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Abstract

As film-making has evolved, subtitling has become ‘“a translation practice that
consists of presenting a written text, generally on the lower part of the screen”, which
seeks to deliver “the original dialogue of the speakers” (Diaz-Cintas and Remael 2007:
8). Subtitle translation in the field of Audiovisual Translation has attracted increasing
interest from scholars, who believe that the quality of subtitling is an important
criterion when evaluating the quality of a film. Inspired by Even-Zohar’s (1978)
polysystem theory and Gottlieb’s (1992) typology, this comparative study focuses on
the subtitling of English-language animation films, which represent one of the main
foreign film genres introduced to Chinese audiences, in order to identify effective
strategies to improve the quality of translated subtitles from the perspective of cultural
awareness. | propose three main hypotheses in this research: 1) that the length of a
film subtitle translated into Chinese is generally greater than the corresponding
original English text; 2) that effective translation is contingent on the use of Chinese
idioms and traditional expressions within translated subtitles; 3) that effective
translation is contingent on the use of popular expressions within contemporary
Chinese culture. The methodologies employed to address these hypotheses are: a self-
built parallel corpus (as the main research tool) comprising 15 sets of animation film
subtitles; a questionnaire survey; and interviews with relevant AVT practitioners and
scholars. The research findings are: 1) the length of a film subtitle translated into
Chinese is generally greater than the corresponding original English text; 2) the two
discussed types of expression are effectively employed in the data; 3) unnecessary,
erroneous or inappropriate uses, among others, were highlighted by the data; 4) the
frequency of using popular expressions is higher than for traditional expressions; 5)
there is frequent use of the typology strategies of paraphrase, transfer, condensation

and transcription, as well as newer strategies of globalization and localization.

Keywords: audiovisual translation (AVT), subtitle translation, animation films,

traditional expressions, popular expressions
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Chapter 1 Introduction

This chapter explains the motivation behind the study and the research background. In
turn, the research hypotheses, data and objectives, theoretical framework and

methodologies will be introduced, while the significance of the study is described.

1.1 Motivation of the Study

With the increasing pace of globalization, both cultural clashes and cultural
integration are inevitable occurrences. Although globalization can sometimes result in
dominant cultures prevailing in regions that are less influential economically and
culturally, more balanced forms of intercultural communication can facilitate greater
mutual comprehension between nations, fostering tolerance and cooperation. Film
products, as a means of intercultural communication, undoubtedly play a significant
role in helping people from the world’s different regions to understand each other’s
philosophies, traditions and value systems. The visual clarity of films conveys aspects
of a given culture with an immediacy and accessibility that few other art forms
possess. In this exchange activity, although the role of film subtitlers is extremely
important, it has frequently been undervalued in the process of translating and
distributing films for consumption by audiences abroad. At times, the preparation of
accurate, high-quality subtitles, which convey the essence of the source culture in a
meaningful, evocative way for the target culture, requires a level of expenditure that
film distributors are unwilling to meet. All too frequently, the reception of a film as a
cultural product in another country is negatively affected by subtitles who fail in their

task concerning intercultural communication.

In 2013, I met with Gottlieb at an international translation studies conference held in
Zhuhai, China. In the course of speaking with him about my study interests in
English-Chinese subtitling, I realized that the 10 strategies discussed by Gottlieb, in
the context of his own practical experience, are not always applicable to English-
Chinese subtitling (hereafter, I will use the abbreviation of E-C subtitlingin the rest of
the thesis). Thus, Gottlieb recommended me to build upon the foundations of his own
research and develop more effective strategies in relation to my study interests, as this
would be inevitably helpful to the younger generation of scholars in developing a

broader range of theoretical frameworks.



The issue of cultural components in film translation is set against the background of
globalization. According to Manning and Shackford-Bradley (2010), “film can be a
vehicle for critiquing and resisting the master narrative that has controlled discussions
of the economic and cultural changes that define globalization” (p36). In the process
of globalization, citizens around the world can transcend their national boundaries and
unify under a single ‘society’ that functions collectively, not only in economic and
technological aspects but also in cultural terms by sharing ways of life, religion and
literary works. As a form of intercultural communication channel, film has the
capacity to highlight various activities, civilizations and living conditions of human
beings around the world. At the highest level of globalization, films exercise a
significant role in the dissemination of culture. Therefore, when foreign films are
imported into China, or when Chinese films are exported to the rest of the world,
ensuring the quality of AVT work, including subtitles and dubbing, is critical.
Moreover, successfully transferring any cultural phenomenon that may pervade a

whole film is also necessary within AVT.

Cultural elements are increasingly a concern for a growing body of scholars engaged
in subtitling research. For example, at a conference held at Stirling University, UK, in
2015, Garcia emphasized the importance of cultural differences in the study of
subtitling. Furthermore, at an international workshop for the training of practical
translators, Gavela gave a lecture on the topic of translation colloquialisms, in which
she explained her case study on the subtitling of animation films by discussing, in
particular, the influence of cultural difference between English and Spanish upon
subtitling. Thanks to the work of these two Spanish academics, I have acquired

knowledge relevant to intercultural communication in subtitle translation.

Successful intercultural communication has the potential to accelerate globalization,
as well as facilitate a better understanding between people from different countries
and with different national identities. As such, the challenge for me in researching
English to Chinese AVT, particularly in the area of subtitling, is to help promote
intercultural communication between people from English-speaking countries and
China. Thus, identifying effective ways for improving subtitle translation quality is

inevitable and important.



1.2 Research Background

Since “cinema has its own forms of language policy and language planning which
dictate the design and management of foreign-language dialogue” (O’Sullivan,
2011:31), subtitlers have a key role to play in this communication process, being
required to have the ability to translate one language into another and to distil the
essence of a culture into the limited space of a screen subtitle. As language and
culture are intertwined, subtitlers must constantly be aware of the cultural elements in
the subtitles that they create. Appropriate forms of expression can convey foreign
cultures and modes of expression vividly to the target audience, while effective
subtitling can achieve this successful intercultural communication, facilitating a film’s
reception in another country. The genre of animated films represents a particularly
interesting subject in terms of the increasing need for subtitling to be of high quality.
In recent decades, animated films produced by Disney and others have moved far
beyond their original target audience of children, who represented the audiences to
whom classic films such as Cinderella (1950), Sleeping Beauty (1959) and The Sword
in the Stone (1963) were aimed in the mid-20" century. By contrast, the scripts for
many recent animated films work on several levels, combining spectacular visuals for
the benefit of younger viewers with dialogue whose humour, irony and idiosyncrasies
are clearly aimed at adults. In this new context, subtitling that fails to convey the
richness of language contained in the scripts of today’s animated films will cause
them to lose much of their communicative impact on segments of a typical 21"

century audience.

Film subtitles as “communicative translation” is a form of written translation or
written rendering, which is projected on the lower part of the screen in
synchronization with the original dialogue. Today, professional subtitlers usually
work with specialized computer software and databases. In European countries,
current film subtitling studies have focused mainly on quality aspects, from European
perspectives (Bittner 2011), and as a manifestation of “a multi-talent task™ (Gottlieb
2004). Scholars in the field of translation studies have established the theoretical
branches of AVT, of whom the most influential have been Chaume (2004), Diaz-
Cintas (2004), Gambier (2008), Gottlieb (1992), Ivarsson (1992) and Karamitroglou
(2000). Their respective studies have shaped the theoretical framework of subtitle



translation and consolidated effective translation strategies. These achievements

represent a firm foundation for the study of AVT on a worldwide scale.

That said, there is little research that has focused on a comparative study between the
Occident and China. In China, most existing research, however, is interested in the
practice, rather than theoretical bases. According to recent studies, an increasing
number of scholars have acknowledged the importance of cultural elements within
AVT, in particular E-C; however, any discussion at the theoretical level regarding this
new perspective is still limited. China represents an increasingly important market for
commercial animated films, which are produced in the English-speaking world,
particularly the USA. Moreover, in terms of culture, traditions and language, there are
vast differences between these regions of the world. The input of subtitlers is
therefore particularly important in the context of these films, given that modern day
Chinese audiences are not always familiar with what has become, in other areas of the
world, globalized and/or American-influenced cultural and linguistic reference points.
In the last decade, although the study of subtitle translation in China has streadily
increased, scholars such as Li (2001), Zhang (2011) and Wang (2007) have discussed
subtitle translation strategies for different film genres. That said, specific
investigations into the subtitle translation of English animation films are still limited.
Thus, this comparative study of E-C subtitle translation in 15 selected animation films
should make a useful contribution at both the theoretical and practical levels of E-C

subtitling in animation films.

1.3 Research Hypotheses, Data and Objectives

Hypotheses

From the perspectives of language peculiarities and cultural differences, I will carry
out the study in relation to the following: 1) the visual difference between translated
Chinese subtitles and their corresponding original texts; 2) the features of the
translated Chinese subtitles in terms of both linguistics and cultural difference.
Therefore, in order to identify the feature differences between the target language and
the original language, the research hypotheses are: 1) that the length of film subtitles
translated into Chinese is generally greater than the corresponding original English
texts; 2) that effective translation is contingent on the use of traditional expressions

(e.g., Chinese idioms and archaisms) within the translated subtitles; and 3) that

4



effective translation is contingent on the use of popular expressions (e.g., popular
language in networks, new words, loaning words, dialects) within the translated

subtitles.

Data

The primary data for this research are 15 animation films with the total number of
19,081subtitle pairs, which I have selected on the basis that they were the most
popular film releases in the Chinese translated animation film market in the last
decade. They all enjoyed higher ticket sales than others released at the same time. The
data in the study contain both English and Chinese subtitles for these animations
within a self-built parallel corpus. In so doing, I have compartmentalized the key
cultural elements that might influence the quality of AVT (E-C), linguistically and
culturally, while aiming to discuss the most effective strategies in the practice of AVT.
The main cultural elements are the names of characters, names of places, food,
historical figures, Chinese idioms and archaisms, customs, and contemporary
vernacular, such as language popularized networks. In the analysis, each cultural
element is collected from the original data and classified into different categories.
Each category is discussed in detail. The descriptive method of analysis for these
cultural elements is critical for my identification of effective typologies from the
perspective of cultural awareness.

As stated in the previous section, the 15 animation films were selected as a result of
being the top five highest grossing English animation films over the same year of
release in the Chinese market, as well as pulling in the largest audiences. Moreover, in
narrative terms, they all provide an uplifting theme with regard to all cultural elements
in the story centring on the main characters’ personalities, places, storylines, plots etc.
The bilingual subtitles in these films highlight the main obstacles, which, according to
this study, face practitioners of E- C subtitling. A list of the 15 films and their

bilingual titles are provided in the following table below:

Source Title (English) Year of Production = Translated Title (Chinese)

Madagascar 1 2005 CEsmnind 1
Madagascar 2 2009 CE sy 2
Madagascar 3 2012 CEy s 3



The Smurfs 1 2011 (EFRRY 1

The Smurfs 2 2013 (BEMRRY 2
Despicable Me 1 2010 (HEBrIER) 1 (FH#s, 8i5)
Despicable Me 2 2014 CELEfRyR) 2
Rio 1 2011 (RZAKERKD 1
Rio 2 2014 (HARER) 2
Frozen 2014 i E - Y
The Croods 2013 CIRAE S48 A
Turbo 2013 (ARt 24 )
Cars 1 2006 GREBFTY 1
Cars 2 2011 CGRERBIR) 2
Alpha and Omega 2011 CARAETEIRD
Table 1

Building on the findings of pioneering scholars, 1 have chosen to concentrate on
subtitling, an audiovisual mode, found in 15 popular animation films. The criteria for

inclusion in my selection of these 15 films are:

A) These are all imported original English animations films released in the People’s
Republic of China (PRC) (Version type: translated Chinese subtitles and original
English dubbing)

B) The years of release of these films are all after 2005

C) Each of these 15 films was in the top five for the highest ticket sales in the year it
was released according to the data of the official website (http://58921.com/)

D) I watched these films as a mainstream spectator and parent at the cinema and an
observer of Fengxing (http://www.fun.tv/), one of the most popular video websites in
China, which has more than 700 million users.

E) That animation films are increasingly popular because of the uplifting themes
they explore. For example, the film Despicable Me 1 tells the story of a notorious
supervillain, Gru, who initially adopts three orphaned girls to facilitate his criminal
objectives. Eventually, however, the girls’ innocence arouses true love in Gru towards

them, such that, by the end of the film, he assumes a sincerer paternal role. The film’s



theme of the redemption of a character whose better qualities finally emerged

resonated with audiences and moved them.

The objective behind this study is to make the following contributions to knowledge:

1)

2)

3)

To construct a corpus of 15 popular English language animated films, which
were subtitled into Chinese, by calculating the collected data in order to find
out the exact proportions of the use of typical expressions, as well as those of
popular expressions. | feel that this number of films would be sufficient in
order to identify the main strategies and current practices of Chinese subtitlers.
This analysis of 15 key films ought to serve as a useful basis for more
extensive studies in the future.

To deepen current AVT theory and develop, through testing, an appropriate
theoretical framework, which will enhance the effectiveness of the subtitling of
E-C animation films; for example, the development of effective translation
strategies and the effectiveness of using culturally loaded expressions
(traditional expressions, such as Chinese idioms, archaisms, popular
expressions used in social networks; neologisms evolving out of everyday life
situations).

To discuss and analyse the use of culturally loaded expressions in the form of
traditional expressions as well as popular expressions; in short, the use of
modes of language, which are underpinned by an awareness of cultural
elements and forms. This will include identifying pertinent phenomena in the
released translations for the selected 15 animation films and how they could be

improved.

1.4 Theoretical Framework and Methodologies of this Research

In reviewing the development AVT studies both in European countries and in China, I

found that every theoretical framework should have its own model and paradigm. The

function of the paradigm is usually to certify, deduce or demonstrate whether the

system is reasonable as a whole, as well as whether it is consistent with each

component. At the same time, this paradigm can help users to elucidate, deepen and

develop these theoretical frameworks in order to identify the most efficient and

objective translation method in human communication. There ought to be no



exceptions where E-C translation is concerned. As such, I seek to pursue an effective
theoretical framework, coupled with efficacious translation strategies, in E-C film

subtitling from the perspective of cultural difference.

My reason for highlighting Even-Zohar’s (1978) polysystem theory is that I consider
the subtitle translation of English animation films as a “polysystem”, in which the
features of the translated Chinese subtitles (besides its natural features, the receptor’s
language preference and literacy level should also be considered) are present. Further,
the comparison between the target language and original language, as well as
effective strategies, is a factor within the polysystem. Moreover, in reference to
Gottlieb’s (1992) typology, I selected and analysed four effective strategies in E-C
subtitle translation, as well as discussed two newer and feasible strategies, with a view

to improving the quality of Chinese subtitle translations for English animation films.

The methods used in this research may reflect a broadly qualitative approach to the
research. The primary method is a self-built parallel corpus. I have chosen the corpus
method because it is considered to be “an influential empirical research model” in
translation studies and “a resource for evaluating translation” (Ma and Miao, 2009:
336). In the early stage of this current research, I contacted Huang, one of the most
highly regarded scholars in the field of corpus-based studies based in China, by email
in order to ask for advice. On his advice, I attended a summer course in Beijing in
2015 given by Liang and Xu (these three scholars’ suggestions will be explained later
in the thesis; the interview transcripts and related information about them can be
found in Appendix V). Inspired by these professionals’ advice and the content of the
summer course, | established my preliminary ideas for establishing a corpus for my
particular research, namely, to build up a corpus, which serves to investigate E-C film
subtitling from the perspective of “translation universals” within the corpus
translation, consists of 15 popular English language feature-length animations
translated for the mainstream Chinese market. Its construction allows the original text
to be compared alongside the translated subtitles. By using the software of UltraEdit,
Paraconc, Excel and its automatically generated charts, I have obtained clear and
reliable data, which assist me in the completion of this research and its findings. The
self-built parallel corpus (the complete corpus is in Appendix VI) contains 19,081
pairs of bilingual subtitles from the 15 selected animation films; the corpus is also

designed to be expandable in the context of future studies, which might seek to
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develop a bigger corpus and uncover more findings in this field of study. However, in
the current corpus, I dealt with the following: 1) to align each pair of subtitles; 2) to
calculate the length of each subtitle; 3) to calculate the frequency of the use of
traditional expressions; 4) to calculate the frequency of the use of popular expressions.
Then, I obtained the following results from the corpus: 1) the length difference
between each subtitle pair (the original English pair and the corresponding translated
Chinese pair); 2) the frequency of the use of traditional expressions; 3) the frequency
of the use of popular expressions. In turn, these research results confirmed my three
hypotheses: 1) the length of the translated Chinese subtitles is generally greater than
the corresponding original English ones; 2) the frequency of the use of traditional
expressions, the degree of the film popularity and the performance of the film ticket
sales are in direct proportion to each other; 3) the frequency of the use of popular
expressions, the degree of the film popularity and the performance of the film ticket
sales are in direct proportion to each other. In other words, the results for 2 and 3
confirm that the use of these two tested expressions is effective at improving the
quality of the released subtitle translation. Then, in the further step, I analysed the
subtitle pairs that involve the use of common and popular expressions, identified
several types of issues in the given data and made suggestions for improving

imperfectly translated subtitles.

I have also chosen to incorporate a questionnaire exercise into the project (The
complete questionnaire form is in Appendix I), which I use as a supplementary
method. According to Mackey and Gass (2005: 92), a questionnaire can help
researchers obtain first-hand data from appropriately selected groups. For this project,
the functions of the questionnaire are further identified: 1) the “imperfections”/issues
in the translation of the 15 selected animations’ subtitles; 2) possible explanations for
these “imperfections’/issues; and 3) whether I proposed “translation strategies” might
enhance the quality of AVT, and E-C in particular, in the future. The use of the
questionnaire helped me to identify pertinent issues more clearly, as well as determine

effective strategies for improving translation quality.

In addition, in order to support the above methods and to confirm the validity of the
research hypotheses, several interviews (the complete record of interviews is in

Appendix III) with several scholars and practitioners may become another kind of
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qualitative evidence. These interviews helped me to collect detailed answers relevant

to the specific research hypotheses.

1.5 Significance of the study

AVT is a new area of study within translation studies. Scholars from Western
countries were the first to undertake theoretical work regarding translation. Examples
include Even-Zohar’s polysystem theory (1978) in relation to the field of AVT
(Karamitroglou, 2000). Meanwhile, scholars from the field of subtitle translation,
such as Gottlieb, have proposed translation strategies in the area of AVT. I intend to
build on and develop these theoretical precedents in order to highlight common
approaches and identify effective strategies relating to E-C film subtitling. However,
the challenges facing a project of this kind can be anticipated from the very beginning,
not least in light of the fact that English and Chinese belong to different language
families; therefore, finding an “equivalent” translation between these two languages is
much more difficult than two languages from the same family. Moreover, there are
always considerable challenges when delivering information from source text to target
text because of the huge culture gap between orient and occident. Thus, the realistic
contribution of this thesis will be to elevate the discussion of common issues and
suitable strategies in the process of E-C film subtitling, as well as extending the
theory into a new area.

What is novel about this research is that it seeks to provide subtitlers with effective
and referable strategies in order to improve the quality of subtitling, particularly in
relation to animation films in English. There are three kinds of significance that this

research should successfully accomplish.

In the first instance, given that subtitling is a new branch in audiovisual study, the
related theoretical foundations are still in the process of being constructed. According
to the existing body of work within the literature review, the achievements to date in
this field, especially in the study of E-C subtitle translation of animation films, are
very limited. I made a series of findings through the current research, findings from
which hypotheses could be developed, which may, in turn, provides new points of
reference in the study of E-C subtitle translation of animation films. It is envisaged

that this study will make a useful contribution to the field of AVT in a Chinese
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context, as well as inform future work by other scholars. In addition, it will hopefully

inspire the much broader, but nonetheless related, research interests of other scholars.

Another significance of this study concerns the commercial benefits. It is arguable
that animated films are primarily commercial products within a market place.
Producers and sponsors of a film regard income generation as their main objective. In
light of the rapid economic growth in the last century, every country is in the business
of gaining a foothold in the international market for all of its respective products. Film,
as a main form of entertainment, is welcomed by most people into their daily lives. As
such, best practice in subtitling is a critical factor if imported films are to enjoy the
best box office receipts in a distribution schedule. Concerning English language
animation films, which are exported into the Chinese market, the most significant
audience constituency is inevitably going to be young people. They represent the
demographic group that is likely to have benefited from a higher level of education
and they are more adept at learning new cultures. Hence, their expectations for a
translated film are higher than those of the rest of the general public. To satisfy the
greater needs of this particular audience, the burden on subtitlers is correspondingly
heavier. As such, the quality of subtitling is critical to retaining a young audience for
English language animation films. During this research project, I organized a session
during which 100 college students, aged 21-24 years and majoring in English,
completed her specially designed questionnaire. The main reasons for choosing this
group of people as the subjects for this exercise are as follows: firstly, people in this
age range are considered to be one of the main audience groups for English language
animation films in China (according to the researcher’s previous research into the
audience composition for English language animation films); secondly, college
students should have a good level of English proficiency due to their educational
background, meaning that they ought to be able to answer a series of technical

questions centring on their preferences for certain translation strategies.

Thirdly, as an intercultural communication tool, exported films can be a country’s
“business card” to the world. Therefore, the translation of subtitles is a critical factor
in this regard given that the quality of the translation will directly influence the
accuracy in conveying the original information in a film. If the subtitling can help the

target audience better or even fully comprehend the theme of a film, this in turn ought
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to enable the target audience to correctly appreciate the culture embedded in it at the
same time. For example, Monsters University (2013) was introduced to Chinese
audiences in August 2013. It depicts the American way of making friends in a
university, as based on mutual tolerance and embracing difference, along with an
emphasis on the importance of individual development in a higher education setting.
However, in Chinese culture, the traditional and expected way of making friends is to
be modest and prudent, while seeking out like-mindedness. Therefore, in the process
of watching the film, the target audience may easily notice the cultural differences.
The film’s subtitle translators may also have their own perspective on the cultural
differences on display, or even choose different methods of translation to meet the
varying needs of the different groups of audience. For example, for the general public,
some kind of introduction to the original culture ought to be appropriate through the
strategies of paraphrase, transfer, localization etc., which can help with understanding,
while, at the same time, providing an opportunity to introduce American campus
culture to young Chinese people. The audience ought to gain an intuitive insight into
aspects of American university life, such as how to survive and make friends on
campus. During the course of the current research, I analysed 15 commercially
successful English language animation films, concluding that the more popular the
film became, the more cultural elements could be found in the subtitling, such as more
diverse characters, wittier dialogues and richer plots. Moreover, when subtitling
involves the translation of cultural differences, several specific kinds of translation
strategy need to be used to convey particular expressions. Details of these types of
expressions and translation strategies will be explained and discussed in each of the

corresponding chapters of this thesis.

In light of the three types of significance outlined above, I am persuaded that the remit
of this project is significant, such that its findings ought to make a meaningful

academic contribution at both a theoretical and practical level.

1.6 Structure of the Study

The aim of this study is to compare, discuss and analyse the E-C subtitle translation of
animation films with perspective of cultural awareness. In this context, cultural

elements relate to the form, function and importance of incorporating traditional
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Chinese, slang and vernacular into translated subtitles in order to enhance the
effectiveness of their comprehension among domestic audiences in China. In the
process, there will be a detailed investigation into how these elements, which take the
form of traditional (Chinese idioms, archaisms) and popular (new words, internet
memes etc.) expressions, inform the production of subtitles, which are both efficient,
in technical terms, and accessible, in terms of engaging with the widest possible

audience.

The chapters of this thesis briefly relate to the following functions:

Chapter 1 1s the formal introduction to the study. I explained the motivation of the
study, research background and theoretical framework, academic rationale,

hypotheses, objectives, methodologies, and significance of the study.

Chapter 2 presents the literature review for AVT, in which I explored the findings and
publications of European and Chinese scholars, explains why AVT studies has
developed at different speeds in European countries and in China, together with

analysing the reasons why.

Chapter 3 constructs a bespoke theoretical framework that would be appropriate to
answer my research questions, which were concerned with effective AVT strategies in
E-C situation. As well as linguistic issues, the researcher also considered the main
intercultural factors that ought to be relevant to popular animation films that have
been translated (E-C). Furthermore, she examined the feasibility of each of the 10
strategies within Gottlieb’s typology by analysing the subtitling techniques used in a
sample film, Despicable Mel.

Chapter 4 describes the theoretical framework and three research methodologies
behind this study. After explained the theoretical framework of my study, I started by
introducing Mona Baker’s corpus-based approach to translation studies, followed by a
description of the researcher’s own self-built parallel corpus containing the E-C
subtitles of 15 popular animation films. In the course of taking the subtitles of these
15 films as a profile, I began to introduce the data for my study. Besides the main

empirical methodology, I also used a questionnaire with student spectators of
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animated films and several interviews with professionals in the field of subtitling as
further first-hand evidence to further support the results of the corpus. Both these
qualitative and quantitative approaches assisted me in carrying out this research and

investigating its hypotheses effectively.

Chapter 5 focuses on the discussion of the length of film subtitles translated into
Chinese. In the process, the data collected using the research methods (questionnaire,

interview and corpus) was used to test the first hypothesis.

Chapter 6 focuses on the use of traditional expressions in translating the 15 films. In
the process, all the traditional expressions from the corpus will be extracted and
discussed in relation to the following: 1) how many times these expressions appear in
the corpus; 2) the rationale of translators’ translation strategies in E-C subtitle
translation; and 3) the effectiveness of the use of traditional expression in E-C subtitle

translation.

Chapter 7 focuses on the translation of popular expressions. In the process, all the
popular expressions found in the corpus, such as vernacular phrases and Internet
memes, will be extracted, following by a discussion of how these expressions have
been translated. For example, it was considered whether there are any problems with
the existing translations and, if so, in what form. In response, I highlighted the
translation strategies used in translating these expressions, as well as proffer my own

suggestions for more effective strategic approaches.

Chapter 8 plays as a general conclusion of the whole thesis. I reviewed the findings of
the study, then highlighted the limits to, and issues worthy of, further studies in the
field of AVT, especially E-C subtitling. In the closing sequences of this thesis, further
possible areas of study linked to this topic, potential follow-up projects to be explored,

and an overview of the research results of the current project was outlined.
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Chapter 2 Literature Review

2.1 Introduction

Against the backdrop of globalization, cultural exchanges between different countries
are becoming more frequent. As film is a type of popular entertainment that reflects
human experience, religions and customs, it ought to be regarded as both a
commercial and a cultural medium, and a key intercultural communication tool in
people’s daily lives. Translation in the form of film captions is the most common way
to assist an audience in fully understanding cultural differences between the source
and target nations. In response, the study of film caption translation has emerged as a
new branch of translation studies. The following literature review examines research
that has taken place into film caption translation (also called film subtitle translation
or subtitling) in Western countries, where the topic has already developed
significantly at both the theoretical and the practical levels. The study of film caption
translation in China, however, remains at the level of discussing specific translation
strategies rather than developing research from different viewpoints. Compared with
the increasingly important role that film translation plays in people’s everyday
intercultural communication, the study in film translation from the perspective of
intercultural communication is surprisingly insufficient.

In the 1950s, Western scholars began research into film translation from the
perspective of translation studies. In the half-century that followed, the scope of film
translation study diversified and became interdisciplinary. Analytically reviewing the
studies on this subject and the main achievements of key practitioners in both Western
countries and China should help identify invaluable ideas for this current study of film

subtitle translation from the perspective of intercultural communication.

In this chapter, I will firstly explain the concepts of AVT and film translation, then
review the main research into subtitling that has been undertaken in both China and
the West. And finally, I will discuss the limits of the research in China, and explain the

importance and value of this current study to the development of E-C subtitling.
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2.2 AVT

AVT emphasizes audiovisual dimensions of the communicative mode. Unlike
communication through other approach, such as printed materials, audiovisual
communication implies that both the aural and the visual channels through acoustic
and optical waves are simultaneously utilized (Delabastita, 1989: 196). AVT, then,
stresses that supplying a translation is contingent on meeting the needs of these

channels (Karamitroglou 2000: 2).

In June 2012, during an interview with visiting Dong, Diaz-Cintas was asked which
terms in his view were the most appropriate in defining the current study area: Film
Translation, Multimedia Translation, Screen Translation or AVT. He replied, “I prefer
to use ‘audiovisual translation’, because audiovisual translation is not only about the
types of program but it also emphasizes the communication between the translated
products and the audience”. With this in mind, “audio” refers to the information on
the soundtrack, while “visual” refers to the moving; when taken together, they should
be regarded as communication channels. Furthermore, “AVT” is a concept that is
wide enough to encompass all translation products including DVDs, films, TV
programmes, and online and mobile videos. In the history of media development, film
is the main type of translated product because it was the one that was invented first.
Therefore, in the beginning, scholars referred to this particular type of study in terms
of “Cinema Translation”. However, with the rapid development of technology, more
and more types of media have been created. In response to this changing landscape,
scholars have more recently preferred to use the broader term “AVT”. Meanwhile,
since the late 1990s, practitioners have focused more on areas such as “accessibility”,
which is concerned with subtitling for the deaf, and the hard-of-hearing (SDH) and
audio description (AD) for the blind and the partially sighted. In the light of this
tendency, the development of AVT has quickly diversified, with Diaz-Cintas, as one

of its leading practitioners, publishing invaluable articles and books on the topic.

Orero believes that “technological developments which have changed paper oriented
society towards media oriented society have also made Audiovisual Translation the
most dynamic field of Translation Studies.”(2004: VIII) For example, in the last

decade, scholars in this area focused their attention on the study of TV subtitle
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translation, but now turning their attention on subtitling in mobile videos as well as
ways in which new techniques can help them in the pursuit of better translation
strategies, such as eye-tracking and scrolling. According to this research, there are
five possible areas that can be referred to for the purposes of examining AVT:

screenplay, film adaption, audience design, and pragmatics and poly-system theory.

Scholars in the West have widely and rapidly developed the study of AVT in the last
10 years, even though the respective research perspectives have varied. Some of them
have described their studies in terms of being based on a new means of AVT
technology. Examples include Brauna and Orero’s (2010) article, “Audio description
with audio subtitling: an emergent modality of audiovisual localization”, published in
Perspectives, and O’Hagan’s (2003) article, “Can language technology respond to the
subtitler’s dilemma? A preliminary study”. Others have been inclined towards cultural
awareness in AVT; for example, in his (2007) article, “Cultural interchangeability: the
effects of substituting cultural references in subtitling”, also published in Perspectives,
Pedersen discussed the interchangeability of cultural elements in subtitling and
explained the possibility of “cultural substitution” in subtitle translation. Some,
meanwhile, have given subjective reasons behind the influences upon the quality of
subtitling; for example, in her 2008 survey-based article, “Subtitling § Mile in three
languages: translation problems and translator licence”, Taivalkoski-Shilov argued
that more attention should be paid to the requirements not only of translators, but also
of local managers and subtitling coordinators in the pursuit of quality in subtitling.
Using the findings from her survey, which was based on the comparison of Finnish,
French and Russian subtitled versions of the sample film, 8§ Mile, the author
concluded that the strict policies of some local offices of the film’s distributor may
have been an obstacle to the quality of subtitling in certain countries. In her 2002
article, “Subtitling wit: the case of ridicule”, Vanderschelden chose translation
examples that were focused on style, register, play on words, humour and cultural
references. In the training of subtitlers, shifting their attention towards cultural
elements and cultural components will help them make target subtitles more
acceptable to the audience. In this current research, the importance of cultural
differences found within E-C subtitling is also the key discussion point. In the process,
I will try to identify effective strategies for subtitling by analysing the impact of

cultural differences upon subtitling.
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In 2013, Perspectives published a special issue entitled “Corpus Linguistics and
Audiovisual Translation: In search of an integrated approach”. In this issue, 12
articles were published whose keywords were “Corpus-based”, “Dubbing” and
“Audiovisual Translation”. The authors of these articles discussed their own research
into using, and understanding of, corpus in AVT study, the effective strategies of
AVT translation from English into their native language, cultural awareness in AVT
translation. However, when searching under “corpus-based” and “E-C animation film
subtitling”, very few studies were found. In the current study, I will construct a
parallel corpus to collect and analyse translated Chinese subtitles and their
corresponding original English texts for the purposes of comparing the results with

my research hypotheses.

2.3 Film Translation

99 ¢

A number of terms, such as “film translation”, “screen translation”, and “multi-media
translation”, are used by many scholars in reference to the translation of audiovisual
material. In this dissertation, the researcher focuses on the study of “film translation”
as one kind of audiovisual material translation. This is because “films refer to all
kinds of recorded audiovisual material,” while ‘“audiovisual translation and film
translation are synonymous; meaning the translation of recorded audiovisual material,
and could therefore be interchangeable” (Karamitroglou 2000: 2). In her dissertation,
“film translation” would be more specific than “audiovisual translation” given that the
researcher is researching the issues and discussing the strategies contained within a

selection of 15 animation films.

In his survey of marketing within leisure services, Merlin Stone analysed family
expenditure data and found that, when income rises 10 per cent, expense on leisure
products increases by between 15 per cent and 30 per cent. Amongst the most popular
leisure centres, cinemas were found to be the destination of choice. (Chen 2010:10,
Fang 2004:20, Stone 1990: 82) Irene Waters also offered similar evidence in her study,
“The easiest and cheapest entertainment to tour is film” (Waters 1994: 187).
According to a recent online research in Baidu (the biggest SE in China), it was found

that “to go to a cinema” was the third highest choice by common people after the first
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highest one “to surf on line” and the second one “to listen to music”. The survey
showed that there were 13.19% people (740 people voted online) still have the interest
of watching films in cinema. In a survey of around 100 university students and 100
members of the general public of various ages, Waters asked, “Which is your
favourite entertainment in your daily life?” 70 % of university students and 75 per
cent of the general public indicated “watching films” as their first choice. While it
should be acknowledged that these sources are up to 25 years old, and written before
the internet was widely used, film nonetheless remains an important medium of

entertainment whether watched online or via streaming.

According to the China Film Industry Report 2014-2015 (Entgroup, 2015), China’s
film box office approached USD 4.8 billion and audiences exceeded 800 million, with
more than 5,500 cinemas and more than 23,000 projection screens; film watching
objects grows continuously, and young people born between 1985 and 1990 and town
youngsters became the main audiences. The below figure shows the Chinese
traditional film market keeps growing rapidly despite of new media emerged, more

and more films were imported to China since 2009.

Comparison of box office and contribution rate of
domestic films and imported films from 2009 to 2014
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According to Hollows and Waters, “popular film was often used as the exemplary
instance of mass culture; it implied knowledge, aesthetic appreciation, creativity,
intellectual activity and receptiveness to new ideas” (Hollows 1995: 16, Waters 1994:
14). Against the backdrop of globalization, film, as a means of intercultural
communication, plays a very important role in socio-cultural exchanges between
people of different nations. Therefore, the study of Film Translation, as a kind of

subset of AVT in Translation Studies, is worthy of exploration.

2.4 Main Research into AVT in the West

The study of AVT originated in the West and, until today, the front runners in this area
have been Western scholars. The main reason for this is that TV sets and films, and

the techniques associated with them, developed in the West much earlier than in

China.

2.4.1 Early Period of Studies

Western scholars began studying film translation in the late 1950s and into the early
1960s from the perspective of translation studies. “Tradition et cinema”, the first
academic article on this topic, was published in 1956 in the periodical Le Linguiste/De
Taalkundige. This was followed in 1960 with the publication of an article entitled
“Cinéma et traduction” in a special edition of Babel, a well-known academic journal
dedicated to translation studies. These papers were generally considered as Western
scholars’ first attempt at opening up a new concept in the field of translation studies,

namely, AVT studies.

