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10.4. TRANSLATION PROCEDURES IN THE CHALLENGE!

10.4.1. APPLYING NEWMARK'S TRANSLATION PROCEDURES

Newmark tells us that "while translation methods relate to whole texts, translation
procedures are used for sentences and the smaller units of language” (1988: 81). The
following are some of the most common translation procedures as described by Newmark
in Approaches to Translation and A Textbook of Translation. We find that it might be
convenient to label them for easy reference. In the same way we talk of vowel #3, in
English phonology, we could talk of procedure p12 instead of paraphrase. Such a system
would have the advantage of superseding (or, at least. coexisting with) cumbersome and
sometimes ambiguous terminology (especially when they are translated!). Variations
within procedures could have a small letter added to the number (e.g p6a could refer to
transposition involving a change from singular to plural or vice versa, and p6b accounting
for an SL grammatical structure that does not exist in the TL).

P1.  Transcription, or transference:"loan words", adoption, transfer.
P2.  One-to-one translation, e.g. 1a casa => the house.

P3.  Through-translation ("loan-translation"). The literal translation of common
collocations, names of organizations, the components of compounds (e.g.
superman, ciéncia ficcio) and perhaps phrases. This procedure is also

known as calgue or loan translation.
P4.  Lexical synonymy (interlingual).

P5.  Componential analysis. The application of componential analysis for the practical
purposes of translating.
P6. Shift or Transposition, the replacement of one grammatical unit by another.

(a) change from singular to plural (e.g. furniture => mobles).
(b) an SL grammatical structure does not exist in the TL (English gerund, modals

or question tags).

One of the programmes of the BBC comedy production Yes, Minister.
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(c) literal translation is grammatically possible but may not accord with natural
usage in the TL (e.g. English passive to Catalan passive).

(d) the replacement of a virtual lexical gap by a grammatical structure.

(¢) Isuggest grammatical synonymy be included in this procedure, e.g. (from "The
Challenge")
“...the dangers of speaking to people in the Department.” =>
"...parlar amb la gent del Ministeri pot ser molt
perillés.”

Standard transposition is the most recurrent kind of transposition, and is nearly
always mandatory in any context.

P7.  Modulation - or variation in point of view.

(g')  "negated contrary” or rather "positive for double negative" is a concrete
translation procedure and its appropriateness must depend on its formulation and
the context.

P8.  Compensation. Compensation for the inability to account for some kind of Priority
in one part of the text in another part of the text.

P9.  Cultural equivalence, e.g. (C.0.U.=> A-level), & Functional equivalence. In the
light of the findings of Hatim and Mason (1990), on the one hand, and Hewson
and Martin (1991) on the other, we would want to add semiotic equivalence (e.g.
the 57 varieties example).

P10. Translation label, i.c. an approximate equivalent.
P11. Definition.

P12. Paraphrase.

P13. Expansion (étoffement) -- grammatical expansion.
P14. Contraction -- grammatical reduction.

P15. Recasting sentences.

P16. Rearrangement, improvements. .

P17. Translation couplet.

P18. Over-translation, or increased detail.
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P19. Under-translation. or increased generalization.

P20. Notes. additions. glosses. Supplementary information and explanation can also be
included in this translation procedure. Newmark (1982: 21) "The translator has to
decide whether or not the reader requires. or is entitled to, supplementary
information and explanation.”

The last procedure is partly to blame for the whole existence of this thesis. It is clear that
procedure p20. (footnotes and glosses) can never be used in dubbing. Then, why can't
there be other specific procedures for certain kinds of text-types, or translating activities
(e.g. liaison interpreting and dubbing), that are only (and justifiably) valid for certain areas
of translation or text-types?

Expansion (p13) and contraction (p14), are not really translation procedures in a strict
sense. They are a result of measuring the length (in time or space, or in number of words)
of the solutions reached by applying other translation procedures. Only transcription (p1)
or pure coincidence can prevent a rendering from being an example of either expansion or
contraction. As such, expansion and contraction, and with them 'same length of segment’
are probably better suited to the lists of potential Priorities (be brief, etc.) and/or
Restrictions (e.g. timing, total number of words or characters allowed).

Expansion and contraction, then, may be in one of the following situations:
(a) allowed (the result of some other procedure or Priority)
(b) one or both of them are disallowed (the result of some Restriction)

(c) one of them is sought for (i.e. it becomes a Priority, usually Local, possibly
to accommodate some form of compensation).

A list of procedures such as the one presented above can never be taken as a classification
because, unlike a description of English vowel phonemes, there is far too much overlap.
'Fuzzy sets' should not be mistaken for such a tremendous degree of overlap that allows
four or five different procedure labels to be applicable to a single rendering. For example,
there is no theoretical constraint to prevent a translator from thinking of a solution that
could be at once an instance of, say, cultural equivalent (p9), modulation (p7),
transposition (p6) and expansion (p13). More work needs to be done before a
comprehensive taxonomy of procedures can be produced.

Many trainees take some time in assimilating the proper nature of most procedures; i.e. a
translator does not usually tackle a problem by thinking to him or herself, "now, which is
the correct procedure for this situation? I think I'll use a modulation", or even worse, "I
haven't used a cultural equivalence yet, so I'll throw one in now.” The correct approach is
to do whatever you feel you can do (if there is a choice), or whatever you have to do (ifa
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solution for a given problem is anticipated in the style-book) in order to produce the most
appropriate rendering that could reasonably have been expected. considering all of the
operative Factors. Priorities and Restrictions of the process.

The identification and characterization of procedures is usually the work of the critic and
the scholar who look at a series of finished translations and try to find certain regularities
or parterns in the various results and solutions. So, in the light of all this we can draw the
following three conclusions:

(1) A full account of translation procedures is not the translator's responsibility, but
the theoretician's

(2) An in-depth study of translation procedures is more useful to the trainee than to
the experienced translator. because its main purpose should be to enhance the
translator's awareness of the variety of ways in which different problems can be
tackled.

(3) There can be no prescriptiveness in procedures unless they are included in the
style-book for a particular translation job.

Newmark (1982: 32) tells us that all translation procedures vary between constraint
(mandatory, due to the different forms of different languages and differences in lexical
"mapping"; however. we will rephrase this as mandatory according to the operative
Restrictions) and option (optional, thanks to lexical and grammatical synonymy, and
metaphor; also optional by taking into account the Restrictions Reversed). Strictly
speaking, this does not mean that some procedures are always mandatory while others are
always optional (we must remember there are no absolutes in translation), although there
is probably a definite bent towards one or the other for each procedure (e.g. standard
transposition is nearly always mandatory). It means that, depending on the context, the
application of a certain translation procedure is the only sound way of rendering a given
word or expression (because of a constraint), whereas in other cases the translator is freer
to choose whether or not he or she applies one procedure or another, or even choose from
several different solutions within the same procedure (e.g. having a range of different
synonyms to choose from in lexical synonymy). I would almost go so far as to say that
first one must translate an item of the text in strict agreement to a pre-set scale of Priorities
and afterwards, on looking back at what one has done, call it modulation or contraction or
whatever.

Newmark's original descriptions of these procedures (1982: 30-32) have been extended
and commented upon to fit in with this study. The examples that illustrate these
procedures are taken almost entirely from The Challenge in order to see how well and
how frequently they can be applied to foreign language dubbing for television.
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10.4.2. EXAMPLES FROM THE CHALLENGE

P1. Transcription. or transference ("loan words", adoption, transfer), which may or may
not be required for LC1 institutional or cultural words to provide authenticity or local
colour respectively. Some of these remain in the TL permanently -détente,
démarche ("adopted words" in English); others are "loans” - kolkhoz ,
glasnost, sputnik-they will not stay. Naturalization is the next step and adapts the
LCl1 word first to the normal pronunciation, then to the normal morphology of the TL
(e.g. futbol, mitin, bistec, in Catalan).

From The Challenge we have the following examples:
(1) The characters' names (e.g. Hacker)

(2) The Daily Mirror.

(3) Thames Marsh.

(4) Gay =>gai.

(5) BBC (adapted phonetically), but not ITV, which is rendered as 1a televisié
privada (definition).

(6) Ascot, Wimbledon, Lords, Covent Garden, but not 'the Proms'. I
would suggest the following order from most to least familiar to a Catalan TV
audience: Wimbledon, Ascot, Covent Garden, the Proms (possibly culturally
equivalent to the summer festival 'E1 Grec'), and Lords (a cricket stadium,
possibly culturally equivalent to going to see 'Els Xiquets de Valls').

P2. One-to-one translation, e.g. government => govern, urgent => urgent.
Cognates should never be classified as transcriptions! I would also include in this category
a number of expressions, taken as a unit ("exocentric” expressions in Nida's
terminology), such as the following: once a fortnight => cada quinze dies.

P3. Through-translation ("loan-translation”), e.g. House of Commons => Cambra
dels Comuns, European Community => Comunitat Europea, a common
procedure for international institutional terms. The literal translation of common
collocations, names of organizations, the components of compounds (e.g. Iron curtain =>
Teld d'acer, Thanksgiving Day => Dia d'Acci6 de Gracies) and perhaps
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phrases, is also known as calque or loan translation. In theory a translator should not
"initiate" a through-translation, they should normally be used only when they are already
recognised terms. The most obvious examples of through-translations are the names of
international organizations which often consist of "universal” words which may be
transparent for English and Romance languages, and semantically motivated for German
and Slavonic: e.g. EEC, Comunitat Econdmica Europea. In Yes, Minister, some
international institutions are mentioned, but most frequently we are dealing with British
institutions.

(1) Minister for Administrative Affairs => Ministre d'Administracié
Territorial. This might seem like a case of through-translation, but it is
unacceptable in the context it appears in, for we are translating a fictitious Ministry
in the English version, the epitome of bureaucracy, for a real Department in the
Catalan Government. The fact that Administracid sounds like 'Administrative'
is important, but it is not enough to justify the presence of Territorial
afterwards. The translator (or later on the TL scriptwriter or revisor) only needs to
take into account a similarity of lip movement, and not a similarity of spelling or
even sound (see "translation label" below).

(2) Permanent Secretary => Secretari Permanent.
(3) Prime Minister => Primer Ministre.

(4) Local official => funcionari local (Isuggest funcionari municipal).

