.

Subtitling, in contrast, emphasizes brevity
and visual clarity. Constraints on character count
per line force translators to condense dialogue
while preserving semantic and emotional impact.
For example, extended lines may be reduced
to one or two words to avoid overburdening
the viewer. Modern technologies, including
machine translation and artificial intelligence, are
increasingly utilized in localization workflows.
While effective in automating routine tasks, these
tools fall short in conveying emotional depth,
irony, and cultural nuances — critical elements in
translating television series. Therefore, the role
of the professional translator remains essential
to maintain the audiovisual product’s integrity
and emotional authenticity for foreign-language
audiences.

Conclusions. The TV series “Stranger
Things” presents a complex interplay of
linguistic density, cultural multilayeredness, and
audiovisual specificity, making its translation a
multifaceted challenge. The linguistic features of
the series — including youth slang, neologisms,
idioms, allusions, and culturally marked references
from the 1980s —require not only lexical accuracy
but also contextual sensitivity. The audiovisual
format introduces specific constraints such as
lip-syncing in dubbing, subtitling limitations,
and alignment with voice intonation, rhythm,
and visual cues. In this context, the translator
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assumes the role of a cultural mediator rather than
a mere language converter. Effective audiovisual
translation involves striking a delicate balance
between semantic precision, stylistic and cultural
equivalence, and technical constraints dictated by
the mode of screen translation. Maintaining the
original emotional tone, humor, and intertextual
references is crucial to preserving the narrative
integrity and viewer engagement.

The translation of “Stranger Things”
into Ukrainian illustrates the need for nuanced
solutions that go beyond word-for-word rendering.
Decisions regarding the adaptation of slang,
taboo language, humor, and cultural allusions

must be guided by both linguistic competence
and cultural intuition, ensuring the translated
version resonates with the target audience while
remaining faithful to the source material.

Prospects for further research include
comparative analysis of “Stranger Things”
translations into other languages, as well as
empirical studies on audience reception and the
perception of linguistic and cultural elements in
localized versions. Such studies would contribute
to a deeper understanding of audiovisual
translation strategies and their impact on
intercultural communication in the era of global
media.
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