In 1974, the first article that particularly focused on subtitling was written by Dollerup
and published in Babel. Entitled “On subtitles in television programs”, this article
analysed and defined the error types the translators did and that arise in the course of
subtitle translation of TV programmes from English into Danish: 1) mishearing; 2)
misread or overlooked a word or part of a message; 3) dyslexic reading error; 4)
construed the meaning of an English word from the translator’s knowledge of other
English words; 5) the meaning from the extralinguistic context; 6) failure to identify
and understand neologisms, idiosyncrasies and, possibly, ad hoc formations; 7)

mistranslating the idioms; 8) failure to get the gist of the meaning revealed in
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translations; 9) did not use common sense to translate the original text; 10) a few
words and terms were ‘translated’ into non-existent Danish ones; 11) the failure to
choose the correct equivalent when one word in the source language covers (or splits
up into) two or more in the target language (1974: 200-202). Although these mistakes
talked up by Dollerup occur in the context of English-Danish translation, they can be
found in E-C translation as well. Moreover, Dollerup was not only the first person
who particularly discussed the above research issue, but was also the first to establish
the importance of subtitling in the context of foreign language learning and teaching.
Film subtitles as a means of foreign language pedagogy have attracted the interest of
scholars such as Danan (1991), Gottlieb (1992) and Xiao (2010; 2012). All of them
have discussed effective ways of using AVT products in classroom teaching and
learning. Studying from the perspective of foreign language pedagogy, however, is
still in its infancy within film translation study; as such, more systematic and specific
research is needed. In 1976, Fodor published his book, Film Dubbing: Phonetic,
Semiotic, Esthetic and Psychological Aspects. In it, Fodor discussed the idea of
“synchronization” in voice, characterization and performance in the process of film
translation, suggesting that this technique might help the translated film appear more
natural and result in higher audience satisfaction. He also argued that it was
impossible to make film translation perfect in every aspect given variable factors such
as how body language changes with different cultural backgrounds, customs and
languages, etc. (1976: 82) Furthermore, Fodor explained the different meanings
behind certain kinds of body language in various cultures and discussed the variety of
visual effects that were produced by different angles in film shooting. Although
Fodor’s approach focused on dubbing rather than subtitling in film translation, his
contribution is still worthy of consideration in the study of film subtitle translation,
because subtitling also relates to the above-mentioned factors and elements in its
nature. Overall, Fodor was the first to study film dubbing translation from diversified
perspectives such as psychology, linguistics, semiology and aesthetics. His all-round
study offered a foundation to the subsequent construction of film translation theories
in the West. The research points discussed by Fodor prompt me to consider subtitle
translation as a multicomponent task, which involves the receptor’s language
preference, effective strategies and intercultural factors. These elements may

determine whether the translation is linguistically correct and culturally acceptable.
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In his (1982) article, “Les sous-titres... un mal necessaire”, Marleau largely discussed
the techniques of subtitle type-setting as well as analysing the issues in film subtitle
translation from its technological, linguistic, psychological and artistic angles. He
stated that the problems relate to composition, as well as being the first to draw
attention to the economic factors in film subtitle translation, along with emphasizing
the importance of teamwork when producing high-quality translated films. In his
study, the mechanical limits, economic factor and social value are all components that
the translator should be aware of in the process of subtitling. Like Fodor, he noticed
the subtitle translation is not isolated or simplistic in nature; it should involve the
concerns of subtitle drafting skills, linguistic knowledge, the receptor’s language
preference and the ability to accept the source culture, as well as the recognition of
social surroundings and knowledge of performing arts. Since it is imperative that all
the necessary techniques are used and knowledge applied, Marleau suggested that
translating a film needs a group of people to work together. In my opinion, the subtitle
translator should have a certain level of skill and knowledge in order produce readable
translated subtitles, which can meet the basic mechanical requirement (for example, to
decide the number of lines in each frame or; to make the effective length of translated
subtitles), as well as the overarching requirement of translation (for example, to make
the translated subtitles correct in terms of language and acceptable in terms of culture).
In turn, the translator should pass his draft work to other teamworkers to modify the
composition of translated subtitles, align the subtitles with the corresponding frames,

or setting or embellishing the frames.

In the same year, Titford, in his book Subtitling: Constrained Translation, introduced
his celebrated idea of “constrained translation” by considering film as a means of
constrained media. For him, subtitling was “constrained” because it needs to meet the
requirement of “synchronization” with dubbing and moving pictures. Subsequent to
Titford’s theory, scholars such as Asensio, Kelly and Gallardo located the concept of
“constrained translation” within their later practice of film subtitle translation. As a
researcher of subtitling, I agree with Titford’s consideration, because subtitling
unavoidably encounters limitations along the lines of the aforementioned unique
character of audiovisual materials. In this research, the limits of the mechanical arts in
translating Chinese subtitles and original English subtitles are also mentioned.

Considerations of the proper length of translated Chinese subtitles and original
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subtitles are reflected in the first hypothesis. Before starting to compare the length
difference between each pair of translated subtitles and its corresponding original text,
I conducted two interviews and read relative literature to identify the acceptable

numbers of words in each line of a subtitle in both Chinese and English.

2.4.2 Period in which AVT Study Flourished

The year 1987 can be regarded as the start of a flourishing period for AVT Study in
the West. The symbolic event was a conference held by the European Broadcasting
Union on the subject of dubbing and subtitling which took place in Stockholm. After
this conference, a number of other conferences as well as publications on film

translation were organized.

In an article for Babel entitled “Translation and mass communication: film and TV
translation as evidence of cultural dynamics”, Delabastita (1989) focused on cultural
elements within AVT. Based on his early study of descriptive translation studies (DTS)
and pun translation, his emphasis on “the norms that underlie translation behaviour”
motivated other scholars in this area. I agree with the importance of cultural
components in AVT. In the translated films, the transfer between two cultures is
inevitable in the process of subtitle translation, since “language reflects and affects
culture; they are human inventions. They are two dimensions of each other,
interrelated and inseparable” (Fantini, ed. 1997: 4). In this study, two types of
culturally loaded expressions (introduced in the abstract as traditional expressions and
popular expressions) in the translated Chinese subtitles in the given data highlight the
relationship between language and culture. In turn, the standards for ensuring the

quality of subtitling should be linguistically correct and culturally accepted.

Since 1990, more and more scholars have contributed their talents and efforts to the
study of film translation, typified by Luyken’s collaboration with other scholars in the
publication of the book, Overcoming Language Barriers in TV: Dubbing and
Subtitling for the European Audience. (1993) This book offered a great deal to the
study of AVT at the time of publication. In it, Luyken stated that it was necessary to
undertake classified study on various translation modes. He also analysed different

translation methods that can be applied in various kinds of language transfer in films.
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Using a large amount of data that was collected from translated European films, costs
and audience preferences helped this book become influential in its field. Luyken
pointed out that, unlike literary translation, subtitle translation is restricted by time
and space. As such, subtitlers should consider the readable length of translated
subtitles first. An awareness of cultural elements is also important in the process of
translation because cultural ignorance may result in undertranslation. In this research,
I will take the consideration of the readable length as my first hypothesis. Besides
referencing the standard length of Chinese subtitles and that of English subtitles, 1
also consider the regularity of E-C subtitling in the selected animation films. Cultural

elements are also reflected in my second and third hypotheses.

Soon afterwards, in 1992, Ivarsson published his book, Subtitling for the Media: A
Handbook of an Art. This book was regarded as the first authoritative work on the
study of subtitle translation. In the book, Ivarsson explicitly introduced the developing
history of subtitle translation and, informed by his rich practical experience as a
subtitle translator, he recorded his own understanding of subtitle translation
techniques and strategies. In 1998, Ivarsson published the second edition of this book
with the help of Carroll, simply renaming the book Subtitling, and addressing more
topical subtitle translation strategies that were being used in new media technologies
such as digital technology. In so doing, Carroll and Ivarsson established “Practice
Guidelines for Successful Subtitle Translation”. However, as these guidelines were
limited by the scope of the study area, culture and language, they were too general in
terms of offering suggestions and solutions to possible problems that the translator
might meet in his or her practical work. Nonetheless, in terms of the development of
AVT study in the West, Ivarsson’s two books are still considered as the foundation for

the development of Europe-based AVT study.

After 1995, AVT study in the West developed at a much faster rate with scholars
carrying out more research on this subject, especially European scholars. The most
influential amongst them are Gambier, Gottlieb, Karamitroglou, Ivarsson, Chaume
and Diaz-Cintas. In the next section, their studies’ value and limits are reviewed.

One of the leading figures in the study field of AVT, Gambier has attended and
presided over almost all conferences on the subject of AVT studies as well as having

written books and edited a great number of academic journals. In his written work, he
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has classified the types of subtitle translation modes, discussed feasible translation
strategies and approached the acceptance of subtitle translation. In 2001, Gambier and
Gottlieb published a collection of symposium papers under the title, (Multi) Media
Translation: Concepts, Practices and Research. This collection brought together 26
articles on various topics relating to multimedia translation from two famous
conferences. Most of these articles discuss subtitling. The article authors provided
different research perspectives on the strategies of subtitling, including James’
emphasis on quality control in subtitling, Diaz -Cintas’ discussion on certain factors in
the quality of subtitling, and Ceron’s focus on punctuation in subtitling. In 2003, in
his book, Screen Transadaptation: Perception and Reception, Gambier discussed the

political impact on languages used in film translation.

Gottlieb can be said to be one of the pioneers in translation studies who are concerned
with subtitling. He has studied subtitle translation from a linguistic perspective. His
main contribution to this field of study can be summarized as subtitle translation
strategies: ‘“‘expansion, paraphrase, transfer, imitation, transcription, dislocation,
condensation, decimation, deletion and resignation” (1992: 166) (Typology will be
explained in details in the next chapter) as well as subtitle translation as a means of
foreign language pedagogy. In 1992, he published an article entitled “Subtitling: a
new university discipline” (Dollerup, 1992). He defined the term “subtitle” in five
respects: 1) written, 2) additive (e.g., new verbal material is added in the form of
subtitles), 3) immediate, 4) synchronous, and 5) polymedial (e.g., at least two
channels are employed) forms of translation. (ibid: 162) A subtitle, according to
Gottlieb, functions as a special translation form in writing that needs to include
additional information for enhanced understanding by the target audience. It appears
in the lower part of the screen immediately, and should be synchronous with
audiovisual pictures and the characters’ performance (1992: 161). For Gottlieb,
subtitle translation differs from other kinds of translation because it is limited by
technical factors and situational contexts. Gottlieb classified the constraints of subtitle
translation into two categories: formal/quantitative and textual/qualitative (ibid: 164).
The former category deals with the physical limitations of subtitle translation; the
latter, however, places an emphasis upon synchronism between characters’ dialogue

and the moving image when subtitling.
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According to Gottlieb, the acceptable time period for a subtitle to remain on screen is
about two to three seconds, as it gives the audience enough time to read the subtitle.
In the case of the English language, the recommended length for a subtitle is no more
than 35 letters; for Chinese, however, the maximum is estimated at less than 15
characters (Wang 2014:306) or the ideal length of a Chinese subtitle is 11-15
characters. (Li and Bo 2005: 46). The words in subtitles have the feature of
instantaneity: they are unlike words in books and, as such, the audience may not get a
chance to reread them. So, the expectations for subtitling are much greater than for

other types of translation.

Over the past decade, AVT study has developed rapidly in European countries, while
more and more international academic conferences and organizations are emerging
related to this subject. Most scholars emanate from northern European countries
where the leading topic is subtitle translation rather than dubbing translation. In turn,
the main themes of the aforementioned conferences are always concerned with the
study of subtitle translation. For instance, in February 2004, an international
conference was held in London entitled “Language Transfer on Screen”. Over 100
scholars submitted and discussed their articles at this conference. Meanwhile, in
October 2005, another international conference took place at the University of
Bologna, Italy, on the topic of “Between text and images: the latest film translation
study”. Moreover, the international “Languages and Media” conference, which is held
every two years in Berlin, regularly brings together a great number of AVT
researchers and scholars for the purpose of exchanging information with, and learning

from, each other.

The International Federation of Translators (officially known as Fédération
Internationale des Traducteurs, or FIT) was the first academic organization to
understand the importance of AVT study. In 1987, they established a committee
called “Media Translators and Interpreters” at the FIT World Congress, particularly to
explore developing issues in Media Translation. Meanwhile, in 1995, the European
Association for Studies in Screen Translations (ESIST) was set up and soon became
the most influential academic organization for AVT studies in Europe. Prompted by
the observation that AVT was not receiving enough attention from existing scholars,

ESIST was established by 16 university teachers, drawn from 10 different European
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countries, all of whom were interested in the study of AVT. Since its establishment
the association has sought to emphasize and improve the development of study in this
area, with the purpose of offering an opportunity to scholars, teachers, students, and
audiovisual translators to communicate with each other, and discuss the pedagogies
and practicalities of AVT.

In recent years, publishers such as St. Jerome and John Benjamins have printed a
number of Diaz-Cintas’ works as well as collaborations with other scholars These
publications include Media for All: Subtitling for the Deaf, Audio Description, and
Sign Language (2007); The Didactics of Audiovisual Translation (2008); Audiovisual
Translation; Language Transfer on Screen (2009); New Trends in Audiovisual
Translation (2009); and Insights into Audiovisual Translation and Media Accessibility
(2010). In addition, in 2007, Diaz-Cintas collaborated on the textbook, Audiovisual
Translation: Subtitling (Translation Practices Explained), with Remael. This book
has since been widely recognized in a number of European countries as the first
textbook of Subtitle Translation and includes assorted DVD materials as well. In his
works, Cintas emphasized the importance of cultural elements when translating films

and creating other types of AV products.

In New Trends in Audiovisual Translation (2009), Cintas and other leading experts in
the field of AVT discussed innovative and interdisciplinary topics that offered new
insights into the study of AVT. In a highly convincing way, it discussed some of the
main linguistic and cultural challenges that translators encounter when translating
films and other audiovisual productions. In the first part of this work, he collated
papers that shared the common thread of looking at AVT from the perspective of
cultural awareness. Experts from different countries discussed their own specific
studies from the viewpoint of cultural differences. For instance, in his article
“Subtitling against the current: Danish concepts, English minds”, Gottlieb discussed
the strategies used in the subtitling of extra-linguistic, culturally specific references
and discovered that the genre of film plays a part in some cases of subtitle translation.
Within subtitle translation between Chinese and English, the current researcher found
that the genre of film plays an important role to a certain extent. For example, when
subtitling a documentary film about the life of ethnically diverse people in Southwest
China, the subtitler may mainly use the strategies of cross-cultural awareness in their

translation process. Meanwhile, when translating an English comedy film into
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Chinese, the subtitler may employ vernacular expressions in Chinese found on the
internet in order to attract more audience. Pettit, in her article “Connecting cultures:
cultural transfer in subtitling and dubbing”, investigated the specific problems that
relate to cultural features embedded within audiovisual products. From within her
particular study area, she examined how cultural transfer is carried out between
English and French in two AVT modes from the perspective of pragmatics and
semiotics. Pettit’s view of “cultural transfer” in AVT subtitling is consistent with
former scholars who consider that “language is a part of culture” and emphasized the
importance of culturally loaded words in subtitling. When considering E-C subtitle
translation, I will also emphasize the importance of ‘“cultural awareness” in the
process of translation, because film products, as a form of cultural product, will

inevitably be involved in cultural discourse.

In 2009, Cintas also edited a collection of symposium papers entitled Audiovisual
Translation: Language Transfer on Screen, with Anderman. Included in this
collection of papers were two on the topic of subtitling. These contributions offered a
detailed view of translation modes used in audiovisual media. In “Subtitling for the
DVD Industry”, Georgakopoulou discussed the rapid development of the DVD
market and the rise in subtitling within the international market. She explained several
constraints that are generally inherent in subtitling along with discussing subtitling
from English into other languages in particular. She analysed data from the European
Captioning Institute (ECI), a UK-based subtitling company and one of the global
leaders in multilingual DVD subtitling. Georgakopoulou’s main contribution was to
point out the potential of subtitling offered by the ‘template’, a file containing the
master (sub) titles in English that is subsequently the foundation for translation into
all languages in a given project. However, the understanding of “centralization” in
this article only reflected the viewpoint of a company manager, not that of AVT

professionals.

Meanwhile, in “Subtitling Norms in Greece and Spain”, Sokoli focused on norms in
the choices made by subtitlers, as manifested in the translated films themselves. In
response, she proposed bringing in an evaluative element as her contribution to the
evolution of DTS. The following table shows the summary of her found norms (p.
202):

28



" Greece Spain
Initial norm Target-oriented Not clear, slightly source-
oriented
Expectancy norms || viewers expect to understand || Viewers expect full subtitles

the film

containing all information

translation

Omissions are permitted only
when unavoidable

Fullness of “ Omissions are allowed

Distribution and
segmentation

Subtitles should be well-cued
and respect cuts

Each subtitle should have a
complete meaning

Textual norms Preference for simple words and

uncomplicated syntactic
structures

Preference for uncomplicated
syntactic structures

Her findings from the corpus offer a useful document in her discussed languages.
Meanwhile, regarding E-C subtitle translations, her concern for technique constraints,
the expectancy norms of clarity and understanding, the professional norm of
preference for simple words and uncomplicated structures are worth referencing and
studying. In the second hypothesis of this research, the use of traditional expressions
(e.g., Chinese idioms, archaisms) in E-C subtitle translation is accepted as an effective
way for shortening the length of a translated subtitle, and for it to be displayed in a
simple structure. The expected third hypothesis will explore the use of popular
expressions (e.g., popular language in social networks, neologisms) in making the
translated subtitle understandable and meeting the language preference of young

people (the main audience for translated animation films in China).

However, the link between globalization and subtitling is her weakness. Furthermore,
in “Amateur Subtitling on the Internet”, Bogucki assessed the available criteria (e.g.,
there should be no more than two lines in subtitles) for quality assessment and their
application to AVT by taking a film as a study sample. As for E-C subtitle translation,
the readable number of lines is also considered to be “no more than two lines on one
frame” (Yang 2012 cited in Yang 2014:174). Therefore, in this research, the readable
length (the ideal numbers of words or characters) for a translated subtitle will be

discussed in relation to single-line subtitles.
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In summary, as a leading figure amongst current experts in AVT, Diaz-Cintas has
made a considerable contribution to the discussion of translation strategies and modes
from diversified and multidisciplinary perspectives such as linguistics, pragmatics,
semiotics and cultural studies. Although his research has subsequently inspired other
scholars, none of them are native Chinese speakers, and therefore his achievements
have limitations for Chinese scholars. In recent years, more and more scholars have
taken up the study of AVT, while young academics have conducted doctoral research
into AVT and Subtitling. In 2013, Altahri investigated the problems and strategies
involved in Arabic subtitling of the cultural references in the Harry Potter film series.
He specifically analysed different types of cultural factor, such as names of people,
mythological creatures, magical objects, place names, foods, and neologisms, which
are considered to be the basic elements in a film. His conclusion was that there was a
complexity of cultural, ideological and technical aspects, all of which has had a
significant impact on subtitlers, and that the concern of cultural factors in AVT is
necessary, especially when translating from English to Arabic given that the cultural
backgrounds in these two languages are very different. His analysis shows that the
Arabic subtitlers tend to use more strategies as intercultural communication,
globalization, and localization in dealing with cultural references. Although his
research focused on the transference of English into Arabic at the levels of language
and culture, it still has relevance to this current study because of its focus on subtitling
from the perspective of cultural awareness. His discussion of names of characters and
places, proper nouns and translation strategies from the perspective of cultural
awareness, such as globalization and localization, are new insights that are relevant to
the current study. Besides making selections from Gottlieb’s typology, the
consideration of globalization and localization forms part of my discussion about

effective strategies in E-C subtitle translation.

It is clear that the work undertaken by scholars in Western countries that the study of
AVT in the West has developed in a diversified and interdisciplinary way. Over 50
years ago, scholars began to carry out research on the topic of AVT in response to the
invention of TV and films. In order to broaden the overseas market and attract more
audiences, subtitle translation emerged as a new discipline in the film producing

sector. Therefore, scholars and practitioners began to identify effective strategies in
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producing better quality translated products. In the past 20 years, experts in different
European countries have carried out their own research in AVT from more varied
perspectives. Some of them have investigated the strategies and typologies of
translation modes from the viewpoint of linguistics; some of them have carried out
their study from the perspective of cultural studies; and some have preferred to
undertake research by considering the up-to-date forms of media, such as mobile and
digital video. Moreover, study in this area has entered a boom period due to an
increasing number of AVT academic committees being established, international
conferences, and academic journals. There are more and more scholars, practitioners,
practical subtitle translators, university teachers and postgraduate students interested
in this subject. Their research and achievements have offered other countries like
China, which are in the early stages of studying AVT, innumerable invaluable ideas
and information. The following section provides an historical overview of the
development of AVT in China, followed by a detailed comparison and, finally,
suggestions for promoting the study of AVT in China.

2.5 Research into Subtitling in China

The previous section emphasized the development of AVT study in the West across a
40-year period, during which time Western scholars built up a relevant theoretical
system and obtained practical experience. The objects and perspectives of AVT study
in the West have, in turn, diversified and become multidisciplinary. Within Europe,
scholars in France, Germany, Italy and Spain focus more on Dubbing, while those in
Belgium, Finland, Denmark, Greece and other northern European countries place
more emphasis on the study of subtitling. Therefore, it is reasonable to state that
scholars in the West, especially those from European countries, have achieved a great
deal in AVT study and consequently lead the field globally; whereas the study of AVT
started much later in China because TV sets and films were introduced to this country
more recently than in the West. This has meant that the study of AVT in China
remains insufficient. In the next section, the researcher provides an overview of the

study of AVT in China.
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2.5.1 AVT Study Prior to the Founding of the People’s Republic of China

Before the founding of the PRC, there was no systematic AVT research in China
simply because film was not commonplace in people’s lives. Cinemas were only
found in big cities and, in any case, foreign films often had a limited release.
Moreover, the TV set was a luxury product for the average family, and there were no
imported foreign TV programs to watch either. At this point, while AVT study existed,

it was very limited and focused on the study of film translation.

After 1910, a greater number of foreign silent films began to be imported into China.
The common method of translation at that time was in the form of an interpreter
explaining the main idea of the film ‘live’ to the audience. As they had to carry out
this work on the spot, the translation was of dubious quality because it often included

plot omissions and other kinds of translating mistakes.

Up until 1936, foreign films were exported to China regularly. Although some foreign
film producers applied Chinese subtitles to the films, the quality of the subtitle
translation was not always satisfactory. There were many problems in subtitles such as
incorrect translations, wrongly spelled characters and incomprehensible explanations.
However, in 1939, film translation in China experienced a step change in its
development with the invention of “Earphone”. Earphone equipment was similar to
today’s Simultaneous Interpretation Conference System (SICS). Earphone finally led
to a shift from translating the main idea of a film to translating a film in a more
detailed way, such as translating in relation to the personalities of different characters
and the explanation of the plots. In addition, Earphone was essentially the prototype
of dubbing because of its function of displaying the language features of film

dialogues. After 1946, dubbing formally became a translation mode in film translation.

2.5.2 New China Era

The period known as the new China was established in 1949 with the establishment of
the PRC. The study of film translation gradually developed as a consequence of an
increase in the number of imported foreign films. The core research area was
concerned with dubbing because English, as a foreign language, was not widely

understood by the average person. The Changchun Film Studio and the Shanghai Film
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Studio were the two main sites of film translating at the beginning of the 1950s. The
first translated subtitled film was called {(Hi#H—I<) (4 Common Soldier), which
was made by the Changchun Film Studio in 1950; while the first dubbed film was
called (/NJLHE) (Little Hero), which was produced by the Shanghai Film Studio
(Ma 2005: 277). Both of these film studios played a very important role in the history
of translated films in China, particularly the Shanghai Film Studio, which was
responsible for 75% of the total amount of foreign films that were translated.
However, the number of imported foreign films was very limited due to the Chinese
government’s strict political opinions. In addition, although the TV set was introduced
into China in 1950, no foreign TV programme was broadcast in China until 1980. For
these reasons, the study of AVT did not have a realistic chance of developing until the

advent of the PRC’s Reform and Opening-up Policy (Ma 2005: 3).

Nowadays, there are over 10 leading professional film translation studios in China.
Other than the two previously mentioned, the Liberation Army Film Studio, the
Beijing Film Studio, the Liaoning People’s Arts Theatre, the International Department
of CCTV (the PRC state broadcaster), the Shanghai TV Station, the Guangdong TV
Station, the Shanghai Audio and Video Archive, the Tianshang Film Studio, and the
Tianjin Film Studio are all undertaking AVT works. Besides these official institutions,
more and more subtitle translation groups, known as “Fansubs”, have emerged on the
internet. The majority of translators in Fansubs are individual language learners and
film translation fans. Although the quality of Fansubs’ work is not as good as that
provided by official institutions, their translation of a new film or TV program can

often be completed within a few hours.

2.5.3 AVT Study in China

Compared with the development of Literary Translation in China, the study of AVT
has not historically been a major branch in translation studies because of the
aforementioned reasons. No systemic theories have been constructed as a result.
However, in the short history of the development of AVT study in China, three leading

figures are worthy of introduction.
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Qian has over 1,000 AVT works to his name as a translation practitioner. Many of his
works are well known in China, such as for the popular American TV series Growing
Pains and The Thorn Birds. In 2000, he published an article entitled {5240 %1F—HH
P [ ok AR ) (“AVT study: its growing importance within
translation studies”). He stated that the translation of film is an important and creative
activity. It is not only a means of exhibiting foreign cultures but a direct way of
introducing local culture to the world. Translators ought to take the cultural elements,
film industry values, audience psychology, and social effect into consideration. In
order to bring about an equivalent translation, they need to be faithful to the original

content, and fully understand the inherent cultural differences.

Appealing to relevant scholars and practitioners to put more effort into the study of
AVT, his article concluded that there are five features of language in AVT products;
namely, comprehensive, audio, instantaneous, informal and non-annotated. At first,
AVT products should be regarded as comprehensive works of arts, because an
audience can obtain both audio and visual information. Secondly, AVT products differ
from literary works given the audio features involved. Thirdly, because subtitles and
dialogue emerge on the screen instantaneously, the translated subtitles should be
equally instantaneous as well. Next, audiences have to comprehend immediately if the
verbal language in AVT products is instantaneous. Consequently, it makes the
language in AVT informal in its expression. In other words, the subtitle translation
should be simple and easily understood by the average audience. Last but not least, in
contrast to literary translation, AVT translation cannot be annotated because of its time

and spatial constraints.

Moreover, informed by his rich experience as a translation practitioner, he drew
attention to seven features of translation technique in this article. The first is to help
audiences work out objectively; the second is to emphasize the synchronism of the
subtitles and actors’ lip movements; the third is to make subtitles match film pictures,
with translators encouraged to introduce a pause in subtitles if there is a pause in any
character’s dialogue; the fourth is that translators need to consider whether it is
necessary to include an annotation in instances involving non-verbal language, such

as gestures by the actors; the fifth is that translators have to make sure their translation
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is an equal transfer in terms of both language and culture; the sixth is that translators
have to think about difficult language points, such as puns and jokes; and, finally, the
seventh is that the translated version should be simple and easily understood by the
average audience. Amongst the translation principles of “faithfulness,
comprehensiveness and aesthetics” (Yan, 1898 cited in Zhang, 2009:64), Qian has
stated that “comprehensiveness” is the most important criterion for him, because the
readable information from the translated subtitles is the main concern of the audience.

More recently, scholars have discussed Qian’s definitions of AVT language features
more widely and deeply. These include Du who wrote a chapter entitled “SZA0EH & 1
RERPE” (“The Specialty of AVT”) in his (2013) book, (FE:AilisZ MBI L5070

(Basic AVT Study); and, Zhang in the (2011) article (FZALIE 5 IIHE S K< TN 2245
WAl 35> p SCEE E B PR EHT)  (“AVT language features and an analysis on the
dubbing of Alice’s Adventures in Wonderland”). Some scholars have considered
Qian’s seven features of technique in relation to their own study areas; for example,
Zhang’s (2013) article, /14 FL 52 9% 3 % (1) B (1) = [R] 70 47> (“The difference
between Chinese and English subtitle translation”), emphasized the importance of
cultural awareness in AVT works in his explanation of Qian’s seven features of
practical techniques. He discussed the highly frequent use of Skopos, functionalism,
or other types of “audience-centred” theories as representing the mainstream in AVT
study in China. He also suggested that the strategies of direct translation, free
translation and condensation are effective in the context of AVT. While I agree with
“audience-centred” theories, compared with Even-Zohar’s polysystem theory, the
latter is more considerate to the various influence factors of AVT products (this theory
will be discussed in more detail in the later part of this chapter as the theoretical

framework of this study).

Overall, Qian’s five features of AVT language and seven practical techniques have
offered a younger generation of scholars an invaluable foundation on which to build

their own study.

Ma’s specialism is translation and intercultural communications studies. He has nearly
30 years’ experience as a practitioner in AVT. Amongst his practical works, his

translation for programs such as “1E KJil1%” (Zhengda Theatre) and” [E R
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(International Film Theatre) on CCTYV, as well as his translations for over 50 TV
series (about 600 episodes in total) helped him win the “Feitian Prize”, a competition
for dubbed films. In 1997, he published an article called “V 5 FILEH 13 i FE A< i 1)
(“A discussion on the basic features of AVT”) in his university’s academic journal. In
this article, Ma listed five basic features of AVT based on his professional knowledge
and extensive practical experience. The five features are: colloquial, personalized
verbal language, emotional, lip-sync and popular. Moreover, in another article (2003),
he re-emphasized these five features in a deeper way by referring to copious practical

examples.

In 2011, 12 out of 78 articles were focused on the perspective of cultural awareness.
In her article published in (WX 3C2%%) (Times Literature), under the title of {5241
B IS SCALERITY - (“The study of audiovisual translation from the perspective of
intercultural study”), from the perspective of intercultural communication, she defined
the concept of “Intercultural Interpretation” as a means by which to use relevant
methods and theories in the study of intercultural communication to solve difficulties
in AVT. The main concerns in her study are the importance of equivalent
“information transfer” between the source and target languages, and the use of the
“target audience-centred” translation method. Hu regarded “translation” as a kind of
intercultural activity, stating that language, culture, and translation are three elements
that cannot be separated. 1 agree with this opinion and believe that these three
elements are the essentials of subtitle translation. Moreover, in this article, Hu talked
about the main features of film language as being colloquial, simple and characterized,

cultural, partial, and limits in time and space.

The linguistic peculiarities in both the original language and the target language
should be studied in the first instance. For Ma, conclusions about film language
features are made more from the perspective of mechanic considerations, while Hu
emphasizes the need for more awareness of cultural components. In this study, since
the focus is on language and culture, Hu’s conclusion needs to be explained in more

detail. In my understanding, these features can be explained as in the following:

Colloquial
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Most films focus on telling a story through a series of interactions involving the main
characters. The interactions are always conducted through dialogue. Therefore, the

language within the dialogue is commonly recognized as colloquial in its expression.

Simplicity
As most communication is by colloquial language, language in common narrative

films should be simple and easy to comprehend.

Characterization
With different roles and characters in a film, the manner of spoken as well as non-
verbal languages (e.g., body language) may differ. Therefore, performances may vary

according to the difference in characterization, including use of language.

Culture
Cultural elements may appear anywhere in a film, and language is a key conduit for

the communication of culturally significant information (Kramsch 1998: 35).

Partiality

Film translation normally appears in the form of subtitles or dubbing. In both these
forms, language transfer is part of the process that has to be brought together with the
movie pictures, voicing and other elements before the full translated product can be

presented to the audience.

Limits in Time and Space

As subtitles cannot be isolated by other components in a film product, they are limited
by time and space constraints. On the one hand, they cannot remain in a fixed place in
the same way as the words in a book or other printed literature. When the image or
setting in a given film sequence changes, the subtitles should unavoidably be changed
— that is the nature of their temporal aspect. Similar to this, the nature of a subtitle’s
spatial aspect also needs to be considered when the translator determines the length of

each piece of translated subtitle.

In June 2005, Ma published the book (FZMLIEFIMILY (The Theory of Audiovisual
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Translation) with the help of his university publishing house. In this book, which is
considered to be an important work in the area of AVT study within China in recent
years, Ma analysed the essence of AVT, explained the concept of translated films and
discussed the nature of translated films and their meanings in relation to sociocultural
development. He further stated in this book his understanding of the principles of film
translation, as well as offering solutions to some of the problems that occurred in his
practical experience. From the perspectives of Communication, the second coding
theory, Semiology, Hermeneutics, and Aesthetics, amongst others, Ma offered his

various criticisms and analyses of the theory of AVT.

Building on Ma’s five AVT principles, postgraduate students and other young scholars
have developed their own case studies in this subject area. For instance, in his (2011)
dissertation entitled Film Subtitle Translation with the Perspective of Functionalism -
A Case Study of Gong Fu Panda, Zhang discussed the translation strategies used by
the fansubs (e.g., expansion, explanation) and explained the benefits in using popular
Internet words and frequently used terms (hot words). As I presume that these popular
expressions are used in the released subtitle translation as well, I will operationlize the

chosen methodologies to test my findings in the discussion and data analysis chapters.

Another leading figure in the area of AVT in China is Zhang, who specializes in
translation theories and practice and the study of AVT. He has also been responsible
for translating over 300 episodes of TV series including (IR ZFHE) (Hunter),

(BRESHE) (4 Streetcar Named Desire) and LR FJEWY (Anna

Kapenuna).

In 1998, Zhang defined language in AVT as possessing two distinctive features -
instantaneous and popular - in his article entitled (FZALENIFWIEEY (“The first
exploration of AVT”), which was published in the renowned academic journal,
[E # P& )  (Chinese Translators Journal). In this article, Zhang highlighted the
differences between AVT and literary translation, as well as explaining his
understanding of the nature, principles and techniques of AVT. In addition, he
emphasized the important role that cultural elements play in AVT and, by analysing

practical examples, discussed methods especially for translating puns.
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The younger generation of AVT scholars has often referred to Zhang’s definition of
AVT language features in their own research. One example would be Zheng’s (2011)
Master’s degree dissertation, M [E ) Ge B iR BB IRIT 2 F B3 ) (Film
Subtitle Translation from the Perspective of German Functionalism), in which she
combined the ideas of Zhang and Qian’s definition of AVT language features, and
located them within her discussion by analysing specific examples. Taking the
features of AVT language as her foundation, she discussed translation strategies used
from the perspective of German Functionalism. According to her conclusion, AVT
language features, such as colloquial or instantaneous features, are inevitable given
the specific characteristics of AVT products. Translators should be vigilant about the
presence of these characteristics in their work in order to ensure that every element of
an AVT product is synchronized so that the finished product is both accurate and

acceptable to audiences.

The above three scholars have become well known in the area of AVT in China as a
consequence of their considerable experience as practitioners and insights in AVT
practice and research. More recent scholars have in turn built their own research work
on the foundations of these pioneers, and in turn made their own unique contributions
to the discussion of AVT, its features and principles, in a broader and deeper way. Li
(2001) analysed the characteristics of subtitle translation and identified relevant
strategies in his published article, § 5% %l % S B& ) (Subtitling strategies).
Discussing his own practical experience from the perspective of text translation theory,
he offered solutions for addressing the constraints on time and space in AVT, and also
emphasized the features of AVT language and the impact of cultural factors in subtitle
translation. In conclusion, he stated that subtitle translation should offer the audience
as much information as effectively possible within the limited time and spatial

conditions that exist.

In Zhao’s article ] &iEF PUX EEFJE)  (“Four pairs of conflicts in
translated movies”), she analysed a number of actual practitioner experiences and
concluded that there are four pairs of conflict in AVT: 1) between the shape of the

character’s mouth and the context; 2) between the order of language speaking and the
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pictures; 3) foreignization and domestication; and, 4) transliteration and free
translation. She offered her own solutions for solving these problems, emphasizing
the strategies of synchronization, coherence and cultural images in the process. The
first two conflicts in her study belong to the category of mechanics and techniques,
while the last two conflicts refer to the translation methods and strategies that are
considered to be widely used in film translation. Other than the way in which one
language is translated into another, the method of transferring one culture into another

1s also concerned.