P4. Lexical synonymy, translation by a close TL equivalent. It is often possible to achieve
closer interlingual than intralingual synonymy, particularly in reference to objects and
actions. 'To die, to sleep, to dream' can be translated literally into any language, and
therefore is hardly synonymy. Objects with identical functions, e.g. 'a house' 'a
window', 'a bath’, can usually be translated literally provided there is cultural overlap,
although the objects may have a different shape, size and/or composition in and within the
LC1 and TL culture. Similarly, general (non-specific) qualities can often be translated.
There are, however, many specific objects, actions and qualities, often defined by
inadequate and inaccurate synonyms both in mono- and bilingual dictionaries, where a
neat componential analysis will give the translator a somewhat more satisfactory version.
This procedure is used where there is no clear one-to-one equivalent, and the word is not
important in the text. Here economy precedes accuracy (when dubbing we will have to say
synchronization precedes accuracy). A translator cannot do without synonymy; he has
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to make do with it as a compromise, but unnecessary use of synonyms is a mark of many
poor translations.

(1) Government reshuffle => la reorganitzacié del govern: (reshuffle is a
synonym of reorganization, but more specific to the context).

(2) Department=>Ministeri. (In the English text Ministry and Department are used
as synonyms as well).

(3) What figure do you have? => quin és el tant per cent?!

(49) Cutruthlessly => reduir drasticament.

(5) [I'm an expert] on the whole thing. => [séc un expert] en la matéria.
(6) Iam going to insist=> Exigiré.

(7) A ministeral visit => Una visita oficial.

(8) No quarrel with the USSR => cap conflicte amb la URS.

(9) Hisnextidea=>una altra idea.

(10) Transmission (of the interview) => (emetre} 1l'entrevista.

(11) The responsible course. => la solucié més sensataZl

PS. Componential analysis. Some form of componential analysis should always be
preferred to synonymy as a provisional translation procedure, particularly if the lexical
unit is a key-word or is important in the context (not much room when dubbing).
Synonymy is more acceptable for 'peripheral’ words not directly related to the main
argument of the text. But, in general, the use of synonymy, is the ruin of accurate

translation, and paraphrase is even worse.
(1) Borough => ajuntament.

Borough council => ajuntament also! (and consistori).

! Examples (3) - (12) are samples of contextual synonymy.

2 Iwould suggest 'assenyada’ here.
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Are you saying he failed? => Insinua que ha fracassat?
And what did you say? => Ah, i qué va contestar?
(...) whether you would agree => si considera.

Why hasn't it been done before? => Per qué no s'ha posat
practica?

Pre-set performance standards => resultats previstos.
Council projects => contractes municipals.
That is completely different => Aixd no hi té res a veure.

Out of date => [ha] perdut actualitat.

P6. Shift or Transposition, the replacement of one grammatical unit by another. Types:

P6a

Change from singular to plural:

e.g. Local Authorities. => Administracié Local.

P6b  An SL grammatical structure does not exist in the TL (English gerund).

234

en

P6c  Literal translation is grammatically possible but may not accord with natural usage

in the TL (e.g. English passive to Catalan passive).

P6d  The replacement of a virtual lexical gap by a grammatical structure.

(1)
)
€y

(4)

)
(6)

Nonsense (noun) => absurd (adjective).

Certainly not =>No és pas veritat.

Nine point nine seven per cent => un nou coma noranta-nou per cent

(punctuation).

This is my top priority reading for the weekend. => Aquest final de
setmana m'ho llegiré sens falta. (noun phrase => verb phrase;

prepositional clause => adverbial clause).
(..)isnt it? => No ho troba? (question tags).

A very real vote-winner => que 1i fard guanyar molts vots.

Noun phrase => relative clause.



@)
(8)

&)

Translation procedures

Those things that might have embarassed the PM. => alld
comprometedor per al Primer Ministre. Verb=> adjective.
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Do you, Minister? => No dorm, diu? English pro-verbs, modals and

auxiliaries.

Thames Marsh has no... => A Thames Marsh no tenim. .. Thames Marsh

= subject => Thames Marsh = adverbial.

(10) Idowant=>De debo! que vull.

P7. Modulation = variation in point of view: e.g. perill de mort => mortally
dangerous (i.c. no English equivalent); asseguranga de malaltia => health
insurance. "Negated contrary” or rather "positive for double negative” is a concrete

translation procedure and its appropriateness must depend on its formulation and the

context.

(1)  Yes, I think I was dropped right in it. => (From passive to active image)
S{. Estic convencut que hi vaig caure de ple.

(2)  You see, it has been suggested =>
Crec que tot sembla indicar (I suggest: 's'ha
insinuat*).

(3)  Yes, I think I was dropped right in it. =>
Si. Estic convencut que hi vaig caure de ple.
From passive to active sense and idiomatic
equivalence.

(4)  Well I'm sure he won't be able to. Nobody else has. =>
Estic segur Que no sera capag¢, igual que els
altres.

(5) Yes, I know, but the Minister wants to know. =>

Jo si, perd el senyor Ministre potser no (= no

ho sap).

1

possibly: 'i tant-
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(6) Whatdo you mean? =>
Que vol dir?

(7)  Itwas always welcomed most warmly. => (passive to active)
Ha provocat sempre entusiasme.

(8) But, if you cant censor them =>

Perd, si no els podem censurar...

This would not have been necessary if there had beena 'voste' asIhave already
suggested. This could then be rendered as: *si no els pot censurar.

(9) It's to protect us against the French. =>
L'amenac¢a sén els francesos.
(10) He sounded as though (...) =>
Em va semblar que (...)
(11) You can't be serious! => (Positive for double negative)
Ho deu dir de iaroma!
(12) He kept calling it a challenge => (Positive for double negative)

No parava de dir que era un repte.

P8. Compensation, when loss of meaning or sound effect or metaphor in one part of a
sentence is compensated in another part, or in a contiguous sentence. Compensating
stress, intonation, and alliteration.

(1) Compensating stress: J.H. I can tell you =>Jo 1i puc explicar
(compensation for 'you' in the next line)

B.S. Youcan?

B.S. si? ('you'is not translated here, but is compensated for by the optional
inclusion of 'jo' in the previous line).

J.H. Yes... Tell him, Dr Cartwright.

J.H. S{... Li expliqui, Dr Cartwright. (the joke is that James
Hacker himself is really unable to tell Mr S.)
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(2) Compensating stress: Yes, I know, ... => Jo si,

(3) Stress and need for compensation: Do you mean you can (stress) stop the
broadcast? => Vol dir que el pot aturar aquest programa? I
suggest, si que el pot..., or,vostéel pot...
"compensation”.

, as a means of

(4)  Stress: the BBC wouldn't want (stress) to put the interview out (stress) => 1la
BBC seria la primera (rendering of English stress) de no emetre
l'entrevista.

(5) Compensating intonation: I can’t understand =>No ho entenc en
absolut.

(6)  Cultural background: H.A. Minister! You're not a unilateralist? (intonation)

H.A. Ministre! No sera ©pacifista, oi?
(compensating intonation => 'oi?' ).

(7)  Oh, I say, you've come out very well there => Que bé ha quedat vosté
aqui, no troba?

(8)  Alliteration: 'It's not just the USSR we're frightened of, it could be the Fr (Fr =
French or frogs)...' => Oh. No és pas només la URSS el que ens
fa por. Podrien ser els gava... (gava = gavatxos).

The who? => E1s qui? (orrather 'Els que?',orsimply 'qui?’')
J.H. The fr .. frigging Chinese. => E1s gavadals de xinesos.

(9)  Alliteration: 'I got into a bit of bother over Ben Stanley's bunker.' => primer
vaig criticar una mica el refugi (‘binker', using Nida's
terminology, here we have a natural equivalent, but not the closest natural
equivalent) d'en Ben Stanley. (I suggest a solution along the lines of:
'vaig bategar una mica el binker d'en Ben Stanley').

P9. Cultural equivalence, e.g. (C.0.U., 'A-level). F unctional equivalence: this common
procedure, applied to cultural words, requires the use of a culture-free word, sometimes
with a new specific term; it therefore neutralizes or generalizes the LC1 word; and
sometimes adds a particular thus: C.0.U. => Spanish secondary school leaving exam.
This procedure is a cultural componential analysis, and it deculturalizes a cultural word. A
similar procedure is used when a LC1 technical word has no TL equivalent. This
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procedure occupies the middle, sometimes the universal, area between the ST language or
culture and the TT language or culture. If practised one to one, it is an under-translation

(e.g. French 'dégringoler' => tumble). If practised one to two, it may be over-
translation.

An example of cultural equivalence: 'Civil Defence' => ' Proteccid Civil' . This is
not a good rendering through cultural equivalence; 'Proteccié Civil' portrays a
mental picture of civilians helping to control demonstrations, put out fires, evacuate a
disaster arca and so on. So when the characters say 'Proteccid Civil? Vol dir
aixd dels refugis nuclears?' itdoes not make sense to the Catalan viewers
because this is not the first thing that would come to mind. So, the second question
clarifies the meaning actually intended by the translator, the audience may be mildly
surprised that the Minister should make such an inference. Therefore, I suggest:
'Defensa Civil'.

P10. Translation label, i.e. an approximate equivalent. A provisional translation, usually
of a new institutional term, sometimes proposed as a collocation in inverted commas,
which may later be accepted: e.g. French promotion sociale => social
advancement; French autogestion => worker management or self-management at all
levels.

“The Challenge" provides us with the following example:

(1) Minister for Administrative Affairs => Ministre d'Administracié
Territorial. We have seen how this translation cannot be accepted as an
appropriate through-translation. Nor can it be accepted as an example of cultural
equivalence for the same reason mentioned above. I suggest the expression be
rendered as Ministre d'Afers Administratius, which vaguely rings of
Ministre d'Afers Estrangers. This solution might possibly be regarded
as some sort of translation label. Also the double lip movement of articulating the

'A' at the beginning of two words is kept.

P11. Definition, usually recast as a descriptive noun-phrase or adjectival clanse.

(1) This is what was needed in the case of 'Ascot, Covent Garden and Lords', which
should not have been transcribed as they were in TV3's version but 'defined’ as
Hipddrom, 1' opera i el cricket; and likewise for

(2) 'The Daily Mail' should have become something like: la premsa
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sensacionalista, or even a change of phrase: el partit de
1'oposicid.

P12. Paraphrase. an amplification or free rendering of the meaning of a sentence: the
translator's last resort for written texts, according to Newmark. However, the free
rendering of the meaning of a sentence might be appropriate if it can be justified by a given
system of Priorities; for example, where the Priority of the presence of a joke (the vocative
function) at a certain point in the text were higher than the accurate transmission of lexical
meaning.

P13. Expansion. Although we have already explained that expansion and contraction are
more likely to be the inescapable result of some other translation procedure (e.g.
transposition or modulation) than a proper procedure, at times, they may be considered
lower-order Priorities, when space is a Restriction, and/or formal presentation and layout
is fairly high Priority. Below are a few examples of expanded and contracted segments of

text from The Challenge.

