
Introduction

1.  Scope and Rationale

Adopting an interdisciplinary framework in which translation studies 
play a major role, this book focuses on the interplay between diverse 
systems of representation coexisting in the same multimodal text. Each of 
these systems is conceived as a unit in its own right, substituting for, and 
at the same time enriching and shedding light on, the others. The mul-
timodal texts we address vary in their modalities, their target audiences 
and their verbal and visual rhetoric. They belong to different genres, 
including illustrated children’s books, comics and graphic novels, video 
clips, children’s songs in their written and sung versions and an animated 
film. Their generic affiliation affects their treatment of the themes they 
contain and the way they address social and historical issues even if the 
themes and issues themselves recur.

Translation is conceived in this book in a broad sense that transcends 
the usual sense of interlingual transfer (in fact, the latter kind of transla-
tion is not dealt with here). Our underlying assumptions, to be further 
described below, are that translation is not limited to written texts, but 
takes place in other semiotic systems as well, that there is no clear-cut 
distinction between translation and adaptation, for they involve similar 
mechanisms, and, lastly, that translation and adaptation are not  necessarily 
cross- cultural: they can also take place within a single culture. In dealing 
with translated works, we are particularly interested in the replacement 
of images and in the impact this has on the multimodal whole, a topic 
that has not received as much attention as the translation of the verbal 
 component. To gain insight into this issue, we base our observations on 
both text analysis and interviews with the artists— writers, illustrators and  
animators.

Our perspective is thus threefold, focusing simultaneously on the mul-
timodality of the texts concerned, the implications of the genre and target 
audience and the process of translation/adaptation examined in its social 
and historical context. Our discussion of these aspects challenges deeply 
rooted dichotomies. In addition to questioning the distinction between 
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translation and adaptation, we take a critical look at the opposition 
between canonized art (literature, poetry, painting) and popular culture 
(comics, graphic novels) and between materials aimed at children and 
those aimed at adults—on both the thematic and the generic levels. The 
texts we analyze were created in Israel and are in Hebrew, but our aim 
is to propose a universal model that may serve as an interface between 
research on multimodality on the one hand and translation and adapta-
tion studies on the other.

2.  Multimodal Texts

Our focus in this book is on the relationship between words, images 
and audial elements, with emphasis on illustrated texts, which constitute 
a specific case of multimodality (Kress and van Leeuwen 2001; Iedema 
2003; Jewitt 2005; Kress 2010; Hiippala 2013). We share the view that, 
in an era in which visual texts function as a dominant perceptual frame 
for interpreting social and cultural phenomena, one can no longer avoid 
“the broad move from the now centuries-long dominance of writing 
to the new dominance of the medium of the image” (Kress 2003: 1). 
Interestingly, Kress’s statement calls to mind the association between the 
medieval manuscript, predating the printing press era, and today’s mul-
timodality, although the latter cannot be detached from the technologies 
and economic conditions that affect the production and distribution of 
texts. An illuminating insight is provided by Nichols’s view of the medi-
eval text as the joint creation of different artists, combining a variety of 
genres and modes of expression:

The manuscript folio contains different systems of representation: 
poetic or narrative text, the highly individual and distinctive scribal 
hand(s) that inscribe that text, illuminated images, colored rubrica-
tions, and not infrequently glosses or commentaries in the margins 
or interpolated in the text. Each system is a unit independent of the 
others and yet calls attention to them; each tries to convey something 
about the other while to some extent substituting for it.

(Nichols 1990: 7)

Multimodal works combining images and language may also incorporate 
audial elements (see Chapters 4, 7, 8 for the discussion of these elements 
in an animated film, an album and a video clip). The challenge they pose 
to the researcher is great, all the more so since every mode comprises a 
variety of sub-modes. According to Kaindl (2013: 259), who bases his 
observations on Stöckl (2004), each component of a multimodal whole 
can be further divided into its building blocks. For example, if written 
language is regarded as a core mode, its sub-modes include typography 
and layout. In the case of spoken language, the sub-modes are volume, 
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intonation, speed, etc. The sub-modes of images include size, color and 
perspective. The various modes and the relations between them indicate 
the generic affiliation of the text. Comics, for instance, are recognized by 
the centrality of the images and the emphasis on the visual aspects of the 
verbal text itself (Kaindl 1999: 274; see Chapter 1 of this volume).