Other scholars have focused their studies from other perspectives, such as linguistics,
translation studies and cultural studies, such as Wang who in 2013 explored
translation strategies for jokes, slang, vulgarity, court language, figures etc. In the
West, scholars have also applied certain translation theories to the study of AVT. The
main theories are relevance theory, Skopos theory, descriptive translation and
interdisciplinary studies. The same is true in China, where scholars have usually
combined these theories and applied them to their research into AVT. They have also
focused on the discussion of Lefevere’s power controlling theory and Venuti’s
domestication theory (Gambier, 2008: 25). For instance, Wang (2007) focused on the
combination of Skopos theory and functionalism in explaining the features of AVT.
According to Wang, translators ought to select the most useful information from the
original dialogue, and then translate it into the target language. This suggestion first
guides the subtitlers towards an understanding of the original text so that they can
then be in a position to select the essential meaning of the original text, thereby
expressing it in the target language. Given the mechanical limitations of film subtitles,
I agree with this suggestion. However, decimation or deletion is not applicable in film

translation, since an extreme approach will render the translation non-understandable.

Translation is regarded as “an act of intercultural communication rather than simply
inter-linguistic” (Cintas in Orero ed. 2004: 31). Through the social organization of
talk, culture is constructed across day-to-day dialogues; therefore, the term ‘cultural
awareness’ has been defined as sensitivity to the impact of culturally-induced
behaviour on language use and communication (Kramsch 1998: 51; Tomalin and
Stempleski, 1993: 5). When considering the translation of foreign films, we may have

to raise awareness of cultural information in order to make the audience comprehend
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the movie appropriately. With this in mind, the use of key analysed memes may help
the film translators improve the quality of their work. As a consequence, the
researcher will focus on the differences between Western and Chinese culture in my
thesis with a view to improving the accuracy in E-C subtitling films and effectiveness

in making the subtitles compatible in Chinese culture.

In the past few years, scholars have begun to study AVT from the perspective of
cultural studies. Foreign films, for example, as a carrier of culture, have introduced
target audiences to different cultures. In response, some scholars have discussed the
impact of cultural elements in AVT work, while others have undertaken AVT research
from the viewpoint of intercultural communication. Zhao and Liu have instead
focused on the methods of subtitling, by analysing the use of literal translation, free
translation, and condensed translation, and explaining their effective functions in
translating languages and cultures present in film dialogues. Chai (2001) has also
discussed some techniques that can be applied when dealing with cultural differences
in subtitling, such as rebuilding (to express the original in the subtitlers” own words,
to transfer the original culture to the target culture by filling in the cultural gaps);
polishing (to modify the translated subtitle so that it reflects accuracy of language and
acceptability of culture) and transferring (to successfully transfer languages and
cultures). Meanwhile, Gong (2008) has drawn attention to condensation, literal
translation, domestication and abstraction in solving cultural transference problems.
Increasing awareness of cultural elements in subtitle translation is a study trend both
in the West and in China, which is a reflection of increasing globalization. The
strategies mentioned by Chai and Gong set up a clear framework for the use of
appropriate strategies in subtitle translation from the perspective of cultural awareness.

That said, they only proposed a very limited number of strategies.

Although the study of AVT in China developed much later than in the West,
increasing numbers of Chinese scholars are now devoting themselves to this study
field, often following a certain degree of personal achievement in both practical work
and theoretical systematizing. Although young Chinese scholars appreciate the
achievements made in both the West and China, the gap between China and Western
countries is still wide. The next step for the study of AVT in China, then, should be the

systematic construction of theories by Chinese scholars, alongside the promotion of
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the study of AVT in a more diversified and interdisciplinary way. In this research, I
hope to identify the features of subtitle translation in E-C animation films, as well as
discuss effective translation strategies. These contributions will hopefully strengthen

AVT study pursuits in China, at both a theoretical and practical level.

Between 2008 and 2013, a keyword search for “audiovisual translation/subtitling”
conducted with the primary academic online reference source in China, cnki.net,
returned over 60 articles on this subject in each of the last five years. Till this year,
more and more scholars (about 1600 articles) have begun to study this subject in a
disciplinary way. For example, some scholars have undertaken their work from the
perspective of cultural difference or intercultural communication. In 2012, there were
6 out of 64 papers on this subject, while, in 2013, there were 12 out of 72 papers
looking into it. Other scholars have focused on the discussion of effective translation
strategies from the perspective of Reception Aesthetics, Poetics, Psychology, or
Ecological Aesthetics. In 2013, in her article entitled  M\3252 35/ i B AL T
AHPE)  (“The study of audiovisual subtitle translation from the perspective of
reception aesthetics), Wu pointed out that the target audience’s reception ought to be
at the centre of subtitle translation. Translators need to provide the target audience
with the same level of appreciation as that for the source audience. Although the
language preference of the receptors is a key when evaluating the quality of a subtitle
translation, it is not the only criterion. Besides, the linguistic features of the translated
language, the receptor’s literacy level and the cultural difference are all important
factors in subtitle translation. The hypotheses established in this study are mainly
focused on all the above factors in order to obtain more productive research results.
Further, some scholars have discussed their views on the translation of certain
common Chinese expressions, such as idioms and archaisms. As these expressions
always refer to ancient Chinese sayings or moral stories, I am minded that they can
embody traditional Chinese culture to some degree. Liu (2010) states that Nord’s
“function plus loyalty” theory is feasible in the translation of Chinese archaisms. In
her opinion, in the process of translating archaisms, translators need to be aware of the
transformation of the source meaning. Although the case study in this thesis focuses
on E-C translation, I believe the idea of keeping the original meaning in the course of

translating is applicable in E-C translation as well. Therefore, in my research, in the
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translation of E-C subtitles involving the use of archaisms, I also need to make sure
that the original meaning in English is not changed. Cheng (2011) discusses the use of
Nida’s dynamic equivalence theory, Toury’s “translated text-centred” theory, and
Venuti’s foreignization and domestication in the translation of Chinese idioms. In turn,
she refers to the strategies of literal translation, expansion, condensation, annotation in
the translation of Chinese idioms. In subtitle translations, however, in view of the
mechanical limits, literal translation and condensation may be more appropriate than
the other two methods (I will discuss this matter in detail in the data analysis and

discussion chapters).

2.6 Cultural Awareness in subtitling

Nida once pointed out that language is a part of culture; all types of text will reflect
relative culture directly or indirectly, and, furthermore, the meanings inherent in terms
and phrases are all to be found finally in its relative culture. Therefore, the difference

between cultures is naturally embodied in the respective languages (1993: 28).

In her recent study on AVT, Chai (2001) referred to three concepts from the
perspective of cultural awareness in the context of E-C subtitling: the reconstruction,
modification and transition of cultural image. Her suggestions regarding these three
points have aroused my interest in terms of the importance of cultural elements in the

subtitling translation.

2.6.1 Reconstruction of Cultural Image

Foreign films need to be translated into Chinese if these and other art forms are to be
introduced to Chinese audiences. Translating films has much in common with other
types of literary products. They express people’s thoughts, feelings and emotions
through the use of vivid language. To some degree, however, film translation may
differ from other kinds of translation, because the former ought to be audio, visual and

understandable to the audience.

Chinese uses a different language system from that of English; Chinese is based on
pictography whereas English is based on alphabetic writing. This significant

difference between language systems means that E-C film translation work is very

43



difficult. Throughout the history of film translation in China, the older generation of
translators has produced a significant body of excellent translation work for foreign
films which, in turn, provides us with many valuable resources to inform further

discussion.

There are two typical examples worthy of discussion. The first of these is the famous
film, Waterloo Bridge, which is a tragic love story. The original title of the film refers
to a specific venue (the bridge) that provides both the prelude and finale of the film.
Mindful that a Chinese audience would likely have no idea about the bridge in
question (it is located in central London), the translator concerned avoided a literal
translation of the original title as it may have put off the potential audience. For this
reason, the translator chose “ (ZEWT#AHF)  as the film’s Chinese title which means
“Heart-broken on Blue Bridge”. To explain, the first two Chinese characters mean
“heart-broken” (mostly related to loss of lover) which implies the tragic ending of the
love story. While the “Blue Bridge” refers to a Chinese traditional love story, “Wi#r
4> (Meeting on Blue Bridge): two lovers made an appointment to meet each other on
the Blue Bridge. So “Blue Bridge” is much familiar with the Chinese audience instead
of “Waterloo Bridge”, and furthermore, “Blue Bridge” means lovers’ appointment
literally. This Chinese title perfectly consolidates the Chinese culture and the

American film.

Another example is the film, Bathing Beauty, which is a comedy about a girl who is

53

good at swimming. In Chinese, “H7KJEZ%” can perfectly express the meaning of the

ok

original name, because “J<%”is ancient Chinese for a lotus that lives in mud but

whose bloom is spotless. In Chinese, a simple but innocent girl is often described as a

lotus.

The two film titles mentioned above demonstrate how the translators have ingeniously
located specific Chinese cultural features within their translation, thereby successfully
reconstructing a comprehensible, familiar, and acceptable cultural image appropriate
to the target audience. Indeed, the method of reconstructing a cultural image is
frequently used in film translation because it is reliable in successfully resolving the

problems with cultural differences and attracting bigger audiences.
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2.6.2 Modification of Cultural Image

As audiences come from highly contrasting cultural backgrounds and possess various
levels of knowledge compared with other countries, film translators have the task of
helping the audience to better understand the films they translate by using techniques
that specifically reconcile language with the history, culture, customs and religion at
the centre of the source material. The rationale behind the modification of cultural
image, then, is to make the cultural phenomena in the source language acceptable to
the target audience by adding, for instance, some kind of contextual explanation, or

adopting similar meanings of expression.

For example, some American films make reference to “Camp David” in their
screenplays. As such, translators will likely consider adding a short explanation to
help the average Chinese audience member know that this is the holiday retreat for the
incumbent President of the United States. Not every Chinese people knows that and,
therefore, including additional information of this kind will ensure that the cultural

image of Camp David is understood by a Chinese audience.

Western films often make reference to religion; for example, in everyday dialogue,
references are made to Biblical figures for comparative or reference purposes. If the
translator neglects these points, the audience may be confused if they lack an
understanding of the relative cultural knowledge. Therefore, translators are advised to
link the term “Bible” with the names or personalities referred to in order to help the
target audience understand the reference. Moreover, if audience members are
interested in knowing more after watching the film, they can read the Bible itself.
Modification of the cultural image can render the expression within the source
language clear and easily understood, and help the target audience become more

acquainted with the cultural background of the source language.

2.6.3 Transition of Cultural Image

According to Linguistics, cultures use contrasting and distinctive language techniques
to describe the same thing. For example, what is considered to be a benign cultural

image in one culture may be considered as problematic, even offensive, in another.
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One notable difference between Chinese and Western cultures is the image of the
dragon. In Chinese culture, the dragon is an image of power, and has always been
used to refer to “royalty”, “excellency” etc. However, in Western stories, the dragon
is often depicted as evil and threatening. The most precise translation in these kinds of
situation may be achieved by transiting the original image to a similar image within
the target culture, even though they may be totally oppositional in an objective sense.
Therefore, when one translates the Western image of the “dragon” to a Chinese

audience, “ZRPE” or “F4> may be used, because, in Chinese, these expressions have

the same meaning and image as the “dragon” in Western culture.

In this research, these three terms are at the forefront of my mind, such that I am
minded that making a subtitle translation successful in terms of cultural exchange
requires effective techniques. Then, in the discussion of my hypotheses on the use of
two types of culturally loaded expressions (traditional expression and popular

expression), I will reveal and discuss these effective techniques and methods.

From the perspective of cultural awareness, the reviews in the following sections take

Chinese culturally loaded expressions into account.

2.7 Studying the Translation of Proper Nouns in AVT

Dang (1996) discusses the most useful strategies in the translation of proper nouns,
namely, semantic translation and transliteration. These two translation methods are
regarded as the most frequently used methods in the translation of English and
Chinese. Wang (2012) suggests two translation strategies in scene plays:
transliteration (by using simple Chinese characters rather than complex ones, and by
using conventional Chinese characters rather than their synonyms); and the direct
transcription of English original names. Wang believes one advantage of film subtitle
translation is that subtitles should match the corresponding film pictures, such that,
when dialogue occurs between/among the characters of the film, audiences can
connect the names to the relevant characters if they are keep on hearing these names.
Therefore, the recommendation for the transcription of original English names in

subtitle translation is feasible in practice. I agree with Wang’s two solutions to the
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translation of characters’ names. The first transliteration solution involves the
traditional way of translating names in the history of English-Chinese translation
works (Chinese people have already gathered a certain degree of knowledge about
this), while the second solution is relatively new, but still workable, that is,
synchronization between the subtitles and the pictures. In addition, for common
names or famous people’s names, there is no need for transliteration because they are
well known. For example, in Yang and Rong (2012)’s paper, it was stated that the
transcription of the original English names of famous people was acceptable for a
Chinese audience. They referred to examples such as Chaucer and Dickens, who are
sufficiently well known that there is no need to translate their names (p. 149). Besides,
for commonly used names such as “Jack”, “Tom” or “Emma”, 1 believe the
transcription of these kinds of names would not pose an obstacle for the majority of
Chinese audiences, given the increasing communication between China and the rest of
the world. Moreover, in view of the mechanical constraints of making subtitles, the
transcription of original English names into translated Chinese subtitles will

effectively shorten the length of the subtitles.

When translating the names of landmarks and famous places, more care should be
taken. As these names are always associated with particular or dramatic meanings
about the city and country in which they are found, to help the audience understand
them correctly, Yin referred to two approaches concerning the translation of place
names from the perspective of functionalism (2012:72). The first approach involves
translating this type of name with Chinese Pinyin names, plus a function word for the
place or building, such as road, garden or palace. Take, for example, Sanwei Study
(Z=#RT5)2): from this translation, the target audience may know the place is a study,
named Sanwei. Although the meaning of Sanwei is not clear to the target audience,
they know the function of this place, that is, it is a study, a place for reading and
studying. The other solution is to use a full Chinese pinyin name, but by adding a note,
for example, Sanwei Shu Wu (Three-flavour Study) (=#&13)2). For this kind of
translation, the advantage is that the target audience may get to know “what this place
1s” and “what the original meaning of the place name is”. From the perspective of
offering information to the audience, the second translation is clearer and more

complete. However, considering the mechanical constraints of film subtitles, the
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method of adding a note is not always recommended; subtitlers need to estimate the
overall length of the translated subtitle and then decide on a more effective way of

translating place names.

In this study, since the translation of proper nouns is inevitable, I will discuss

effective ways of translating proper nouns according to the collected data.

2.8 Translating Chinese Idioms in AVT

Zhang and Wang (2013) analyse the application of Chinese idioms in subtitle
translation. They emphasize four advantages of using idioms in subtitling: brief,
understandable, idiomatic and artful. I agree with them because the use of Chinese
idioms may make the target audience feel that the translated subtitles are more like
real-life language. Moreover, the use of Chinese idioms in subtitle translation can
sometimes make the subtitle shorter than its corresponding literal translation.
Therefore, after defining the principles of creating subtitles (in order to make the
subtitles brief, easy to understand and limited by mechanical constraints), Zhang and
Wang recommend using Chinese idioms in subtitle translation in order to satisfy these
principles (pp. 138-139), In their further discussion, Zhang and Wang propose a
criterion for the ideal length of a one-line subtitle: “within 14 Chinese characters” (p.
139) (for a complete discussion on the ideal length of a translated Chinese subtitle,
please see Chapter 5). However, in their study, Zhang and Wang make no mention of
effective ways of using Chinese idioms in subtitle translation or criteria when using
idioms in subtitling. In this thesis, in consideration of the age range of the audience
for animated films and to make the translated subtitles more readable, I will test the
frequency of using idioms in the selected films, as well as discuss effective criteria for

using idioms in the subtitle translation of animation films.

Furthermore, since Chinese idioms are always taken from ancient moral stories and
traditional customs, I am minded that they are forms of culturally loaded words.
Therefore, research into the translation of culturally loaded words is also relevent.
Yang and Rong (2012) recommended the strategies of foreignization and
domestication for dealing with the translation of culturally loaded words. They

emphasize that “cultural equivalence” is the key criterion when translating culturally
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loaded words (p. 149). Meanwhile, Sun (2009) recommends using these two strategies
in combination (p.86), whereas He (2015) places emphasis on “keeping the original
meaning” in the process of translating Chinese idioms, which is also relevant to E-C
translation (p. 115) given that, when in translating, subtitlers should find appropriate
idioms in order to translate the original meaning of the English subtitle patterns,
thereby ensuring a successful translation. Zhang and He (2001) point out that, when
choosing culturally loaded Chinese words in subtitle translation, subtitlers should
anticipate the literacy level of the target audience, since their reading capacity,
vocabulary and social experience are all factors that should be considered when
determining translation difficulty (p. 290). I agree with the above scholars’ discussion
on the translation of culturally loaded words and believe the use of Chinese idioms in
subtitle translation is a means of cultural exchange between the source culture and the

target audience.

2.9 Translating Archaisms in AVT

No particular study on the translation of archaisms has been published by the Chinese
AVT academic community. However, Wang (2011) has presented a case study on
discussion of the translation of Chinese archaisms in translation studies. I think the
aforementioned strategies for translating archaisms in this paper are feasible in terms
of subtitle translation as well. The researcher recommends two effective strategies:
literal translation and equivalent translation. In this paper, the literal translation
method is suggested for the translation of C-E; however, this is not relevant to this
thesis, although literal translation in E-C subtitling is applicable in other kinds of
circumstances. Moreover, Li (2012) has explored translation strategies for Chinese
proverbs and two-part allegorical sayings in terms of literal translation and dynamic
equivalence. To sum up, translation of archaisms, proverbs and two-part allegorical
sayings is generally recommended with regard to literal translation, as well as finding
an equivalence between the source language and the target language. In the translation
of subtitles, there should be no exception in the use of these two strategies in light of
the mechanical limits of subtitles and Chinese language peculiarities. In this study, in
the context of E-C translation, I am minded that the effective use of these typical
traditional Chinese terms will make the translated subtitle more acceptable to target

culture. As such, the study of these language peculiarities is inevitable and necessary.
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In common with Chinese idioms, archaisms are also a symbol of traditional Chinese
culture. Therefore, the theories of culturally loaded words can be also referenced
during the process of translating archaisms. In this study, as other forms of culturally
loaded words, the use of archaisms in the E-C subtitle translation of animation films

will be discussed as well.

To sum up, Chinese idioms and archaisms are symbolic words, as well as types of
culturally loaded words. In this study, I classify these forms of culturally loaded
words as “traditional expressions” since they are means of conveying traditional
cultural expressions in the Chinese language. In the later discussion chapter, I will test
the frequency of the use of traditional expressions in the given data, as well as discuss
the effectiveness of using such expressions in the E-C subtitle translation of animation

films.

2.10 Studying Popular Language in Social Networks and Coinages
(New Words) in AVT

In the last five years, with the fast development of Internet technology and the
expanding Chinese domestic economy, multimedia, web and other high-tech
phenomena have become a necessary component in Chinese people’s daily life. The
modern media as a kind of influencing meme has also changed people’s traditional
custom of daily language use: some newly created terms and expressions appear in
different occasions and places by varied communication means. Therefore, the
prevalence of new words in contemporary Chinese is manifested in new words,
loaning words, profession words, network words and dialect words. Meanwhile, the
Buzz Word of the Year, the New Word of the Year and the Cyber Word of the Year
were also released every year. In these collections, new words normally refer to
popular words in social networks. According to Jia, because the majority of netizens
are young people, popular words found in social networks are creative and interesting.
For example, “H & 32> (white, rich and beautiful) is used to describe the ideal girl in

fo%aR T}

young men’s hearts, while “Y{ 2> (to entrap dad) refers to someone who makes

trouble for their parents or cheats on others (2015: 166).
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Besides, “Some idioms were changed or created with the development of society”
(Liu and Guo, 2013). For example, altered idioms and words as idioms were
originally called “41¥ B> (back translation: shrink back from difficulties); during
the period of economic development, however, people changed this idiom to %1 If]
1> (back translation: advance despite difficulties™) in order to show their support for
social reform. Self-created idioms or words inspired by certain popular artistic works

or new media (e.g., Internet) are referred to as “¥rfF H 4 (back translation: freshly

baked (literal translation), refer to new things) or “F5 A F5 &> (back translation:

something or somebody that is shocking and weird). Meanwhile, some words and
idioms that have accidentally become popular are called “JEU{{ZJ$1” (back translation:
do not bother if you are not pure-hearted (literal translation)). Such words and idioms,
which became popular because of the highly popular film If You Are the One (2008)
when released in China, enrich and develop contemporary Chinese language. Since
netizens, who are mostly found in young and middle-aged demographic groups, prefer
to use these up-to-date words in their daily communication with acquaintances and
friends, including their discussion of translated subtitles in animation films, they are
considered to be making up the majority of the audience when a translated film is
released in China. As such, the subtitler should have certain ability in terms of insight
and sensitivity regarding this new language tendency in order to fulfil the audience’s

expectations.

Cao (2012) believes the use of these types of new words in subtitle translation
emphasize the classical lines in the translated version and enrich the target language
as well. In Cao’s opinion, the use of new words represents a trend in subtitle
translation in today’s China because it makes the target audience feel closer to the
film and produces similar feelings in them to the native language audience. The use of
the new words helps the translated subtitles to be more idiomatic and humorous.
However, there are also some translations that involve the inappropriate use of new
words. Cao emphasizes the effectiveness of the use of such expressions by discussing
three factors that should be considered to effectively apply new words in English-
Chinese subtitle translation in sitcoms: 1) the origins of new words; 2) the situation in
which they will be used; 3) the effects of using new words on the overall subtitle

translation. Similar to sitcoms, in my view, animation films are always full of
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humorous memes and end with happiness (the effective use of new words will also be

discussed in my research, including references to Cao’s suggestions).

In this study, after defining idioms and archaisms as “traditional expressions”, | refer
to types of new words as “popular expressions”. Compared with traditional
expressions, popular expressions originate from contemporary Chinese language and
can therefore be said to represent modern Chinese culture. In the later discussion
chapter, I will test the frequency of the use of popular expressions in the given data
and discuss the importance of using these types of expression in the subtitle

translation of animation films nowadays.

2.11 Summary of the AVT Study both in the West and in China

In the West: Without doubt, the pioneers of AVT studies or the leading scholars in
this field are found in Western countries, especially in European countries. It is known
that AVT products, such as films and TV programmes were first widely introduced in
Europe in order to meet the increasing needs of the receptors. As most European
countries share the same language familiar, as well as similarities between European
cultures, the study of AVT evolved smoothly and rapidly. In the past 50 years,
scholars developed their research from a simplistic perspective (e.g., translation
studies, linguistics) to more polyphyletic perspectives (e.g., interdisciplinary study,
new media, high-tech connections). Especially in the last three years, AVT
research has been characterized by two typical and notable features: diversification
and interdisciplinarity. For example, Perez-Gonzalez has studied AVT from
diversified and interdisciplinary perspectives, has published articles on topics such as
biopolitics (2016), new(s) media (2014) and digital media culture (2013), while his
research has addressed the gap between traditional translation methodologies and new

scientific technologies.

Generally, the theories and strategies that were reviewed in the former part of this
chapter represent the foundations of AVT study around the world. A younger
generation of scholars in this field have been able to build on these foundations and

associated achievements in order to develop this field.
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In China: Chinese scholars started to work on AVT study much later than Western
scholars given that AVT products were introduced in China at a much later point in
time. Chinese scholars mostly referred to Western AVT theories, adapting key theories
and practical strategies such that could be applied to the study of English and Chinese
AVT. The study trend was similar to that in Western countries as well: in the previous
stage, the focus was on the feasibility of Western theories and strategies regarding
English and Chinese AVT; however, in the last three years, more and more scholars
have paid attention to the study of AVT from various perspectives. However, the big
difference between the West and China is thus: Western scholars are more likely to
devote themselves to the academic research, while Chinese scholars prefer to pursue

research outcomes.

2.12 Problems of Subtitle Translation in China

In the current subtitle translation market, the quality of the work is uneven. The
reason is mainly explained by the lack of translation criteria and employers’

“commercial benefits come first” attitude in the workplace (Chen 2006:1).

According to Chen’s survey, other than frequent errors, such as formatting and
spelling mistakes, the following four kinds of problem can be identified: 1) the lack of
professional film translators; 2) the lack of unified criteria for translation quality; 3)
translators’ unwillingness to translate documentaries or works based on literature
because of the longer and complex statements found in the dialogue; 4) translation
companies undertaking individual translation work for the same film, rather than

sharing the work as a team.

As a result, some common errors in film translation can be found within the current
Chinese market, namely: 1) format problems - no time code, partial source language
and no pace between two sentences; 2) punctuation problems; 3) various translations
of a single film title; 4) overlong sentences or too many compound sentences in oral
language; 5) translating literally without referring to the performance; 6) rigid literal

translation; and, 7) totally free translation.
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Chapter 3 Creating a Bespoke Theoretical Framework

3.1 Introduction

In previous chapters, practitioners discovered that audio visual translation (AVT) is a
new area of study within Translation Studies. My review of the available literature
was undertaken in order to understand the full range of theoretical work that has taken
place regarding translation, as well as considering AVT in historical and cultural
terms. Furthermore, I have already noted that scholars from Western countries were
the first to undertake theoretical work regarding translation. This, in turn, has had a
particular impact on the development of translation strategies; namely, that they are
focused on working with cognate languages, e.g., English and most European
languages all belong to the Indo-European family of languages. In this chapter, I
reflect on the literature in order to identify a more appropriate approach towards
answering research questions that are concerned with effective AVT strategies from
English into Chinese. Although Henrik Gottlieb offers my study a typology of 10
translation strategies, I note that his theoretical work is from the perspective of
linguistics. As such, this typology cannot be said to automatically apply in full, or in
part, to AVT. Therefore, my view is that the proper testing of the feasibility of these
strategies in relation to AVT - particularly where the languages concerned are not
cognate - is critical to my project. As well as linguistic issues, I also intend to
consider the main intercultural factors that ought to be relevant to popular animation

films that have been translated (E-C).

In order to examine the feasibility of each strategy within Gottlieb’s typology, I
analyse the subtitling techniques used in a sample film, Despicable Me. Moreover,
given that films can be regarded as commercial products within the international
entertainment market, globalization and localization as two new strategic features of
film subtitling are also analysed. Other film examples are used to identify suitable
strategies in E-C subtitling as well as the frequency of Chinese culturally loaded

words within this context.
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In conclusion, the purpose of this chapter is to create a theoretical framework that is
bespoke, robust and appropriate to the needs of my case study of 15 popular English

language animation films translated into Chinese.

3.2 Polysystem Theory and Application

I have previously stated that AVT is not only concerned with effective translation
between the source and the target languages. It is also important to pay significant
attention to the myriad layers of meaning beyond the words. In common with other
types of literature-based product, films and television series can be seen to be a kind
of system within a certain ideology and cultural context. AVT not only involves the
language elements of the target language, but is also affected by the political,
economic, social, and cultural factors of the target country. In response, Western
scholars devised the theoretical framework for the study of AVT by using Even-
Zohar’s polysystem.

The term polysystem was coined by Even-Zohar in a series of papers written in the
1970s, with their English language versions published around 1978. (1978a, 1978b)
“It refers to a group of semiotic systems that co-exist dynamically within a particular
cultural sphere. It is characterised by continuous changes and internal oppositions,
whose main aim is to occupy the centre position in the system, and it is regulated by

socio-historic norms” (Diaz-Cintas 2004: 22-23).

Karamitroglou (2000) applied Even-Zohar’s theory to his study of foreign
programmes broadcast to a Greek child audience and the ways in which these
programmes were subtitled. He discussed the norms of AVT, such as the producer
(programme distributor, agent, translator, subtitler, and dubber), the product, the
receptor (the potential audience), and the audio-visual format and so on. According to
his research, he was able to conclude that there were myriad mutually dependent
factors that affected and influenced the translation format of these foreign
programmes for children. These include: the type of programme, the artistic input, the
distinctive features of the source language, scheduling constraints, marketing

strategies, the age of the audience, the audience’s literacy (reading capability). These
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elements are the components of a film polysystem. For subtitlers, all these elements
ought to be the aspects that they have to bear in mind in the process of translating and,
moreover, the most effective translation strategies may achieve optimal results from

the most efficient outputs.

Within this study, I focus on 15 English language animation films that have been
translated into Chinese. On distribution into the Chinese market, these films achieved
the highest box office receipts within their schedule. All of these animation films
possess discernible moral values within their narratives, lovely and bright colourful
images, and excellence in translated subtitles and dubbing, as well as having attracted
the most significant audience from young people who are well-educated. Although I
intend to develop these observations in the next section, one can already see that the
components of a film polysystem that broadly applies to all these 15 animations.
Therefore, the current study focuses on potential strategies used by a subtitler to
achieve a better quality of subtitling when they are aware of the inner logical

framework of the film polysystem.

Research has already been published in the context of a related theme of investigation.
In his paper, “In search of a theoretical framework for the study of audiovisual

translation”, Diaz-Cintas pointed out that:

Polysystem is sufficiently flexible to allow us to talk of a film poly in Spain
or in any other country. The film polysystem is made up of the national
products and the translated ones — dubbed or subtitled — and deals with the
relationships that are established among all of them. This new approach to
translation allows for the translated work to be studied as a product in itself

that is integrated in the target polysystem. (2004: 23)

In Diaz-Cintas’ opinion, the reason why AVT experienced some deficiencies during
the early period of studying the topic was because most of the study was undertaken
from a linguistic perspective, and therefore scholars neglected or did not pay
sufficient attention to other essential factors, such as social, cultural and industrial
questions. He therefore surmised that applying the polysystem to the field of AVT

should be manifold: “Firstly, it blurs the boundaries between high and low culture,
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allowing the reclamation of social activities that have been traditionally marginalised
in the academic exchange e.g. thrillers or in our case, AVT as opposed to literary or
poetry translation. Secondly, it helps to broaden the research horizon since it
underlines the need to incorporate the translated works in the study of cinematography

of any country” (ibid: 23).

However, Diaz-Cintas also discussed the two main limits of polysystem in the use of
AVT. Firstly, Even-Zohar mentioned the primary position and secondary position of
the elements in polysystem. According to his division, the ones in the primary
position are innovative; the ones in the secondary position show a more conservative
character (1978a: 117-127). Taking the example of his own country, Diaz-Cintas
explained that Even-Zohar’s two conceptions are not always appropriate to the

practical film products market in Spain. (2004: 23)

In China, foreign films are not always inventive, while domestic films show no
evidence of a more conservative character. Moreover, Diaz-Cintas prefers
“multimedia”, “audiovisual”, or “screen” translation polysystem rather than “film
polysystem” or “cinematographic polysystem”, because he tries to encompass all
products from the audiovisual world. In this thesis, although I only focus on the

subtitling of film products, Cintas’ point of view is still relevant.

To sum up, in the study of AVT, polysystem offers a fundamental framework for the
translation of film products beyond the words alone. In particular, when one regards
this theory as a universal theory of culture, it can instruct the study of cultural
awareness in film subtitling by explaining the economic, social, religious, moral and
political factors of a society. Because film subtitles encompass various social
semiotics, and given that people’s communicative activities are driven by these
semiotics, target audiences are able to understand the lives and values of people

featured in the original film with the aid of subtitling.

In this research, I regard subtitle translation as a system that is composed of language
features in the E-C translation, the transfer of two cultures, receptors (literacy levels,
daily language preference), the features of bilingual subtitles (lengths, expressions),

and the type of film. The following diagram shows the connection between each
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factor and its counterparts in the present research:

( Language featuresin the subtitle

tanslation from English into Chinese ] (Chinese idioms, archaisms); the use

of popular expressions (popular
Internet terms, hot words), the ideal

length of the translated Chinese
ubtitles

( Transfer of two cultures ) From English into Chinese (may involve
effective strategies)
‘ Receptor (age, literacy level, language ’ ‘ Main audience group comprises young
preference) people with a good level of English
[ Type of films J [ English animation films J

Diagram 1

3.3 Considerations and Challenges for English to Chinese AVT

I am concerned with how the film polysystem is affected by social, cultural, moral,
religious and other semiotics that, in turn, reflect, for instance, the film genre, the
artistic input, the distinctive features of the source story, scheduling constraints,
marketing strategies, the demographic range of the audience, and the audience’s
literacy. Reflecting on the selection of 15 popular animation films, which form my
case study, I am able to make the following observations that will inform my pursuit

of effective AVT strategies in E-C translation:

Language Particularity

The source language (English) in each movie is not cognate to the target language
(Chinese). More precisely, English is an alphabet-based language while Chinese is a
hieroglyphic language.
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Culture and Morality

Before being exported to the Chinese market, each movie was originally created for a
Western market, with regionally specific cultural practices and beliefs that are very

different, and potentially incomprehensible, to a Chinese audience.

Social Demographics

The increasing burden of rapid societal developments that impacts on young and old
people in their daily life encourages them to seek out escapist forms of entertainment.
In particular it is reasonable to presume that each movie has been targeted at both
children and adults. While children may be attracted by the charm of uncomplicated
characters, happy-endings and whimsical music, there is also ironic and occasionally

satirical material that is aimed at a more adult audience.

3.4 Despicable Me 1 as the Sample

As the above, the elements of language particularity, culture and morality, and social
demographics are important considerations for developing effective AVT subtitling
strategies. 1 have decided, therefore, to interrogate these considerations further in
order to identify more complex challenges faced by E-C subtitlers translating. To do
this, I use the bilingual subtitles in the animation film Despicable Me 1, the first part

of a popular animation film series started in 2010, as a sample case study.

3.4.1 Why Despicable Me 1

There are two reasons why I chose this animation film as my research sample both in
the discussion of typology and the questionnaire (this will be described in the next
chapter). The first reason is that my study of subtitle translations started with this
animation film; the second reason is this film was well known among my
questionnaire participants. In order to obtain effective data from the questionnaire,
familiarity with the sample film is an important precondition with regard to

participants.
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3.4.2 What is about Despicable Me 1

Despicable Me 1 is about a super-villain called Gru, who adopts three girls from an
orphanage, and his rival villain called Vector. When Gru discovers that Vector has
stolen the Great Pyramid of Giza, Gru plans an even bigger crime - to steal the Moon.
But Gru is finally transformed into a kind person because of his new life with his
three adopted daughters. The theme of this film is that humans are essentially kind

because a bad man can be reformed by ‘niceness’, just like innocent children.

Besides, there are many cultural elements that appear in the film. Among these
cultural factors are well-known landmarks around the world, such as the Great
Pyramid of Giza, which is located in Egypt. It is reasonable to assume that there is
global recognition of landmarks such as this, while others may not be as universally

known and understood; examples include:

e Gru lives in an American suburban neighbourhood surrounded by white picket
fences and flowering rose bushes, which can be argued to represent an idyllic

representation of American society.

e (Gru wants to steal the moon in order to prove to his mother that he is the best
super-villain in the world. His mother’s dialogue is spoken by English actress
Julie Andrews, who is known for the matriarchal roles of the eponymous
nanny in Mary Poppins and Maria in The Sound of Music, both Hollywood

films.

e QGru tries to get a loan from the Bank of Evil. On screen, the sign over the
bank’s entrance also states ‘Formerly Lehman Brothers’. In 2008, the
American banking giant, Lehman Brothers, filed for Chapter 11 bankruptcy,
an event widely accepted as a major contributing factor to the global financial

CriSiS.

e The Bank of Evil building shares similarities to the Ministry of Magic as
depicted in the Harry Potter film series, both in the style of the pillars in the
lobby, and using toilets as a method of entry.
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e Towards the end of the film, there is a dance recital featuring a section of the

classical Russian ballet, Swan Lake.