(1) Ijust wanted => Perd jo només volia.

(2) onthecontrary=>1i ara, al contrari.

(3) typed=> passat a maquina.

(4) Thave aplan. => Resulta que tinc un pla.
(5) halve=>reduir a la meitat.

(6) Iknow myduty =>Sé quina és la meva obligacié.

P14. Contraction
(1)  the wispy moustache. => el bigotet. Here, 'wispy has become a suffix.

(2)  (blend): the council's weekly newspaper and monthly magazine => la revista

setmanal de 1l'ajuntament.

(3) (deletion): this Thursday p.m. => aquest dijous.
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Deletion: ...cxtravagant. overstaffed and incompetent => malgastadora,
incompetent.

Deletion: ...if he does need... => I si necessita (could have been Si de debd
necessita).

Because of the presence of lip movement and the inescapable Restriction of
synchronization, it is logical to expect that contraction will be just as rare a procedure as
expansion. and that one of the Higher-order. Global Priorities in translating the script of a
moving picture, an audiovisual text, is that it must be of the same length as the original, or
as near to that as possible. In this sense, this kind of translation is quite different to the
transiation of other texts where the TT nearly always tends to be either longer or shorter,
depending on the LC1 and the LC2. At this level, dubbing can be seen to be as a sort of
interlinear translation. After close inspection contraction and expansion are not resorted to
as infrequently as one might at first expect; it is only the degree to which an utterance
can be expanded or contracted that has to be restricted, i.e. only a couple of syllables! are
deleted from or added to an utterance.

P15. Recasting sentences. Romance language complex sentences are sometimes recast as
English co-ordinate sentences. German complex sentences are sometimes rendered as two
or more TL sentences.

In dubbing, this procedure can only be applied under certain conditions. Due to the fact
that we are dealing almost entirely with dialogue and colloquial varieties of language, there
will be a lower frequency of complex structures. This is an instance of a Restriction
Reversed. In comedy, the presence of so-called punch lines will often make any
restructuring totally impossible if the comic effect is to be retained, but I suspect that on a
few occasions the whole joke might have to be rephrased in order to draw a smile or a

laugh from the TT audience.

P16. Rearrangement, improvements (jargon, mistakes, misprints, idiolect, clumsy
writing, etc.). Only justified if (a) the LCI text is concemned mainly with facts, or (b) the
writing is defective. Rearrangement of dialogue is out of the question in dubbing, and as
far as improvements are concerned, there is also usually very little room for them, and if
they involve something like improving a joke, they are probably a very risky matter. The

. . : i ken
The precise margins in which one can play with are better given in fractions of a second, since the spo

words of an audiovisual text are presented chronologically and not spacially.
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original text must always be dealt with the utmost respect. However, I have pointed out
that in comedy there might sometimes be a case for restructuring or rephrasing a joke,
due to the priority of humorous effect.

P17. Translation couplet, literal translation or translation label plus transcription. Another
quite inadequate procedure for dubbing, but we must always work according to Priorities,
so, exceptionally. this procedure could be a solution for explaining the meaning of a
character's name or nickname. where it is also important to retain the original form of the
name because it is also important for sound effect. It is probably easier to find this
procedure being used in non-fictional dubbing. There are no examples of this procedure in

The Challenge.

P18. Over-translation, or increased detail. As over-translation usually involves expansion
it is also difficult to apply, although it might often seem totally justified. It is often the
result of componential analysis. Here is one example from The Challenge.

(1) How do you propose to extinguish local government bureaucracy? =>

Qué fara per apagar el foc de 1la burocracia a
l'administracidé 1local? (this version must be understood in the wider

context in which it is uttered).

P19. Under-translation, or increased generalization. This can be said to happen, for
example, when a superordinate is chosen as the translation of a given word.

(1)  Half of them are self-important busybodies on an ego trip =>

Alguns sén uns egoistes i uns creguts.

P20. Notes, additions, glosses. Not very advisable in a humorous piece if it is to make us
laugh, for, as we all know, a joke that has to be explained is not nearly half as funny.
Moreover, this procedure is totally impossible when translating a text for audiovisual
communication, unless we consider it as a means of clarifying certain points for the
dubbing director and actors concerning intonation or other aspects of the 'delivery’ of the

translated script.
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10.5. METAPHORS AND METONYMS IN THE CHALLENGE

10.5.1. METAPHORS

Nida (1964: 93) says that within componentional techniques, we must account for
figurative extensions of meaning. In attempting to deal with referential meanings we are
constantly troubled by problems of figurative extensions of meaning. Nevertheless, these
various extensions of meaning are part and parcel of the semantic structure of a word. He
goes on to say that figurative extensions of meaning arise primarily from the process of
selecting one or more components of the meaning of a particular term and extending them
to cover some object which has not been within the domain of such a word. New
expressions and fresh figures of speech have much greater impact upon the receptor than
old clichés and trite sayings, and impact is an important Factor in mass media
communication.

Not all societies or speech communities make the same extensions (Nida; 1964: 94).
Languages! may also differ in the extent to which they employ metaphorical extensions,
especially in certain areas of vocabulary. For example, English has nothing like the
number of metaphors based on animals common in Brazilian Portuguese (it is quite clear
that these differences arise from the differences in the environments and not in any
structural or morphological constraints of either of the two languages). Languages differ
also in the readiness with which they admit new figures of speech.

Nida does acknowledge that the metaphors in a language are often closely related to the
actual experience of the people. If semantically exocentric expressions (a group of words
that function as a lexical unit) in the LC1 are translated literally (each word taken
separately), they are generally interpreted as endocentric (the meaning of each word is
understood regardless of the surrounding words), i.e. more or less literally word for word
(probably with the exception of original metaphors). Metaphors must often be translated
as nonmetaphors, according to Nida, since the particular extensions of meaning which
occur in the LC1 have no parallel (or a different one) in the LC2.

The essential problem posed by metaphors in translation, says Mary Snell-Hornby in

! but it is much more useful, as well as accurate, 0 talk of

Nida talks of 'languages' as purely linguistic objects,

language cultures, as Hewson and Martin (1991) do. A term such as language culture, or the language variety +

the cultural context of a given community, accounts better for differences between languages that are not due

: : iour.
to structural or morphological features but to sociocultural environments and patterns of behaviou
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Translation Studies (1988: 56), is that different cultures, hence different languages,
conceptualize and create symbols in varying ways, and therefore the sense of the
metaphor is frequently culture-specific. Such is the case, she points out. with
metaphors involving animals. An example of my own stock would be that in English a
foxy lady is a sexy lady. a vixen is a spiteful or quarrelsome woman, whereas in Spanish
and Catalan a man who is a fox is cunning and a woman who is a vixen is no better than a

prostitute.

Newmark (1982: 46) divides metaphors into five types:

(1)
(2
3)
Q)
(5)

Dead (practically undiscernable)
Cliché (abused metaphors)
Stock (popular, idiomatic)
Recent

Original

His procedures for translating metaphor, in order of preference are the following!:

(A)

(B)

©

D)

(E)
(F)

(6)

Reproducing the same image in the TT provided the image has comparable

frequency and currency in the appropriate register of the LC2.

The translator may replace the ST image with a standard L.C2 image which does not
clash with the TT culture.

Translation of metaphor by simile, retaining the image.

Translation of metaphor (or simile) by simile plus sense (or occasionally a metaphor
plus sense).

Conversion of metaphor to sense.

Deletion. A deletion of metaphor can be justified empirically only on the ground that
the metaphor's function is being fulfilled elsewhere in the text.

Same metaphor combined with an explanation.

I have changed the original 'SL' (source language) and 'TL’ (target language) and for ST (source text) and TT

{target text), not used by Newmark, in the places where I consider them t

o be terminologically more accurate.



Translation procedures 244

10.5.2. METAPHORS FROM THE CHALLENGE AND HOW THEY ARE
TRANSLATED IN THE TV3 VERSION

The capital letters in brackets, correspond to Newmark's methods as outlined above.

(1)  'his new empire’ (cliché) =>
'les seves noves atribucions.' (E).

Undertransiation produces a loss of the implied criticism of a power-hungry, interfering
Minister. There is no apparent reason why ‘empire’ could not have been translated
literally.

(@A) "You have to take on more firemen to extinguish more fires.'
(stock, metaphor) =>
'Per curar més malalts s'han de contractar més metges,
per apagar més focs, més bombers, i...'(A)

This metaphor is fairly noncultural, especially from English to Catalan, and can therefore
be translated literally. Next, we find the following:

'And how do you propose to extinguish local government bureaucracy?

=>

'I queé fara per apagar el foc de la burocracia a

la adminstracidé local?' (A).

Although the same image is reproduced the translator has felt the need to overtranslate
'extinguish' as 'apagar el foc de'.

(3)  '..when the national cake has been divided up...' (stock metaphor) =>
'...quan s'hagin repartit els privilegis...' (E).

I think here the meaning of the metaphor would have been rendered more appropriately as
'...quan s'hagi repartit la riquesa nacional...' only if it was
considered that the TT audience would be incapable of understanding a reproduction of the
ST metaphor, e.g.

'...quan s'hagi repartit el pastis...'

The translator might have considered it was a stock metaphor in English, but not in
Catalan. In this case, when a stock metaphor is more unusual in the LC2, it is often more
convenient than harmful to retain the same metaphor, provided it can readily be
understood, as it will cause greater impact.
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(4)  'all Local Government reforms rebound on us.' (dead metaphor) =>
les reformes de la Administracié Local ens afecten. (E).

I suggest something along the linesof : '. . .ens afecten de retruc.'

(5) 'Anyhow. I'm going to get a grip on them.' (stock, idiomatic) =>
'En f£i. Hauran de filar prim.' (B).

This is also an example of modulation; the object of the verb in the original becomes the
subject in the translation.

(6) 'Timplore you to stay out of the minefield of local government.
It is a political graveyard.' (cliché) =>

'Li suplico que no entri en aquest camp de mines
que és la administracid local, és un cementiri
de politics.' (A)}.

I am not sure whether a more literal translation ('és un cementiri politic')
would not have been a more appropriate translation because it makes better use of

figurative language.

i 'Local authorities are dragging their feet.' (stock, idiomatic) =>
'les autoritats locals no fan gairebé res.'(E).

Here the translator should have looked for a standard L.C2 metaphor or idiom to account
for the Priority of character portrayal through the character’s speech. It is a feature of the
politician's speech to use such a high proportion of stock metaphors and clichés.

(8)  'swanning down here from Whitehall' (stock) =>
'venir amb aires de grandesa.' (E)(F).