Beyond the generic affiliation, illustrators may develop their own indi-
vidual style. In proposing guidelines for the analysis of images, Liu (2013: 
1262), based on Kress and van Leeuwen (1996), advises the researcher to 
consider the following aspects:

What first catches your eye in the image, that is, what is foregrounded 
and what is backgrounded? How about the size and scale of the 
image? Why are certain elements larger than the others? Does the 
larger element add to the meaning of the image? Are there any domi-
nant color [sic] and what does it mean to the readers? How about 
the white space used in the image? How is the image framed, and 
how does this position you as a viewer, face to face, above or below, 
what does that mean? Are there any recurring patterns? Through the 
integration of lines, lighting, colors, contrast and gestures, what does 
the designer try to lead you to look at?

The particular combination of sub-modes can indicate whether the artist 
inclines toward an abstract or fictional style or prefers realism. In this 
context, Machin and van Leeuwen (2007: 158) argue that realism has 
no advantage over other styles in conveying truths about reality: “Veri-
similitude has never been the only criterion for the truth of images” (see 
also Kress and van Leeuwen 1996: 154–174). Illustrated works can also 
be characterized by their intertextual relations with other texts. By using 
a certain style, or through concrete “pictorial allusions” (Kaindl 2004: 
186), their creators can conduct a dialogue with other artists or with 
other works of their own, thus positioning the specific work within the 
wider corpus of their own oeuvre (for these two kinds of intertextuality, 
see, e.g., Chapter 1).

3.   A Translation Studies Perspective on  
Multimodal Texts

In theorizing the translation of multimodal texts, we take into account the 
gradual shift that occurred in translation studies, from the idea of inter-
semiotic translation (Jakobson 1959) to the incorporation of intrasemi-
otic translation (Toury 1994) and, finally, to the focus on multimodality 
(see, e.g., Kaindl 2013). According to Jakobson (1959), translation can 
involve three types of transference of meaning: (a) Transference within 
the same “natural-historical language” (Petrilli 2003: 13), (b) transfer-
ence to a different natural-historical language and (c) transference to 
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another sign system altogether. Although Jakobson acknowledges the 
third possibility—intersemiotic translation—his ideas are still rooted in 
the world of natural-historical languages (e.g., Hebrew, English). This 
is evident in the names he gives to the three kinds of transfer: Intralin-
gual translation is “paraphrase”, intersemiotic translation is “transmu-
tation” and only interlingual translation is referred to as “translation 
proper” (Hermans 2014: 147–148). Another manifestation of the domi-
nance of language in Jakobson’s approach is his recognition of intralin-
gual translation but disregard of other kinds of intrasemiotic transfer 
(such as the remaking of films). This option was later added by Toury, 
who distinguished between interlingual and intralingual translation, but 
also between intersemiotic and intrasemiotic translation (Toury 1994). 
Kaindl (2013) addresses this issue via the concept of “multimodality”. 
Following previous research (e.g., Gambier 2006), he asserts that all 
texts are actually multimodal, i.e., combine different modes of expres-
sion, since even a printed book contains visual elements, such as cover, 
layout and typography. The process of translation generally affects the 
multimodal text as a whole even if only one of its components has been 
removed or replaced.

In a sense, every verbal text accompanied by illustrations can be 
addressed in terms of translation—whether the verbal component pre-
ceded the images (in which case, the illustrations can be said to translate 
it into a visual mode) or vice versa (Oittinen 2002: 106, 113; Pereira 
2008, 2015; see also Chapter 2 of this book). However, we place more 
emphasis on texts that have undergone a process of transformation in 
their entirety—illustrated books republished with new illustrations, writ-
ten texts recreated as comics, etc.—thus giving centrality to the transfor-
mation of a source text into its translated or adapted version.