In subtitle translations, these cultural elements need to be transferred in order to
deliver as much as of the source culture as possible to the target audience. For well-
known landmarks or places like the Great Pyramid of Giza, subtitlers may only use
the traditional translation involving standard Chinese characters: “% i K4 7 (5
%) is the standard transliteration into Chinese, while “ K47 ¥” is the literal
translation of “the Great Pyramid”. Besides, with the rapid development of
globalization, I will also discuss another up-to-date way of translating the names of

famous places, landmarks and commonly used people’s names in the discussion

chapter in detail.

For the above-mentioned cultural elements, such as the Western style of living, the
identify of the dubber, the financial crisis, references to other popular stories or films,
and famous ballet music, subtitlers need to use different methods to translate these

elements if they are embedded in the original English subtitles.

For examples, in the dialogue between Gru and his neighbour:

00:04:53,050 --> 00:04:56,000

FYT1, your dog has been leaving little bombs (original subtitle)
PRIAE R AE TR e 1 L B AE 3 (released translation)
Your dog has been leaving little bombs (back translation)
00:04:56,050 --> 00:05:00,050

all over my yard and 1 don't appreciate it. (original subtitle)
FAEMEIXFE. (released translation)

all over my yard and 1 don't appreciate it. (back translation)

Gru refers to his yard, which in turn refers to the Western style of living, that is, many
Western people live in a house with a yard. For this example, the literal translation of

“yard” can provide direct information on a Western-style house to the target audience.
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Regarding a famous dubber, | am minded that, unless the original subtitle refers to
their identity, there is no need to add this information to the translated subtitles. In
Despicable Me 1, Julie Andrews was invited to dub the voice of Gru’s mother. I
suppose the reason for this might could be because she is associated with matriarchal
roles and may leave the audience with an impression of a strict mother. So, in order to
show how Gru is constrained by his mother and how much he would like to prove
himself to her, the film director invited Andrews to dub her voice. If the way in which
the original subtitles about Gru’s mother were translated emphasized her
characteristics, such that the target audience recognize how strict a mother she is, the

subtitlers succeed with their translation.

As for the reference to the “Lehman Brothers”, subtitlers could have added a short
note to explain what this means. Brief information can help a target audience to better

understand the corresponding picture in the film.

For cultural elements, such as classic plots in other famous films and world-famous
artworks, subtitlers can use the method of adding a brief note in the lower part of the
screen when the corresponding picture appears in order to remind the audience of the

provenances of these elements.

However, subtitlers should ensure that the length of the added note is readable. I have
referenced and analysed the readable length of subtitles both in Chinese and in
English in the literature review. To add a note to explain some cultural element is a
kind of “expansion” in subtitling. But the words in subtitles have the feature of
instantaneity: they are unlike those in books and, as such, the audience may not get a
chance to reread them. Even with such a small number of examples from Despicable
Me 1, it can be argued that the main challenge facing AVT subtitling is to convey
meaning effectively and comprehensively within the technical constraints of film
subtitles. Therefore, the strategies that can be used in subtitling, especially E-C

animation filmsr, need to be discussed.

In the literature review, I referred to Gottlieb’s typology, which is considered to be the
most complete set of subtitle translation strategies, albeit in the context of subtitle

translations between English and Danish. In the following sections, I use my analysis
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of the subtitling in Despicable Me 1 in order to identify feasible strategies from
Gottlieb’s typology and explain the limits of other strategies.

3.5 Discussion on Gottlieb’s Typology

In chapter two, I reviewed Gottlieb’s work in the field of subtitle translation. The
Danish scholar’s typology of subtitle translation consists of ten subtitling strategies:
“expansion, paraphrase, transfer, imitation, transcription, dislocation, condensation,
decimation, deletion and resignation” (ibid: 166). In this section, I analyse the sample
film, Despicable Me 1, and then use this analysis to identify strategies within
Gottlieb’s typology that are applicable to a project focused on E-C subtitling. (All the
data was collected in Appendix II).

3.5.1 Expansion

As stated above, the main challenge facing AVT subtitling is presumably to convey
meaning effectively and comprehensively within the technical constraints of film
subtitles. This challenge is more onerous when translating from English, an alphabet-

based language system, and Chinese, a hieroglyphic system.

In Luyken’s book Overcoming Language Barriers in Television: Dubbing and
Subtitling for the European Audience, he made the following points: The “average
reading speed is generally considered to be between 150 and 180 words per minute.
At the Stockholm EBU conference in 1987 there was considerable discussion about
the display time for subtitles. In the end, there was agreement that 6-8 seconds was
the optimum for two lines and 4 seconds for one line” (1991: 44) and “the number of
characters per line is between 32 to 40 for 35mm film, 24 to 27 for 16mm film. It
should be noted that the number of permissible characters per line on the actual
cinema screen does not change since the width of the film frame remains constant”
(ibid: 43). According to these data, it is advisable that there should be no more than
about 35 characters or 13 words in a line in English. But, in Chinese, given the very

different hieroglyphic-based alphabet language system, the recommended number of

63



characters per line is about five to eight because of the complexity of spelling in

Chinese.

For subtitlers working on E-C film products, therefore, the opportunity to make the
translation more understandable by adding more information, for example to enhance
appreciation of specific cultural contexts, is highly limited. Gottlieb called this
strategy ‘expansion’, and it is usually employed when the original subtitle or
expression is beyond the cultural comprehension of the target audience. For instance,
in the English-language films that feature Western festivals such as Halloween, the
subtitler can add several words to explain this festival to the audience. In turn, this
strategy may help the target audience better understand the purpose of the particular
festival mentioned and the attendant customs involved. However, in practice, this
strategy is not generally suitable for translating a film subtitle, particularly where two
very different language systems are concerned, because of the technical constraints of
film subtitles. The main reason for this phenomenon is explained by the features of
Chinese expression such as repetitiveness, and preference of explaining things in a
profound way that inhibits a more economical mode of expression. Moreover, in the
process of analysing the sample film’s subtitling, it can also be seen that some
translations use the strategy of condensation rather than expansion, whereas visually,
the translated Chinese subtitles are nonetheless longer than the original ones. Put
another way, the difference in how these two languages are expressed is significantly
highlighted by the greater length of translated subtitles compared with that of the

original text.

In the sample film Despicable Me 1, only six subtitles were translated using this
strategy. In the process, it was discovered that the translated subtitles were
considerably longer than the original text. As a consequence, the audience may not
have had sufficient time to comprehend the translation; for instance, one line of
original text may have resulted in a two-line subtitle. To this end, the following
examples highlight instances where the Chinese subtitles are noticeably longer than

the original English text:
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Timeframe Source Text No. of Translated Text No. of words
words
00:05:05,223 FYT, your dog 12 PR — T, R%K | 25
to 00:05: has been (I EE IR 5 b T
10,150 leaving little H 3 b TR T
bombs all over W (BB
my yard
(Back Translation:
Just remind you,
your dog poo poo
everywhere in my
garden.)
00:05: 16,234 | ...unless 4 WS T EiAL | 12 (due to the
to 00:05: they're dead... FILELRT ... necessity of
17,870 (He won’t be adding
fooling around if additional
he died.) words in
Chinese)
00:06: 19,339 | Watch this. 6 Wit T BRI | 9 (dueto the
to 00:06: Leave a = necessity of
23,480 message, beep. (Listen, leave a adding
message when you additional
hear “beep”) words in
Chinese)
00:07:06,386 | They're saying 10 AT BB IR A A | 22
to he makes all EE AT e Al
00:07:09,520 | other villains B Rk
look lame. 7
(They all said,

compared with us,
other badass are

rookies.)
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It is important to note that Gottlieb’s typology comes from a linguistic, rather than an
AVT, perspective. However, as can be seen in relation to the sample movie, this
strategy is not generally suitable for translating a film subtitle, particularly where two
very different language systems are concerned, because of the technical constraints of
film subtitles. The main reason for this phenomenon is explained by the features of
Chinese expression such as repetitiveness, and preference of explaining things in a
profound way that inhibits a more economical mode of expression. Moreover, in the
process of analysing the sample film’s subtitling, it can also be seen that some
translations use the strategy of condensation rather than expansion, whereas visually,
the translated Chinese subtitles are nonetheless longer than the original ones. Put
another way, the difference in how these two languages are expressed is significantly
highlighted by the greater length of translated subtitles compared with that of the

original text.

3.5.2 Paraphrase

The written form of the Chinese language often makes use of four-character idioms or
words. This linguistic phenomenon is particularly useful in E-C film translation,
because these idioms can explain or replace an English sentence or phrase. The
researcher would argue that this approach is consistent with Gottlieb’s strategy of
“paraphrase”. In the film Despicable Me 1, there are in total 930 subtitles, and this

particular strategy of paraphrase is used in 25 subtitles:

Timeframe Translated Text Source Text

00:03:05,895 H 5 EaRA2ELSE AR There is panic

to (Back Translation: This event caused a | throughout the globe as

00:03:08,780 panic among people all over the countries and citizens.
world.)

00:03: 12,610 PIEI T IR ZTCERE—(The law- | Law enforcement still

to enforcing department still have no has no leads.
00:03: 15,040 clue.)

00:03: 17,699 AR IX AL B FRIT 1 32 U (This is the | ...is responsible for this
to main criminal of this despicable heinous crime?

00:03: 20,130 crime)
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00:04: 13,755 T RRIMAE K F1EFF(s0, now, fire!) It's about time that I get
to my way.

00:04: 16,680

00:05: 12,522 P2 =R B AL ELE. . .( Dogs are They go wherever they
to fond of running around.) want to go.

00:05: 16,030

00:05: 22,824 AR (Wish you happy) Anyway, have a good
to one.

00:05: 25,580

00:08: 46,945 KB (Looks good!) Kevin! Looking good,
to Kevin!

00:08: 49,500

00:09: 11,761 AN X S L REH AR People are calling it the
to (Every person says it is the world crime of the century and
00:09: 15,060 biggest crime) stuff like that.

00:09: 22,438 HEHENTSFEBFTEAEEBut we did | ...but we have had a

to very good this year.) pretty good year

00:09: 26,240 ourselves.

00: 10: 43,811 BTFEERX ERHERE—(To ...to pull off the true

to do a real big crime of this century.) crime of the century.
00: 10: 47,650

Inevitably, the widespread prevalence of four-character idioms in the Chinese

language means paraphrase will be a key strategy for briefly conveying or simplifying

some expression, especially ones for which it is difficult to find equivalent items in

the target language. In this kind of situation, the audience may not be able to

understand its actual meaning or may be confused by the translation if the translator

translates a particular expression word-for-word (a literal translation). Therefore, in E-

C films translated, paraphrasing that uses Chinese idioms not only shows the

equivalent characteristic in Chinese but also technically meets the time and space

requirements in film subtitle making.
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3.5.3 Transfer

It could be argued that the preferred objective for translation strategies is to ensure
that the sentence meaning is not lost nor changed in translation. According to Gottlieb,
the strategy of “transfer” is needed to completely and correctly explain the source text
through the target language by deploying similar or equivalent expressions common
to both languages. Furthermore, this strategy is more often used in cognate languages,
e.g., English and most of European languages all belong to the Indo-European family
of languages. As such it should not generally be suitable for use in E-C translation
given that they belong to two different language families and therefore may not have a

close relationship to, or much in common with, expressions used in the original film.

In the sample, however, we can observe 111 out of 930 subtitles that are translated by

this method. For instance:

Timeframe Translated Text Source Text
00:02:05,084 ANANY BEAF A v [A] 221 Fij e No, no! Stop him! Go
to (Back Translation: No, no! Stop him! | back! Don't climb!
00:02:07,370 Go back quickly! Don’t climb!)

00:02: 12,258 GEEE, B4E. (Wait, wait) Wait, wait.

to

00:02: 13,160

00:02: 16,804 | &f 1, uifE, 7! uiE RSB, A | Okay, stop, child! Stop
to (Ok, stand still, kids, stand still, no) | right there. No!

00:02: 18,930

00:02: 59,973 LS IEWAMIET . (The | ...that the Great Pyramid
to Pyramid of Giza was stolen) of Giza had been stolen.
00:03:02,600

00:04: 20,136 PF A IR EE R LR) Freeze ray! Freeze ray!
to (Freeze ray! Freeze ray! Freeze ray!) | Freeze ray!

00:04: 22,700

00:05: 12,522 I, X Y IME 2 =R 4b | Sorry. You know dogs.
to ELHI (Sorry, there is no solution, They go wherever they
00:05: 16,030 dogs like running around.) want to go.
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00:05: 20,530 | FHBLZEH!( 'm kidding!) I'm joking!
to

00:05: 21,580

This high number of instances using the strategy of transfer can be explained by the
characteristics of cartoon films. The expected audiences for these films are mainly
children, young people and their parents. As a result, the strategy of transfer is
applicable to some degree because of the expected audiences’ relevant reading age,
and educational background as well as the content of the film itself. In turn,
translators can deploy literal translation or find equivalence between the English

original and Chinese subtitles.

The strategy of transfer can be explained by the characteristics of animation films.
The expected audiences for these films are mainly children, young people and their
parents. As a result, the strategy of transfer is applicable to some degree because of
the expected audiences’ relevant reading age, and educational background as well as
the content of the film itself. In turn, translators can deploy literal translation or find
equivalence between the original English text and the Chinese subtitles.

The strategy of “transfer” is also applicable to the translation of characters’ names,
although this approach is slightly out of date in modern E-C translating. For example,
the girl’s name “Rose” is equal to the Chinese “¥{I#”, which is a better translation
than that of the similarly pronounced name “%' 7>, because “rose” and “FI{” refer
to the same kind of beautiful flower and underlines the wishful intent of the girl’s
parents to their daughter. On the other hand, “%' #> has no such meaningful
implication. This is a widely used method when translating names of persons

according to Dang (1996) and Wang (2012).

Sometimes, the original English has a clear cultural connotation:

1. 00:21:24,492 --> 00:21:29,332
The highest honour awarded to Dr. Nefario (Original subtitle)

Iri) ARVE R R 18 B0 DL A 52 = AU (Released translation)
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In this example, the subtitler uses the strategy of imitation by choosing corresponding
homophonous Chinese characters. This is a traditional translation method in the
history of E-C translation. In order to reveal the meaning of the original name, the
researcher suggests that this name is translated by imitating the indicated meaning of
the original given that, compared with imitating the pronunciation of the name,
conveying the indicated meaning is more helpful to the audience in comprehension of
the film. In the name “Dr Nefario”, “Nefario” refers to “nefarious” or evil. Therefore,
it is better to translate this to “ 2 {# 1 which means “Dr. Black” (black is a colour
but also implies evil in Chinese culture. This strategy involves imitation, which keeps

the original meaning by using a similar expression in Chinese.

3.5.4 Imitation

Conveying meaning through translation is not limited to what is literally intended, but
may also implicate cultural phenomena. For example, European countries have many
festivals in common because they share many religious traditions. Take Romania and
the United Kingdom: both these countries have “Easter”, and as such both a
Romanian and British child will completely relate to the “Easter Bunny”, whereas a
Chinese child will need to know the background to Easter and the origins of the
Easter Bunny. Otherwise, “Easter” and “Easter Bunny”, which are simple terms for

Europeans, may not make any sense to a Chinese child.

Gottlieb’s strategy of “imitation” is concerned with retaining the exactness of the
original expression (i.e., subtitle) as it is without translation. As the “Easter Bunny”
example suggests, this strategy, like transfer, is more suitable to translation between
two similar languages, i.e., English and Danish. Indeed, communication between
European countries is more frequent than that with China; a Danish person may likely
feel more comfortable understanding a certain English expression than a Chinese one.
Another example might be English abbreviations which frequently appear in common
expressions, such as ASAP meaning ““as soon as possible”. As Europeans may have a
better level of English than Chinese, this kind of abbreviation may be more familiar

than if it were presented to a Chinese audience.
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In the sample film, I find that there is only one instance where the subtitler uses the
strategy of imitation, namely in relation to the characters’ names. This is also an
instance of a recent tendency in E-C translation whereby the translator prefers to
imitate people’s names and well-known landmarks and cities, such as London Bridge,
the Eiffel Tower and New York City. In this situation, we can see how the characters’

names appear in the Chinese subtitles without translation (indicated below in bold):

Timeframe Source Text Translated Text
00:02:01,414 to Justin, you get back here, | Justin, /R4S R 7]k
00:02:03,410 right now! (Back Translation: Justin,
come back!)
00:05:03,137 to Hello, Fred. YK 4F, Fred. (Hello,
00:05:05,020 Fred.)
00:04: 58,591 to Morning, Gru! HIB, Gru! (Morning,
00:05:00,430 Gru!)

As indicated, the strategy of imitation is more appropriate for use in translation
between English and other languages in the Indo-European family rather than
between English and Chinese. Therefore, on this occasion, the subtitler has adopted
another strategy- “transcription”, which is to use the original English names in the
target subtitles; translating English names into Chinese would mean that the length of
the translated subtitle will be longer. For example, the above-mentioned names of
“Justin”, “Fred” and “Gru” can be translated as “Z{HTVT,  “353E4E” and “#$E> by

the traditional way of transliteration in E-C translation.

Moreover, attempting to translate the names into Chinese may lose the original
English meaning and, in practice, there may be no reasonable equivalence.
Furthermore, given the rapid development of globalization, people are increasingly
familiar with foreign countries and their cultures. To this extent, keeping the original
names of the characters is a way to promote intercultural communication and respect

the original meanings inherent in foreign people’s names.
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3.5.5 Transcription

Transcription refers to copying directly from the original texts. This strategy is

appropriate when translating between two languages that have similar cultural

backgrounds or are from the same language family. With these preconditions, it will

be easy to find corresponding expressions between the two languages. However, in E-

C translation, it will be much more difficult to find a direct equivalence.

In English to Chinese film translation, subtitlers find practical ways to explain the

original expression, and sometimes even use rewriting in order to help the target

audience make sense of the source text. In the sample film, there are 67 subtitles that

are translated in this way:

Timeframe Translated Text Source Text

00:02: 57,428 A ipin MR — KB YEMERIFE . | Outrage in Egypt tonight
to (Back Translation: A big news as it was discovered...
00:02: 59,760 released in Egypt tonight.)

00:03: 15,238 K EHBAE S 2 RS KRR . ...leaving everyone to

to (People all guess which big bad wolf | wonder, which of the
00:03: 17,500 he is) world's villains...

00:03: 17,699 A RIXERGIRITHER (...isthe | ...is responsible for this
to main criminal of this despicable heinous crime?

00:03: 20,130 crime)

00:04: 11,252 A RFEOIFIRIFIRIR(T feel bad, I'm having a bad, bad day.
to very very bad today)

00:04: 13,540

00:05: 38,506 PRER IR IR BASEH . [ If you take it personal,

to won’t feel anger if you hate me that's okay.

00:05: 41,010 because of this)

00:05: 53,062 FH2BL2E! (What a joke!) You've got to be pulling on
to my leg!

00:05: 55,570
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00:05: 59,527 B A ?2(Anybody’s here?) Hello!
to

00:06:00,440

00:09: 15,265 FoNXADEIKE? A2 (Am ] But am I upset? No, I am

to feeling nervous? No!) not!

00:09: 19,320

00:09: 20,937 | BARE 4 — 1 A (Although Alittle,

to there is a bit)

00:09: 22,240

00:09: 26,442 AT 4 =i EThHE LT . ...and you guys are all
to (All your names will be recorded in | right in my book.

00:09: 29,250 | the merits.)

However, within current E-C translating processes, people’s names, place names and
some common/well-known abbreviations are copied directly from the original text,
which means there is no necessity to translate them into a meaningless combination of
several similarly pronounced Chinese characters. Hence, the strategy of transcription
is applicable when we encounter proper nouns of this kind. In the sample film, there
are 39 subtitles (excluding repetitions) involving the main characters’ names, place
names, or common noun forms of objects that are all direct transcripts or possess a

standard Chinese equivalence, as demonstrated below in bold:

Timeframe Translated Text Source Text
00:02: 57,428 A5 e 35 R B Y — S5 e M 1) 3 T Outrage in Egypt tonight
to (Back Translation: There is an as it was discovered...

00:02: 59,760 | explosive news in Egypt.)

00:02: 59,973 HE & 7 E Ay E( The Pyramid | ...that the Great Pyramid

to of Giza has been stolen) of Giza had been stolen
00:03:02,600

00: 10:00,351 BIR R Hr4E N AN KR, | -..the small one from Las
to (Although it is a mini sized Las Vegas.

00: 10:02,620 Vegas.)
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00:08: 50,990 | XA ZFA/D Billy! /R4S Larry? | That's my Billy boy!

to (This is indeed my little Billy! How | What’s up, Larry?
00:08: 53,870 are you, Larry?)

00: 11: 43,246 M Gru? M 7 NS, (Hello, Hello, Gru? I've been

to Gru? I made the budget.) crunching some numbers.
00: 11: 46,880

00: 12: 31,294 | W, Hattie /N, FATEK . (Hi, Hi, Miss Hattie. We're

to Miss Hattie, we are back.) back.

00: 12: 33,310

00: 13: 46,536 | Wf, Penny. (Hi, Penny.) Hi, Penny.

to

00: 13: 47,670

00: 17:04,651 Gru 24 Perkins e AIAER] UL | Mr. Gru, Mr. Perkins will
to i T« (Mr. Gru, Mr. Perkins can see | S¢€ YOu now.

00: 17:07,000 you now.)

Combined with the previous two discussed strategies of transfer and imitation, the
translation of the names is a special case, which can be used in transfer, imitation and
transcription. Subtitlers may choose to use a different strategy in their translations: 1)
they may use transfer to express the original meaning of the names; 2) they may also
use imitation to find similar meanings in Chinese words when translating names or
even imitating pronunciations of original names; 3) they may use transcription in the
translation of the original names as well. However, unlike transfer and imitation,
transcription is a difficult strategy with regard to the target audience, as it requires
them to have a certain knowledge of common English names, landmarks, famous
places etc. (e.g., main cities in different countries and historical places), which, in turn,
enables them to make sense of the direct transcription of these original names. With
the development of globalization, the transcription of English names in the translation
of E-C subtitling is a way to promote communication between different cultures.
Therefore, to further explain Wang’s suggestion (2012) of using the original English
names in translation, I recommend that future subtitlers of English language translated
animation films use a transcription strategy to deal with common English names (e.g.,

Tom, Rose, Anna), famous landmarks (London Eye, Times Square) and well-known
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places (New York, London, Paris). In the course of further discussion concerning the
translation of names, I will reinforce this particular translation area in the following

chapters from varied perspectives (p147-150 in 5.4; p206-208 in 6.6; p247-250 in 7.2).

3.5.6 Dislocation

Sometimes the process of translation will need to focus more on conveying the effect
of an expression rather than its content, such as when a song or poem is delivered in a
film. To address situations of this kind, Gottlieb proposes the strategy of dislocation to
make the translation reads more rhyme. However, this may require the translator to
possess a significant grasp of the target language as well as be knowledgeable about
its culture and literature. According to Gottlieb, when meet the translation to the lyrics
of a song, poem or nursery rhyme, the subtitler uses dislocation between the two
languages in order to emphasize the effects of expression like repetition, stress and the
change of intonation. The song’s lyrics in Chinese, for example, have a new rhythm
and feature repetitions of Chinese expression. The target audience may feel that the
lyric sounds more familiar to their way of expression. In the sample film, there are
two instances of subtitles that are suitable for translation using this strategy. The total

number of related subtitles is 28 out of 930.

The first instance is a song sung by the protagonist, Gru:

Timeframe Translated Text Source Text
00:05: 30,039 AR A ) — U] 4= #BHE L= (Back Steamrolling whatever I
to Translation: Steamrolling everything | S€€...

00:05: 33,080 in my eyes...)

00:05: 34,127 KNI A RKIFE .. (Because lama | Despicable me.

to big bad wolf))
00:05: 35,420

00:05: 36,004 | AR OERFIEIR. (I feel very | I'm having a bad, bad day,

to bad today.)
00:05: 38,290
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00:05: 38,506 PRER IR, FEASIEH. (If | If you take it personal,
to you hate me I won’t feel angry.) that's okay.

00:05: 41,010

00:05: 45,471 | K oAFZEKIFEE. (Because ama | Despicable me.

to big bad wolf.)

00:05: 47,010

For this song, the subtitler uses dislocation between the two languages in order to
emphasize the effect of expression. The song’s lyrics in Chinese have a new rhythm
and feature repetitions of Chinese expression. The target audience may feel that the

lyric sounds more familiar to their way of expression.

The other instance concerns the reading of a bedtime story:

Timeframe Translated Text Source Text
01:03: 15,088 3 R/ ZICEE, KPH 3L 7 —% | Three little kittens loved to
to Ko (Back Translation: 3 kitties play, they had fun in the
01:03: 19,270 happily playing together, they sun all day.

played a whole day under the

sunshine.)
01:03: 19,425 G st ke s < DU THZBE 5 Then their mother came
to (Mum comes to say: “Babies, it’s out and said, “Time for
01:03: 23,770 time to bed.”) kittens to go to bed.”
01:03: 32,605 3 RN KL (The three kitties Three little kittens started
to shout loudly) to bawl
01:03: 35,110
01:03: 35,275 “UEIK, A RWEREDE” . (Mum, how | "Mommy, we're not tired
to can we asleep if we don’t feel at all.”
01:03: 37,540 tired?)
01:03: 37,694 UHIKEE T, WEAE T, (Mum smiles Their mother smiled and
to and says...) said with a purr,
01:03: 40,170
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01:03: 44,075 “BRLR|EE”. (Hurry, brush your “Now you brush the fur.
to fur.)
01:03: 46,170
01:03: 53,585 3 RN, BERIRIL . (Three Three little kittens with fur
to little kitties, brush all your fur.) all brushed.
01:03: 56,520
01:04:03,344 AR, /R4 EE ., “Fine, but at least, you
to (Ok, drink the milk at least.) should drink your milk.'
01:04:06,200
01:04:06,347 MEAI4ED). (Drink their milk.) Now make them drink the
to milk.
01:04:08,620
01:04: 16,983 INEATIVE SE 4Ty, BRIRKE T 46FT | Three little kittens, with
to Ak (little kitties rubbed their eyes | Milk all gone, rubbed their
01:04: 23,323 and began to yawn after drinking eyes and started to yawn.
their milk.)
01:04: 29,704 “HEANE, —ESANA.  (Can’t | “We can't sleep, we can't
to sleep, because don’t feel tired.) even try.”
01:04: 32,749
01:04: 32,790 EEMILIGER T #EE. (Then Then their mother sang a
to mum began to sing a lullaby.) lullaby.
01:04: 35,502
01:04: 35,585 g DUATTR 22, A R B o, — “Good night kittens, close
to SRS KK 2. ”( Good night, your eyes. Sleep in peace
01:04: 41,280 babies. Close your eyes and sleep until you rise.”
until the sun rise.)
01:04: 41,925 “HIRFA1 0 FFHE, (although we “Though while you sleep,
to are sleeping apart,) We are apart,
01:04: 45,070
01:04: 45,220 “YH K 7K 7 Z AR TR > (Mum “...your mommy loves
to loves you all forever.) you with all her heart.”
01:04: 49,910
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Given that it is a bedtime story, for which the originally intended listeners would be
young children, the translator adopts repetitious expression in most of the subtitles at
this point in order to mirror a Chinese mother’s way of speaking to their children
which in turn best matches the tone of the original expression. This repetitive mode of
expression not only replaces the rhyme in the original English but also creates a
rhyme in the Chinese subtitles; examples include, “JilEE", “RIRILF", “HEG W .
Using the strategy of dislocation helps the translator to suggest a childlike idiom in

their translation.

3.5.7 Condensation

Shortening or cutting down on redundant expressions is a common strategy used in
film subtitling. The mechanical constraints of film subtitling mean that translators
always leave nothing untried to condense the original expression, especially when
they are redundant. Gottlieb refers to this kind of strategy as ‘condensation’. Idioms
are normally composed of four characters while archaisms contain about eight
characters. These subtitles are effectively condensed in their respective expression.
Since there are the difference between the word form of Chinese and that of English,
the use of condensation can shorten the length difference between the translated
Chinese subtitles with their corresponding original texts, this can make the translated
version visually easier to read by the audience. As a consequence, the frequent use of
this subtitling strategy is recommended by scholars and audiences alike. Moreover,
condensation is a feasible strategy where two different language families are
concerned. In the sample film, 56 out of 930 subtitles were translated by direct use of
this strategy. Moreover, a further 25 subtitles were translated with reference to
Chinese idioms and archaisms. Idioms are normally composed of four characters
while archaisms contain about eight characters. These subtitles are effectively
condensed in their respective expression. The following examples highlight the

application of the strategy of condensation:

Timeframe Source Text Translated Text

00:09:09,342 Apparently, it's a big deal. IXHASEIR 4. (Back Translation:
to This is really awesome!)

00:09: 11,560
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00: 11: 43,246 Hello, Gru. I've been crunching | M2, Gru. F 7 F . (Hi,
to some numbers. Gru, I made the budget.)

00: 11: 46,880

00: 13:00,990 | So, how did it go, girls? Did WA, Fabroe AR E AR 2
to we meet our quotas? Sort of. GHERATT? 4T . (But, how can
00: 13:04,210 you accomplish your job, girls?)

It is clear that the translated subtitles in Chinese are greater than the original English
text. Furthermore, because of Chinese word formations, the translated subtitles are
visually more difficult to read by the audience than English subtitles are for English
audiences. As a consequence, the frequent use of this subtitling strategy is
recommended by scholars and audiences alike. Moreover, condensation is a feasible
strategy where two different language families are concerned. For the reading of
Chinese, I am minded that condensation may help the translated Chinese subtitles to

be more readable.

3.5.8 Decimation

This strategy is usually applied to the translation of lengthy subtitles; in line with
Gottlieb’s suggestions, this means deleting the majority of the original information. In
thoroughly comparing the original dialogue with the subtitles in the sample film, I
find hardly any instances when a significant moment of expression is too long or
spoken too fast. This observation would appear to be consistent with these kinds of
animation film. To this extent, Gottlieb’s strategy of decimation will not be
appropriate to this project, as any effective E-C translation ought to translate
information and expressions as systematically as possible in order to keep faith with

the original film.
Bearing in mind the cultural differences between the East and the West, decimation is

not recommended for use in E-C film subtitle translation. According to the

observation of the sample film, this strategy is not used.
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3.5.9 Deletion

Deletion refers to get rid of the original text. In the sample film, getting rid of the
expressive content in a film hardly occurs. As such, the frequent use of Gottlieb’s
strategy of “deletion” would not be appropriate in animation film subtitling. Along
with condensation and decimation, subtitlers may be reluctant to use deletion in order
to convey as much as possible the original information contained in the film to the
target audience. As with the strategy of decimation, however, deletion is also

considered in preference to a more extreme technique in subtitling.

Since deletion is stronger than decimation, the use of this strategy in animation film

subtitle translation should be also rare.

3.5.10 Resignation

This strategy is similar to deletion. In film translation, there is a phenomenon that
sometimes occurs because it is contingent upon imagery and on revealing body
language. For example, characters may make various kinds of facial expression- such
as smiles, frowns, nods, showing the whites of their eyes, and sniff - in order to reveal
their inner feelings. Gottlieb’s strategy of “resignation” would apply where the
subtitler gives up on the translation of certain aspects of verbal communication in
situations like this, when there is an abundant degree of non-verbal communication

also coming from the characters.

In researching the sample film, it was found that the subtitler tries strike a balance
between the original English text and the translated Chinese subtitles. Therefore, it
can be argued that it is not recommended for subtitlers to employ resignation in order
to prevent losing any meaning from the original text. Therefore, in order to keep the
essence of the limited original meaning, it is commonplace that the strategies of

deletion, decimation and resignation are rarely used in subtitling of animation films.

From one side, the target audience may need as much explanation and information as
possible from the translation in order to fully comprehend the film. From the other

side, in view of the nature of animation films, the original subtitles should not too
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difficult or complex language, because the film producers may consider the age range
of his major audience. As the young people mostly welcome us all known, animation
films, and the stories are always simple in plots, characters’ lines are normally simple
and brief. (Huang, 2015:16) Therefore, it is assumed that the chances of the use of

decimation and deletion in subtitle translation of animation films are slim.

However, some may argue that, if visual clues are already clearly explain their
meaning, can we consider the use of these three kinds of extreme strategies
(decimation, deletion and resignation) in subtitle translation? My answer is, in view of
the fact that the main audience for translated animation films are young people, text-
based information (e.g., translated subtitles) should be used as much as possible in
order to help them better understand the film’s content. In other words, these extreme
strategies are not advisable in my view. On the contrary, in some cases, subtitlers need
to add a brief explanation to some translated patterns (e.g., specialist terms) in order
to help young audiences to better understand them. That said the mechanical

constraints when making subtitles should also be borne in mind.

3.5.11 Summary

To sum up, Gottlieb’s typology has made a significant contribution to the study of
AVT, but one should be mindful that his work is within the context of English-Danish
Translation Studies. Since Chinese is not a language in the Indo-European family,
however, scholars in the field of E-C study may not completely follow Gottlieb’s
strategies in their study and work given that English and Chinese are totally different
language systems. Furthermore, his typology was developed within the perspective of

linguistics, rather than AVT subtitling.

The following chart concludes the observation to these strategies in the sample film,

Despicable Me 1 (all the data are classified and collected in Appendix III):
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Strategies Frequency Can be used Has limited or | Rare to nil
of using the | in most cases highly use
strategy conditional use

Expansion 2.85% No Yes Yes

Paraphrase 3.54% Yes No No

Transfer 15.70% Yes No No

Imitation 5.52% The subtitles | Yes Limited

involve names

Transcription | 9.49% Yes No No

Dislocation 3.97% The subtitles are | Yes Limited

the lyrics of songs

Condensation @ 11.47% Yes No No

Decimation 0 No / Yes

Deletion 0 No / Yes

Resignation 0 No / Yes

Table 2

According to the above analysis and conclusion, the applicable and frequently used
strategies in the context of E-C subtitle translation are clearly paraphrase, transfer,
transcription, and condensation; while dislocation is suitable to be used in translations
involving songs, imitation is widely used in the translation of the names of the
characters as well as the places. And since decimation, deletion and resignation are
considered as extreme methods to decrease the original text, these are rare strategies
in subtitle translations. More specifically, the use of condensation s always appearing
in the subtitles, which involves the use of traditional Chinese expressions and Chinese
idioms. Given the features of word formation, Chinese idioms are commonly four-
character words. I approve the use of this type of traditional expressions in E-C
subtitle translation from the perspectives of ideal length. In addition, considering the
mechanical limits of making film subtitles, the strategy of condensation is
recommended to be used frequently in subtitle translation. Using Chinese idioms to
explain an original English sentence or sentence pattern is also regarded as a use of
the strategy of paraphrase from the perspective of intercultural communication.

Therefore, this strategy is also recommended to be used in subtitle translation. For the
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high frequency of use of the strategy of transfer, I think it must because the original
text of animation films features simpler colloquial language than other types of films.
Therefore, although the strategy of transfer is more often used in cognate languages -
for example, English and most European languages all belong to the Indo-European
family of languages - it is applicable to some degree because of the expected
audiences’ relevant reading age and educational background as well as the content of
the film itself. In turn, translators can deploy literal translation or find equivalence
between the original English text and the Chinese subtitles. The last high frequency
strategy used in E-C subtitle translation is transcription. With the development of
globalization, I recommend the use of this strategy in some particular circumstances
in E-C subtitle translation. For instance, for all the common original English names of
the characters and famous places, it is recommended to use this strategy, because the
audience of the English-language exported animation films in the Chinese market
mainly comprises young people who are expected to have a certain level of English
language as well as general knowledge about the world. However, for the names
which have indicated meanings in the film, the subtitlers need to be more careful to
use other strategies like transfer and imitation in order to show clearly the indicated

meaning of these names to the audience.

3.6 AVT in a Globalized Context

3.6.1 Topical Concerns in the Study of Subtitling

The innovative basis of my research is to provide subtitlers with effective and
referable strategies in order to improve the quality of subtitling particularly in English
cartoon films. This research project envisages three different kinds of impact. I have
explained the impact in three ways in the previous chapter, which are: the impact of
the study area of AVT; the impact of the commercial benefits behind film products;
and, lastly, the impact of its function as an intercultural communication tool.