This translation explains the meaning of ‘swanning' in this context (E), and deletes the
expression "Whitehall’, which is a metonym of Central Government (F). A good example
of understranslation.

(9) T thought that Gordon had squashed it.' (dead) =>
'‘Que no l'havia liquidat en Gordon?' (B).

This looks like a case of replacing one dead metaphor for another, although the original
has more visual impact than the translation.

(10) 'He slipped it to the Minister privately, under plain cover. Brown envelope job.’
(Culturally bound stock metaphor) =>

'Ha passat el projecte al Ministre directament,
en privat, de sotama, m'entén?' (B).
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The English image ‘brown envelope job' is a rather complicated one to translate because it
brings together two separate images; first, brown envelope which surely refers to material
that is sent through the post in a plain envelope so the neighbours (or the postal service)
do not know what sort of purchases one makes by mail order, e.g. pomography. Second,
Jjob that is reminiscent of a certain type of discourse associated with criminal actions. as in
the expression an inside job. So, the combined effect of the two images (plus slip and
plain cover) produce an impression of a serious case of subversiveness and disloyalty.
Part of the humour is derived from the cruel irony of describing an honest action as a
brown envelope job. It is an important illustration of the twisted Civil Servant logic.

(11) ‘criteria for failure before they were given the go-ahead.' (dead) =>
'uns criteris d'execucid abans que se'ls doni 1llum
verda. ' (B).

(12) 'Well you can scrap the plans ..." (stock) =>
'renunciar al projecte...' (E).

(13) Tve made an appalling cock-up.' (stock, idiomatic) =>
'm'he ficat de peus a la galleda.' (B).

(14) 'Yes, I think I was dropped right in it." (stock, idiomatic) =>
'S{. Estic convencut gque hi vaig caure de ple.' (B).

This is also an example of modulation from passive to active.

10.5.3. METONYMS

(1) 'You are now Mr Town Hall as well as Mr Whitehall.' (cliché) =>

‘ara dirigira 1'Administracié Local i també
1'Admnisitracié Central'. (E).

Here the whole effect of the next ten or twelve lines is lost because of this kind of
translation. What is required is (i.e there seems to be a Local Priority for) some kind of
image or nickname, which must carry a negative connotation, in order to make the
dialogue work. I suggest something like:

'ara sera 1'amo dels funcionaris municipals a
més dels governamentals', Or,

'es diu que ja és l'Administrador Suprem dels

funcionaris governamentals i municipals.

(2)  'Whitehall' (standard) =>
'L'administracidé central.' (E).
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3) T've come here directly from Number Ten.' (clich'e) =>
'He vingut aqui directament des del nimero deu. (A).

This procedure does not work in this instance, because the TT audience cannot be
expected to know that 'number ten' is a way of referring to the Prime Mmlster (even
though some of them may actually know).

(4)  'Ascot, Wimbledon. Lord's. Covent Garden, the Proms.’ (standard) => (E),
'Ascot, Wimbledon, Lords, Covent Garden i els concerts.'

I suggest the following, on the grounds of textual cohesion:

'Les curses de cavalls, el tennis, el cricket,
l'opera, i els concerts d'estiu.’

Here full comprehension has been sacrificed, and the method is not consistent, for 'the
Proms' is explained while the rest are not, but should have been. Here, there is no room
for explanatory footnotes.

10.6. MORE EXAMPLES FROM THE TV3 VERSION OF THE
CHALLENGE

(1) '...the Right Honourable James Hacker, MP." =>

‘1l'honorable James Hacker, diputat.'

LC1 interference. Here we have an example of standardized language in English, and the
formula is forced into the Catalan language. There is no proof elsewhere that the
translators are trying to show the TT audience what English formulaic language is like.
Here the Priority is to achieve functional equivalence and to use an LC2 expression that is
appropriate to the tenor of discourse, i.e. a BBC reporter interviewing a Minister.

(2)  '...this country's chief bureaucrat.' =>

‘el més gran burdcrata del pais.'
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In this example there is an obvious lack of equivalent effect. 'Chief in this context does
not necessarily mean ‘head’ or "boss’, but is more readily understood as an adjective
meaning 'biggest’, with a clearly negative connotation. However, in the transiation, the
word 'cap' sounds almost positive. I propose: ‘el burdcrata capdavanter
del pais'.

(3) I beg your pardon? =>
‘Com es menja aixo?'

The English and Catalan versions may have the same pragmatic meaning, but I find the
English formula less aggressive and more polite. I suggest:

‘Com diu?
(4) Seven examples of equivalent idiom

a 'Si, Ministre' should normally be'Si, Senyor Ministre.'soasto
reproduce tenor of discourse. The fact that this version is not used may be justified
in terms of the Restriciton of timing.

b: ‘At the end of the day' => 'al capdavall.'

¢ 'Youcan't trust the Frogs!' =>'Si, els gavatxos sén de guardar.'
d: 'You can say that again.' =>'Oh, 'ja ho ben pot dir.'

e: 'Get onto it straight away' => 'Anem per feina de seguida.'

f: 'But er, oh well, truth will out.' => 'Perd en fi. Tard o d'hora tot
se sap. ' The original version sounds slightly more proverbial.
g: 'We haven't tried that on them before, have we?' =>

'No em provat mai d'enredar-los aixi, oi que
no?'

The result is expansion.
(5)  Cultural equivalents:
& 'The House of Commons' =>
'El Parlament': institutional equivalent.

As Parliament consists of two Houses, the proper cultural equivalent would be el
Congrés dels Diputats' or ‘el Congrés'. Unless we can interpret that there
is a will to draw the closest possible parallel to Catalan institutions.
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'Minister, you do know that the borough in question contains the PM's
constituency. And that the PM's election agent was the councillor who led the

delegation.’ =>

'Ministre, no ho sap que en el municipi en
guestidé hi ha el col.legi electoral del Primer
Ministre, i que 1l'interventor del Primer
Ministre era el regidor Qque encapcalava la
delegacid?!

'The Russians, the Americans, the French'.

In many respects, although not entirely, these people are perceived in a
very similar way in England and in Catalunya.

'the ITV'=> 'la televisid privada.’

'...the policies...' => 'el programa.'

A fitting translation for the context (because they have the same contextual same meaning),
since 'a programme' is the sum of all the policies.

™

Exactly.’ => 'Aixd mateix.'
y

Colloquial and pragmatic equivalence.

@®)

"...Humpy...! => 'Humphrey. '

Possibly the most difficult part of the whole text to render in Catalan. Not very important
anyway. A thorough translator would probably search for compensation somewhere else
in the TT. The English 'Humpy' for 'Humphrey' sounds downgrading and patronising. It
is a reminder of Arnold's superior position in relation to Humphrey. At a semiotic,
intertextual level, 'Humpy' might even remind some of the ST listeners of Humpty
Dumpty. Alternative solutions might be:

*£i11 meu!® or, 'Humphrey meu'.
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9 'He sounded as though he wanted to do! things about your new Local
Government remit. He kept calling it a challenge.' =>

‘I em va semblar que volia fer coses
relacionades amb la reforma de 1'administracié
local. No parava de dir que era un repte.'

Serious mistake of interpretation here. The meaning of 'about' has been rendered without
taking any notice of the context. A better version would be:

‘volia (realment) fer coses per reformar
1'administracidé local.'

(10) 'l know my duty, Arnold.' =>

'Sé quina és la meva obligacid.

'Amold’ is propbably dcleted here because the Catalan sentence is longer and the
translator could afford to sacrifice it. Here is an example of the Restriction of timing, that
is so characteristic of audiovisual texts. Another solution might have been 'Sé quin
és el meu paper.' / 'Sé que em toca fer.' because the TV3 version
sounds a little out of place.

(1) TmCof E!'=>
'S6c anglica.'?

Background information filled in by translator. Here the translator has clearly done his
homework, and found out that 'C of E' stands for Church of England, and explained its
meaning to the TT audience. 'Séc C de E' would have been irrefutable evidence
that the translator did not know what he was translating (a Restriction on the process
imposed by poor translator competence). Too often TT readers and TT TV audiences
have to put up with this sort of translation. I have deliberately chosen this example to
make this statement as I have already said that this study is not meant to be a criticism of

TV3's version of The Challenge.
(12) Questions of intonation:

In this point, the informal labels for the various 'types' of intonation are only meant to
show how the utterance is expected to be perceived by the ST audience; it is quite possible
that the same 'acoustic' intonation patterns will have different terminological labels, but at

U Thys word is very heavily stressed, the implication being that Ministers should not be allowed to actually do
anything worthwhile.

I'suggest séc cristia for humorous effect.



Translation procedures 251

this stage of my research I have not wished to go into a detailed study intonation patterns.
We might say that the labels proposed below correspond more specifically to the
pragmatic. illocutionary force of the intonation:

&

€.

'patronizing' intonation:

'Oh, really, Minister.' =>

‘Oh, perd queé diu, Ministre?:

‘'surprised reaction' intonation, compensated for with words:
'l can’t understand’ =>

'No ho entenc en _absolut.'

'cynical’ intonation:

‘Well, I will now!" =>

'A partir d'ara.’

I suggest the intonation be rendered by:

‘Almenys a partir d‘ara‘', Or ‘A partir d'ara, si.’'

'sarcastic’ intonation:

'Oh that's great. Stop school meals? Buy no textbooks? Turn the OAPs
out into the cold? =>

‘Oh. Aixd rai. Podem suprimir els menjars de les
escoles publiques i deixar els avis a la
intempérie.'

'childish reaction' intonation:

'W e didn't build it.' =>

'No ho vam fer nosaltres.'

‘But you maintain it?' =>

'Perd bé el conserven.'

Tt's only 3_very small one' =>

'Es molt petitet.'

'feigned surprise’ intonation:

"Did you? =>

‘Ah, s{?' alternatively 'Qué em diu, ara?’
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g: 'rcassuring' intonation:

'Oh, Ludovic Kennedy tried to trap you. Yes, well, I'm sure he did.'
=>

'ah, en Ludovic Kennedy va intentar atrapar-lo.
si, n'estic segur.'

(13) '..all this waste and extravagance that's going on.’ =>

v...tota aquesta dilapidacié espantosa, tota
aquesta malversacid.'

This is a rather 'free’ rendering of the original, which would certainly not pass the 'back-
translation test'l.

(14) 'A popularity poll for the government here in Westminster.' =>

'un sondeig de la popularitat del govern de 1la
nacié.’