When translation is conceived as transcending the limits of translation 
as interlingual transfer, the result is a blurring of the boundaries between 
translation and adaptation. Hutcheon and O’Flynn (2013: 16) note that 
“as openly acknowledged and extended reworkings of particular other 
texts, adaptations are often compared to translations. Just as there is no 
such thing as a literal translation, there can be no literal adaptation”. 
Since, as Hutcheon points out, modern translation theories have moved 
away from the traditional rhetoric of fidelity and equivalence and no 
longer grant the source text an axiomatic supremacy and authority, the 
concepts of translation and adaptation have become less distinct. Accord-
ing to the conceptualization of polysystem theory (Even-Zohar 2010), 
both involve the reconstruction of texts in a system other than the one 
in which they were originally created (Weissbrod 2004). The title of an 
article by Azenha and Moreira (2012)—“Don’t translators ‘adapt’ when 
they ‘translate’?”—which appears in a book dedicated to this issue (Raw 
2012), is a statement in favor of the view that translation and adaptation 
are not essentially different.
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It also follows that translation and adaptation are not necessarily 
cross-cultural. In the terminology of Even-Zohar (2010), both can be 
described as the reconstruction of texts in another system, and since cul-
tures are polysystemic, the transformation (e.g., of a novel into a film) 
can take place within one and the same culture. Moreover, cultural sys-
tems change with time, so that translation and adaptation can also take 
place between different historical layers of the same system (Weissbrod 
2004). However, the boundaries between cultural systems are not neces-
sarily sharp and may be blurred further in the case of co-productions or 
international teams of artists.

By their very nature, as new interpretations of preexisting texts, trans-
lations and adaptations—whether cross-cultural or not—necessarily 
respond to and comment on the works they revive and the reality they 
represent. Their attitude can be one of nostalgia, subversion or open 
criticism (see Chapters 1, 4, 8), depending on the artists’ ideological and 
political stances, the intended audience (e.g., nostalgia is more likely to 
appeal to adults, whether they are the principal audience or not) and 
the time gap between the creation of the source text and its translation/
adaptation. Since translations and adaptations provide an opportunity to 
remeditate a work, such attitudes may be expressed even in cases of self-
translation and self-adaptation, or when the creator of the original work 
is a member of the team that adapts it (Koll 2013; Agirrezabalaga 2017).

4.  Overview of the Book

This book is divided into three parts, all addressing the basic topic of 
multimodal texts under translation, but differing in their focus.

The first part (Chapters  1–3) deals with children’s books and their 
transformations, examining how various versions maneuver between 
humor and fantasy, subversion and nostalgia. The works dealt with in 
this part are Uri Cadduri (Navon, Goldberg and Modan 2013), which 
is based on a comic strip; Mar Guzmai ha-Badai1 (Mr. Fibber the Story-
teller; Goldberg and Pinkus 2013), which is based on a series of short 
rhymed stories first published in a children’s magazine; Anonimus Belfi 
ha-Gadol (Anonymous Bluffer the Great), a folktale-like story repub-
lished with new illustrations (Banai 1980, 2015) and, finally, a series of 
illustrations created as sequels to the children’s book Ma’ase be-Khamisha  
Balonim (A Tale of Five Balloons; Roth 1974).

The second part (Chapters 4–6) deals with graphic novels and their ori-
gins in art, literature and cinema, examining the artistic techniques they 
use to address memories of war and post-traumatic situations. The texts 
analyzed in this part are the animated film Vals im Bashir (Waltz With 
Bashir) and the graphic novel based on it (Folman 2008; Folman and 
Polonsky 2009); Ezekiel’s World (Kovner 2015), in which the author’s 
paintings and some poems by his father, the poet Abba Kovner, are 
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recreated as an (auto)biographical graphic novel and the graphic novel 
Pitseriya Kamikaze (Pizzeria Kamikaze; Keret and Hanuka 2004), based 
on Keret’s novella Ha-Kaytana shel Kneller (Kneller’s Summer Camp; 
Keret 1998).