Generally, in light of the above three kinds of impact, I propose that my research is
significant and meaningful both at the theoretical and practical level. Moreover,
according to the above discussion, there are two main ways in which the quality of
subtitling is important for a foreign film, both as a type of commercial product and

intercultural communication tool. In turn, this has highlighted to my two subtitling
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strategies relating, respectively, to globalization and localization, which I persuaded

require attention.

3.6.2 Globalization

While recognizing that films are undeniably an art form, drawing on the creativity of
individuals and collectives, their importance as a commercial product cannot be
underestimated. The aim of many film producers is for their films to engage with the
widest possible audience and, in turn, boost box office takings both in the country of
origin and abroad. To this extent, the quality of translation in films is an essential
criterion in the success of a film within international market. Secondly, to put
“globalization” into a more concrete usage, Davies suggested seven strategies in his
discussion of the translation of the Harry Potter books. (2003: 71) Among these seven
strategies, he explained “globalization” as a kind of translation strategy, as it concerns
“the process of replacing cultural-specific references with ones which are more
neutral or general, in the sense that they are accessible to audiences from a wider

range of cultural backgrounds™ (ibid: 83).

Given that the Chinese cultural background is dramatically different from that of
Western cultures, the current study will show how cultural differences play a
fundamental part in the E-C translation in films and vice versa. In the sample film, the
impact of globalization in subtitling can neutralize the translation of some subtitles for
the target audience. For example, the translation of some famous landmarks, such as
the Great Pyramid of Giza, the Statue of Liberty, and Las Vegas, corresponds to
standardized Chinese. Audiences with a reasonable level of education and reading
ability in Chinese would know what these landmarks are. Moreover, where the
original language refers to the names of some newly invented or imaginary weapons,
such as freeze ray, shrink ray and squid-launcher, the translator chose to simplify
these items by using common Chinese words that are intended to guide the target

audience towards the image contained in these weapons’ names.

3.6.3 Localization
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This is a very novel term in the field of AVT. In Davies’ definition of translation
strategies, localization is the opposite of globalization. It is a strategy that translator
uses to “anchor a reference firmly” in the target culture. (2003: 84) Examples include:

changing the English word for “wellington” into the Chinese “Fy#}”; and changing

the Chinese term “fJ ¥ into the English phrase “steamed dumpling”. Aixela argued
that this strategy was used frequently in translating children’s works, but it is
beginning to decline. (1996: 63) However, when translating between English and
Chinese, the cultural difference between a Western country and China is more
pronounced than if the translated product was exchanged between two Western
countries. For this reason, localization is still a feasible technique used in translating
films between English and Chinese. In the sample film, localization is evident in the
use of Chinese idioms, archaism, and vernacular language within the subtitling, which
ought to be reassuringly familiar to a Chinese audience. In recent translated animation
films, typical Chinese modern language expressions of this kind are frequently used.

For example, in Despicable Me 1I:

Timeframe Source Text Translated Text

00:29:50,959 Pretty impressive! MY EH

to (Back translation: Very impressive)
00:29:52,860

01:23:35,475 ...and turned his whole life | M AR A G REIHAE .

to upside down. WHEF, 4iBI54 . (From then,
01:23:39,180 ...Any relation to persons

his life changed totally. If anything

living or dead is completely similar, it is only coincidence.)

coincidental.
00: 11: 50,336 | It can't be done. I'm not a WABATTITRATEIEN T &
to miracle worker 3. (It is unfeasible, I cannot make

00: 11: 53,020 a miracle.)

In response to this observation, the next chapter will present two empirical research
methodologies, known as corpus and questionnaire, which will be used to help
demonstrate whether effective translation strategies can indeed improve the quality of

subtitling, and also the extent to which the use of common and topical Chinese
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enhances the experience of engaging with the target subtitles for the majority of the

audience.

In addition, it is worth mentioning a new tendency towards localization in the last two
years. For recently released English language animation films, film producers have
added some literary devices called “Chinese elements” into the original film’s content
in order to optimize sales in the Chinese marketplace. For example, in The Smurfs 2
(Autumn 2013), reference was made in the translated content to a popular Chinese
talk show, the name of a famous Chinese blogging website and the name of a Chinese
film website. These elements are clearly intended to increase accessibility and
familiarity amongst the target audience. Another example is Monsters University
(Summer 2013), in which the producer introduced even more “localized” elements
into the film, such Mike’s university application form being in Chinese, and the
professor’s handwriting on the blackboard also being in Chinese. From these two
examples, one can see that “localization” plays an important role in the translated film

industry; indeed, it is a critical and increasingly necessary component in foreign films.

3.7 Conclusion

According to the above analysis on the effectiveness of Gottlieb’s typology, the
researcher finds that there are four main strategies that are appropriate in English-
Chinese subtitling: paraphrase, transfer, transcription and condensation. Sometimes,
dislocation is needed in the translation of a song or poem in films, and there may be
highly limited uses for imitation. Moreover, according to current subtitling criteria,
globalization and localization are now important strategies from the perspective of
cultural awareness. Discussion of these strategies will highlight the value of translated
subtitles to an English language film in terms of maximizing its commercial potential
and developing its function as an intercultural communication tool. According to the
analysis of the sample film, the researcher finds that 270 (no repeated counting) out of
930 subtitles (about 30 per cent, or about 60 per cent in repeated counting) are
translated using these effective strategies. Meanwhile these strategies emphasize the
use of Chinese culturally loaded expressions in Chinese translations. If 30 per cent

(single iteration) or 60 per cent (repeated iteration) of subtitling is a key factor in
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attracting a greater audience, we can say, then, that an emphasis on using effective
strategies 1s meaningful. Hence, the next stage in this study will be concerned with
finding out answers to the research questions through the collection of data from

different types of sources. (Gay 2006: 83)
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Chapter 4 Research Methodologies

4.1 Introduction

In order to examine and evaluate the effectiveness of the chosen strategies and
language peculiarities, I intend to design a parallel corpus to collect and analyse the
linguistic data of 15 films in this chapter, since “corpora are a relatively new but
promising research methodology in descriptive translation studies” (Puurtinen in
Granger et al. 2003: 150, Baker 1993: 233, 1995: 223), and to empirically test
translation universality. Besides, questionnaires help researchers grasp the first-hand
data on responses from groups of people (Mackey and Gass, 2005: 92), while
interviews, with their features of colloquialism and face-to-face interaction, will offer
deeper and more concrete ideas from interviewees (Gay, et al. 2006: 10). I will use
these two qualitative approaches to test whether my suggested translation strategies
are approved and acceptable by the relative group of people. Therefore, in this section,
I will discuss the authenticity of questionnaire results by describing a questionnaire,
respondents, method, pre-test, results collection and analysis and then summarize the
interviewers’ opinions on my interview questions. These two approaches will prove
the discussed and recommended subtitling strategies’ feasibility and practicability, as
well as further support the investigations concerning the three hypotheses based on

the corpus.

Therefore, in this chapter, first of all, I propose a research plan that seeks to clarify the
research design and explain the research strategies in general. Secondly, I illustrate
the concept of parallel corpora, as well as showing how the self-built parallel corpus
is informed by a consideration of the following elements: 1) the chosen linguistic data
(if 1t 1s representative); 2) the ways of collecting the data (if it is credible); 3) the
essential form and code of the selected texts (if they are correct and adjustable); and, 4)
sample analysis (if the texts are correct, at the right size, etc.). 1 then use a
questionnaire-based investigation to collect concrete responses from a specific
audience group for English language animation films in the Chinese market. In this
section, I discuss the authenticity of the questionnaire results by describing the

questionnaire’s intended respondents, while also evaluating the responses to each
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question in the questionnaire. Taking this approach will verify the feasibility and
practicability of the discussed subtitle translation strategies, along with the
effectiveness of applying traditional expressions and popular expressions in E-C
subtitle translation, which sit alongside the main research method of corpus. Besides
the two main research methods, a range of perspectives and opinions from several
scholars and practitioners with whom I have engaged in academic discussions may

further help to test the effectiveness of these research hypotheses.
4.2 Research Plan

A research plan “must include a description of the technique or techniques that will be

used to analyse study data” (Gay, et al. 2006: 83).

Based on the research hypotheses, I have explained the functions of the three selected
research methodologies in the introduction. In this section, more specifically, I will
explain the empirical approach towards corpus, qualitative and quantitative paradigms
as well as two means of supplementary tools, namely, a questionnaire and individual
interviews. In so doing, I can form the logical, foundational and methodological bases

of this study.

According to Ma and Miao, the very empirical nature of translation studies as an area
of study requires that empirical models in translation studies be developed through the
observation, description and explanation of phenomena of translation, which results in
the empirical accumulation of knowledge (2009: 336). They also state that translation
studies are descriptive rather than prescriptive, and multidisciplinary in nature. For
instance, subtitle translation encompasses translation studies, intercultural
communication studies and film studies, amongst others. Therefore, an empirical
research method needs to be used in order to meet the needs of this empirical study in

the field of translation.

In this research, the methods used are a self-built parallel corpus, a questionnaire and
several short interviews. The corpus will help me to test the three hypotheses, while
the questionnaire and interviews will be a supplementary method to further collate

concrete and first-hand evidence relevant to this empirical research.
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4.2.1 Rationale of Corpus

Toury emphasizes the significance of empirical research by suggesting that:

the introduction of empirical methods proved to be a true landmark in the
evolution of the discipline... and the greatest contribution of experimentation
lies precisely in its potential for shedding new light on the interdependencies
of all factors which may act as constraints on translation and on the effects of
these interdependencies on the process, its products, and the functions which
any of them may serve in the recipient culture, and in increasing their

predicative capacity. (1995: 221-222)

Ma and Miao explained that an empirical model of translation studies should be
improved through the observation, description and analysis of phenomena in
translation, which not only leads to the empirical accumulation of knowledge, but also
makes translation studies descriptive and multidisciplinary (2009: 336). Within
current translation studies, an increasing number of scholars have shown interest in
carrying out research into such issues as “translation universals” using corpus
translation. From 1993 onwards, corpus linguistics developed rapidly thanks to
scholars such as Baker, Laviosa, Shlesinger and Zanettin et al. all of whom began to
use corpora as a tool to investigate translation at both a descriptive and practical level

(Baker 1993, Laviosa 1998, Shlesinger 1998, Zanettin et al. 2007).

In current manifestations of translation research, there are four types of electronic
corpora that are specifically useful: namely, parallel corpora, comparable corpora,

monolingual corpora, and multilingual corpora.

According to Baker, corpora applied in translation studies refer to “collections of texts
held in machine-readable form and capable of being analysed automatically or semi-

automatically in a variety of ways” (1995: 225).

Corpus-based translation studies is a newly developed field based on the theories of
corpus linguistics, linguistics and translation studies, and mainly focuses on

investigating authentic bilingual language data by using computer applications to
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analyse and calculate probability and statistics. According to Wang, “the development
of corpus-based study and bilingual corpora in particular, may help Descriptive

Translation Studies develop in a deeper way” (2006: 6).

Baker is considered to have been the first scholar to introduce the corpus as a research
method in translation studies. She applied the research method of corpus linguistics
study to the collection of a great deal of authentic translation materials, and in turn she
described the nature of translation and even established many regulations and norms
of translation. Baker pointed out that, with the development of corpus-based
translation studies, scholars may use the comparison of the original language text and
the translated language text to explain the communication role of the translated text in
the nature of translating (1993: 243). Baker’s idea led scholars to certify, modify and

clarify the nature of translation in order to better describe the nature of translation.

Baker divided the corpora of translation studies into three main types: parallel corpora,
multilingual corpora and comparable corpora according to different study purposes
(1995: 230). Parallel corpora highlight the differences between the original text and
the translated text at the level of lexis, sentences or paragraphs. The second type of
corpora is multilingual corpus. It is normally a collection of two or more versions of
text; they are all original texts as opposed to translated ones. This type of data
collection can be regarded as a kind of pure “parallel corpora” that offers information
to scholars and enables them to tell the difference in writing styles between each text,
and helps them to set up criteria to evaluate the quality of translation. Last but not
least, comparable corpora refer to two independent collections of texts in the same
language; for example, texts originally produced in a given language (English), and
texts translated into the same language (English). Scholars can test their theoretical
hypotheses through vast computer-stored collections of comparable texts, which can
easily reveal the distinctive linguistic features of translated texts. They can also offer
learners a better comprehension, not only of target but also of source texts, allowing
them to compare language and cultures in terminology, phraseology and textual
conventions. Comparable corpora may help scholars to indicate the universality of
translation. It is clear that the application of corpora not only supplies translation

scholars with empirical research tools to investigate the nature of translation and
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describe the features of translated texts, but it also provides practical translators with

an invaluable tool in their practical work.

According to Ma and Miao,

parallel corpora consist of original texts and their translated texts. They can be
used to provide information on specific language-pair translational behaviour,
to posit certain equivalence relationship between lexical items or syntactical
structures in the two languages concerned, or to explore the phenomenon of
translationese. They can also offer translation learners the possibility to
observe what strategies translators appear to privilege, and to learn how to

overcome specific translation problems based on their observation. (2009: 356)

The acknowledged advantage of corpus is its “data-driven feature [that] helps
researchers conduct their investigation from the bottom up, using concrete facts to
make generalizations about languages”, which can be tested repeatedly in order to
avoid subjectivity and randomness in the process of study (Baker, 1996: 186). In
particular, the use of corpus in translation studies, such as in relation to film subtitling,
can enable researchers to find some peculiar semantic features, differences in the style
of the texts or language customs, differences in the length between the original
versions and the translated manifestations, co-occurrence, coherence, and even the
distinctive features of using punctuation within the translation. However, the
disadvantages are also obvious. On the one hand, the data collection process is labour
and time intensive. Any researcher copiously needs to transfer the format of the
selected texts in order to meet the requirements for collecting data in the corpus. On
the other hand, most scholars tend to proceed with their research from the top down in
order to find evidence in support of their abstract hypotheses (ibid: 186). Therefore,
the use of corpus requires the researchers’ patience and intelligence. I think with full

preparation works, these difficulties are resolvable.

The development of parallel corpus studies in European countries is at a mature stage.
Meanwhile, in China, the study of corpus linguistics and corpus translation has
developed very rapidly in the last 10 years. The most common types of corpus

undergoing development are general corpus, specialized corpus, synchronic corpus,
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diachronic corpus, and learner corpus (Liang et al. 2013: 4-5). Although some of these
corpora can be found online (e.g., http://mtgrouplictlaclcn/corpus), these corpora
rarely meet the needs of language scholars because of the limited data that is available
to the public. Moreover, instances of E-C parallel corpora are even rarer, particularly

in relation to the subtitling of animation films.

In this research, I have opted to set up a self-built corpus in order to compare the
original subtitles and the translated subtitles in my selection of 15 feature length
animation films. The purpose behind this discussion of suitable translation strategies
is to take a scientific approach with a view to identifying “subtitling universals”,

particularly in relation to E-C subtitling.

In the introduction chapter of this thesis, I explained my research purpose and
hypotheses. I plan to test and evaluate all of these hypotheses using the chosen
methodologies. The self-built corpus will help to evaluate the effectiveness of the first
hypothesis (about the length difference between the translated Chinese subtitles and
their corresponding English original texts) and analyse the proportions of the use of

traditional expressions and popular expressions in the data.
4.2.2 Constructing a Parallel Corpus

The corpus requires special apparatus (such as computer terminals, computer
programmes or bespoke software) that need to be described as a part of the strategy
for conducting research (ibid: 82). In this research, I have chosen three software

packages to evaluate these hypotheses: namely, UltraEdit, Microsoft Excel and

Paraconc to work out the specific research results.

@ Install UltraEdit

Install >>

Screenshot 1
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UltraEdit’s text editing features make editing lists and columns an intuitive
experience, not the exercise in tedium it used to be. With features like multi-caret
editing, column/block editing and multi-select, it is a simple text editor when I want it
to be and a multi-cursor power editor when you need it to be. Since UltraEdit can
identify all kinds of subtitle files, it is suitable for this research. The use of this
software 1s simple: when you drag any kind of the above-mentioned type of subtitle
file to the UltraEdit, the bilingual subtitle pairs appear with automatically labelled
serial numbers. Then I only need simple arithmetic skills to obtain the total number of
subtitle pairs in a film. What is more, when I select and click on a particular line of
subtitle, UltraEdit can tell the numbers of words in this specific line. Since the first
hypothesis in this research is about the testing of the length difference between the
translated subtitles and their corresponding original subtitles, UltraEdit can help to
work out each line of subtitle first, then put these data into Microsoft Excel, such that
the result of length difference can be calculated by a manual set-up format such as

“A-B=X".

Meanwhile, Microsoft Excel is arguably the most suitable tool for collating statistics
amongst commonly used computer software. In order to assemble all the language
data from the selected 15 films, Excel will naturally be the appropriate option for this
activity. Moreover, its feature of “properties” helped me tailor Excel to meet her own
specific requirements in the collation of statistics. For example, in order to calculate
the length difference between the original English text and the subtitles translated into
Chinese, I am able to create “remark I with the name of “the length difference” in
one additional column and use the preset formula as “sub (A, B)” (sub is one of the
preset functions in Excel) to get the desired result. A more detailed description of the
use of Excel in the collection of data in the corpus of this study is given in the
following section of this chapter. Inevitably, since the research is concerned with E-C
subtitling, the main limitations and appropriate translation strategies consequently
become the key investigating objectives. According to the classification of the main
types of corpora in translation studies, a parallel corpus that compares the original text
with the translated subtitles is the most suitable. Therefore, Microsoft Excel and
UltraEdit can help me to test the first hypothesis about the length difference as well as
being a preparation to the next step of testing the second and third hypotheses about

the use of culturally loaded expressions in Chinese translated subtitles.
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Lastly, the software of ParaConc is “a bilingual or multilingual concordancer that can
be used in contrastive analyses, language learning, and translation studies/training”
(http://www.paraconc.com/). In this research, I plan to test the frequency of the use of
traditional expressions as well as the frequency of the use of popular expressions in
the E-C animation films’ subtitle translation. The results of these frequencies can help
me to identify my second and third hypotheses concerning whether the use of these
two types of expressions can make the translated subtitles of English animation films

more attractive among Chinese audiences and among young people in particular.

After identifying the most suitable software to build up the specific corpus for this

research, the detailed application procedures are as follows:

a) Chosen Linguistic Data

The chosen texts constitute the first element in a corpus. In this study, 15 English
language texts and their corresponding Chinese language subtitles are brought
together in a parallel corpus as the linguistic data. These data are classified

respectively in terms of the types of traditional expressions and popular expressions.
b) Collecting Data

Before establishing the corpus, with the recommendation by Huang, I had the chance
to talk with two scholars, Liang and Xu, during a summer course I attended in 2014.

These two scholars are well-known professionals in the field of corpus study in China.

In the course of the conversation about how to construct a suitable corpus for this
specific study, they offered a great deal of useful advice that enabled the researcher to
build up her corpus in a purposeful and focused way. The main elements of this
advice were as follows: firstly, they encouraged the researcher to seek practical input
from the Shanghai Translated Film Studio, the official company for translating
exported films in China; secondly, they recommended naming this specific corpus as
a “self-built parallel corpus for a special purpose”, in view of the usage and scale of
the corpus; thirdly, in the next phase of the research work, they encouraged the

researcher to continue inputting more data into the corpus in order to obtain more
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effective and objective data results; lastly, they recommended transforming the data
results into value measurements with a practical application to help real-world

subtitlers produce subtitles of a more effective and reliable quality.

Given that the research objective is animation film subtitles, most of the raw linguistic
data are spoken language rather than written language. Therefore, the source of these
raw language materials is the films’ dialogues. Yang and Tang (2014: 174) advised to
download all the relevant materials from the Sheshou website. This website is free of
charge and offers bilingual subtitles (English and Chinese) of almost all the animated
films released in China in the last 15 years or so. Therefore, the first raw materials for
this research were the downloaded text-based film dialogues. When I inputted the
names of the films on the website, specifying “E-C bilingual subtitles” as the key
search request, she obtained two main subtitle categories from this website. One
category was originally in PDF or CAJ format, while the other was in SSA or SRT
format. In the search of the 15 selected film subtitles, most of them are in SRT format;
I needed to transfer this format into plain text versions. Then, the previously
introduced UltraEdit helps to open each type of the mentioned format of subtitle

documents as the following example shows:
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Screenshot 2

c) Aligning the Bilingual Subtitles
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The alignment of dual languages in a corpus is useful to researchers as an efficient
means of collecting data. This technology helps researchers align bilingual materials
with the same meaning in the source and translated texts with its algorithm. The units
of alignment are varied: namely, passage alignment, sentence alignment, phrase
alignment, word alignment and even character alignment. The smaller the unit is, the
most linguistic the information it offers. However, in this research project, because I
want to verify my study hypotheses about the impact of cultural elements in subtitling,
I have chosen to undertake sentence aligning. Sentence aligning can help me to
observe the length difference between the source subtitle and the target subtitle. As
the above UltraEdit sample shows, after the aligning of each pair of subtitles in the
unit of sentence is accomplished, the use of Microsoft Excel can help to fulfil the
further calculation. Moreover, the aligning in the sentence unit can also help me to
test the frequency of the use of two kinds of culturally loaded expressions in my
second and third hypotheses; therefore, the use of UltraEdit in this research is an
appropriate choice. Besides, as a way of preparation and backup, I can also keep the
raw materials in the form of “time code + original English original subtitle + Chinese
translated subtitle” in 15 UltraEdit files as well. The advantages of taking this
preparatory step are as follows: the time code helped the researcher to self-evaluate
after finishing the task; I could check any pair or pairs of bilingual subtitles in terms
of their synchronism, which means that only the frames match the subtitles, resulting
in the audience being able to see the synchronism of pictures and dialogues. Then,
putting the translated subtitles and the source subtitles into two lines, as well as
locating them in the form of “text-align left”, helped the researcher to see the length
difference between each pair immediately. The edition of Microsoft Excel in the
corpus involves 15 files, each of which contains one particular set of film subtitles.
The other edition of the Word document in the corpus also involves 15 files, as well

as backup files separately containing the 15 selected film subtitles.

The following examples show a sample is kept in three kinds of software: the

UltraEditor, Excel and Notepad:
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A B C D E F
W 15u [BEEER 1 could kiss you! 5 4 1
wp | 1585 [RERHBEE. 1could. I mean I'd like to. 6 3 2
w146 |H. Id.. 1 1 0
g 157 |EARR AL HEER.ENT May I? We me... | mean, may we? 10 8 2
. 15m [FELEAY Wait, what? 4 2 2
50 1549 [FATAELL. We may. 1 2 2
551 1550 |EE! Summer! 2 1 1
552 1551 |ffF. Hello. 2 1 1
31552 |RFEERTE? Are you ready? 7 3 f
5 159 |[HEREANA. 1like the open gates. 8 5 3
5550 1554 |RIENARRLT . We are never closing them again, 9 6 3
56| 1555 |B, X, What? Oh, Elsa, 3 4 1
5 1556 [HERES, they're beautiful, 5 2 3
38 1557 |MIRHERTSE. butyou know | don't ska... 8 6 1
559 | 158 |EIE, {REEAD. Come on, you can doit! 5 6 1
60 1559 |, $EN Hey, girls! 4 2 2
61 1560 &, fAit{l. Hey, guys. 4 2 2
(Excel)

Screenshot 4

98



| | sk=Z54. Frozen.2013.chs.srt - iD= @Iﬂlﬂw
MR EgE(E) #£H(0) BEE(V) EBEH)

(Notepad)
Screenshot 5

Take the third pair of subtitles as an example. The time code shows that the dialogue
started at the first minute and 31 seconds of the film, with the first subtitle lasting
about two seconds, while there are seven words in the original subtitle and three
characters in the translated subtitle. In a visual sense, because the structure of Chinese
characters is relatively compact and independent, the length difference between the
bilingual subtitles is not very obvious. But because the different word formations,
Chinese characters look more complex than English characters, therefore, I estimate

the reading time of Chinese subtitles should be longer than that of English ones.

As the description above explains, the software of UltraEdit and Microsoft Excel can
help me realize my testing of the first hypothesis, that is, the length comparison
between each pair of Chinese translated subtitles and its corresponding English
original text. Then, in order to test and calculate the frequency of two typical
expressions in Chinese translated subtitles, that is, traditional expression and popular
expression, another two hypotheses need to be tested, which concern whether these
two types of expressions are effective in making the translated subtitles more

attractive and interesting to audiences, and to identify the strategies used behind these
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expressions. In the process, another software package “paraconc”, is available to
assist me in obtaining results about the “frequency” of each type of expression in the
collected data. As the following example shows, I put the label “TE” (traditional
expression) and “PE” (popular expression) at the end of each translated subtitle which
is relevant to traditional expression or/and popular expression, then put the whole text
of one film’s data into paraconc; the subtitles which are labelled will be shown in

serial numbers.

4.3 Corpus-based Investigation
4.3.1 Testing the effectiveness of the data

Before collecting all the selected data, testing the effectiveness of the plain text by
sample film data are needed. I, however, need to decide the appropriate method of
choosing a sample first. The purpose behind undertaking a sample analysis is to check
for the following expected problems: (1) whether the size of the text is suitable; (2)
whether the text contains unreadable code, unnecessary spacing, or other coding
problems; (3) whether the text has mixed punctuation or contains the full width of

Chinese characters; and, (4) whether the text has other unrelated items.
4.3.2 Collecting the Data

As the previous explanation of the first hypothesis in this research implied, I will test
whether the length of Chinese translated subtitles is generally greater than the length
of the corresponding English original text. In keeping with this hypothesis, the data, in
terms of the number of words in each pair of subtitles, both in English and Chinese, as
well as their length differences are needed. The following procedure explains how the

data in the corpus help to realize this specific study purpose.

As outlined in the previous introduction, once the bilingual subtitles from the 15
selected animation films are collected from the Sheshou website, they are opened up
i UltraEdit. In this software interface, I can obtain the numbers of words of each
singled subtitle. Then, in the next step, all the bilingual subtitles are copied and put
into a Microsoft Excel spreadsheet. By comparing the number of English words in

each sample of original text with the number of Chinese words in each target subtitle
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on the spreadsheet, the testing of the first hypothesis about the length difference

between each pair of bilingual subtitles can be achieved.
4.3.3 Testing the Corpus by Sample Data
a) Testing the first hypothesis

I firstly applied one film as a sample. According to the sample data, it is evident that
Chinese expressions are generally longer than English expressions, as indicated in the

Screenshot below:
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1 Numbers of words(English) Numbers of words{Chinese)
2 Excuse me, sir,is there a commode? &8, S BRI F EE? 7 11
3 Justin! Justin! 1 1

Quick, honey, take my picture.
4 | gotthe pyramid in my hand. REEZN SHERTERFIEMARR. 14 23
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Screenshot 6

Once 60 pairs of bilingual subtitles are collected from the plain text of the sample
film’s screenplay, it is possible to work out the difference in the number of words
between each subtitle pair by using the calculating function within Microsoft Excel.
As a result, among those extracted sixty pairs, the maximum value is 11 words and
the minimum value is minus four. Therefore, the average value of difference in the 60
pairs is about 2.69 (see the amber-framed column and the blue circled parts in the

following screenshot).
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Screenshot 7

According to these statistics, it transpires that E-C subtitlers may pay the most
attention to the difference in length between English and Chinese when investigating
the quality of subtitling. Since the practice of Chinese expression is different from that
of English, ensuring that the Chinese subtitles meet the mechanical requirement for
film subtitles ought to be the primary concern for subtitlers, Translation strategies,
then, may provide effective assistance in order for the translation to be contained

within a reasonable length.

In the second step, about 38% (270 out of 704, not counting repeated occurrences) of
the sample subtitles or about 62% (37 out of 60; see the next Screenshot in below) of
the subtitles (including repetitions) are translated by using different translation
strategies. If the application of these strategies has meant that translated subtitles have
been critical in making the film accessible to the majority of the potential audience,
mostly young people, this can be demonstrated by using another empirical method -
the questionnaire - in which the respondents are university undergraduates between

the ages of 22 and 24 years.
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Screenshot 8

In the course of employing this strategy, I have found that some types of traditional
Chinese expression (such as idioms, archaisms and proverbs) and topical expressions
(such as those referring to popular and Internet-based culture) frequently appeared in
the subtitling of these films. By conducting the questionnaire, it is possible to confirm

the extent of the popularity of these expressions.

In the previous chapter, four of Gottlieb’s subtitling strategies were mainly found to
be applicable to the translation of E-C. These strategies are paraphrase, transfer,
transcription and condensation. In deploying these strategies, with the exception of
condensation, translators need to pay more attention to the selection of target
expressions to be used if the length of translated subtitles is to be reasonable.
Achieving reasonable length is critical if the target subtitles are to be readable by

audiences in the ‘real’ world.
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In order to investigate whether the above findings indicate translation universality, I
needed to collect a larger amount of data to verify her assumptions. Other findings

may also appear after collecting and analysing all data in the self-built parallel corpus.

b) Testing the second and the third hypotheses

As indicated in the previous section, there are two other research hypotheses involved:
that effective translation is contingent on the use of traditional Chinese expressions
within the translated subtitles, and that effective translation is contingent on the use of
popular expressions within the translated subtitles. The corpus will help me to collect
these two kinds of expression. Another software package known as paraconc will test
the frequency of the use of these kinds of culturally loaded expressions and highlight
the main issues concerning current data, such as the inappropriate, unjustified and
inadequate use of these expressions. Then, with the help of the corpus’ data results, I
can discuss suitable translation strategies for strengthening the expression of current

data.

I firstly align all the bilingual subtitles, and marks out the translated subtitles which
involve the use of traditional expressions as well as popular expressions. Then by
using paraconc, the frequency of the use of these two types of expressions will be

calculated immediately.
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Screenshot 9
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Screenshot 10

4.4 Further Use of the Corpus

In the investigation of sample subtitle pairs, I find that, in the process of translating,
Chinese subtitles are longer than the corresponding text in English. However, given
the mechanical process of making film subtitles, the ideal length for a Chinese subtitle
is about 15 words in each line. My expectation is that there are some translation
strategies that should help the subtitler to fulfil this ideal. If this turns out to be the
case after acquiring the large amount of data in the self-built corpus, I will discuss my
findings and the most effective strategies that I have found in the process. Conversely,
if the results from the total data are not consistent with the findings from this sample,
more components will need to be considered and interrogated than are present in the
current hypothesis. For the second and third hypotheses, the study approach is similar
to the first one. A larger amount of data also needs to be input into the specific
software, such that the more detailed elements that are found, the more concrete will

be the analysis and the more useful suggestions provided in the end.
4.5 Questionnaire

The second and supplementary research method 1is the questionnaire. The
questionnaire format is considered as “valid and useful” as a quantitative method
because it mainly emphasizes the quantity or the amount of the data gathered (Best
and Khan 1989: 90). A research method should encompass the overall strategy that is
followed in collecting and analysing data. The general classification inherent in a

research method is governed by the distinction between quantitative and qualitative
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research. Quantitative research is “the collection and analysis of numerical data in
order to explain, predict, and/or control phenomena of interest” (Gay 2006: 9).
However, in the process of conducting practical quantitative research, researchers
need to do much more than only use numerical data. They must state the hypotheses
to be tested, specify the research procedures, anticipate the likely problems in data
collection, and make sure there is an adequate number of participants and their
surrogates in order to provide statistically meaningful and effective data. The result of
quantitative research will generally be objective because researchers use ‘paper-and-
pen’, or non-interactive instruments to conduct their investigation. Qualitative
research, however, is “the collection, analysis, and interpretation of comprehensive
narrative and visual (non-numerical) data in order to gain insights into a particular
phenomenon of interest” (ibid.: 9). That said, in practising research, scholars tend to
use both of these two methods in a combined way in order to arrive at a more
objective and credible result. In this study, I use the corpus as the main research tool,

alongside a questionnaire as a supplementary method, in order to strengthen the

scientific approach of my study.

As a supplementary research method to be used, the content of the questionnaire
needs to be examined in detail in terms of its description, the intended respondents,
and the collection and analysis of the results. The examination of these aspects
demonstrates the validity of the questionnaire and, in turn, its capacity to evidence the
accuracy of the chosen theory and the effectiveness of the recommended E-C

subtitling strategies.
4.5.1 Key Points of Carrying Out the Questionnaire:
Ethical Considerations

Ethical considerations play an inevitable role in all research studies, while all
researchers must consider the ethics related to their studies. “In research, the ends do
not justify the means, and the researchers must not put their need to carry out a study
above their responsibility to maintain the well-being of the study participants.
Research studies are built on trust between a researcher and the participants, and
researchers has a responsibility to behave in a trustworthy manner, just as they expect

participants to” (Gay 2006: 73).
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Furthermore, research that is contingent on the contribution of human subjects ought
to require even more careful pre-consideration given that research participants may
experience stress, anxiety, and a great number of other consequences (Robinson 2011:
194). For this particular research project, it is necessary to ensure that both ethical and
legal issues are considered throughout the research process, with particular
consideration given to the type of respondents involved (that is, undergraduate

students mostly majoring in English).

First of all, the key ethical issues in research are involved with the participants’ right
to give informed consent and enjoy freedom from harm (Gay 2006: 74). Otherwise,
collecting information from participants is regarded as unethical. Therefore, at the
beginning of the research process, I am committed to explaining and informing all the
participants of the overall purpose of her study and the step-by-step procedures of
participation. The related written documents about the research purpose, the detailed
participation process, and the proof of Ethical Approval from the Ethical Research
Committee at the University of Salford is to be provided to all participants; all the
related documents with official signatures are in Appendix 3. To make sure that all
the participants fully understand and are acquainted with the study requirements and
purposes, as well as ensure that they avoid any risks, anonymity and confidentiality
issues will underpin every stage of the questionnaire process: its completion, its
submission, the data analysis and the production of the research findings. This is
taken as a basic requirement by ethical research boards and committees as well as the
UK’s Data Protection Act (1998). In so doing, I am responsible for keeping
participants’ identities anonymous and reminding them not to sign their names on the
questionnaire at the beginning or at the end of their answers. In my final report, |
generally ought to be able to identify the group of participants, their education
background information, age range, etc. Within qualitative research, aspects of the
participants’ individuality, such as their likeness and voice, are not critical given the
general nature of questionnaires as a quantitative research tool. Therefore, issues
regarding anonymity, the explanation of the research, how to keep all data
confidential, the use of these data in the step of research findings is explained to all
participants at the beginning of the questionnaire so that the research meets the basic

requirements of informed consent.
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Preparation:

In order to meet the requirements of the Ethical Research Committee at the University
of Salford, as well as the UK’s Data Protection Act (1998), it was necessary to
provide the following information to all the respondents before asking them to answer
the questionnaire; this was indispensable in order to ensure their comprehension and
support. First, it was necessary to outline the research topic and its objectives, and the

project’s academic context to the respondents.

Research Topic:

The current research topic is called A Comparative Analysis of Film Subtitle
Translation from English in Chinese - A Case Study of 15 Popular Animation Films.
The research aims to test three research hypotheses, as well as discuss the main issues
and effective solutions related to the subtitling of the sample film Despicable Me 1

from the perspective of cultural awareness.