Isn't the common expression in Catalan: 'el govern central'? Again, we can
see that the translator is confronted with the interesting dilemma of establishing
equivalence of British institutions at the level of Spain or only Catalonia. Is Catalonia seen
by the translator as being a political equal to the United Kingdom, or to Scotland, for
example? The answer to such an ideologically loaded question should probably be
provided by the TI, the client, TV3 dubbing department in this particular case,

(15) 'ten thousand pounds' =>

'deu mil lliures.'

Here we have to hope that the Catalan audience will have a rough idea of the buying
power of £10,000, or the exchange rate. The translation of amounts of money in different
currencies, in different buying-power contexts, and in different historical periods, is a
recurrent problem in translating, and there are a variety of solutions available, depending
on the operative Factors, the Restricitons of the process, and the Priorities of the
translation order. The solution provided above (literal translation) is hardly ever
appropriate, especially in fiction, unless there are other compensatory procedures to give
the TT receptors an idea of the buying power of each sum of money.

. . ioi i ain.
1 The TL version is translated back into the SL to see if one comes Up with the original version 2§
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(16) ‘With what? =>

'Presentin qué?'

Maintaining the textual cohesion of the dialogue, because the end of the previous sentence
was:

... accompany it with failure standards' =>

‘... també presentin unes normes d'execucid.’
(17) 'Well, you got me this job.' =>

'Va ser vosté qui em va donar aguest carrec.'

For reasons of textual coherence I would say that a Permanent Secretary is not in a
position to 'give’ a Minister a job (=post), so [ would suggest ‘aconseguir'’
instead of 'donar:’.

(18)  Questions of dialect:

1: 'frightfully well.' =>
‘molt bé.'

The Minister and his aids speak in a marked RP accent with upper-class expressions such
as this one. This feature of their speech does not often come through in the translation.
2: 'Look mate, what makes you think...' =>

'Escolti, qué 1i fa suposar...'

The English version sounds like London working class, in sharp contrast to the Minister's
abovementioned RP. A possible solution for the Catalan version could be:

Escolteu mestre, que us fa...'
(19)  Textual coherence

a '..the disadvantaged of indispensible services.' =>
'Perqué aixd significaria privar els minusvalids
de serveis indispensables.'
‘Jacuzzi pools?' =>
'Les pistes d'esqui?’
In this case, if the translator had translated 'Jacuzzi pools' as ‘'piscines de
hidromassatge', the question would not have been funny at all, the illocutionary

force of the utterance would have been lost, because there would be a logic in providing
'piscines de hidromassatge' for minusvalids'’ which needs to be absent
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and sound ridiculous. This is why the translator has gone for the incongruence of
'minusvalids' and 'les pistes d'esqui'. However, if 'the disadvantaged'
had been translated more accurately in the first place as 'les classes menys
afavorides' this change would have been unnecessary.
b: 'How? =>
‘Com?

'How' here means 'how is it different?'. However, ‘Com? ' could mean, T beg your
pardon?, oreven an angryecho 'com, que no té res a veure?' I suggest:

‘Ah, no?' or 'Per qué no?'

especially as the answer includes 'perque':
'Well, there has to be someone to, run the ... you know.' =>

'B&, perque, bé, hi ha d'haver algd per, em,
governar... el...'

(20) 'His new responsibilities were for enjoying, not for exercising'

'les noves atribucions eren perqué es divertis,
no perque s'hi capfiques.'

Wrong! misinterpretation of 'enjoy' for its primary meaning; 'es divertis' should
have been something along the lines of: 's'hi sentis bé'.

This is one instance where the translator would have benefited from Newmark's (1982)
distinction between four different types of meaning: primary, secondary, collocational and
nonce meaning, depending on the frequency of an item's appearance with a given meaning
and the degree of independence of the word-sense relationship from the contextual Factors
for its correct interpretation. In this case the meaning of 'enjoying' is its collocational
meaning, because it depends on 'responsibilities’ for its correct interpretation.

(21) '..a change of policy? => ‘
'una tactica nova?'

We cannot agree with this rendering, because it is not the closest equivalent and there is no
apparent (Restriction that would serve as a) justification. The translation should be: 'un

canvi de politica?’
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(22) 'Well, what about Thames Marsh?' =>

'T gque va passar amb Thames Marsh?'

The verb ‘passar’ must be considered as an instance of overtranslation that is very
difficult to justify in the context in which it appears. Maybe something like the following
would be more fitting:

‘i que em pot dir de Thames Marsh?'or'I a T.M. qué?
(23) 'Number Ten have been trying to keep it quiet’ =>

'Els del numero Deu feien el que podien per
mantenir-lo en secret.'

Here is a good example of what Nida would call the Priority of formal equivalence over
dynamic equivalence. Here 'Number Ten' is a way of referring to the PM's aides. Most of
the TT audience cannot be expected to grasp this easily.

(24) 'the BBC's Director of Policy' =>
'el Cap de Programacié de la BBC.'

This is one instance of the political terminology that is used in the series. This particular
solution can be considered as a very free application of the through translation procedure.

(25) 'volia tractar d'atrapar-me?’

Here the style of the translation could be improved. I suggest 'volia atrapar-me’
orevenbetter 'miraria d‘empaitar-me.
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Chapter Eleven

Translating TV Comedy

Having seen the basic features of a descriptive Priority-oriented model of the translating
process, we will now procede to see how it can be applied it to the specific case of
translating television situation comedy. First of all, we will look at the basic Factors
involved in translating this type of text.

One of the aims of this thesis has been to discover what all translations and
translating processes have in common and what makes each translation different from
the rest. In the case of translating television situation comedies, we will first want to say
that because they involve translating, they can be described and analysed in terms of
Factors, Prioritics and Restrictions. Some of these will overlap with the Factors, Priorities
and Restrictions of other translating processes and contexts, while others will be unique
to, and therefore characteristic of, this text-type and context for translation.

Coherence can only be achieved in this kind of translating activity, as in any other
translating context, by a careful analysis of as many operative Factors as possible, of both
the ST and the TT, by a keen awareness of available strategies, an accurate
identification of problem areas, but also of more fruitful situations where such
problems are not operative. Faithfulness, as we have defended in previous chapters,
will be a matter of keeping as closely as possible at all times to a realistically

attainable goal expressed in clear terms. This is what all translation processes

have in common, according to the results of this research, and this chapter is meant to

look at the way translations of television scripts can be more successful.



Translating TV comedy 257

11.1. POTENTIAL SHORTCOMINGS IN TV DUBBING AND THEIR
CONSEQUENCES

(1) There is always the danger of interference from some aspect of the ST, which is
often related 1o LCI lexical or structural Factors. But the transiator will have to
watch out for other potential pitfalls in any other area such as those illustrated in the
three dimensions of discourse described by Hatim and Mason (1990). This kind of
TT weakness can be put down to Restrictions in the translator competence
department. and also the difficultics involved in adapting or manipulating the
dynamics of on-screen dialogue and conversational conventions of the LC1.

One of the most unfortunate consequences of widespread, seemingly-systematic
interference or borrowing of features (that are characteristic of the audiovisual ST)
may be that the resulting product (i.e. the dubbed foreign version) will be offensive
to a portion of the TT audience who are sensitive to the so-called "imperialism" of
foreign programmes on their culture and language. A number of intellectuals and
politicians have acted as mouthpiece for such reactions. Their argument is that a high
percentage of foreign programmes (typically from the USA) is not only
propagandistic regarding the themes, sociocultural values, and messages contained
in them, but also pernicious regarding the way in which they influence and change
the forms and expressions of the vemnacular.

These problems could be prevented by improving the translators' ST reading skills
(or by providing more knowledgeable LC1 informants) and TT writing skills
(and/or better proof reading) and by creating a greater awareness of potential pitfalls
through the existence of specialized handbooks and style-books.

(2) Other weaknesses are the result of applying an unsuitable (or an incoherent, or
inconsistent) set of Priorities for the original purpose of the translation. In
traditional terms we would have said that the wrong method / approach was being
used on the text as a whole, and that in certain areas the procedures being applied
were not consistent, either with the method or other procedures used elsewhere in
the translation. The latter case is what our model would describe as a
misidentification of Local Priorities. We have already mentioned that when problems
arise the translator frequently falls back on literal translation when more adequate
solutions cannot be thought of. The importance of lip-synchronization must be
carefully weighed against all the other Factors of the moment.
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Among the potential consequences of weaknesses of this sort we envisage the
following in the case of television comedy:

(a) There may be a lack of coherence and a loss of intelligibility; certain parts of
the TT will be unnecessarily obscure, vague or ambiguous.

(b) A number of jokes may be lost, entirely or partially. Either the intention to joke
will not be identified or the impact of the joke will be considerably diminished.

(c) One of the most recurrent weaknesses is a loss of naturalness. In certain parts
of the programme, the text will sound odd because the type of language used
will be inappropriate to the tenor of discourse, or even the mode of discourse.
Many examples of this point can be found when the ST makes frequent use of
a variety of textually meaningful social dialects. idiolects and registers.

(3) If the two types of problem areas outlined above are really very bad the text may
even result in incompiete (or naught) understanding, or misinterpretation of
the ST (its denotative / connotative / referential / textual / meaning): i.e. TT
ambiguity or nonsense. TT nonsense in comedies refers to situations where a
comedy is hardly perceived as a comedy at all, but as a serious criticism or a failed
attempt at some sort of style or effect, among other disastrous consequences. In the
case of the Yes, Minister series, for example, it would not be very far-fetched to
imagine a bad translation producing an impression on the TT receptors that the
programme is seriously undermining the whole Parliamentary democracy of the
United Kingdom, or even of all other similar forms of Government.

11.2. FACTORS INVOLVED IN DUBBING TELEVISION COMEDY

We will now propose a list of those Factors that have to be taken into consideration when
producing or analysing translations into Catalan of situation comedies produced by British
television

(1) The common ground of all translations: approaches to translation (theories and
methodologies), training (e.g. schools, diplomas), tendencies, translator
competence. This point includes a comparative study of all of the linguistic,
communicative and sociocultural Factors of the ST / TT producers and receptors.
This point has been studied in depth in the previous Chapters.
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(2) Dubbing techniques, means, and technologies available at the moment, potential
Restrictions and Restrictions Reversed.

(3) The Factors involved in television production. programming and broadcasting;
television as mass media. audio-visual communication, a social phenomenon, as a
professional activity.

(4) The professional context. The degree of necessary and actual team work, including
the stage of translating the verbal signs and the later stages of adjusting, editing and
performing. The specific translating conditions and the whole process of producing a
Catalan version of a British situation comedy. Points 2 - 4 will be studied in this
Chapter.

(5) Humour and comedy: its language, how it works, its varieties. Similarities and
differences between the two, ST and TT (in this case British and Catalan), intended
audiences. The universals and special cases of humour and comedy. This point is
analysed in Chapter 12.