The third part of the book (Chapters 7–8) examines particularly com-
plex multimodal texts in which audial and performative aspects play a 
central role. The first work analyzed in this part is Ha-Keves ha-Shisha-
Asar (The Sixteenth Sheep), a collection of rhymed texts for children that 
was transformed into a music album and published three times with dif-
ferent sets of illustrations (Geffen 1978, 1992, 2010). The second is the 
lip-synced clip “Po Ze Lo Eyropa” (This Ain’t Europe 2014), performed 
by the Israeli ensemble Arisa, which is analyzed as a case of “cultural 
translation”.

In analyzing these case studies, we focus on their multimodality, con-
ceiving them as complex wholes, although the linearity of writing neces-
sitates addressing each of their components separately. We consider both 
the core modes (language, images, sound and music) and sub-modes (such 
as the different aspects of illustrations—color, size, perspective, etc.) and 
examine how they relate to one another. In order to study the translated/
adapted texts as such, we identify changes (the addition or omission of 
modes as well as changes made to the same mode) and examine their 
implications for the entire whole. Our analysis also encompasses the 
intertextual relations between the translations/adaptations and sources 
other than the original (Cattrysse 2001, 2014), including other works 
by the same artist (whether literary, visual or musical), which testify to 
his/her stylistic preferences. Another recurring phenomenon we examine 
is the use of ready-made objects, such as maps, documents and photos. 
Originating in “the real world”, they are transformed and manipulated 
so as to become components of an artistic design, although they may still 
add a tint of “authenticity” to fictional works.

To discover the ideological stances of the artists, we investigate their 
attitude toward the works they translated/adapted: Do they accept the 
values embedded in these works, subvert them or openly criticize them? 
And how is their response to the previous text affected by the intended 
audience? (For example, if the source text refrains from subverting main-
stream values in addressing young readers, does the translator/adaptor 
do the same?)

The variety of case studies has made it possible to examine how recur-
ring themes are affected by the genre, the target audience and the kind of 
multimodality involved. For instance, both illustrations and animation facil-
itate coming to grips with memories of war and traumatic events because 
they do not involve a direct encounter with reality. However, the treat-
ment of these topics in an animated film (Waltz With Bashir—Chapter 4) 
differs from their representation in a graphic novel (the graphic novel 
version of Waltz With Bashir—Chapter 4; Ezekiel’s World—Chapter 5; 
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Pizzeria Kamikaze—Chapter 6). Similarly, all of the texts addressed in 
this volume share the properties of self-reflection, subversion and social 
criticism. The marginality of the genres in which they are couched is an 
advantage in this respect, for they are less subject to scrutiny than canon-
ized art, and the producers (authors, illustrators, filmmakers) thus enjoy 
greater freedom to respond critically to local and universal issues such as 
nationalism, militarism, gender inequality and ethnic biases. However, 
social criticism takes different forms in a children’s book (Uri Cadduri—
Chapter 1), a graphic novel that takes place in the afterworld (Pizzeria 
Kamikaze—Chapter 6) and a norm-breaking video clip featuring a drag 
queen (“This Ain’t Europe”—Chapter 8), although each makes use of 
similar critical tools, such as humor and irony.

The analysis is also based on interviews we conducted with the art-
ists (in addition to interviews published in the Israeli press). The inter-
views are meant to shed light on the very decision to produce multimodal 
works, on the choice of genre and style, on the way artists from different 
fields of expertise work together and transcend traditional professional 
boundaries and on choice of target audience. The interviews contributed 
to the emergence of the concept of the “ensemble”—a team of artists col-
laborating in creating multimodal texts—as a key concept in our study 
(see, in particular, Chapter 7). Applied first and foremost to the works 
under discussion and the process of their creation, it also applies to our 
own collaboration and to our involvement in these works as interpret-
ers. The interviews played an important role in shaping our conception 
of this book, and we are grateful to the artists for their invaluable input 
and insights.