Academic Context:

AVT is a new area of study within translation studies. Scholars from Western
countries were the first to undertake theoretical work regarding translation. Examples
include Jorge Diaz-Cintas’s discussion about the application of descriptive translation
studies (DTS) and Even-Zohar’s polysystem theory in relation to the field of AVT
(2004). In addition, scholars in the field of subtitle translation, such as Henrik Gottlieb,
have proposed 10 translation strategies appropriate to AVT. This research project
builds on the aforementioned theoretical work by scoping and interrogating further
issues and strategic possibilities for movie caption translation between English and
Chinese. The research expectations are to define common issues for, and identify,
effective translation strategies to improve the quality of translation work in the
context of movie subtitles. However, the intrinsic problems that complicate such
translation work - given that English and Chinese belong to two different language
families - are also taken into account. In other words, arriving at an “equivalent”
translation between these two languages may be more difficult to achieve than that
between English and a language from the same or similar language family. Moreover,
the huge cultural divide between the East and West means that there are always
significant challenges in delivering information from the Source Text (ST) to the

Target Text (TT). Thus, the realistic contribution of this research project will be to set
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out the common issues and develop suitable strategies in the English/Chinese movie
caption translating process and, more broadly, to extend the theory of subtitle
translation into this very specific cultural-linguistic context. Firstly, this research aims
to examine the advantages of applying traditional Chinese expressions (idioms,
archaisms) and those of applying popular expressions (popular language in networks,
new words, loaning words and dialects) as culturally loaded expressions in English-
Chinese subtitling. Moreover, the use of these two kinds of expressions while be
combined with appropriate translation strategies (four strategies according to
Gottlieb), and another two novel strategies used in subtitling in the last five years).
Then, as a research result, I will design a measuring scale by referencing the data
results from my research study. The measuring scale will be improved and completed
by continuously collecting more data for my corpus. Detailed discussion about how to
develop this theory by analysing the main issues in the present data and studying

effective translation strategies will be provided in a later part of this chapter.

Secondly, it was important to explain to the students that the reason for inviting them
to answer a questionnaire was to obtain first-hand information to enable the researcher
to shed light on the two questions mentioned above and also, ultimately, to improve
the quality of subtitles that millions of other spectators read when they watch a
foreign language film. The students were told that their selection as participants was
based on the reasonable assumptions that: they form part of the potential audience for
these translated films; they possess a good level of knowledge in E-C translation; they
would also be familiar with the use of traditional Chinese expressions (such as idioms
and archaisms) and popular expressions (such as vernacular and language made
popular in networks). In addition, the purpose of the questionnaire was to test whether
the discussed translation strategies were more effective in engaging the audience’s
visual attention and, furthermore, whether the Chinese language peculiarities of
idioms, archaisms and popular expressions were welcomed by the audience. As such,
it was explained that the questionnaire would be in three parts: the first part consisted
of 15 paired-choice questions about two alternative translations marked as ‘A’ and ‘B’.
The second part consisted of multiple choice questions whose purpose was to
calibrate audience preferences towards the use of culturally loaded Chinese words.
The last part of the questionnaire was an open question that invited suggestions from

the students as spectators for E-C subtitling; here, the participants were invited to
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write down their own suggestions to improve the translations of these aforementioned

films.

Lastly, it was necessary to give the students instructions about the process of
answering the questionnaire. The expected time for completing the questionnaire was
30 minutes and it would be completed anonymously. In answering all the questions in
this questionnaire, it was anticipated that the students would refer to the experience
and knowledge that they had acquired on their translation and interpretation courses
over a two-year period, and share their personal viewpoints on the translated subtitles
of recently released animation films. The students would personally place their
questionnaires into an envelope and put them into a pre-prepared box at the front of
the classroom before they left. I would analyse the collected data in the second stage
of her work. The electronic data would be password-protected and all hard copies of
the completed questionnaire would be stored in a locked filing cabinet. The source of

3

the data would be generically described as ‘“undergraduates from the Shanghai
University of Sport and the Shanghai Fudan University”. Moreover, I reiterated my
appreciation to all the participants and emphasized to them that, with their help, the
data from the questionnaires would make an important contribution to the
development of this research project. Furthermore, the findings of this research would
be made available to film subtitling companies in order to improve the subtitles of

films that the participants and many other spectators from different generations watch.
4.5.2 Description of the Questionnaire

Based on the introduction of research hypotheses and research purposes in the
previous chapters, the questionnaire is considered as supplementary to the results
emanating from the corpus. According to the data analysis for the sample film in the
corpus, | am able to identify the following three phenomena: 1) the length of the
translated Chinese subtitles is often longer than their equivalent in the original English
text: there are on average 2.69 more words in Chinese than in English;2) about 60%
of subtitles are translated by using different translation strategies;3) about 17% out of
the aforementioned 60% of subtitles are translated using traditional Chinese
expressions, such as idioms, archaisms as well as some modern expressions, such as

popular language in networks and new words. This syntagmatic patterning in texts has
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shown that “the co-selection of syntax and lexis often involves not just one word but a

series of them” (Francis 1993: 143).

Therefore, the questionnaire is designed as follows:

In the first section, I offer the respondents 15 paired-choice questions about two-
version translations marked as ‘A’ and ‘B’. The related content is taken from the
sample film Despicable Me 1, with all the A choices taken from the film’s public
release and which the researcher has downloaded from the official website of Sheshou.
All the translations are regarded as a better quality of translation with regard to certain
translation strategies. This relates to earlier discussion about the four translation
strategies from Gottlieb’s typology that are applicable to E-C translation, known as
transfer, transcription, paraphrase and condensation. Moreover, two additional
strategies known as globalization and localization are also considered within the
context of considering the film as a form of commercial product. In the process of
making films for commercial purposes within international markets, globalization and
localization are interactional with each other (O’Hagan and Ashworth 2002: 66).
Therefore, I have deliberately selected two or three subtitles that deploy each strategy
in order to observe whether the respondents’ preferences are the same as those of the
translator of the sample film, or not. Meanwhile, all the B choices are a literal or
word-for-word translation of the original text did by me. The method of translation in
the B choices generally uses a similar equivalence to the corresponding original in
order to achieve an optimal translation. Since the respondents are undergraduates
majoring in English, they should be expected to have a higher level of competence in
both the English language and E-C translation ability. Therefore, the expected result

of this section is that most respondents should prefer A rather than B.

However, the respondents are also given the opportunity to state their own translation
at C, if they believe that they can provide a better translation than the given two
choices. Generally speaking, the purpose of the first section in the questionnaire is to
check whether the use of strategies is acknowledged and actively considered as

important in the production of an optimal quality of subtitling, and E-C in particular.
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The function of the second section of the questionnaire is to help me identify more
specific and detailed information or evidence to further validate the findings from the

first section. Respondents are offered five multiple choice questions.

For the first question, respondents are asked: “In the most recent four years of your
life at university, how often have you been to the cinema to see cartoon films?” Based
on the demographic make-up of animation film audiences in the last five years, the
researcher has presumed that young people between the ages of 18 and 24 ought to
form the majority of the audience for this kind of film. The purpose of the first
question is to investigate whether this assumption is correct or not. Moreover,
confirmation of what makes up the majority of the audience is intended to help me to

qualify whether this group of respondents is ideally suited to the current study.

The second question is: “Do you think the length of the Chinese-translated subtitles is
readable?” The wording reflects the fact that, in the corpus-based data analysis, the
researcher expects to find that the translated subtitles are always longer than the
original ones. That said, it should be considered that, under the mechanical constraints
of film screen lines, the subtitler has to bear in mind the acceptable length of subtitles

in each line.

Of course, Chinese characters are different from English because they are
hieroglyphic and, therefore, normally demand more reading time from the audience
than those reading alphabetic writing, such as English. Hence, for translation from
English into Chinese, the subtitler needs to pay more attention to the expression of
Chinese. Given the practical limits inherent in this question, this is expected to elicit a
viewpoint on recently translated Chinese subtitles from the respondents. If the
response is mostly positive, it shows that the released translation is good in terms of
quality. If their response is mostly negative, however, this suggests the need for a
greater emphasis in using translation strategies, such as condensation and substitution,

in the process of translating.

The next question is concerned with the expression of translated subtitles from the
perspective of linguistic peculiarities. The participants are asked: “Do you prefer

translations that make use of traditional Chinese expressions such as idioms, proverbs,
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sentences from ancient poems or archaisms?” In so doing, I provide examples within
the questionnaire in order to focus the respondents’ perspective on this with

consideration of the professional level attained by these respondents.

If the participants believe that the use of typical Chinese expressions helps make the
film more attractive to them, this position then becomes the precondition by which the
researcher will develop further suggestions for subtitling in the ensuing chapter.
However, if the answer to this question is generally negative or indecisive, further
research ought then to be conducted in order to establish whether an emphasis on the

use of particular Chinese forms of expression in subtitling is necessary or not.

In the same vein, take the following question: “Do you like translations that make use
of modern Chinese expressions such as spoken vernacular language made popular on
the Internet?” With regard to spoken Chinese, language scholars confirm topical
linguistic expressions that are used in common parlance on an annual basis. This is a
mechanism by which the masses become acquainted with the most topically authentic
communication between the Chinese people, especially amongst the younger
generations. Moreover, more and more middle-aged people and even senior citizens
choose to pay attention to this kind of contemporary language and its expressions in

order to better communicate with and understand young people.

Therefore, the use of this type of language ought to be welcomed in subtitling as well.
If the selected group of respondents agree with this opinion, further discussion
concerning the application of this type of expression in subtitling is necessitated and

meaningful. Conversely, if there is disagreement, other solutions ought to be tested.

The last question in the second section is: “Do you think the use of traditional and
modern Chinese expressions requires subtitlers’ awareness of cultural difference?” To
this end, I again supply some examples with a simple explanation of their
corresponding cultural points, the purpose of which is to calibrate how far the
respondents realize the function of these expressions and to invite them to share their
viewpoints on the importance of the contribution made by Chinese cultural elements
to subtitling. As the respondents are all English language learners, they may have a

certain awareness of the culture being ‘translated’ in the context of their education
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and reflexive experience. That said, it is hoped that the questionnaire facilitates a
range of ‘authentic’ responses that challenge any preconceptions or assumptions

particularly on the researcher’s part.

The last section of the questionnaire is an open-ended question: “In your opinion,
what have been the main problems and weaknesses that have emerged in the subtitles
of recently released cartoon films?” I include a list of the names of her selected films
with a print-out of 60 pairs of bilingual subtitles from the sample film in order to help
respondents answer this question. Apart from the questions I ask them in the first two
sections of the questionnaire, it is expected that the respondents will offer their own
findings within the limitations of the animation films. Their contribution should offer
evidence relevant to my hypotheses as well as prompt more thinking around the

research topic.
4.5.3 Description of Respondents

Since the aim of the research is to evaluate the application of subtitling strategies and
the effectiveness in using several types of preferred Chinese language peculiarities in
E-C subtitle translation, the respondents are drawn from those who are most interested
in English-language cartoon films, understand the original text and have a certain
level of personal translation ability. As such, I have chosen to distribute my
questionnaire to 100 undergraduates who are majoring in English. Focusing on this
audience constituency ensures that the results of the questionnaire are going to be
representative as a result of the respondents’ high level proficiency in English as well

as the knowledge of Chinese language and culture from a young person’s perspective.

This group of 100 students are currently final year English major students at the
Shanghai University of Sports and the Fudan University. Their average age is 22
years. Of the respondents, 60% are female while the rest are male. All the respondents

are native Chinese speakers.

Before answering the questionnaire, the monitors will arrange for all the participants

to prepare themselves as follows:

1. To watch the sample film by listening to the original English dialogue, while
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reading the translated Chinese subtitles.
2. Next, participants will be given a printed copy of the translated subtitles and
their corresponding original texts to read; they will then be asked to think

about the accuracy of the subtitle translation of the sample film.

After this prework activity, it is expected that participants will get to know the subtitle
translation of the sample film well and have some degree of understanding and
opinion about the quality of the translation, such that they will be ready to offer their
own comments on the subtitle translation of the sample film. Besides, participants will
have learned about the typology and the two newly proposed strategies of localization
and globalization during my previous teaching class, as well as via my email letter

entitled The Related Knowledge of the Questionnaire.
4.5.4 Use of the questionnaire

In the next step, I will make the questionnaires are answered by the participants,
collect the data and then analyse and discuss each of the responses to the
questionnaire questions. The expectation concerning the use of the questionnaire is
that the participants’ perspectives will help me to assess the effectiveness of the
culturally loaded expressions and test out the most effective strategies in the E-C

translation, so that I can further test my second and third hypotheses in this study.
4.6 Interviews

Besides the two main methodologies, I also refer to several communicative exchanges
with some scholars and practitioners whom I met while at international conferences
and during an internship in order to further prove my research hypotheses. These
exchanges are not as formal as interviews; however, they are useful qualitative
approaches with features of colloquialism and face-to-face interaction, which will

offer deeper and more concrete ideas from the speakers (Gay, et al. 2006: 10).
4.6.1 Interview Questions

The interview questions are mainly in response to the following:
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1) According to your practical experience, please confirm your ideal length of
a single-line subtitle in Chinese/English (films with translated Chinese
subtitles only/films with original English subtitles only).

2) According to your experience, please give your opinion about the use of
traditional expressions in E-C subtitle translations.

3) According to your experience, please give your opinion about the use of

popular expressions in E-C subtitle translations.

Besides these three statements, I posed other questions to different interviewees
according to their varied study interests or working fields. To the scholars in the field
of corpus linguistics and translation studies, 1 also asked for their advice in
constructing her specific parallel corpus: a) approaches in choosing the correct data
and b) suitable software to analyse the hypotheses in this particular research. To the
scholars in the AVT study area, I asked for their study experience in reference to the
following question: “In your previous research, did you know the main age group of
the audience for English language animation films in the Chinese market?” I
interviewed three practical film-makers in order to obtain more data about the ideal
length of single-line subtitles in English and Chinese, as well as three professional
subtitlers to discuss their experiences of translating the original English text into
Chinese translated subtitles. Moreover, I referenced another practitioner’s interview

with some of the subtitlers in order to further support my research hypotheses.
4.6.2 Interviewees’ Background

Generally, the interviewees were scholars and practitioners with different study
interests, including AVT studies, film-making, film-subtitling and corpus linguistic

studies.

For some interviewees, they preferred to refer to their interviews as academic
communications, only because they are too modest to wish to be known as
experienced scholars or practitioners. For ethical reasons, in the description of the
opinions of the interviewees, some of names will be anonymized, while those who
gave permission to use their full names in this thesis will be introduced as such. For

three subtitlers, out of respect for other team members (their team colleagues on
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practical work projects), as well as to abide by their working contract, they preferred

to remain anonymous.

In the following data analysis chapters, the detailed data from interviews will be
stated and commented on, respectively. The complete transcriptions of the interviews

are in the Appendix III.
4.7 Conclusion

In conclusion, this chapter has examined the form and function of the three
methodologies used in this project to answer the research questions. Firstly, the self-
built parallel corpus method was discussed in terms of the choice of linguistic data,
the ways of collecting the data, the essential form and code of the selected texts, and
how the sample is analysed. This was followed by an examination of each element in
the design of the second method used, a questionnaire. Particular focus has been given
to the content of the questionnaire and its usefulness in being able to test the validity
of the researcher’s suggested translation strategies. The rationale behind the choice of
respondents - 100 Chinese undergraduates who are majoring in English - was also
discussed in terms of their appropriateness to the research aims, along with
consideration of the ethical and legal issues in working with this type of respondent.
Further support is provided by some invaluable interviews and communication
between me and scholars/ practitioners who work in the related study areas. Their
opinions help to support the data results, as well as to offer practical evidence to

confirm the validity of the three hypotheses.
More empirically focused chapters now follow that describe the procedure of data

collection and data analysis, as well as a discussion of how these research findings are

to be developed.
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Chapter 5 Discussion on the Length of Film Subtitles Translated into

Chinese

In the previous chapters, I explained that my research purpose was to identify the
effective strategies used in film subtitle translation, from E-C in particular. I then
described three research hypotheses for this study. From this chapter onwards, I will
discuss and analysis the three hypotheses individually. Therefore, in this chapter, I set
out the study pursuant to the first hypothesis: that the length of film subtitles
translated into Chinese is generally greater in length than the corresponding dialogue
in the original English, using the methodologies of corpus, questionnaire and
interviews with a selection of scholars and practitioners. Moreover, in the process of
analysing and investigating the data, I found that several types of issues appeared,
which I will identify and discuss in the latter part of this chapter. The consideration of
the readable length of translated subtitles reveals one of the concerns for the receptor,

which is a key factor in the polysystem of subtitle translation.
5.1. Data Analysis on Related Short Interviews

In the past three years, I encountered these interviewees in different academic
contexts, such as international conferences, study workshops and internships. The
different scholars and practitioners expressed different viewpoints. In the following
chapters on data analysis, I will describe these useful encounters where there is

relevance to one of the specific hypotheses.

Before comparing the length difference between the Chinese translated subtitle and
the corresponding original English dialogue, the ideal length of any kind of language
subtitles should be evaluated based on the effectiveness of the subtitles. It is obvious
that Chinese subtitles and English subtitles will have different length standards

because of their different natures.

From the point of view of film producing, theorists and practitioners have varied
criteria when it comes to the ideal length of subtitles. For example, as in the previous
chapter of literature review mentioned, similar with Zhang and Wang’s
recommendation of “no more than 14 Chinese characters per line” (2012:139), Xiang

pointed out that the number of Chinese characters in each film subtitle line should be
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14-15 (with spaces and punctuations); however, the number of English characters is
40 (with spaces and punctuations) (2014: 306). According to the knowledge of
“character”, one Chinese word equates to one character, while different words of
English will be composed of a different number of letters. Therefore, when
calculating the number of English subtitles, it is not possible to calculate by the unit of
words, but by the unit of letters. In other words, 40 characters may involve a different
number of English words, but a certain number of letters. However, some
practitioners with different working experiences had different ideas concerning a
standard number for the ideal length of single-lined subtitles. He in her answer of
“How many Chinese characters in one line in a film subtitle is suitable for an

audience to read?”’:

The acceptable and readable length should be around 18 to 23 characters on
each frame of a film. Then, if divided into lines, no more than 18 characters in
a single line. However, when the subtitle is over 18 Chinese characters long,
the subtitler needs to create a line and a half to put in the whole content.
Furthermore, the maximum number of subtitle lines on one frame should be

no more than two.

Another practitioner, Liu is the Associate President of the Shanghai Translated Film
Studio. In one of his interviews, he recommended that subtitlers make a single-line
subtitle within a limit of 13 Chinese characters, since this length of a subtitle will
make the audience feel ‘comfortable’. As well as the investigation into the ideal
length of Chinese subtitles, the researcher also reviewed the ideal length of English
subtitles in order to make an effective comparison and reference. When the original
English is translated into Chinese, the original length can help the subtitler to estimate
the length of the translation, such that it is obvious that a smaller difference in length
from the original text will be more acceptable. Thus, for the theory of the standard
length of English subtitles, besides the idea proposed by Xiang, I interviewed two

practitioners in the study of producing animation works in the UK.

Bunny Martin trains young people in making animation films as part of their school
vocations. During the talk with Martin, I asked the question about the ideal length of a
single-line subtitle in English, Martin replying that it should be “no more than 40
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characters (with spaces and punctuations)”. This is completely in line with the theory
presented by Xiang in his (2014) book (5L H HEZELHIFM )  (Practical Film-
making Handbook). Moreover, she also gave her own estimation of a single-lined
number of English words as around 15 as its maximum. The ideal number of words
she gave is the same as Yang (2012, cited in Yang 2014: 174): “the perfect length for
a single-line subtitle is no more than 15 English words and no more than two lines on
one frame”. However, she emphasized that her estimation should only be a reference
to experienced subtitlers, who may judge its validity visually according to their own
experience; otherwise, subtitlers need to follow the regulation of 40 English
characters in each single line strictly. Another practitioner is Martin’s colleague, Roy
Loveday, when taking the age of the audience in animation films into account,

advised the ideal length of a single-line English subtitle to be within 11 words.

To sum up, the general opinions about the first hypothesis concerning the ideal length

of a single-line subtitle in English and in Chinese are two-fold:

1) Some interviewees insist on acting in accordance with the corresponding theories,
for examples, Xiang (2014), Zhang and Wang (2012). As they think this is the best
way to guarantee that the subtitles meet the mechanical requirements as a key
component of film products, whether or not the film is English language, Chinese
language or translated. Furthermore, different kinds of language versions should have
differing ideal numbers of words or characters according to their different language
peculiarities. Besides, while some of them emphasized that one frame of a film should
have, at most, two-line subtitles, subtitlers should consider making a longer subtitle
mto one and a half lines or two short lines in a frame, otherwise, the subtitles will not

be fully read or understood by the audience.

2) Some practitioners’ ideas may differ from the above interviewees as well as differ
among themselves. Their views on ideal length are as follows: 18-25 Chinese
characters in a single line, 13 Chinese characters at the most, 15 characters would be
fine. For English words, their ideals are similar: around 15 words. They all agree that,
because of the characteristics of animation films, the dialogues in the films are always
simple and brief, such that the expected English original text should generally be short.
The estimation concerning the Chinese translated subtitles is that they should not be

too long, but the length of a Chinese translated subtitle might be greater than the
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corresponding original text in English, when considering many other kinds of factors,
such as cultural differences, language family differences and oral expression

differences.

Different scholars and practitioners in varied working situations stated different
understandings on the ideal length of subtitles in English and in Chinese. According
to the interviewees’ answers, the ideal length of a Chinese subtitle is between 13 and
25 characters; the ideal length of an English subtitle is 13-15 words. It can therefore
be said that Chinese subtitles are normally greater than English subtitles in their
original difference of word formations. With this in mind, in the following section, I
will estimate the possible lengths of Chinese translated subtitles and the
corresponding English original subtitles in animation films, after which I will test
whether the former subtitles are generally greater than the latter ones. If yes, what is
the average length difference between them according to the data? If not, what are the
factors that inhibit the estimation? Moreover, in order to inform the future practice of
subtitle translation work on animation films, what is the ideal length of Chinese

translated subtitles that I can suggest to other practitioners?
5.2 Data Analysis on Corpus

In the following stage, I need to collect data using UltraEdit and analyse the data by
using the calculating function of Microsoft Excel, as the main means of her corpus, in
order to evaluate the average length of each of the subtitles (both of English and
Chinese) in the 15 films, as well as the average length difference between the Chinese
translated subtitles and their corresponding English original text in order to establish

whether the first of my hypotheses is positive or not.

In the last chapter, it was discussed that in the sample data, there were sixty pairs
extracted in a sample, the maximum value being 11 words and the minimum value
being -4 (minus four). Therefore, the average value of difference in the 60 pairs was
about 2.69. Then in this stage of the research, I expanded the research objectives to all
the subtitle pairs in the 15 selected films. The total number of the pairs is 19,081, and
according to the comparison of these pairs, I obtained a relatively more objective
result than the “2.69” words difference from the sample 60 pairs. Her investigation

procedure is as follows:
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Regarding the use of Microsoft Excel, 1 firstly tested the length difference between

two language-versioned subtitles, as indicated in the following Screenshot below:
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Screenshot 11
(Subtitle pairs from The Croods, 2013)
The subtitle pairs in each of the 15 films are collected into 15 separate Excel
spreadsheets. As the above example shows, the first column in pink represents the set
of Chinese translated subtitles; they are ordered automatically by Excel, while the
serials number shows the total number of the translated subtitles. The second column
in blue shows the set of corresponding English original subtitles in this film. Next to
this is the character/word number for each single line of subtitling. The colours show

the corresponding relations.

Microsoft Excel helped me to calculate the numbers of these bilingual subtitles as
well as to work out the average value of English original subtitles and that of their

corresponding Chinese translated subtitles, and then it obtained the average value of
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difference between these two languages. By comparing the number of English words
in each part of the original text with the number of Chinese words in each target
subtitle on the spreadsheet, it is evident that Chinese expressions are generally longer

than English expressions; see the amber area in the lower part of the following chart:
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(Subtitle pairs from The Croods, 2013)
Screenshot 12

In order to show the data result more clearly, I used the generating function of Excel:
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Figure 2

The line graph is more explicit than the Excel form: the blue line represents the
number of characters in the Chinese translated subtitles of the 20 subtitles, the
maximum number is about 23 characters in Chinese, and the minimum value is 1, but
in most cases of these twenty pairs, when I worked out the centre shaft, the average
length of the Chinese subtitles is about 12 (11.79) numbers; however, the English
subtitles were characterized by a maximum value of around 15 and a minimum value
of 1 as the dark red line illustrates, and its centre shaft runs through the number of 8
(8.32). It is a similar result to that shown by the sample data in the last chapter. With
the same way showed as the above, I put all the bilingual subtitles of each film into
one Microsoft Excel, then by analysing all the date of 15 selected films, I found that
the Chinese translated subtitles are averagely longer than the English original subtitles
in these 15 selected films. This result shows the effectiveness of her first hypothesis:
the lengths of Chinese translated subtitles are, on average, greater than those of their

corresponding English original subtitles.
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1 704 6303 5017 8.95 7.13 1.83
Despicable Mel
2 | Despicable Me?2 1031 7872 5381 7.64 5.22 2.42
3 | Frozen 1560 13876 7920 8.89 5.08 3.82
4 Alpha and 954 7636 4903 8.00 5.14 2.86
Omega
5 | The Croods 790 7811 5133 9.89 6.50 3.39
6 | Turbo 1187 9655 6712 8.13 5.65 2.48
7 | The.Smurfsl 2038 14792 10190 7.95 5.48 2.47
8 | The Smurfs2 1628 14807 9179 9.11 5.65 3.46
9| Rio 1 1376 9285 7053 6.76 5.14 1.63
10 | Rio 2 1274 12714 8341 9.98 6.55 3.43
11 | Madagascar 1 977 10747 7455 11.00 7.63 3.37
12 | Madagascar 2 1216 12312 8404 10.09 6.89 3.20
13 | Madagascar 3 1293 11937 7613 9.23 5.89 3.34
14 | Cars 1 1514 15588 10989 10.30 7.26 3.04
15 | Cars 2 1539 16485 11196 10.71 7.27 3.44
Table 3

In the earlier section of this chapter, I introduced advice given to her by theorists and
practitioners about the ideal length of a single-line subtitle in Chinese as well as in
English. The standard length of a single-line Chinese subtitle should be about 15
characters, while an English subtitle should be within 40 characters or 15 words. The
corpus collection and analysis helped me to evaluate the chosen data, with the result
that the data are able to meet the above standards. Hence, this strongly suggests that
the official translated subtitles provided for the released films are broadly effective.
What is more, the result also indicates that the subtitlers of the above released

translated films are aware of appropriate lengths for subtitles in their translation work,
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and shows that the language and dialogue used in English animation films are mainly
brief and simple. From the above chart, the largest average value for a single-line
Chinese subtitle is to be found in Madagascar I, with 11 characters, compared with
the above-mentioned standard length in Chinese of 13-23 characters per line). In other
words, as the average length is less than 13 characters for all the selected films, their
Chinese translated subtitles can be said to be of acceptable length. As long as
audiences have completed primary education (acquiring a vocabulary of 2,500 words
or so0), such subtitles will not pose a problem to them. As shown in the last column in
the above chart, the Chinese translated subtitles are generally greater in length than
the original dialogue in English. Among the selected animation films, the average
length difference between the translated Chinese subtitles and their corresponding
original texts range from 1.63 to 3.82 characters/words. In Rio I, the average length
difference is 1.63, which shows that the translated Chinese subtitles in this film have a
similar length to the original English subtitles. In the later data analysis chapter on the
use of traditional expressions and popular expressions, I found that one reason is that
the high-frequency use of these typical expressions (the use of traditional expressions
is 4.51%, which is higher than for most of the selected films, while the use of popular
expressions is 33.14%, which is also higher than for the rest of the selected films)
makes the average length difference small (I will explain this phenomenon in detail in

the next two chapters). For example:

1. Everyone here is on fire. 5 (original subtitle)

JiW#En K. 6 (released translation) (involves in the use of idiom

which is underlined)

Everything has high enthusiasm. (back translation)
2. and we're not big on travel.7 (original subtitle)

WA Z HZE ], 6 (released translation)
And do not like on travel. (back translation)

However, in Frozen, the average difference is 3.82. When evaluating the translated
subtitles and their corresponding original English texts, I found that the highest
average length difference in this film’s subtitle translations could be determined by
the presence of two songs in the film subtitles: Frozen Heart and Let It Go. In order to

explain the lines of the songs, as well as to reflect the rhyme of the translated lyrics,
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the subtitler used the strategy of expansion, meaning that the total number of
characters in the translated Chinese version is much bigger than for the other selected

films. For example:

1. Born of cold and winter air, 6 (original subtitle)
BOREFELA4 K. 8 (released translation)
it comes from cold winter, (back translation)
2. and mountain rain combining. 4 (original subtitle)
FHE IR IMNTE . 9 (released translation)

covered with rain drops from mountain (back translation)

In general, this result proves that my first hypothesis in this study is positive.

Furthermore, in the process of calculating the figures, I also recorded the following

subtitle translation phenomena:

1) In Turbo, there are two overlong subtitles with over 30 characters in the Chinese
version; they provide expositional information about the story and the racing car

competition.

As for the first phenomenon, I concluded that, in original English language films,
English as the source language is not a very well-known language among the target
Chinese audience. It is necessary, then, to add several brief pieces of background
information to help the audience understand more about the characters and plots.
However, if the length is too long, the subtitles will effectively become unreadable.
As analysed before, the acceptable and readable length of a single-line Chinese
subtitle should be within 25 (as the maximum) characters; a single-line subtitle with
31 characters will not be fully readable by ordinary people in practice. Hence, the

translation in the following two subtitles in 7urbo is less likely to be successful:

Translated subtitle: 1EFRAI[E] 2 EN S8 22 903 A 500 3 B KSR AR (i
T = RIRZEFEH Z — WIFRENEE 500) (37 characters)
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Original subtitle: And we’re back at the final stretch of the Indianapolis 500.

Observations: In the translated subtitle, the subtitler added a bracket to explain the
background information of the film’s setting. This is important information; however,
in order to meet the requirement of mechanical limits of producing film subtitles, the

translated subtitle could be shorter as follows:

1) AEFATE RIX R =R ESRZ — BN ER 500 LLFEHIA! (23 characters)
(Back translation: And we’re back at one of the world’s three biggest car

competitions - the Indianapolis 500.)

2) iRFRATIEIBIH SR E R IR ENER 500 5 BLZE I ! (21 characters) (Back
translation: And we’re back at the world’s famous car competition - the

Indianapolis 500.)

For the first recommended translation, I directly rewrote the original text, but
provided the audience with full information about the classification and the
abbreviated name of the cars competition. This avoids the repetitive nature of the
expression used in the released translated subtitle. As the length of the alternative
translation is shortened to 23 characters, this falls within the allowable length
according to the related subtitle theories and the recommendations of professional

subtitlers.

For the second recommended translation, I carried out one more abbreviation to the

original text, compared with the given released translation.

2) In Rio 1, the average number of Chinese characters in a single line is eight, which
is one character less than the average number in a subtitle in English. This is the only

result that is different from the other data results from the other 14 films.

Regarding this phenomenon, compared with the overlong subtitles in Turbo, the
occasional use of 24 characters in a single-line subtitle is acceptable; however, the use

of specialized terms will likely be an obstacle preventing comprehension among some
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sections of the audience, such as young primary students or others who lack
specialized knowledge; for example, terms such as ‘“nitrous oxide” (7Turbo),

“Odontophorus gujanensis” (Rio 2) and “oil pressure” (Cars 2).

3) In The Smurfs 1, the majority of conversations occur among several characters,
compared with two-character dialogue; therefore, the translation of the subtitles in

these sequences is potentially more difficult and complex.

Concerning this third phenomenon, when group conversations occur in subtitle
translation, the subtitlers have to pay close attention to the length of the translated
subtitles, for on the one hand, the translated subtitles should match each of the
speakers appearing in the frame synchronously, while on the other hand, specific
ways to make each speaker’s words or expressions different from each other could
help the audience to follow the original story and multi-character dialogue more easily.
Therefore, in the translation of these subtitles, the subtitlers can use a variety of
translated expressions to make each character’s speech more personalized. For
example, in The Smurfs film series, different smurfs have different personalities and
their names are given with reference to their various personalities, such as Clumsy,
Vanity and Smooth. In the released translation, these names are translated in terms of
equivalent meaning, while the form of expression meets the custom by which Chinese
parents give their children nicknames, that is, by using reiteratives of “Z4£2&” (Clumsy)
“BE” (Vanity) and “¥§ #” (Smooth). Then, in order to show their different
personalities, the subtitlers translated their words in terms of the respective features.
For example, when translating the words for Clumsy, simple and funny expressions
were used; however, when translating the words for Smooth, smart expressions were

employed.

4) In Cars 1 and 2 and Turbo, a common difficulty in the translation is the high

frequency of using mechanical terms related to autos.

Generally, the translated Chinese versions of these terms are longer than the original

expressions. Moreover, for some less familiar terms, the subtitler had to add a short
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explanation to them in a bracket after these terms. This makes the translated subtitles

even longer than their supposed length. For example:

Translated subtitle: #7827  (RTERFGIKZENGFR) 2, IR A mh s bh
BRI, BRI BRI B4

Original subtitle: Lemon? -Yeah. Cars that don’t ever work right.

Observations: In the translated subtitle, the subtitler explained that “lemon” does not
refer here to the original meaning of the fruit, but it is a mechanical term related to
autos; it refers to the defective cars. Similarly, in The Smurfs 2, there is a subtitle
which has 24 characters in the line because it involves the translation of some

specialized terms:

Translated subtitle: iXJ&—ANEHLH ToER & S P TA R 5% 4 28 SR8k

Original subtitle: This is an organic, gluten-free, antioxidant-rich acai berry cake.

In the translated subtitle, there are four expressions that are the translation of
specialized words. Because the released translation completely translated the original
subtitle by using equivalence to render the four original attributes, this translation is
considered as a faithful translation. Moreover, although the length is longer than the
average length of the whole number of translated subtitles in this film, 24 characters
in this line is within the limitation of 25 characters per line. However, as regards this
specific subtitle, the researcher thinks another translation might be acceptable as well:

XS —ANARAR, R IR 5 R R S kL. (18 characters) (Back translation:

This is a pure nature, very healthy acai berry cake).

In my translation, I avoid the translation of the first three specialized terms of
nutritional science. In fact, the basic information to be conveyed to the common
audience in this subtitle is that this is a healthy fruit cake, because this type of story is
a fairy tale, not a scientific report. Considering the practical function of this subtitle, it
1s not necessary to translate it in a scientific way. Therefore, the advantages of the
recommended translation are: 1) to offer the audience a general explanation of the

features of acai berry cake; 2) to shorten the length of the released translation.
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However, in some places, if cultural differences exist, the extra information becomes

necessary. Take the following from The Smurfs 2, for instance:

1) Translated subtitle: /2 W M5 -fth A] HKHF

Original subtitle: Is that Blue? -He’s huge.

(PR ) /NZ T S S IA BB B kS R th R 408 5 LAY
(Extra information)

2) Translated subtitle: F§-™E5 G SR 4 fih B 5 1 5 2 25 T
Original subtitle: I wouldn’t want to be the stork that brought that guy.

Observations: Between subtitle pairs 1) and 2), the subtitler added one line of extra
information to explain a Western tale, namely, that children are delivered to their
parents by storks, as are Smurfs. This added information is necessary, because in
order to understand the next subtitle, 2), the target audience should know the

background story about the storks.

However, fortunately, the above phenomena seldom appeared in the films under
examination, and consequently, the rarity of these phenomena does not affect the
overall quality of the translated film subtitles. But the film subtitlers should note the
differences in length between English and Chinese expression. They can check their
translation work by referencing the average value of difference between the subtitles’
lengths in the two versions. According to Table 2, subtitles which have more than 3
characters’ difference could be considered too brief in translated Chinese to explain or
transfer the meaning of the original English subtitles completely; consequently, the
audience would not understand the meaning of the subtitle because of the loss of

necessary information.

For the other subtitles which have less than 3 characters’ difference, which may
constitute a very long subtitle in the Chinese translated version, even though the
longer subtitle may offer more detailed information to the audience, because of the
space and time limits in watching film subtitles, these translations become far less
readable. As a result, intercultural communication between the audience and the film

cannot successfully happen. Only one exception can make the second phenomenon
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workable; this is when translation course teachers use the films as a teaching resource.
They will need to use “the slow play” and “pause” buttons frequently in their teaching
to give students enough time to finish reading the information in the subtitles. In this
case, the detailed explanations in the subtitles become part of a more substantial,

successful knowledge transfer.