Hewson and Martin (1991: 100) provide us with an example of the importance of
identifying specific operative Factors and Priorites for specific translating processes. They
write that in a play like Who's Afraid of Virginia Woolf? the communicational strategies
(i.e. the communicational Factor) are at least as important (i.e. become a Higher-order
Priority) for the reception of the play as the (semantic) content of the words exchanged by
the characters. Considering the differences in expressive emphases (what we identify as a
Restriction) and theatrical conventions (these are to be included in a hypothetical theatrical
translator's style-book) between LC1 and LC2, the problem confronting the translator,
according to Hewson and Martin, is to decide to what extent and in what forms he or she
is going to stimulate these structures (according to our model the decisions should be
expressed in the form of a hierarchy of Priorities). Will he, ask Hewson and Martin, just
rely on the actor’s talent for meaningfully highlighting these passages or on the audience’s
recognition of pragmatic consequences, or will the translation be inflected towards a more
textually explicit version? These are some of the options raised by identification of
strategic objectives (i.e. context-sensitive sets Priorites). Like the rest of the linguistic or
referencing determinations, they constitute ranges of paraphrastic choices according to
Hewson and Martin's model but, in the circumstances, they do not concern the content or
the coherence of the ST homologon but its overall orientation.

We can see that it is fairly easy to anticipate that there will be certain common Factors
involved in translating a play for stage production and translating television fiction. The
obvious one is the performance Factor, that any writer or translator depends on for the full
success of communicative intention. In a way, stage productions are also 'audiovisual’, if
we refer to our classification of texts according to mode of perception. Both on the stage
and on the air the audience receive the text through their eyes and their ears, and the text
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unfolds chronologically and cannot be turned back (if we forget for a moment the
existence of videotape recorders).

Hewson and Martin (1991: 100) point out the vital role that the discourse family plays
as a focusing element within the so-called Cultural Equation. In this particular instance,
we are comparing the discourse of television situation-comedies in the two languages,
and, of course, the textual strategies available to a producer of discourse.

Hewson and Martin (1991: 187) also remind us that a dramatic text is by nature
incomplete. The play's text is sometimes accompanied by 'stage directions' providing
hints as to contextualization. For these cases, they say that the translator must make the
character's expressions compatible with speech patterns, inflections, and idiomatic
idiosyncrasies more or less identifiable in keeping with potential audiences. This kind of
Priority can obviously be just as valid for audiovisual fiction.

We are particularly interested in picking up the following reflection by Hewson and Martin
(1991: 195). They say that one either focuses more sharply on the LC1 text, or one
simulates the LC2-receiving situation. According to the options defined in the Cultural
Equation, the translator might find him/herself applying modifications to the original
which go far beyond the scope of predictable forms - which is probably why so many
translations of plays are in fact presented as 'adaptations’ rather than 'translations’. This
should be a fundamental consideration to be taken into account when it comes to dubbing.
The TI (some division of the television management) will have to decide whether the
translation is going to be a philological study of the original or, a stimulating TT receiving
situation. How much will it matter that the translation is different in certain respects to the
original programme if the original purpose of the translation (supposedly, to fill a certain
time-slot with a certain type of programme that will be as popular as possible) is better
fulfilled in that manner?

To support our position we will now resort to Hatim and Mason (1990: 79), who
acknowledge the importance of the more recent approach to the analysis of discourse
known as conversational analysis which is wholly empirical, looking at recurring
patterns in many records of naturally occurring conversations. They say that where the
intention of the producer of an ST is to sell a product, any translation of the text as an
advertisement must be evaluated in terms of how well it serves that purpose (i.e. the
persuasive text act involved), rather than on the basis of narrow linguistic comparison.
Further on, they say that different interpretations of pragmatics could also be evaluated on
the basis of their applicability to translating activity. The apparent purpose for translating a
television comedy would logically be to produce a comedy in Catalan (although we have
already insisted that this not for the theory to say). If this is the case the translator will
establish 'laughter' and 'light entertainment' as his/her Top Global Priority and
will do all that is possible and necessary to fulfil that Priority, and from this point of view
may be justified in making certain changes, omissions or additions.
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Ernst Gutt (1991: 64) will help us to back up our claim that in dubbing the translator does
not control the whole dubbing process unlike other cases of translating, such as
poems. He says that another case might be the production of advertisements. Here one
usually knows from the beginning what kind of effects one wants to achieve, but it might
take a group of specialists from marketing and the advertising industry to design and
produce an appropriate stimulus. and the stimulus may not necessarily involve a single
medium, like printing, but may take the form of a multi-media show. In all these cases the
process of stimulus production is complex because the original communicator
him/herself does not possess all the know-how, skills and equipment necessary to
produce the stimulus he/she wants.

Unfortunately, there is a noticeable presence of a selling Priority in more and more
television productions nowadays (expressed in terms of television popularity ratings).
We say 'unfortunately' because we feel that the didactic and informative, and even the
purely entertaining capabilities of the media are being put aside in the name of popularity
ratings at any cost. Emst Gutt (1991: 119), quoting George Mounin (1967: 137), writes
that prior to! faithfulness to the wording, to grammar, to syntax and even to the style of
each individual sentence in the text must be faithfulness to that which made this piece a
success in its original country. One has to translate its effectiveness on stage first2 before
giving consideration to the reproduction of its literary or poetic qualities, and if in this
conflicts should arise, then Priority must be given to the effectiveness on stage. It must be
said that such a statement is also true for bestsellers, some propaganda and texts used in
advertising, even more so because literary and poetic qualities a few and far between.

1 This wording illustrates a clear example of an awareness of a need for a hierarchy of Priorities.

2 Ttis easy to see that this could be rephrased as 'it effectiveness on television... '
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11.3. JUSTIFYING DUBBING

Lance Hewson and Jacky Martin (1991: 16) in their interesting introduction on the
ideological representations of translation. where they write about various past and present
myths about translation. among other things say that paradoxically, the original and most
persistent myth about translation is precisely that there is no justification for
translation.

"The onginal or Edenic state of man 1s one optimal and unrestricted expression and
intercomprehension.”

This myth has had just as much force in the speciality of film translating (dubbing) as in
any other arca of translation. However, some the arguments are different, and reflect the
different nature of the texts. Below is a brief account of the pros and cons of foreign
dubbed versions of audiovisual texts from a descriptive point of view, Just as when we
dealt with Newmark's procedures, we were not trying to prove which ones are right and
which ones are wrong. All we are trying to show here is that cach way of dcaling with a
film or television programme has to be validated in terms of what is trying to be achieved
and in what conditions.

11.3.1. DUBBING VS ORIGINAL VERSION

(a) One argument says that the cinema-goer is expected to know foreign languages. The
immediate counterargument to this claim is that one cannot be expected to know the
languages of every foreign series that is shown on TV, or at the cinema for that
matter. Although it is true that the vast majority of film and television productions
are written in English, this should not force productions in other languages into the
comer and out of the view of the mainstream public, who, by the way, would all
have to understand a wide range of English dialects spreading across both
hemispheres and at least four continents.

(b) The second argument against dubbed versions claims that the enjoyment of hearing
the actors' original voices is denied to foreign audiences. On the other end of the
balance we would have the situation whereby dubbing actors are selected almost
entirely because of the quality and range of pitch of their voices and their performing
(acting) skills, while their physical appearance and expressiveness is, in principle,
totally disregarded. In actual fact, notwithstanding, there are actual professional and
budgetary Restrictions: there are too few actors and the audience frequently

19
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recognizes different characters as having the same voice. Also, a personal
appreciation is that many studios as well as TV3 seem to like most of the men (who
do not have particularly ridiculous or effeminate roles) to have deep macho voices
and the women also seem to fit into a fairly standardized voice range; hence, the
voices are often too similar, despite the undeniable fact that there are hardly any
instances of regional accents. It is also worth remembering at this point that even in
original versions the voices of soemactors and actresses are dubbed for various
different reasons.

11.3.2. DUBBING VS SUBTITLES

(a) In favour of translating a film by using the technique of subtitles, we can state the
enjoyment of hearing the actors' original voice, but one can also criticise this
technique by using reports of some people who find subtitles distracting. Another
criticism that can be made of subtitles is that due to the reading speed Restriction
sometimes dramatic timing is not so effective because a character's words are
sometimes read on the screen too early or too late to create the same dramatic effect
(regardless of whether the effect is one of humour, suspense, tension, or whatever).
The Priority of timing is usually more faithfully followed in dubbing than in
subtitling.

(b) The general quality of subtitles in Spain is very poor, or at least has been until very
recently. Henry the V was one of the first films in Spain where the credits for the
subtitling studio were not only given a prominent place on the screen, but even
appeared. This is sometimes due to the economic Factor behind subtitled
productions. Subtitling is much cheaper and faster than producing dubbed versions.
So, if a subtitled version is produced because of such Restrictions as a tight budget
and/or an impossible deadline, foreseeable side effects will include a poorer quality
of the product in certain textual and linguistic areas, not to mention aesthetic and
artistic goals. On the other hand, if the reason for producing a subtitled version is
not based on a financial or deadline Restriction, but is honestly considered to be the
most convenient way of presenting the film in the TT environment, then there is no
reason to prevent subtitles from aiming for a much higher standard than they often
actually achieve, even after taking into account the inescapable Restrictions of this
type of translating, such as timing, reading as if heard, etc.

(c) When considering the TT audience, it is convenient to remember that subtitles are
ideal for the deaf (or people who suffer from bad hearing), of course, and no good
for the poor-sighted, or bad readers (either as the result of some sort of handicap or
simply because of a lack of a sound education).
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11.3.3. 'BILINGUAL' TELEVISION

Television, unlike the cinema. has introduced a number of alternatives to the old
alternatives whereby the public had to choose (when there was a choice) between going to
a theatre where the film was shown (a) in its original version, (b) with subtitles. or (¢)
dubbed. Here is an account of some of the innovations that have appeared over the last six
Or seven years.

(a) The introduction of stereo sound systems for television broadcasts allowed the
appearance of bilingual stereo systebroadcasting of foreign productions. Television
viewers with the right kind of equipment can now listen to either one language or the
other, which can be heard separately through each one of the stereao speakers. This
system means that the whole argument about whether the original version or the
dubbed version is more convenient (point #1) no longer makes any sense for
television, because each viewer can listen to the programme in whichever language
he/she likes. Moreover, with a television that allows the use of earphones, two
different people! can watch the same programme in two different languages. This
kind of technology would justify the dubbing of programmes on the grounds of
offering a greater choice to the public. Why not translate if those who do not like it
do not have to put up with it anyway if they do not want to?