5.  Contribution

Through the analysis of multimodal texts under transformation, we 
wish to contribute to the ongoing academic discussion of translation and 
adaptation, involving questions such as, What are the relations, similari-
ties and differences between translation and adaptation? (See Raw 2012; 
Hutcheon and O’Flynn 2013 for such discussions.) In what ways, if any, 
is the issue of “fidelity” still relevant, and if it is, fidelity to what? (See, 
e.g., Steiner 1998/1975; Nord 2005; Pym 2012.) Do the hierarchical rela-
tions between “source” and “target” still hold, or has the hierarchy dis-
appeared under the influence of poststructuralism and postmodernism? 
(On this issue, see, e.g., Venuti 1992, 2012.)

More specifically, the book elaborates and sheds new light on key con-
cepts and ideas that have evolved in translation and adaptation studies 
and beyond. These include the Freudian approach to translation, which 
conceives it as a move toward greater consciousness (Freud 2006/1900; 
Mahony 2001; see Chapter 4); copresence and the reciprocal relations 
between “source” and “target”, whether they are in the same or different 
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modes (Kaufmann 2002; Pym 2004; see, e.g., Chapter 2); collaborative 
self-translation (Koll 2013; Agirrezabalaga 2017), which is a special case 
of self-translation (Cordingley 2013; Grutman and Van Bolderen 2014) 
in which the author collaborates with the translator in producing the 
translated work (Chapter  6); remediation and hypermediacy, the lat-
ter referring to the traces of the previous mode or medium within the 
adapted text (Bolter and Grusin 2000; see Chapter 5); and, finally, cul-
tural translation, a metaphorical expression coined by Bhabha (1990, 
1994) following Benjamin (1997/1923), which refers to the encounter 
of “self” and “other” in a virtual “third space”, where hybrid forms are 
born (Chapter 8).

Although the texts analyzed in this book were created in Israel and are 
in Hebrew, the analysis is meant to offer a universal model for exploring 
the interface between multimodality and translation studies. The analy-
sis of intertextual relations, which often extend beyond Israeli culture, 
is another aspect that places our study in a broad cross-cultural con-
text. Finally, the perspective on society emerging from the discussion of 
recurring themes and critical observations can hopefully contribute to 
the understanding of the dialogue that takes place between society and 
its reflection in various kinds of texts created in different eras and under 
different circumstances. In this respect, the present book can contribute 
to the emerging field of visual sociology, which studies social phenomena 
through the prism of visual media (Harper 2000; Grady 1996, 2007; 
Pauwels 2000).

The following points sum up the issues we address and wish to 
illuminate:

• We promote the view that translations and adaptations (one of our 
case studies also concerns sequels) involve similar mechanisms and 
can be dealt with within the same theoretical framework.

• We shift the focus from cinematic adaptations, which have been 
amply researched (e.g., by Stam and Raengo 2004, 2005; Cattrysse 
2014), to other, less researched kinds of multimodality involving the 
verbal, the visual and the audial.

• We show that images (illustrations and animation) are effective ways 
to respond to reality despite the fact—and perhaps even because of 
the fact—that they do not bear a direct relation to it.

• We put relations at the center, but rather than focusing on the rela-
tions between translations/adaptations and their source texts, we 
give weight to their relations with “sources other than the source” 
(artistic styles, models and concrete works, including previous works 
by the same artists).

• We are also interested in the relations between authors, illustra-
tors and (mainly in the third part of the book) musicians who col-
laborate in the production of multimodal works and thus blur the 
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traditional boundaries between artistic professions and fields. (Keret 
and Hanuka and Folman and Polonsky, who collaborated in cre-
ating Pizzeria Kamikaze and Waltz With Bashir, respectively, are 
two examples; see Chapters 6, 4). The inclusion of interviews in our 
methodology is meant to shed light on this aspect.

Finally, the production, consumption and sharing of multimodal texts 
on the internet have gradually become a common textual practice in the 
current era. Consequently, future researchers may come to regard mul-
timodality as the natural, default approach to both individual and com-
munal events, thus lending concepts such as “ensemble” and “cultural 
translation” a new and relevant meaning.

Note
 1 We transcribe Hebrew book titles on their first appearance. The transcription 

follows the guidelines of the Academy of the Hebrew Language, with minor 
modifications.
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