To sum up, the readable length for a film subtitle is an important technical concern in
the process of making films. In the translation between English and Chinese, the
characteristics of Chinese characters mean that translated Chinese subtitles mainly
need more space, but not necessarily more words than the original English ones. From
a visual sense, Chinese subtitles look longer and require more time to be read;
therefore, the subtitlers should be aware of this difference when pursuing the creation
of readable Chinese subtitles in their translation work. One suggestion could be that,
when subtitlers meet some long subtitles, they can use Chinese idioms or use the
translation strategies of transcription, transfer, condensation, paraphrase to shorten the
length of their translated subtitles. The use of Chinese idioms in the translation of E-C
subtitles can effectively condense the length of the translated subtitle, compared with
the corresponding literal translation. The use of transcription and transfer for proper

nouns can also effectively shorten the length of the translated subtitles. For example:

1. Yeah, it's all about swagger. You got to puff out that chest!
I A, REIRLBEMN! 11 (released translation involves in the use of
one new word and one idiom)
The most important is to be cool. You need rise your head and chest out. (back
translation)
Xf, BARFKZIIRET . A HEE IR ! 16 (direct translation)
Yeah, it's all about swagger. You got to puff out that chest! (back translation)
2. So, Dr. Monteiro... (original subtitle)
Frbk, ZEFEZ i, 7 (released translation)
So, Dr. Monteiro... (back translation)
FirPL, Monteiro f#1-... 5(suggested translation with the strategy of transfer to
the original English name of the character)

So, Dr. Monteiro... (back translation)

(Rio 1,2011)
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I will discuss the effectiveness of these strategies with more detailed examples in the

next two chapters.
5.3 Data Analysis on Questionnaire

As a quantitative approach, the questionnaire in this research is mainly designed to
seek answers to several concrete questions concerning the more acceptable

translations and useful strategies.

I have chosen 15 pairs of bilingual subtitles in the sample film Despicable Me I as the
data in Part I. The advantages of using the 15 pairs of data from one film, rather than
different pairs from different 15 films, are: 1) it is much easier for me to introduce the
background information of one film than that of all the films; 2) respondents should
have enough time to prepare their answers to the questionnaire (i.e., to be able to
watch the film again and to review the translated subtitles of the films); 3) they can
use the specific translated subtitles as the data to consider their answers to the other
two parts dealing with deeper questions. These advantages are inevitable and
necessary for the design of this questionnaire, given that the time for organizing the
100 respondents is limited. Moreover, as the questions all have a certain level of
difficulty and require a certain degree of specific knowledge of translation strategies,
it is important that respondents are well prepared in order to complete the

questionnaire.
5.3.1 Data Analysis

The 15 pairs of bilingual subtitles in this film are composed of the first part of the
questionnaire; see Part I below:

Questionnaire

Part I: Please indicate which translation you consider to be the most accurate in relation to the original English phrase. If
you can provide a more accurate translation, please do so in the space provided:

1. Outrage in Egypt tonight as it was discovered that the Great 6. I know how you must be feeling. I, too, have encountered

Pyramid of Giza had been stolen. 17 great disappointment, but in my eyes, you will always be one
A) Btk J g R KM ] — S P I 7. of the greats. 25

(transfer, localization) 19 A) RIRR, FONIRHE—FE, EASEE RRIIK
B) A WEHIR KB T —A MMy T SR FIE. 17 B (EARTEIRIR B, AGEH G R RE. (localization) 34
C) Your own translation: B) ANERMERZ . BN —FE, ERESZERII%

%, EARFERIRE, KiZ2HAZ—. 34
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2. And replaced by a giant inflatable replica. There is panic
throughout the globe as countries and citizens try to protect

their beloved landmarks. 23
A)_ B AR — A ERIFE A .t esl
AR, SEARBARRPSEHERIEE.
(condensation, transcription) 44

B) M HH T —AERMARIEFH RN E. hFik
ERE EANRZAE, AT RS B CRE K Hbs .
42

C) Your own translation:

3. ... leaving everyone to wonder if the world’s villains are
responsible for this heinous crime? 15

A) R FHBIERFI R WA T T 00 R BT e 1%
AR . (paraphrase, localization) 28

B) ik AT AFBARA B 5T 2 Xt S L A R T
XABIIRAT 61552 30

C) Your own translation:

4. I’'m having a bad, bad day. It’s about time that I get my
way. Steam rolling whatever 1 see. Freeze ray! Freeze ray!
Freeze ray!
I’'m having a bad, bad day. Ifyou take it personal, that’s okay.
Watch, this is so fun to see. Despicable me. 52

A) S RBLHBRILRIE, TR LTI 2T, Wil —
PIEHRHRIE . WRGER WL WO E ! & R0
IRINRIR, IR MR A SIdE. AT, X
Arge. FARRA KIKE. (dislocation) 76

B) &L MRS, MR, RDRERI— K. BULESE RO ATAK
MEHE T o BRIEIRE W —Y). BREER ! AR L %
URGTER L A RGERERE, MRS, MR —R.  IRESAX
RRME, B, M, XEFMRGI. REbrk.
79

C) Your own translation:

5. FYI, your dog has been leaving little bombs all over my
yard. 12

A) WRE B —F, R 20 30 # B 7 B2 b P58
(localization) 19

B) M{E 5 — T, IREGHIEIR KIBEF B Ar bR, I Ab#
fEo 20

C) Your own translation:

12. Okay, I wasn’t going to tell you about this yet, but I have

C) Your own translation:

7. They’re saying he makes all other villains look lame. 10
A) AT AL AR B AR A3 4R 2 (localization) 13
B) MBI Bt A A3 AR S bR K. 16

C) Your own translation:

8. Assemble the minions! 3
A) EEEPAIIFS ! (localization) 7
B) £ &/NEAATL 6

C) Your own translation:

9. People are calling it the crime of the century and stuff like
that. But am I upset? No, I am not! A little. But we have had a
pretty good year ourselves, and you guys are all right in my
book. 41

A) N IXZ L REM AR REAXAEIKE?
At HRIA WA —T s, BROISFEHTHAE. KA
K4 72 HACfE D57 £ 7. (localization) 57

B) AT e A 20 (g 2 2RI . (AR S iH Ak ?
A, BAS! . BRATE CAHFERILG R, R0
LFEHILAERT LT . 51

C) Your own translation:

10. That’s how I roll. 5
A) XA R . (globalization) 7
B) Xt &R IME. 7

C) Your own translation:

11. We stole the Statue of Liberty, the small one from Las
Vegas. 12

A) ATIEME T B LR, BRI 4 in i A4
BRARIR - (transcription, globalization) 25

B) A& T H AR, A ki e sk i/
. 21

C) Your own translation:

14. And once the moon is mine, the world will give me
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been working on something very big! Something that will

blow this pyramid thing out of the water! 30

A) FFIE, FR IR A AR S IR IEAE SR — TR T

2! &7 TR F R AR A 3532 Eb | (paraphrase) 33

whatever I want to get it back! 18
A) —HHRFTRFR, BERZHRME, BA
[t AR 45 i 2 TR AT AT 64! (paraphrase) 32

B) —EHRA T M, MR A AFERT A AR

B) 4, FRASHBATSERIRATHE, RIEAEM— 1R
AR R ITAVEERK . 35

C) Your own translation:

—PktEER £ 28

C) Your own translation:

15. Gru to see Mr. Perkins. 5
A) 3 JE Gru Kk Perkins 564 . (globalization) 8
B) #& &R W AT &M k. 9

C) Your own translation:

13. He’s styling. 3
A) Bl 24! (transcription) 5
B) flfE#RE R . 5

C) Your own translation:

Result of Part 1

Related to the first hypothesis, the above content can be plain data as well. From the
green numbers of words labelled in each pair, it is obvious that all of the 15 Chinese
translated subtitles are greater in length than the corresponding English text. Within
these 15 pairs of subtitles, I found that two pairs of released Chinese translated
subtitles can be improved and become shorter than the current given ones. The
following discussion on each of these pairs of subtitles illustrates a better way of

translating these subtitles.

For the first pair:

Outrage in Egypt tonight as it was discovered that the Great Pyramid of Giza had
been stolen. (17 words) (Original subtitle)

A W PR S I R DROB TR — 5 5 e IS T o (19 characters) (Released
translation)

(Back translation: Tonight, Egypt announced huge news — someone has stolen the

Great Pyramid of Giza.)

Observations: Option C gives respondents a chance to recommend their own
translation. One respondent gave his translation thus: “75 % 4 73 KB 7 ! 5%
BRI
stolen! Outrage all over the Egypt!) (More like news language)”. As the respondent,

(EFF&HEES) (It was found that the Great Pyramid of Giza was
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himself labelled his translation as being more akin to news language, therefore, this
translation accords with the background of this subtitle: this subtitle appears on the
screen when it was reporting the news. I agree this translation is better than the
released one because the respondent separated the original subtitle into two short
sentences, using the passive voice and an exclamation mark in the first sentence in
order to imitate a journalist’s voice and tone for emphasizing the news as being
appalling to the whole country. The translation of the second short sentence was also
finished with an exclamation mark in order to strengthen the emphasis. The use of
media phrasing makes the translation brief and even shorter than the released one.
Therefore, the translation from this respondent is innovative on account of its use of

incisive media phrasing.

For the other subtitle in Question 7, the original text has 10 words, while the
corresponding original text has 13 words. Although, in line with the previous review
about the ideal length of a single-line subtitle, 10 original words and 13 translated
words are ideal, I still think there is a better way to translate this subtitle, which not
only makes the translated subtitle shorter than the current length but also makes the

language more appropriate.

They’re saying he makes all other villains look lame. (10 words) (Original subtitle)

i AT AR Ui B AR AH P, AR AR Z OKSE T o (22 characters) (Released

translation)

(Back translation: They all said, compared with him, other badass are rookies.)

Observations: There are three expansions and one popular expression in the given
translated subtitle. The word “#E” is an emphasis in order to show the speaker’s
“admiration” to “him”, that is, Vector, the main protagonist of the film. The
background information is that Vector has stolen a pyramid, which shocked the whole
world, with people regarding him as the number one thief in the world, while other
criminals are much more inferior to him. Then the subtitler translated the following
sentence pattern separately by using a comma to divide the subtitle into two parts: the

first pattern “ERfBAHEL” (compared with him) and the second pattern “FAth ¥R 2 in
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the translation; the purpose here in separating these two patterns was to complete the
expression in Chinese. However, I also considered “ffi it HAth fir 5 IR S #5 B AR 52

(he makes all other villains look lame). This translation has nine characters, which is
shorter than the given one and can be considered as a more applicable translation.

Therefore, the given translation with expansion is not necessary in this case.

In the second part of the questionnaire, there are five multiple choice questions. The
second question asks about the length of translated subtitles: “Do you think the length
of Chinese translated subtitles is readable?” A high number of respondents, 90 out of
97 (93%), agreed that the length of the official subtitling was readable, 5% agreed
partly and only 2% of respondents said they could not read the subtitling in time. This
was a significant result because the majority of students showed their capacity to read
the Chinese subtitles at an adequate speed, assisted by their aural comprehension
skills in English. For some reason, a minority of students said that they sometimes felt
it was difficult to follow the subtitling, with 2% of the others feeling that it was hard
to keep up in time. The reasons may vary: some students’ listening skills in English
may not be developed enough to follow the soundtrack in the film’s original language,
others’ reading speed may not be fast enough, and some of them may simply be
unable to keep up with the subtitling because of poor eyesight. However, this result
generally reflects the practical English level of this group of respondents. According
to the requirement to the graduates in English majors in university level of education
background, Chinese Education Bureau requests their English vocabulary to be more
than 8,000 words ( {ZEELMIY, J\ZIFJL 3K ) Vocabulary of Test for English
Majors (TEM) Band 4 and Band 8) and their reading speed to be more than 120 words
per minute (Ye Changqing 2016: 36). As each frame in a film averagely takes 2-3
seconds, the average reading speed of English original subtitles of these respondents
is theoretically 4-6 words, and as the data of Despicable Me 1 shows, its average
length of English original subtitles is 7.13 words, I think the result of this question is
reasonable. Moreover, in the selected 15 films, Madagascar I has the greatest length
in English original subtitles as 7.63 words; I consider that the majority of respondents
and the similar level of other Chinese audiences may be able to get adequate

information not only the Chinese translated subtitles but also the English original
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subtitles among the selected films. In other words, their comprehension of the selected
films will be generally successful.

The main finding of this section is that people from a young age group generally find
that the current lengths of subtitles in Chinese are appropriate and readable in the
timeframe allowed. The inference from the 7% (5% +2%) who have difficulty in
following the subtitles in Chinese is that subtitling companies should continue to
ensure that subtitles are concise and do not extend them beyond their current standard

lengths.

Then the Part 3 of the questionnaire is an open-ended question: “In your opinion,
what have been the main problems and weaknesses that have emerged in the subtitles
of recently released animation films?” I collated and categorized the main elements or

the keywords from the 97 participants’ responses, as shown in the following table:

Section 3
Keywords Number of  Percentage
people
Cultural barriers 45 46%
Speed of the original subtitles - fast 43 44%
Different ways of thinking in English and Chinese 62 64%
Proper nouns 25 26%
Translation quality 45 46%
Story of the film 10 10%

In order to see each proportion of the six influencing factors, I generated the above

form to a bar chart in Excel:
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As the above charts show, six main elements or keywords were found in the 97
correctly completed questionnaires. These were: cultural barriers; the speed of the
original subtitles - fast; the different ways of thinking in English and Chinese; proper
nouns; translation quality; and, the story of the film. Amongst these elements,
different ways of thinking in English and Chinese is also a kind of cultural barriers.
“Proper nouns” and “the story of the film” also require the audience to possess a
certain level of cultural knowledge. Therefore, we can see that 46% of respondents
directly reported that the main problem in the current crop of animation films
concerns cultural barriers. To eliminate this kind of obstacle, the subtitlers need to add
extra information or explanations to help the audience. However, in practice, with the
limited time that a viewer has for reading film subtitles, subtitles that are overlong
will not be readable. In the earlier evaluation of the lengths of two versions of
subtitles and the length difference between the two tested languages in this current
research, the researcher recommends that the number of characters within a Chinese
translated subtitle should be within 23 characters, and that the average value of
difference between the two language subtitles should be around 2.33. Indeed, 64% of
the 97 respondents specifically felt that the problem is about different ways of
thinking in English and Chinese. As the largest one of the six factors that were cited
by the respondents, it means this factor is the main factor to consider during the
process of subtitling. From the perspective of translation studies, the most effective

and best quality translations are those that convey original English thoughts and
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concepts into the Chinese target culture. In this process, translators and subtitlers even
need to rewrite aspects of the original work and this makes the language proficiency

and cultural awareness of a translator an important requirement.

Apart from these issues relating to cultural difference, “the speed of the original
subtitles” was a notable problem for 43% of respondents. From a teaching perspective,
this is significant because the respondents were in the senior year of an English major
programme. Therefore, the discovery that nearly half of them think that the speed of
the subtitles, prepared for commercial animated films by professional subtitling
companies, is too fast suggests that their aural comprehension skills in English are not
sufficient to assist them in following the subtitles in Chinese. This is the logical
inference, bearing in mind their responses to the second question of Section 2, where
90% of the respondents felt that the length of the official subtitles in Chinese was
appropriate. On the one hand, it might be argued that more needs to be done to
improve the language skills of students of English at all levels, because it is well
documented that the speed of subtitles, as well as dubbing, is consistent with authentic
verbal communication in real life. Animated films in English are appropriate learning
materials for these students to foster their professional abilities and language skills,
and the comprehension problems alluded to by an elite group of language students at a
Chinese university shed light on the scale of the initiatives that will be required to
improve the foreign language skills of the population as a whole. Lastly, the element
of “translation quality” should also include the criterion concerning the ideal length as

one of the standards when one comments on the quality of the translated subtitles.

Generally, for the subtitles with cultural elements, the cultural barriers should be
overcome by the subtitlers. A useful method is to give much more in terms of
explanations; however, the degree to which cultural information in subtitling is
enlarged is a key challenge for subtitlers. They have to consider the readable length of
the subtitle and, at the same time, make their translation acceptable to the target
culture. Given that nearly half of the respondents had difficulty with “the speed of the
original subtitles”, this confirms that most of them prefer to read Chinese translated
subtitles, with 90% responding to Question 2 in Part 2 that they find the current length
of the released translated subtitles acceptable. However, considering that they are

young adult people with a higher level of education in China, I think that the current
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length may have more possibilities to be improved. In other words, if the expression
in the translated subtitles is studied more carefully, the length may be shortened or the
characters changed to involve more simplified spellings, thereby enabling an audience
with a wider range of education levels to have better understand the translated
subtitles. The “different ways of thinking in English and Chinese” is another factor
that may also influence the length difference between these two versions of subtitles
because of the different customs in terms of expressions. For example, in terms of
formal expressions, the Chinese approach to a noun phrase is “attribute+noun”, while
the English form of expression is normally “the+noun+ofinoun”. Lastly, “translation
quality” is a general concept, which indicates whether the translation is acceptable or
not. Typically, the levels of acceptance may involve one of the following: 1) if an
average audience can make sense of the translated subtitles, they will agree that the
translation quality of the subtitles is good; 2) an audience with a good educational
background in English, e.g., young people who are college students, will read the
translated subtitles and, if they find them to be understandable and accurate, they will
think the translation quality of subtitles is good. The length of the translated subtitle is,
of course, included in this general idea. In other words, the length of the translated

subtitles is an important criterion when creating translated subtitles.

The following section will examine the factors that determine whether translated

subtitles are of an acceptable length.
5.4 Discussion on the Related Issues and Suggestions

a) Issues Leading to Inappropriate Length in the Released Translation
According to the current data, I found that there are two typical issues that lead to
imperfect length. The following examples help me to describe the problems as well as

offer a series of suggestions and possible solutions.

1) The first kind of issue in the data is concerned with the inappropriate use of the

expansion strategy in subtitle translations:

It 1s discovered that the translated subtitles are considerably longer than the original
text. As a consequence, the audience may not have had sufficient time to comprehend

the translation; for instance, one line of original text may have resulted in a two-line
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subtitle. To this end, the following examples highlight instances where the Chinese
subtitles are noticeably longer than the original English text - the use of expansion in
translation; however, the inappropriate use of this strategy may lead to unnecessarily

long lengths in translated subtitles. There are three examples from Despicable Me I:

1.00:05: 16,234 to 00:05: 17,870

... unless they’re dead... (4 words)
WIERFE T A2 B AbELH T (12 characters)

(Back translation: He won’t be fooling around if he dies.)

Observations: According to the context, the last original subtitle, “They go wherever
they want to go”, together with “unless they’re dead” as the subsequent subtitle, has
the function of complementing a condition in relation to the previous subtitle. The
released translation is actually a repetition or combination of these two subtitles. This
1s an appropriate way to offer a complete set of information to the audience. However,
it is not the best way for subtitled translation because it involves the use of expansion,
which makes the translated subtitle longer in length and repetitive in terms of content.
When comparing the two language versions of the dialogue, it can be seen that the
Chinese translated subtitle is much longer than the English original text. The
expression of the highlighted pattern directly means “won’t be fooling around”, while
the function of the expression in the translated subtitle is to explain the intended
meaning of the speaker, that is, he is threatening to kill the dog. It shows that the
characteristic of Gru, the main character, is built on the image of him being a major
villain in the film and being mean to others. This is also a foreshadowing of the
development of the storyline, that Gru is finally reformed by his accidentally adopted
daughters. In order to highlight the obvious change in Gru’s personality and offer high
praise for the true, the good and the beautiful in human beings’ original nature, the
subtitler needs to be aware of the intention of the film’s overall theme. The given
translation conveys the full meaning of the speaker; however, the degree of the
expression is not enough. In my view, the translation might be “Ul1 % FEI0E AL
17 (back translation: If he is put to death, he won’t do this anymore). This is an

obvious threat to the listener, but it may be relevant to the personality of the speaker.

Moreover, the recommended translation has nine characters, which are three
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characters less than the given one. Therefore, the expansion strategy in this subtitling
is acceptable, but the technique of strengthening the nature of Gru, a bad man in the
beginning of the story, is worth considering, while the shorter translated subtitle will
be more readable in practice. Thus, the suggested translation takes a balanced position:
on the one hand, it complements “Hft /<> | (They won’t do this) to make the

expression complete in isolation; on the other hand, given that “Rt /%> 7 (They

won’t do this) provides a brief meaning of “fthf 148 i 21| ¥F ) L5t B2 2 WF JL (They go
wherever they want to go) in this context, in turn reducing the length of the translation.
Therefore, for this example, the subtitler uses the strategy of expansion in his
translation, but the suggested translation is more effective and practical subtitle

translation in consideration of mechanical limitations.

2. 00:06: 19,339 to 00:06: 23,480

Watch this. Leave a message, beep. (6 words)

Wr it ¥ %15 8 5, M— (9 characters)

(Back translation: Listen carefully. Please leave a message if you have business,

G(beep73)

Observations: The highlighted pattern in the above is an expansion of the original
subtitle. At first, “4f I is a modal particle used in the verb “Mr> (listen). This is a

typical custom of expression in Chinese; secondly, “f %> means “if you have

anything need to say”; thirdly, “i5” is an honorific in Chinese, which is equivalent to

the English word “please”, but in the original subtitle, there is no “please”. Therefore,
there are these three instances of expanded words in the corresponding translated
subtitle. These expansions make the translation authentic in the context of real life, as
Chinese people are familiar with the expression “iE&EIEMN BN —FEEF.
(back translation: Please leave a message after you hear the beep). However, for this
specific subtitle, expansion is not needed. Conversely, in my understanding, it even
can be reduced to “H IG5, ME—" (back translation: Please leave a message,
beep). As this translation is already delivered, the key information in the original
subtitle, “Watch this”, is an expression to make the potential listener notice the words

that follow; it is a film effect to reinforce the speaker’s characteristics. As the
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previous pieces of dialogue, for example, according to the above-discussed subtitles,
have already emphasized Gru’s personality, in order to avoid repetition and a longer

length, it is recommended that the translation incorporates the condensation strategy.

3. 00:07:06,386 to 00:07:09,520
They’re saying he makes all other villains look lame. (10 words)

AT T8T 1 ER At AR b, FABIR B A SR2 KSE 7. (22 characters)

(They all said, compared with him, other badass are rookies.)

Observations: This example has been discussed and analysed in pl11. And more
language points will be discussed from the perspective of the use of popular

expressions in the following chapter as well.

2) The second kind of issue regarding imperfect length in translated subtitles is the

inappropriate translation of the names of the characters or places.

As for the names of places, characters, academic terms, and loan words, there is not a
unified translation standard for current film subtitling to adhere to. Among these 15
selected films, some films used the original English names for their mentioned places
and the film characters, but some did not. The following examples show the

difference among the data:

1. 00:00:47,062 —> 00:00:48,757
This is Agent Leland Turbo.

X245 1. Leland Turbo.

2. 00:00:48,864 —> 00:00:50,855

I have a flash transmission for Agent Finn McMissile.

R A %5 Finn McMissile 435 TS 2 B

(Cars 1, 2011)
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3. 00:09:14,300 —> 00:09:20,100
Well, we stole the Times Square Jumbotron!
A 1 BT3B K7

(Despicable Me 1, 2010)
4. 00:09:36,400 —> 00:09:39,500
... the small one from Las Vegas.
.. DEERLEINSR /N — A

(Despicable Me 1,2010)
5. 00:14:33,915 —> 00:14:37,959
As you can see, in the wrong hands, the PX-41 serum
AAARAT L PX-41 L 40 SR v 2R N TF- B

(Despicable Me 2,2013)

Some were even not unified within one single film:
6. 00:06:39,210 —> 00:06:40,330

Thanks, Linda!
Wik, W

7. 00:06:44,040 —> 00:06:46,210
... but who would take care of Blu?
. AR YEE R Blu?

(Rio 1,2011)

Observations: In these example data, it is clear to see that there is no unified standard
to the translation of these names in current released animation films. According to
Luo (2014: 79), there are three strategies for translating names: 1) to use the given
standard transliteration approach (e.g., Jack: 73 7%); 2) to use the given translated
name (e.g., New York: 41#%]); 3) to translate them with a certain degree of
equivalence (e.g., Dr. Nefario: 2 1#1-). Suggestions for this kind of issue, in order to
make all released films follow a unified format, could take two forms. The first way
would be to keep using the traditional translations of these names. That is to find
similar pronounced Chinese characters to make the original pronunciation of the

names remain. This method would, at least, make sure all the names “sound the same”.
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However, as regards the names of some famous places or landmarks, like the above
example of “Times Square”, According to Hu, I recommend the subtitlers to translate
them by using the already given versions of Chinese characters, for this is an already
accepted standard version used widely in the target language. (2006:34-36) Another
solution to the above issue could be to keep using the original English names. The
first advantage of this is that the addition of English names in Chinese translated
version will shorten the subtitle compared with fully translated Chinese ones. The
difference in the visual presentation is because of the difference between the features
of Chinese characters and English words. Generally, Chinese characters are more
complicated and intricate in terms of visual detail than English letters. In an early
section of this research, I already identified that the length of Chinese translated
subtitles is normally greater than the original English ones. If the subtitler directly
uses English names, it will be a good solution to make the translated subtitles shorter

and easier to read. For example, in Cars 1, 2011:

00:21:47,998 —> 00:21:51,559
Francesco is familiar with this reaction to Francesco.

FEZ DR B X Aox 35 2 PR RR 2

Observations: “Francesco” is obviously a character’s name, and when it was
translated into Chinese, it becomes a five-character word “#f ==Y £}”, and what is
more, every single Chinese character is not simple in spelling. As a result, when
reading this word, it would take more seconds than reading the original English name.
As for the target audience, even though a small number of them may do not know this
original name, they should understand it as a “name” according to the context, so, this
will not compromise their comprehension of the whole film. In other words, the non-

translation of the English names should be acceptable in translated films.

To the subtitlers, they need not translate these names; they need only transfer them
into the translated version. This way of translation could be regarded as a possible
new tendency in today’s translation field, because of globalization across the world.
More and more people become aware of other people’s cultural customs, they gain

familiarity with their names, and they prefer to use their original names with each
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other. Therefore, for the commonly used names, I would recommend that subtitlers
maintain the English language names of the characters and of the famous places in the
source text. However, this approach does have a couple of disadvantages: it implies
that the target audience should have a solid knowledge of English language names or
some Latin origins’ names, and of world famous places and landmarks. Nevertheless,
this method is assumed to be workable in English language animated films because
the researcher found that the majority of the audience of this type of film are young
people, and in China, the younger generation are usually well educated and have a
satisfactory level of knowledge of the English language and of the world. There is
another disadvantage: keeping original names in English means that there is often
translation loss when comic names have a particular meaning. Many current Chinese
audiences would not understand the ethnic and attitudinal meanings within the name
“McMissile” mentioned in an earlier example, or the sense of dynamism contained in
the name “Turbo”. But again, with time, and with better education and global
interaction, their cultural awareness would increase at this level too. Therefore, in
practical subtitle translation work, subtitlers need to balance every aspect of their
translations, as well as sometimes needing to keep the original common names simple
for the purpose of making a shorter translated subtitle. However, in other
circumstances, it is necessary to translate the indicated meaning of some names, for
example, as previously mentioned in this thesis, “Dr. Nefario” to “{# 1> which

means “Dr. Black™ (black is a colour but also implies evil in Chinese culture).

Another similar weakness in the given data is that, in most of selected films, I found
that the subtitler applied fairly difficult Chinese characters in their translation of
certain features of the original subtitles. These characters may influence the reading
speed of the audience because of their complicated spellings. From the perspective of
Chinese character’s word formation, it is considered as another kind of length
problem in current data, because visually, the complicated word formatted words may
occupy more time than the simple formatted ones. For example, in Madagascar 3,

2012:

00:00:50,960 —> 00:00:51,920
-Flaps. -Check.

147



R -mETE,

Observations: The subtitler translated the word “flaps” to the Chinese &% .
Because “flaps” is an aeronautical term, the subtitler found the equal Chinese term
“#E3” to use. However, for a common audience, aeronautical knowledge should not
be expected. It is assumed that relatively few people know the meaning and function
of “#£#.” in the context of an airplane. And what is more, the two characters of this
word are difficult characters with very complicated structures in their spelling. It is
arguable that, with one or two seconds to read a line of subtitle, some people even
cannot realize or recognize what the two characters are. Therefore, although the
subtitler found an equivalent term to translate this word, his/her translation is not

[T3=1

successful in terms of communication. The translation of “El/#” may be better in

application, it is simpler in spelling, and “Hl|” is a more common word in Chinese;
most people who have a primary knowledge in Chinese should know its meaning of
“the assistance of something or someone”, so they may mentally connect the function

of “RI|#” to an airplane.

Another example from Frozen, 2013:

00:01:52,846 —> 00:01:59,072
Born of cold and winter air,
BEREERPNER,

and mountain rain combining.

%, JUL O

Observations: This example shows the use of expansion in subtitling. In the previous
chapter, 1 discussed Gottlieb’s typology in her study, and keeping the difference in
features between the English and Chinese languages in mind, I finally concluded that
there are four elements of Gottlieb’s typology that are particularly suitable in E-C
subtitling. They are condensation, paraphrase, transcription and transfer. It is rare to
use “expansion” in film subtitling because of the technical requirements concerning

the length of a single-line subtitle. Unless it is necessary to expand something in order
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to offer the audience more details to better understand the subtitle, or for special
purposes in the use of film subtitling, for example, when film subtitling is used as a
kind of teaching material in language teaching and learning curricula. In this specific
example, the use of expansion is not successful, because of the two following reasons.
First, “and” in English is a simple conjunction word, which shows two entities have
similarities or are related in terms of equality; in some cases, it does not even need to

be translated or explained. Secondly, in Chinese, “and” has an equal term known as
“F1”; in most cases of translation, this equivalence is the right one to be used. So, the
direct translation of this subtitle could be “&4E T FEAHIA KA L BN K” (It
born of cold winter and the rain of mountain combining), or to be artistic and graceful,
more like a song, it can be “EAETFHA, HHILFTTIR” (It born of cold winter,

with mountain rain).

The other problem is the inappropriate use of Chinese particular expressions in
subtitling. As it is well-known that the language in animated films is always simple
and brief, most of them feature colloquial language. However, in some subtitling,
some expressions are translated overlong; this will influence the reading speed to the
audience. Therefore, the correct rule of subtitling should be make the translation
simple and brief if this does not impact the content of the original information.

For examples, in Alpha and Omega, 2011:

1. 00:05:38,498 —> 00:05:40,344
Forget about it, Humphrey.

R =B RIGA T DUk

Observations: According to the context, the translation of the first feature is not

necessary, although the subtitler used a very good Chinese saying here. Being an oral
expression, it is better to translate it as “% J I[L”, this is more brief and simple but
conveys the same meaning and the same manner of speaking. In English, it is a kind

of request to someone else not to persist in doing something or trying to do something.

2. 00:01:00,220 —> 00:01:03,189

It’s time to ride the slide and taste the wind.
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R IR —TF CEEITRIRE T .

Observations: This example shows a repetition in subtitling. It is a form of language
mistake in Chinese, strictly speaking. The better translation could be “J& i} fx/k <= —
N PR T . In the correction, “/&4>” has the similar meaning as “/&¥” when
“J®W” is a verb. Both of these words mean “to feel or to experience”, but there is no
repetition in the single sentence. Another improved word “[R/&” means “a kind of
happy feeling”; it is more vivid to express the character’s feeling than the word “/&
22,99 u}gj’(“,ﬁé” : : : : 13 : : 29

w”, “JEnt” i Chinese, is a neutral word, meaning “some kind of feeling”. To

describe “this kind of feeling”, people usually need to add an adjective in front of “/&

.. Therefore, “fR/E will be shorter in length.

Other examples from The Smurfs, 2013:
1. 00:05:24,610 —> 00:05:27,200

Yet another ground-breaking feat of illusion

B TE N JE TooRE 1 BT ks % A

00:05:27,280 —> 00:05:31,200
... from the most innovative conjurer the world has ever seen.

o OB AR T — i PR R ML .

Observations: These data show, again, the unnecessary use of a Chinese archaism
when this sentence is translated. It could be simply translated as “tH: 55—, or {5}
IE—> (The world No. 1 or the world only one) in order to simplify the expression and

make it easier for audience to read the subtitle.

2. 00:05:32,790 —> 00:05:34,450

... the magical sensation that has captivated,

- XIGBERRFEE T EAE K.
00:05:34,450 —> 00:05:37,170

... the nation from New York to Las Vegas,
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. WAL — B R B4 .

Observations: The translation in this subtitle is a form of word-for-word translation.
In fact, it is not necessary to translate the word “sensation” and “captivated” at the
same time in one Chinese sentence, because either one of these two in Chinese can
explain a complete meaning in this sentence. The appropriate translation for this
sentence can be either “IXIBEIEZLDN T HAE K or “XIZBEIEIEE T A E K.
Both of these two ways of subtitling can describe how the magic had a big impact-all
over the country. In the whole process of subtitling, the subtitler should have a clear
awareness that their work should comply with priorities that have a certain order of
precedence. The essential criterion of film subtitling, in line with the often colloquial,
simple, brief and instantaneous features of film language, is that the subtitling should
be simple, brief and clear; artistry and humour should be the second consideration.
This precedence rule also reflects the order of my hypotheses: it is important to adhere
to a standard, concise subtitle length first, and only then should the subtitler’s
attention turn towards using some traditional or idiomatic Chinese expressions to
make the subtitling more acceptable to the target audience. Hence, to simplify the

order of the rules, “readable” comes before “culturally acceptable”.
5.5 Conclusion

To sum up, although the selected 15 animation films all got high marks in terms of
online viewer feedback in their year of release, they still have some imperfections,
which may influence the length of the translated subtitles in terms of readability.
During the process of investigation through the corpus and questionnaire, I identified
and analysed three main issues in my collected data. These are the problems involving
the lack of a unified translation standard to apply to all English names including
characters’ names, place names and famous landmarks. According to the literature
review, we know that there are theories concerning the translation of proper nouns in
the field of AVT studies. As such, I suggest: the transfer or transcription of original
English names in the translated Chinese subtitles; the sometimes inappropriate or
excessive use of expansion in subtitling; and the unsuitable use of particular Chinese
expressions, like archaisms or old sayings in certain cases where these expressions do

not enhance the meaning of a subtitle, but merely complicate the viewer’s process of
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reading. I have discussed these problems by explaining some specific examples and
making suggestions to resolve these issues. Generally speaking, with reference to Yan
(1898 cited in Liu, 2011: 1), Tan (2006: 129) and Tytler (1790 cited in Wang, 2003:
103), precedence should be given to a “simple and brief” approach to subtitle
language, and then, in second place, comes the “artistic, graceful, and humorous”
approach to language in translated subtitles: “readable” first and then ‘“‘culturally
acceptable”, is consequently the proposed approach to E-C subtitling in the context of

full-length English language animated films. The reasons are as follows:

1) According to two previously mentioned scholars, Xiao and Wang, the main
audiences for translated animation films in China are young people aged 15-30
years. They have different levels of ability in English and in Chinese, such that
overlong translated subtitles may influence their reading speed and influence
their comprehension of the film dialogue to different degrees.

2) According to the selected data, I found that the language in these animated
films is originally simple and brief; the majority of the original text only needs
to be translated word by word (literal translation or direct translation). There is
no necessity to make things difficult and complex in the translation of these
original subtitles, such as excessive or far-fetched usage of some particular

Chinese expressions.