(b) Television obviously poses no problem regarding showing the original version with
on-screen subtitles in LC2 (language culture of the TT). If a dubbed version were
shown as well, say at a different time or on a different channel, this would eliminate
the controversy of (point #2).

(c) Television technology has also progressed in the area of subtitles because they can
now be shown optionally by means of the teletext. Teletext subtitles were originally
thought up for the deaf so that they could follow any programme, foreign or
otherwise. However, the same principle could be used as optional subtitles for
foreign programmes in combination with the abovementioned point (a). This would
introduce a multiple choice for the viewer, and there are cases where this already
happens. The viewer can see a film, for example in any of the permutations resulting
from combining the bilingual stereo output and the having the teletext subtitles on or
off (i.e. original version with subtitles, original version without subtitles, dubbed
version with subtitles, dubbed version without subtitles). Which of all these

1 Or even two different groups of people, if they use cordless earphones.
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permutations is better? Does it matter? The fact is that you can choose exactly how
you want to receive the programme. It is now a case of live and let live.

(d) Before this kind of technology was available TVE used to have the original
soundtrack broadcast over the radio. This just goes to show that some myths in
translation really are a waste of time because it is a question of waiting for the
necessary technological know-how to come along and solve it. This is the advantage
of bringing metaphysical questions down to the scientific plain.

11.3.4. ALTERNATIVE

Of course there are other alternatives which show a more political reasoning behind them.
One could advocate for no importing of programmes in foreign languages in order to
protect the language and the culture of the community, or. if that sounds slightly too
radical, at least control what percentage of national productions or programmes in the
vernacular are shown on television and/or in the cinemas. In the United Kingdom the vast
majority of programmes are purchased from the USA, like many other Western countries,
including Spain and Catalonia, but (obviously) unlike Spain there is no dubbing. The
USA is probably the only country in the world that can afford not to import any foreign
productions at all, if it so wished. and still offer a wide variety of all sorts of television
programmes. This measn that all of the English-speaking countries could probably go
without having to produce any dubbed versions of programmes originally produced in
another language. And this actually what happens in many cases. So, those programmes
that are imported are subtitled instead of being dubbed. This also the case of countries
where the high level of education can allow television managers to expect that within
reason a large part of the viewers will be capable of understanding and films that may be
broadcast in any one of three or four different languages with the aid of subtitles, and
because of this they will also be more receptive to seeing any foreign film with subtitles
rather than dubbed. This means that dubbing and subtitles on television are almost a
question of national habit and taste.
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11.4. FACTORS INVOLVED IN DUBBING

(a) Dubbing v. alternatives. In some countries dubbed versions are practically
unheard of, and in others they are the norm. So, the social perception and
acceptance of dubbing is a Factor to take into account. (see the above points for a
detailed explanation of some of the related issues). Obviously, the production of low
quality dubbings will do no good to its case. An important Factor in the success of a
dubbed version is how used the TT audience are to dubbed versions. Some
communities (and individuals for that matter) are more tolerant to dubbed versions
than others.

(b) Audiovisual cohesion and coherence. The technical and linguistic problems
of combining words. sounds. and images. This is what is unique about dubbing; it
is the aspect that this form of translating does not share with any other form of
translating, not even the translation of plays or the production of subtitles.

(c) As aresult of the point immediately above, we must say that the translation (a
process performed only on the verbal signs) is only one part of the dubbing process
(which should take into account verbal and nonverbal signs); the words are just a
part of the final product. This fact calls the division of intralinguistic, interlinguistic
and intersemiotic types of translation into question. It is probably more accurate to
consider all translation semiotic, much of which involves principally verbal
(language) signs of different languages. In other words, the translating process (of
the script) is, in turn, only one of the Factors of the dubbing process.
Points (b) and (c) are inseparable. The dubbing process is something like this:

(1) There is a selection of programmes to be purchased. Programmes are not
always chosen entirely on their own merit, but also certain kinds of
programmes are sought to fill in certain kinds of gaps in what the channel offers
to ensure variety.

(2) There is a decision as to whether the programme should be dubbed or subtitled
or not touched. This decision is often almost automatic, in the sense that it
depends on the country of destination, the type of programme that has been
chosen, and the type of time-slot it has been chosen to fill (prime time or
thought for a minority group).

(3) The script and a copy of the original version on tape is given to a translator or a
number of translators. In the particular case of TV3, the translator is always a
freelance worker who receives very little guidance and no specific training for
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the job provided by any of the studios. Nowadays, Francesc Vallverdi! reports
that the whole process is left in the hands of the dubbing studio, who contract
the translators themselves.

(4) The translation is adjusted and acted out by the dubbing actors under the
directions of the dubbing director. Then the new soundtrack is dubbed onto the
film or tape. Sometimes certain special effects are lost if they are not reproduced
(e.g. in The Duchess of Duke Street. Wednesday 17th of February 1993, there
was a distinct sound of howling wind in the background in the original version
which could not be heard at all in the dubbed version although it was important
in creating an eerie atmosphere and the characters mentioned the fact).

(d) Words and Sound: the words are part of the sound, but there are other sounds on
the soundtrack as we have just illustrated with the above example from The Duchess
of Duke Street.

(1) 'Oral’' sounds: the role of the phonological and phonetic aspects of the words
and interjections; suprasegmental features for special effects or disambiguation,
voice quality (range of actors & actresses). The semiotic values that might
be associated to certain types of voice.

(2) Other sounds: Special effects can be either directly related to the words or
not.
(e) Words and Picture:

(1) Images directly related to the words: e.g. (i) lip movement, (ii) reacting
to/miming out words, (iii) objects that are spoken of.

(2) Pictures which are not directly related to the words. For example, the visual
context often helps to establish the genre and set the mood better than the
words, this point includes the visual joke2.

(f) Timing of delivery is an important Factor for:

(1) Lip movement.

(2) For certain situations that call for special responses with a special timing. e.g. a
joke (or an emotional scene) that depends on a hesitation, or one character
waiting for something to sink in some other character's mind.

' In an interview on February 20, 1993.

2 See Chapter 13.
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(g) Units of Translation. There are specific units of translation for dubbing, which
have to be carefully combined according to each scene and each programme (e.g.
Yes, Minister) and its requirements: thus, we identity the following segments as
interrelated 'units' for the case of situation comedies. The units are to be thought of
as being on a scale from smallest to largest:

(1) Lip movement: According to Nida it is necessary to keep synchronization
within a range of one-fifth of a second for general purposes in order to obtain
satisfactory results. This 'unit’ is only worth considering for full-faced close-
ups with obvious vowel + bilabial consonant or other such combinations, and
certain situations where the spaectator can reasonably be expected to concentrate
on the actor or actresses face or mouth, a good example being when a character
says something like 'read my lips', or starts speaking in a strange or funny
manner. lip movement as a Restriction is more constraining in some sorts of
programmes than in others. The translator must be aware that this Restriction is
alterantely operative and Reversed (when the speaker's mouth cannot be clearly
seen regardless of the reason why).

(2) Utterance: from the moment one character begins to speak to the moment
he/she stops speaking. The exact boundaries of this kind of unit need to be
strictly observed (they become a Restriction) depending on two other
Restrictions:

2a) the speaker is in clear view at a reasonably close distance (i.e.
not only strict lip movement but even any noticeable mouth
movement)

2b) other sounds (verbal or otherwise) that need to be discriminated
as being heard before, after or simultaneously).

(3) Pause: a moment or stretch of time when none of the characters are actually
saying anything (here we are disregarding certain background effects such as
music, animal sounds or explosions), which may have semiotic content, and the
translator or person responsible will have to see if the pause can be reproduced
or has to be compensated for.

(4) Exchange: a series of utterances that form a communication act of some sort,
and may be subject to the same sort of Restrictions as an utterance, but where
the Restriction(s) are operative on the series of utterances as a whole.

(5) Scene (also sequence): as defined by the script or director of the original.

(6) Chapter: a complete programme in its own right that forms part of a series
(e.g. The Challenge in Yes, Minister), or a subdivision of a longer serial that is
shown a chapter at a time (e.g. a chapter of Neighbours, Eastenders, or Dallas).
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(7) Whole series or whole serial: this unit needs to be taken into consideration
in order to maintain coherence. cohesion and consistency throughout the series
or serial. Global Priorities will be operative at this level. They will help to
define the general method to be used and set the tone and objectives of the
series.

(h) Professional considerations: Dubbing actors' schools & policies for
selecting dubbing actors: what kind of voices are wanted? (all men macho-sounding,
non-dialectal, etc.)

hl) Actors and directors are required. Unlike the communicative context of other
forms of translation. the ultimate communicator (the dubbing actor) need know
nothing about the SL (except, at times, its pronunciation, for cases when
transcription has been used in the translation) and nothing about translation. The
dubbing actors have to "translate”, so to speak, tones of voice, intonation, loudness.
coughs, laughs, etc. bearing in mind at all times, that the same tone of voice may
communicate different things in different languages, and these features often have to
be adapted. In a sense we may also regard the dubbing actor as an interpreter of the
original, especially if ST rhetorical purpose is to be maintained.

h2) There are common elements in the original and in the dubbed version:

2.1. The picture remains the same: both audiences see the same actors performing
and the same scenes. This is only occasionally modified. A typical example is a
translated version of a letter that is meant to be read by the audience. The two
most frequent solutions in this case are for a voice to read the letter in translation,
or for the letter to be substituted for a written translation.

2.2. Usually the ST and TT audiences also hear the same sound-track (music,
gunshots, special effects etc.) except for the voices, and even then they hear the
same voices when the lyrics of a song are not relevant to the story, or if the words
are important sometimes subtitles are used and other times they are dubbed. 1
was once told of a film where the subtitles for a nonsense song said "what they
are singing is as if they were singing such-and-such a song in our language".
Antoerh example that this is not always so can be seen in the programme shown
on TV3 called 'De Que Vas? in Catalan, but originally a French production. In
the Catalan version the background music and songs have nto been translated but
entirely substituted, the words and the music. The overriding Priority here has
been to present a kind of music that the TT audience could easily identify with as
part of the Global top Priority which is to make the dubbed version as popular as
possible and certainly not show the Catalans what sorts of songs the French like.
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Our conclusion is that the true success of a dubbed version in many types of programmes
can be measured according to the following requirement: the final product must
never ''sound’ like a translation despite the fact that the audience is nearly always
aware that it is. The ideal situation would be one where the dubbed version was received
as if it were a national product shot abroad, on location.

Here is Mallafre's (1991: 88) account of the Factors involved in dubbing:

“Encara que compti amb el suport escrit del guid, el doblatge «interpreta» en el doble sentit
d'intérpret i actor, les paraules de la peticula original. (...) Cal:

(1) controlar el temps de sillabes i pauses;

(2) sincronitzar consonants i vocals amb els moviments dels Hlavis (lip sync);

(3) emprar mots apropiats als gests (certs mots no s'adapten a un arronsament d'espatlles,
per exemple);

(4) resoldre, quan son significatives, les diferéncies dialectals caracteristiques dels actors, i

(5) controlar les expressions humoristiques o d'altres que produeixen respostes especials
d'altres personatges.

Es produiri aixi I'efecte equivalent total, que pot exigir alguna adaptacid, algun ajustament
parcial, a part de les diferéncies d'Gs idomatic de la llengua receptora.”

From this and other accounts of dubbing we can see that adjusting the words to the picture
is a specific procedure for this type of transalting activity.

11.5. INTONATION, TEXT COHERENCE AND LIP MOVEMENT

(1) Questions of intonation:

"Cada llengua té una entonacié propia. Els silencis de Kafka o de Pinter poden ser
essencials, com ja hem dit." Mallafre (1991: 122)

Intonation, like stress and rhythm, is a very sticky, albeit important, question in the
translation of audiovisual texts, just as the question of coherence between verbal and
visual signs. Sometimes intonation is important to meaning (especially "ironical" meaning,
polysemy and implicature) and/or sometimes to force of delivery in creating the the right
atmosphere and tone. We have already presented a number of examples of the kind of
Factor we believe intonation is in Chapter 10. Its difficulty lies in that sometimes it has to
be dealt with by the translator and on other occasions it is up to the dubbing actor to utter
the words with an equivalent intonation in the TL. Emst Gutt (1991: 127) says that
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according to Sperber and Wilson's (1986: 262) account. the function of focal stress in
English is not linguistically encoded but can be explained in terms of reducing processing
effort.

(2) Textual coherence
1: "...the disadvantaged of indispensible services."

"Jacuzzi pools?" =>

Per queée aixd significaria privar els minusvalids de
serveis indispensables.

J.H. Les pistes d’esqui?

In this case, if the translator had translated "Jacuzzi pools" as 'piscines de
hidromassatge', the question would not have been funny at all, because there would
be a logic in it which needs to be absent. This is why the translator has gone for the
incongruence of minusvalids and les pistes d'esqui. However, if "the disadvantaged"
had been translated more accurately in the first place as les classes menys afavorides this
change would have been unnecessary.

(3) lip synchronization
J.H. It's not just the USSR we're frightened of, it could be the Fr ...
B.S. The who?
J.H. The fr .. frigging Chinese.

J.H. Oh. No és pas només la URS el que ens fa por.
Podrien ser els gava...

B.S. Els qui? (which would probably be better rendered as E1s que?
or Qui?)

J.H. Els gavadals de xinesos.

In this example, "frigging" and gavadals have a very different lip movement
(especially "fr..." and gava. ..), and they are hardly close in meaning; they do not have
the same emotional force or belong to corresponding registers. So what could possibly
justify such a rendering? Or, in other words, what is the top priority in this case? The fact
is that J.H., the Minister, was about to make a major political blunder by suggesting that
the real threat for Britain was posed by the French, he might even have been about to use
the more derogatory term "frogs" (hence gava for gavatxos ). He checks himself in
time, but has to think of a quick way of covering up the slip. So, on the spur of the
moment he must think up something that begins with "fr" (gava => gavadals)
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and is less scandalous. The translator's top priorities are to make the dialogue work, and
as far as possible, render the joke in Catalan. In this case. lip movement and content are
less important Priorities.

I am not implying that the solution here is perfect. because it is the translator'’s duty to try
and cater for the lesser priorities as well, when he can. Maybe something could have been
done with £r = francesos more in keeping with the lip movement, possibly els
frisosos (freturosos or fressosos) xinesos. It is not even imperative
that the translator retain the "Chinese"; the idea is that the Minister says the first thing that
comes into his head with the only restriction that it must start in the same way as he had
started the previous sentence. The top priority is still the humorous effect. and this is what
the translator, or at a later stage, some professional comedy scriptwriter, should constantly
bear in mind.

11.6. FACTORS INVOLVED IN TRANSLATING FOR TELEVISION

(a) Political Restrictions and censorship and management policies.
(b) Speed and Depth of assimilation by the audience.

(c) Associations and allusions between one programme and another, either implicit or
explicit, this being part of the required 'shared knowledge'.

(d) Market economy and Popularity ratings.

(e) Can dubbing actors become TV celebrities? or Translators become recognised as
scriptwriters?

(f) Advertising: either in the form of interruptions or incorporated into the programme
(sponsorship).
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11.7. THE DUBBING PROCESS DESCRIBED BY FREDERIC CHAUME

Below is a description of the dubbing process, audiovisual translation, as described by an
experienced translator in this area who is also a lecturer at the University Jaume I, Castellé
de la Plana. I am grateful to him for being allowed to reproduce the text here as it is

subject to copyright.

PROCES IDEAL DE TRADUCCIO
AUDIOVISUAL

EMPRESA
(TV, productora, etc.)

ESTUDI DE DOBLATGE

TRADUCTOR
(traduccid i ajust)

ESTUDI DE DOBLATGE
(doblatge)

EMPRESA

VARIANT

ESTUDI DE DOBLATGE

ajust

EMPRESA

(revisio lingiiistica de la traduccic)

ESTUDI DE DOBLATGE
{(doblatge)

EMPRESA
(revisi6 del doblatge -- represa (retakes) --

)

ESTUDI DE DOBLATGE

(fa les represes)

EMPRESA
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DESCRIPCIO DELS MATERIALS, LES TASQUES I ELS OBJECTIUS
QUE S'HAN DE REALITZAR

ESTUDI DE DOBLATGE

MATERIALS TASQUES

(guid) director: casting
cOpia mestra assignacio de la traducci6

TRADUCTOR

MATERIALS TASQUES

Material que rep:
(guiod)
copia mestra

Material que usa:
material bibliografic traducci6
(basic i especific) i
ordinador ajust

Material que retorna:
guié
cOpia mestra
disquet
una cOpia impresa
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PROCES DE TRADUCCIO PROCES DE TRADUCCIO
AUDIOVISUAL (D AUDIOVISUAL (ID)
EMPRESA EMPRESA
(TV, productora, etc.) (TV, productora, etc.)
ESTUDI DE DOBLATGE ESTUDI DE DOBLATGE
TRADUCTOR TRADUCTOR

AJUSTADOR ESTUDI DE DOBLATGE
ajust
ESTUDI DE DOBLATGE (doblatge)
(doblatge)
EMPRESA
EMPRESA

QUESTIONS TECNIQUES

PRESA (take): maxim 10 linies de 60 caracters
maxim 5 linies per personatge (més de 5, presa doble)
maxim 15 segons

PISTES (generalment 8):

-1 pista: TCR (time code record). Codi de temps
01:15:57:25
01: hores
15: minuts
57: segons
25: quadres (frames)

-1 pista: pista de so (soundtrack)
-banda sonora
-efectes especials
-sons

-1 pista: versié original

-5 pistes: doblatge

275
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EXTRACTE DEL CONVENI DE DOBLATGE
ARTICLE 5. Dimensions de 1a presa (take) i de la linia
Les preses tindran, com a maxim. 10 linies en total i cinc per cada prsonatge, sense perdre
en cap cas la continuitat del text i de la imatge. Si per necessitats técniques hom ultrapassés

aquestes mesures. es comptabilitzara una presa més a cada personatge que repetesca
intervencio en les linies segiients.

El pautat de 1a producci6 que s'ha de doblar (distribucié de preses) s'haura de realitzar
tenint en compte criteris interpretatius, €s a dir, continuitat de text i imatge.

La presa no podra contenir originals de més de 15 segons.

En cap cas una presa no podra restar dividida en diferents fulls o pagines.

Els textos hauran d'arribar en perfectes condicions d'ajust i adaptacié a la sala.
De 1a linia

a) Una linia equival a 60 espais mecanografiats.

b) Una linia incompleta es considerara sencera, encara que sols continga una paraula o
una fraccio.

¢) Hom no completara linies afegint-hi peus de dialeg.
d) Els guions seran mecanografiats a dos espais.

e) Qualsevol expressié sonora del personatge que s'esta doblant (rialles, plors,
respiracions... ) es comptabilitzara a rad d'una linia per presa.
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Chapter Twelve

The Question of Humour and Comedy

We have already pointed out that although it may sound tautalogically redundant, a
complete account of the process of translating with a view to producing dubbed versions
of television comedy can only come about by a detailed study of all of the Factors,
Priorities and Restricitons imposed on the translation by the very nature of the following
areas;

Translation Studies

Television as mass media and professional environment

Technology and techniques of dubbing

The nature of humour and comedy

In this chapter we will look into some of the most salient Factors of the language of
humour in the hope that it will help us to complete the picture of the specific Priorities and
Restrictions that are entailed in dubbing television situation comedy. The present study
does not pretend to be an exhaustive study in humour and comedy; it merely proposes to
describe enough of the nature of humour and comedy to show, firstly, the importance of
knowing more about how they work, and secondly, possible translation procedures that
are characteristic of this type of texts.

In achieving our goal for this chapter Walter Nash's book The Language of Humour has
revealed itself as essential and much of what is said about the language of humour and
many examples are drawn from this book. However, there is room for personal
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innovation as well. in extending the usefulness of Nash's discoveries and classifications
to the field of translating and dubbing of comedy, aspects that Nash does not stop to
consider at all. Probably a more accurate title for his book might have been "The Language
of Humour in English". This is not meant as a criticism, but merely illustrates the point
where the book has left off and where this study has attempted to pick up and make some
further progress.

12.1. EXPLAINING THE JOKE

Nash begins by giving an account of the stages of explanation. Essential Factors to start
with are the following six sections:

12.1.1. THE CULTURE OF THE JOKE

Nash opens his study of humour by saying that not everybody finds the same things
funny. He provides an example of a joke which he says is often received by foreign
students with embarrassment or puzzled looks, and on the other hand some native
speakers find it boring. This is a very important Factor when it comes to translating
because we will have to know in each case whether this can be put down to individual or
collective tastes. What is important, however, is to recognize and accept the intention to
joke; from that recognition we can proceed through explanatory stages that take us from
the cultural history of the specimen down to its actual wording.

12.1.2. MATERIAL FACTS

Humour nearly always supposes some piece of factual knowledge shared by humorist and
audience. It may be a matter of common historic information - e.g. that Henry the VIII had
six wives, or that Nelson had one eye. More often, however, it is simply a qu