Therefore, “simple is best” or “as simple as possible” is the recommended approach

when translating animation films for Chinese audiences according to this research.
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Chapter 6 Discussion on the Use of Traditional Chinese expressions

Translation is regarded as “an act of intercultural communication rather than simply
inter-linguistic” (Cintas in Orero, ed., 2004: 31). When considering the translation of
foreign films, we may have to raise awareness of cultural information in order to
make the audience comprehend the movie appropriately. With this in mind, the use of
key analysed memes may help the film translators improve the quality of their work.
As a consequence, | estimate there are effective expressions in making the subtitles
compatible in Chinese culture, for example, Chinese traditional expressions as idioms,
archaisms, proverbs and ancient poems. Can culturally loaded words or expressions
make the E-C subtitle translation become effective and acceptable to the audience? I
assume the answer to this question is positive, which leads to the second hypothesis of
this research. In this chapter, I will extract all the traditional Chinese expressions from
the corpus and discuss the following three points: 1) the frequency by which these
expressions appeared in the data; 2) the rationale of the translator’s translation
strategies in translating the English expressions into Chinese; and 3) the effectiveness
of translating the English expressions into traditional Chinese expressions in subtitle
translation of animation films. The focus on the study of language peculiarities and
features in E-C subtitle translations is another key factor in the theoretical polysystem

of my study.

6.1. Frequency of the Appearance of Chinese Traditional Expressions in

the Data

The traditional expressions in Chinese are mainly including idioms, archaisms, and
ancient poems. According to Feng (2002), Chinese traditional expressions are
embedded within traditional Chinese culture in the form of educative stories with
moral, fables, sayings or ancient fairy tales, while idioms were mainly evolved out of
customs, folk practices, daily life and religions. For my second hypothesis, 1 plan to
test the frequency of the use of traditional expressions in the selected films, the
purpose of which is to tell if the subtitlers in the translation of these films used this

type of expression, and to discuss the results from the data.

6.1.1 Data Results from the Corpus
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I marked out all the traditional expressions in yellow in each of the 15 Word
documents and then extracted them by using the ParaConc software in the corpus,
after which I acquired the relevant data to evaluate whether subtitlers feel comfortable
in using such culturally loaded expressions in order to make their translations more
evocative at a cultural level and more interesting in terms of expression. According to
the collected data, on average, all of the 15 chosen films feature traditional
expressions. This itself is a significant result since it shows that most subtitlers are
willing to consider such expressions in their translation work. The following
screenshot shows the technique applied in subtitling (all the parts marked n yellow
are traditional expressions in Chinese; normally, four-character words are typical of
Chinese idioms, this type of traditional expression is the most frequent one used in the
subtitle translation of E-C films compared with other types of traditional expressions

as archaism, sentence pattern of ancient poems).

O 9 - 0 I RSt oo 2013,/ 0P BUraY BTG £ X264 PUICHD. B8R /1y, i 9 - s R4 Turbo.2013.720p.B1URay . DTS-E
G s

A | BA  mEME SR mE wR W s | B2 mmes sm we w=E #E
ERAET ELaN SN B [E 3 B E e Y 3 S
BE (B2 0% x| AA]©) WE (B2 U ke % < A ¥ A[A@)] 5
R FH = mE ¢ 3 "
50- 00:09:13,270 —> 00:09:14,400-
00:02:37,840 > 00:02:40,260- EEERL
R el Push ahead!-
Guy, when you were just a rookie starting out in the Indy Ligh .
N 172¢
51
¢ 00:09:14,570 —> 00:09:17,220..
00:02:40,420 —> 00:02:42,760.
. ERmER BF-—B

REPREIRH—HRELEERE.

To take a chance and risk it all,
did you ever dream that you'd be standing here today?- "

.
52. 173.

00:02:42,920 —> 00:02:46,180. ?0109:1 7,220 —> 00:09:19,950-
LR RELEHSH. FERILRT BTRK-

.

Well, as my dear father always told me,- or play it safe and suffer defeat.

. o

53. 174
00:02:46,340 —> 00:02:50,390) 00:09:20,110 —> 00:09:21,280-
REETARNER IAPHE. BF—8 =

"No dream is too bid. and no dreamer. Rick it all. Guvi,

(Turbo, 2013)
Screenshot 14

Then, as per the introduction of the application of ParaConc in the previous chapter of
methodology, I gave the label “TE” (for traditional expressions) to these traditional
expressions, and then put them into ParaConc, in order to show the frequency of the

use of traditional expressions in each selected film.
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6.1.2 Discussion of the Results

The following three charts explain the procedure of calculating the frequency of the
use of traditional expressions in each of the 15 films’ subtitle translation by using
ParaConc, Excel and the generated histogram of Excel. I put the data of each film in
15 separated ParaConc and Excel files, and then made an overall Excel chart to
collect the frequency of the use of traditional expressions in all of the 15 films as

shown in the second and third graphs (the self-built corpus is in Appendix V):

[ o e

EFSU ParaConc 1.2.1

[ settngs | Query |about

[ Exclude

TE Search Lemmatize

u

HRIFEIAR —Es A HHE 0D
1
When yol hear about fyou're going to be very proud.

mn

BT BN e RS A RRRIFE (11D

Fires live piranhasEver seen one before?Movou haven'tl invented it

£ 4 A BTN (D

How adorable,

LA HEFER T AT (D

You had your own cooking show and you can hold your breath for 30 seconds?
Bk FeAaEs (D

So farnoNothey don't

M8 basivEa e s il

0.058 second(s), 10item(s). EN-ZH @search="b(TE)\p

Screenshot 15
(The sample shows the calculation of the frequency of the use of traditional

expressions in ParaConc.)

The following table shows the use of traditional expressions in each of the 15 films:

1 | Despicable Me 1 704 10 1.42% 2010
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2 | Despicable Me 2 1,031 58 5.63% 2014
3 | Frozen 1,560 79 5.06% 2014
4 A 954 38 3.98% 2ot
Omega
5 | The Croods 790 33 4.18% 2013
6 | Turbo 1,187 120 10.11% 2013
7 | The Smurfs 1 2,038 68 3.34% 2011
8 | The Smurfs 2 1,628 65 3.99% 2013
9 | Rio I 1,376 62 4.51% 2011
10 | Rio 2 1,274 73 5.73% | 2014
11 | Madagascar 1 977 38 3.89% 2005
12 | Madagascar 2 1,216 50 4.11% 2009
13 | Madagascar 3 1,293 133 10.29% 2012
14 | Cars 1 1,514 47 3.10% 2006
15 | Cars 2 1,539 61 3.96% 2011
Table 4
Frequency (TE)
12.00% -
10.00% -
8.00% A
6.00% A
4.00% A
2.00% - M Frequency (TE)
0.00% IV (\l_'_HINIH < o
g § é TFF S s s
<
Figure 4
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According to the above data, firstly, the use of traditional expressions in the translated
subtitles in Chinese in all the 15 films is found. This result shows the subtitlers’
awareness of using traditional expressions in their translation. Secondly, the subtitler
of Madagascar 3 is shown to use this kind of expression in 133 translated subtitles
out of 1,293. This is the highest frequency of using traditional expressions among the
15 selected film translations. Meanwhile, in Despicable Me I, the subtitler only
applied 10 traditional expressions in 704 subtitles. Thirdly, the films with the top five
highest frequency of using traditional expressions in their translations have three
points in common: a) all of these films’ total number of subtitle pairs are over 1,200,
except one with 1,031; b) all of the films using traditional expressions in their
translations equate to over 5% of the total translated subtitles; c¢) all of these films are
the latest released films compared with the rest of the selected films. (Despicable Me
2, Frozen and Rio 2 are from 2014, Turbo is from 2013, and Madagascar 3 is from
2012).

The reasons behind this phenomenon might be: 1) Madagascar 3 has a bigger number
of subtitles among the whole films (the total number of subtitle pairs in Madagascar 3
is 1,293; that of Despicable Me 1 is 704), which may increase the chances of using a
traditional expression in the translation; 2) compared with the two storylines in these
two films, Madagascar 3 is more complex with more relations among different
characters; 3) the dialogue in Despicable Me 1 is more simple and brief, while the
direct translation method is used in most of translated subtitles and, given the
mechanical limits of making subtitles for a film, there is no need to use more

strategies in the translation of simple language.

Then, if comparing the series of films individually, the researcher finds that, in
Despicable Me I and 2, Madagascar 1, 2 and 3, Rio 1 and 2, Cars 1 and 2, and The
Smurfs 1 and 2, the frequency of using traditional expressions in the translated
subtitles in Chinese increased obviously in all of these five-film series. Moreover, in
each of the film series, in order to show a certain degree of consistency among each
instalment of one film series, the characters in the story are similar in number and
personality, while the style of the story is similar as well. As such, the increasing
frequency of using traditional expressions in the subtitle translation might prove that,

with the development of globalization, subtitlers in translated animation films in
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China pay more and more attention to the use of typical expressions in order to make

the films more acceptable to the target audience.

In addition, the highest three frequencies of use of traditional expressions in the
subtitle translations are found in the films of Madagascar 3 (2012), Turbo (2013) and
then Rio 2 (2014). I find that these three films are the relatively latest films among the
15 selected films, and then I also expect that a tendency of using traditional
expressions in English-language exported animation films in China will appear.
Therefore, this also confirms that the use of traditional expressions in the E-C subtitle

translation of animation films exists and is developing.

In the following section, I will describe my observations regarding 935 translated
subtitles, which involve the use of traditional expressions, out of 19,081 in the corpus
data, in order to discuss the quality of their use in this context, as well as suggest more

effective translations where appropriate.

6.2 Discussion on the Use of Traditional Expressions in the Current Data

Using Chinese traditional expressions, such as idioms and archaisms, in an informed
way represents a translation strategy within the process of E-C subtitling. These
expressions, on the one hand, have the potential to summarize or outline moral
thinking or life experience, while their use can foreground aspects of Chinese culture;
on the other hand, these expressions are usually short in length (for example, idioms
are typically four-character words, while poem patterns are seven-character words per
line), so using them will help subtitlers to create a briefer translation and meet the
technical limits of 13-23 characters per line when making a film subtitle. However,
using these kinds of expression requires a subtitler’s proficiency level in Chinese
language and cultural education to be high. It should be noted that translation at a
basic lexical and functional level forms part of an initial process of information
exchange between two languages and cultures. In turn, given the cultural differences,
especially when the source culture and the target culture are not close to each other,
finding the “perfect” or “complete” corresponding translation pair is not always easy.
Most of time, therefore, subtitlers need to be creative in terms of paraphrasing,

transferring, reducing or extending some expression patterns, such that the translation
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not only matches the original meaning, but is also correct as far as linguistic logic is

concerned.

It can be thus confirmed that the second hypothesis is positive, which is a finding that
needs to be emphasized in future E-C subtitling work. In this section, I will focus on
observing the traditional translations found in the 935 translated subtitles. My analysis
and suggestions aim to evaluate the effectiveness of using traditional expressions in

Chinese translated subtitles.

6.2.1 Observations and Suggestions Regarding the Use of Traditional Expressions

After collecting all the translated subtitles using traditional expressions from the 15
selected films with the help of ParaConc, I categorized the data in two ways: where
using traditional expressions in these data is demonstrably effective, and where using

traditional expressions is inappropriate by comparing with their original texts.

For the first category, as released translated products, the majority of these 935
translated subtitles have a satisfactory level of translation by using effective
traditional expressions rather than direct translation. The following examples are

representative of using effective traditional expressions in the corpus data.

By comparison with the literal translation (direct translation method) (without using
any other strategies), all of the released translated subtitles in each of the 15 animated

films clearly show the benefits of using traditional expressions in this context:

1. 7700:07:00,202 —>00:07:05,382

I simply can’t stop thinking about the miserable beasts, every single minute of
every single day. (Original subtitle)

A RZITLLNR T, B X EE A B2 . (Released Translation)

I always think about those little things, every single minute of every single day, I

can’t stop thinking. (Back translation)
WAL REE LTS/ NART, T2 #fEAES . (Direct translation)

I just can’t stop thinking about those poor little things, every single minute of every

single day I am thinking. (Back translation)
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(The Smurfs 1,2011)

Observations: 1) The length is 19 characters vs. 24 characters. 2) “fE A~ HZE” is an
idiom, meaning it has a stronger resonance and is a more literary expression in the
Chinese language than “ZANF 2 /2, although both of them mean “can’t help doing

something”.

2. 00:14:27,872 —> 00:14:32,616
I won’t be alone. I can’t wait to meet everyone. (Original subtitle)
KBS, FRIBAKFFHEILEIKZK. (Released translation)

I won’t be alone. I can’t wait to meet everyone. (Back translation)
AR BN, FREA S W2 K. (Direct translation)

I won’t feel alone any longer. I can’t wait to see everyone. (Back translation)

(Frozen, 2013)

Observations: Although the two translations regarding this pair have the same length,

“JBAN S FFis an idiom, which is both a written and more formal expression than “%§

2

A K. Moreover, because “iH > means “very much or extremely want to do

something”, this idiom more idiomatic than “Z& A},

3. 00:23:21,132 —> 00:23:23,629

Three of them pretended I was invisible. (Original subtitle)

HH =Y AR, (Released translation) (Transfer: from an adjective into a
noun)

Three of them pretended me as an invisible man. (Back translation)

AT E = N 4IRAZFETER. (Direct translation)
Three of them pretended I was an invisible man. (Back translation)

(Frozen, 2013)
Observations: In this pair, the subtitler changed the last word from an adjective to a
noun, while keeping the original meaning of the source language. In Chinese, the

noun form of this word is more common than its adjective counterpart when used to
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describe a person. As this change is more like an expression used in real-life
situations, this will make the audience feel it is closer to their everyday language. The
research would consider this change to be a manifestation of transfer, one of

Gottlieb’s suggested translation strategies in subtitling.

4. 00:03:04,711 —> 00:03:07,441

No doubt you’ll be a clever Omega. (Original subtitle)
ZTCEE B RKE /& MR BH Y Omega. (Released translation)

No doubt you’ll be a clever Omega. (Back translation)
PR—E 2N — RN, Omega. (Direct translation)
You will definitely be a clever man, Omega. (Back translation)

(Alpha and Omega, 2010)

Observations: The function of “no doubt” in the original sentence is to strengthen the

voice of the expression, such that it means “surely” or “definitely”. The released
translation used to translate this phrase was “Z£JG%E 7], which is an equal transfer in
between the two languages because “ZJC4E M in Chinese means the same as “no
doubt” in English. However, the direct translation of “— %> means “surely” or

“definitely”, which is a correct translation, but is less vivid in terms of a literal

description.

5. 00:07:43,356 —> 00:07:45,017

You can’t just snake it out from under us. (Original subtitle)
PRASBEAZ TR FE KT R . (Released translation) (transcription, condensation)
You can’t just rush out like that and sneak it from under us. (Back translation)

PRASBENFRATTHR J2 Ji& T #87E ih . (Direct translation)

You can’t pull her out from under us. (Back translation)

(Alpha and Omega, 2010)

Observations: The researcher assumed that the subtitler of this film was inspired to

use “FJ H M for the original word “snake”. The direct translation is actually more

faithful to the original meaning of “sneak it from under us”; however, “FJ F{5HE” is
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also suitable in terms of this language situation, given that the subtitler found an
idiom that not only has the same meaning as the word “‘snake”, but also matches the
meaning in the original phrase. This translation strategy is artfully combined
transcription and condensation. I think it should be encouraged in today’s subtitling
work because it can better reflect the subtitler’s strong knowledge of the Chinese

language and their competence in transferring meanings between two languages.

6. 00:17:12,524 —> 00:17:15,459
Wow. This is a new feeling. (Original subtitle)
I —ZEM3ET . (Released translation) (Substitute)

Wow. A single smile could overthrow a city. (The underlined translation is the direct

back translation of the above idiom) (Back translation)
M, XA (Direct translation)
Wow. This is a different feeling. (Back translation)
(Alpha and Omega, 2010)

Observations: In this original subtitle, “a new feeling” means “a different feeling
from the last time”. The subtitler uses the substitution strategy to translate it into “—
A3, This idiom originally described an ancient beauty’s smile, which captivated
an entire city. The background story is similar to that about Helen of Troy. Meanwhile,

in current Chinese language, people can describe any beautiful girl’s sweet and

charming smile by using this idiom, except when such a smile has some negative
consequence. So, in this translation, “—Z2& i3> can be regarded as flattering because,
despite the lack of context, we can still understand the “new feeling” to be positive in

terms of its objective.

7. 00:17:22,001 —> 00:17:25,801

When you yelled, “Hey”, I thought you cinched it right there. (Original subtitle)
PRUEAREF B AE R S S /R FE B+ B Ve . (Released translation)

When you said “Hello”, 1 thought you were very confident of success. (Back

translation)
PRSI I i, B RN 2R A 4R ) . (Direct translation)

When you yelled “Hey”, I supposed you were very sure about that. (Back translation)
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(Alpha and Omega, 2010)

Observations: Except for the length preponderance, the characters “- /£ represent a
more vivid description than “/84 in Chinese; although, in English, both mean “very”
or “fairly”. Moreover, when this expression is read or spoken out loud, the expression
“Jo 42 + £ is more evocative. Sometimes, in order to give the subtitle a more
impressive literary effect, or to make the expression more indicative of the social
position of the character, the translation should be more focused on eliciting this sort
of awareness from the reader. In this subtitle, the speaker uttered this sentence with a
tone of ridicule, meaning that “f#&1/£” is a better way of indicating this mode of

expression.

8. 00:04:06,787 —> 00:04:08,587

... we do this as a family. (Original subtitle)

MG —FNIBFEFT O /. (Released translation) (Addition)

...we do this as a family does shoulder to shoulder. (Back translation)
o NE—F N —FE . (Direct translation)

... we do this as a family. (Back translation)

(The Croods, 2013)

Observations: In the released translation, “FF/0> 1/} 717 represents an addition. The
original English subtitle has no equivalence for this word, but the indicative meaning
of “to do this as a family” is obvious: we should unite. “FF:0>Bl} 7J” means “make a
concerted effort” and “shoulder to shoulder”. Moreover, this idiom can be explained
as a translation of the word “do”, the purpose of which is to make the translated

subtitle more detailed, yet easier to understand.

9. 00:11:08,170 —>00:11:09,970

Never not be afraid. (Original subtitle) (Although this is not correct English, in the
film, the speaker is a senior person, who is a conservative father, always afraid that
his children might get hurt in the outside world. As such, he keeps warning them

about the dangers of the outside world. Here, he changes the saying “Never be afraid”
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into “Never NOT be afraid” in order to strengthen his emphasis on the danger of the
outside world to his children.)
THAAE L H TR . (Released translation)
Never be too fearless. (Back translation)
AT EAFEN . (Direct translation)
Never be too fearless. (Back translation)
(The Croods, 2013)

Observations: The original subtitle is a sentence starting with the word “never”,
which suggests that the speaker is offering a warning or making an attempt at
persuasion. Therefore, when translating this sentence, an assertive word is needed.
“TJIAE” and “TCATHE IR are both assertive words in Chinese. Although the
released translation is hardly any longer than the direct translation, the researcher
agrees with the released version in this case. That is to say, in translation work, we
should sometimes follow this rule: “choose the lesser of two evils”. However, we still

need to make sure that the length is within an acceptable limit.

10. 00:02:19,280 —> 00:02:21,860
... Stay focused, try to run my race. (Original subtitle)
L EMTEBERMLSE. (Released translation)
... Stay focused, try to run my race. (Back translation)
 RERERIEY, FEHFZINIRKEEFE . (Direct translation)
... Stay focused, try to run my race. (Back translation)
(Turbo, 2013)

Observations: The idiom “Z4=f§ T1y¥” is concise and comprehensive in terms of
explaining “stay focused” in this context. The preference for using an idiom, instead
of a simple expression, is a recent tendency, which has evolved in the last three years
in the world of film translation work. Based on the findings in her corpus, the
researcher observed that, as mentioned in Section 6.1.1, the use of idioms, rather than

straightforward explanations of the original subtitles, have increased sharply in

164



translated films since 2010. This suggests that subtitlers are paying more attention to

the way their work can facilitate the reception of language and culture by film viewers.

11.01:01:35,300 --> 01:01:39,900

I don’t like this book. This is going on forever. (Original subtitle)

WP IRIZXA A . %58 1 1. (Released translation)

I hate this book. This is endless. (Back translation)

BAERXA, XPB—EHAE 4L, BARSE. (Direct translation)

I hate this book. This is going on forever, can’t see the ending. (Back translation)

(Despicable Me 1,2010)

Observations: In the released translation, the subtitler uses the idiom “¥& 7€ |~ to
explain the speaker’s second sentence in the original subtitle. This is a wise decision,
given that, in Chinese, this idiom indicates an impatient attitude towards something or
somebody. This reflects the attitude of the speaker in the film as well: when he began
living with his adopted daughters, Gru lacked patience as a parent because he was
unable to settle down in his new role as a father. But his inner heart is enduringly still
kind, such that in the second instalment of the film series, he is seen to be a better dad
and even a real one than in the first: he pretects the oldest daughter when she wants to
accept the dance invitation from a boy; he sends his daughters back home as soon as
he realized the party is dangerous. Compared with the released translation, the direct
translation of this subtitle is more like a narration; it cannot convey the indicated

impatient attitude of the speaker.

12. 00:38:05,617 --> 00:38:09,077
Who would do this to such a sweet little chicken? (Original subtitle)
PSR 52 11/ 3G R BEIR F? (Released Translation)
Who would do such a ruthless thing to a cute little chicken like this? (Back

translation)
YESRTX AL T] 22 1) /NS HOX AP 3Eg 2 (Direct translation)
Who would do this to such a sweet little chicken? (Back translation)

(Despicable Me 2, 2014)
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Observations: Similar to the previous example, the traditional expression | IR
is a Chinese archaism, which refers to doing ruthless things to somebody or
something (in this case, a chicken), such as bullying or inflicting punishment or
revenge. However, the direct translation cannot express the nature of “such a thing”.
Although the audience can understand it in relation to the context of the film, the use

of this archaism further emphasizes the cruel nature of “such a thing”.

13.00:01:13,820 --> 00:01:16,050
I’'m faster than fast. Quicker than quick. (Original subtitle)
B B, R EDNER. (Released Translation)
I’m faster than fast. Quicker than quick. (Back translation)
TR, BRI, (Direct translation)
I’m faster than fast. Faster than fast. (Back translation)

(Cars 1, 2006)

Observations: The released translation is considered better than the direct translation
because of the use of “¥%” and “[” in the given archaism. These two characters are
synonyms, both of them meaning “fast and quick™. Given that the original dialogue
refers to synonyms for “fast” and “quick”, the use of “J&” and “fi” is fully

appropriate in the translated subtitle. This is what the direct translation cannot

embody.

14. 00:13:54,070 --> 00:13:57,096
Big oil. It costs a fortune. Pollution is getting worse. (Original subtitle)
fAEk, REEK. 54-HE&™E | . (Released Translation)
Big oil. It costs a fortune. Pollution is getting worse. (Back translation)
AMEKk. RRK—EH. {SYHCKB™HE . (Direct translation)
Big oil. It costs a fortune. Pollution is getting worse. (Back translation)

(Cars 2, 2011)

Observations: The idiom in the released translation has the same meaning as the

pattern “HEK ™ > in the direct translation. However, with regard to the aesthetics
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of translation, “H ™ HE” is more idiomatic and somewhat shorter than &4k ™
>, Generally speaking, in consideration of the mechanical limits, if a traditional

expression can shorten the length of the translated subtitle, its use is recommended.

15.00:11:16,980 --> 00:11:21,780
... you don’t know anything about life outside of the zoo? (Original subtitle)
- XN A1 B T S —JEFr A ? (Released translation)
... you don’t know anything about life outside of the zoo? (Back translation)
AR B I AN R AR 3 A4 #S AN ATE? (Direct translation)
... you don’t know anything about life outside of the zoo? (Back translation)

(Madagascar 1, 2005)

Observations: Again, using the idiom “—JGHT%1” not only makes the translation
shorter than the direct translation, but also emphasizes the speaker’s assertive tone of
voice. The background setting for this subtitle concerns the protagonist, Alex the lion,
who is growing up in a zoo; he has no idea about the world beyond the zoo, although
he is curious about it. He asks his friends whether they share his curiosity and, if not,
why do they not feel any regret. As such, the use of “—JGHT%l1” can better emphasize
the fact that Alex has a strong desire to go outside, while this idiom also indicates he
is going to be in danger on the basis that he knows nothing about the world beyond
the zoo. From this point of view, the use of this idiom also has the function of

“sowing the seeds” of his future life and the challenges it will entail.

16. 00:17:38,770 --> 00:17:41,720

You don’t bite the hand that feeds you. -1 know that’s right. (Original subtitle)

RAGERR MR o -IBEXTH) . (Released translation)

You don’t bite the hand that feeds you/ requite kindness with enmity. —I
know that’s right. (Back translation)

PRARERL G A MR IR BT/ A B s R . - TR TE IS 2% 1
(Direct translation)

You don’t bite the hand that feeds you/ requite kindness with enmity. —I
know that’s right. (Back translation)

(Madagascar 1, 2005)
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Observations: In the Youdao English-Chinese dictionary (http://dict.youdao.com),
the sayings “don’t bite the hands that feed you” and “requite enmity with kindness”
are said to share the same meaning as “BE{/LHlk . However, the direct translation is
a word-for-word translation of the English expressions. Although the meanings of the

direct translation are also easy to comprehend by the readers or audiences, both “W¢

ZIRFRAREINT and “FEGZ A4 35 = are equal in length.

17. 00:01:25,561 --> 00:01:27,792
You just amuse yourself, don’t you? (Original subtitle)
R B E S, ~IE? (Released translation)
You just amuse yourself, don’t you? (Back translation)
R AE T, &AJZ? (Direct translation)
You just amuse yourself, don’t you? (Back translation)

(Madagascar 2, 2009)

Observations: Although both the released translation and the direct translation
involve four characters to explain the original pattern of “amuse yourself” (“H & H
557 and “IR K H ©), the idiom “H % H 4 is orderly in terms of structure.
Moreover, according to Song (2012), the use of idioms is a language custom found in
Chinese people’s everyday life; therefore, when there is an equivalent Chinese idiom
to explain a particular piece of original dialogue, this Chinese idiom should be used as
a priority. This is considered, in translation terms, as a way of “killing two birds with
one stone”: the shorter the length of the idiom, the more easily understood it will be

from the perspective of cultural awareness.

18. 00:02:16,050 --> 00:02:17,760
Another day bites the dust. (Original subtitle)
(FET) X HGEBK) , REFEK—K. (The two underlined words

share the same meaning) (Released translation)

Yet another day leaves me greatly disappointed. (Back translation)
Noe—M iR ) —K . (Direct translation)
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Another day bites the dust. (Back translation)
(Madagascar 3, 2012)

Observations: According to the context, Alex is hoping to be taken home by the
penguins. However, when he hears that the penguins are not coming yet, he feels
disappointed, saying, “Another day bites the dust”. In the released translation, the
subtitler chooses to use “AN 2T to explain Alex’s great disappointment. However,
in the direct translation, although “—W#rH” is a dictionary definition for “bites the
dust”, it cannot fully convey Alex’s sad and hopeless mood. That said, “— Wi is
more often used to describe “someone having fully failed to do something”, as it
emphasizes one’s actions rather than desires. Thus, “ KK T2 is much closer to the
original expression. In addition, the subtitler’s choice of using “KZEHrE”, rather
than “— 1L, indicates that they did think over their options and finally chose the

one that better reveals the speaker’s internal thoughts.

19. 00:08:15,120 --> 00:08:19,200
Whoa! Look at that! That is one ugly, mug-ugly lady! (Original subtitle)

M 1 IR Ze N 02 HAS PR R M B # | (Released translation)

Look! That woman is so ugly, it shocks the universe and scares all the ghosts

and makes the gods cry! (Back translation)
BB R —ANEFH, BEHM A (Direct translation)
Whoa! Look at that! That is one ugly, super ugly lady! (Back translation)
20. 00:08:19,790 --> 00:08:21,500

That is roach-killing ugly! (Original translation)

S T ek B 42dEE ! (Released translation)

It is like being hit by the very, very malicious palm (a kind of Chinese
Wushu gesture), which can change people’s looks out of all recognition. (Back
translation)

F A RE AL 1! (Direct translation)

That is roach-killing ugly! (Back translation)

(Madagascar 3,2012)
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Observations: In the previous section, according to the data results, the researcher
concluded that the subtitler for Madagascar 3 uses traditional expressions in 133 out
of 1,293 translated subtitles. This is the highest frequency in terms of using traditional
expressions among the 15 selected film translations. When investigating this specific
film, I found that these 133 translated subtitles generally use appropriate traditional
expressions to make the overall translation of the film more funny and interesting.

These two examples are representatives of this translation method.

These two subtitles appear successively in the film when Marty (Alex’s friend, the
zebra) looks at the King of Versailles and is greatly shocked by the king’s flamboyant
attire. The two released translations here use not only a Chinese archaism and an
idiom (in bold), but the tone of voice and the sentence patterns, which are underlined,
reflect the way in which popular expressions are used in Chinese. On the one hand,
“PR R HAL A is an archaism, whose original meaning is “someone’s behaviour
moved the whole universe”, which is often used to describe a great dedication or
devotion to something meaningful, while “[fl H 4>F” means “looks being ruined out
of all recognition”. However, in today’s Chinese language, when people describe
something or somebody good or bad to an unbelievable degree, they may choose
these two expressions to explain their point of views with exaggeration. This is a

humorous way to say someone is ugly to the extent of “[if KM AP or “IH H 4>
4E”. In addition, in the second example, “Hx#x” and “... %> are two other popular
expressions used in the released translation. In Chinese colloquial language, the times
of repeatedly used “#iz” show the varied degrees of the described thing or person. The
more the “Hx”, the greater the extent is. In modern Chinese, there are commonly three
ways in which to use “#¢”, meaning “very”: “H#x” and “H & H~ respectively
meaning “very, very” and “very, very, very”. Similarly, in informal English, these
three ways of using “very” also exist; therefore, “H¢#¢” is also appropriate for this
specific translation in which the king’s extravagant appearance is being described.
Another expression, “[fil H 4>3E %>, is one created by the subtitler. In Chinese, ... %
originally referred to a kind of Chinese martial arts, which the Wushu masters learned

in order to defeat opponents. The subtitler combines the idiom “[fil H 4=9E> with ...

> in order to emphasize the fact that the king’s dress sense is unappealing. In

popular expression, the antonym of “Til H 4z 3F 3> is “IEFRIEE 2> which appears in
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a very famous comedy, Flirting Scholar (1993), made by Stephen Chow, a well-
known Hong Kong film director. “MFKIFEZE" means “a box that can make the
receiver get back her beautiful face”. Coincidently, “%” is another kind of Chinese
martial arts gesture; therefore, I suppose that the subtitler of this film might have
taken their inspiration from Stephen Chow. Using this familiar expression, then, may

make the Chinese audience for Madagascar 3 feel more engaged with this foreign

film.

21. 00:23:15,600 --> 00:23:18,160
And that whole ““save the species” thing. (Original subtitle)
EAVRRE RSB RIB . (Released translation)
And that lecture about “saving the blue parrots.” (Back translation)
A BB IR P FI UL EE . (Direct translation)
And those remarks about “saving the species”. (Back translation)

(Rio 1,2011)

Observations: The background information to this subtitle concerns the fact that the
ornithologist Tulio convinced Linda, the owner of a blue parrot, to bring her bird Blu
to meet another blue parrot, Jewel, in order to continue and save this rare species of
parrot. However, these two parrots were stolen by a gang of smugglers. Therefore,
Linda complains that Tulio’s concern about “saving the species” has now put her bird
in danger. In the released translation, “4: % K i£” may indicate that Tulio has gone to
great lengths to convince Linda to make the decision he wants her to. However,
although the direct translation explains the original subtitle, it does not properly

convey Linda’s complaining response as vividly as the released translation with the

idiom “K 55 Kig”.

22. 00:22:16,920 --> 00:22:19,506
Without your performance, it’s nothing. (Original subtitle)
BAEVRIZRTE, E—3XAME . (Released translation)
Without your performance, it’s not worth a cent. (Back translation)

BARPIRE, A AEAZ. (Direct translation)
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Without your performance, it’s nothing.

(Rio 2,2014)

Observations: In the released translation, the use of traditional expression involves
the idiom “—3CAMHE”, which originally comes from the archaism “f¢ A] B4/ DFL 44,
FE 13— X AME”, meaning “the most regrettable thing is that having passed the
imperial examination in your youth is worthless now”. In modern Chinese, “— 3 A
&> is still used to describe something that has become worthless because of some
contrived reason. In this subtitle, the use of this idiom is to emphasize “your
performance” as being more important than the play or the producer of this play
(Shakespeare). In the film context, this represents a kind of acceptance and
compliment between friends. Compared with the released translation, the direct
translation is acceptable; however, regarding the tone of voice, the use of the idiom
“—ANME” is stronger, as it expresses a higher level of compliment from the speaker

to the receiver.

23.00:02:46,330 --> 00:02:49,450
With love and kindness, a complete makeover. (Original subtitle)
%, 3 K, —IXPEOHEM. (Released translation)
With love and kindness, she has thoroughly transformed herself. (Back
translation)
M%, HR, —REMIPKFEA. (Direct translation)
With love and kindness, a complete makeover. (Back translation)

(The Smurfs 2,2013)

Observations: According to the context, this subtitle is describing a significant
change of a particular smurfette. She was originally created by the bad wizard and
sent to the smurfs in order to ruin their life and capture them all for the wizard.
However, the smurfs’ father discovered her kind side and helped her to change into a

real smurf, who has love and kindness for others. The subtitler’s use of “¥&-Cr =[] is
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better than the direct translation of “makeover” because “¥f:[» > refers to
“someone who changes from being evil to an angel”. The literal meaning of this
idiom is “to cleanse the heart and reform the image”. However, “K¥%4%” is only able
to explain someone or something that is greatly changed, without being specific about

the nature of the change (e.g., good to bad, bad to good, colour, size and form).

24. 00:05:40,420 --> 00:05:44,170
This mysterious master has gone from unknown to unstoppable
HMWEAL B DG, R CLAHRRH R — T,
This mysterious master has gone from unknown to unstoppable
HMWEALA B IG, XL H R — R AL,

This mysterious master has gone from unknown to unstoppable

25. 00:05:44,260 --> 00:05:46,590
after a surprise discovery in New York. (Original subtitle)
YEBAREENM 45 TR FKIR - (Released translation)
after being unintentionally discovered in New York. (Back translation)
MAEFR NN, IR AA A HS . (Direct translation)
after being unintentionally discovered in New York. (Back translation)

(The Smurfs 2, 2013)

Observations: This is a longer subtitle than the average length of subtitles in general.
Therefore, the original subtitle is divided into two lines. Given the inverse sentence
orders in English and Chinese, the original subtitle pairs appear staggered and
dissymmetric. This is clearer when observing the original dialogue in one line: “This
mysterious master has gone from unknown to unstoppable after a surprise discovery
in New York”. Its released translation is “H MIEHLZAMERINIG,  IX AR
RIT—HETTLL, HFERAREERfM 45 E/FERI]R. 7, in which the subtitler
uses three traditional expressions in order to make the translation more vivid and

make the tone of voice more assertive. “— 1 41> is an idiom that refers to
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somebody or something that has become well-known or popular in a very short time.
This idiom comes from an ancient custom, when people referred to the success
following the debut of an actor at the Chinese opera as “—#} 1 4L”. Additionally, “/3”
refers to “firecrackers”, which, again in ancient times, were regarded as a symbol of
good luck and prosperity; therefore, “—/if%£.” means becoming famous after one
performance”. “#AILZAE” is an archaism meaning an “unknown but mysterious
person or thing”, while “# 5 KR is another idiom meaning “rise to fame”. Besides,
the direct translation is: “H MEA LI EIMER G, XA HHFLTR RIT— R,
PEEBR NN, DA RIG AR, In this translation, one traditional expression
and one popular expression are used. “— 4L and “—/IIMZL” share a similar
meaning. However, unlike “—/JIfi4L”, “—®& 4L is not an idiom, but a popular
expression found in modern Chinese, which mean “someone who becomes a star
overnight”. Although this expression may also explain the original subtitle, it places
more emphasis on the speed (“very short time”), unlike “—#f 14", which places
more emphasis on the process of becoming famous. According to the context of the
film, “— /MM 4L is more relevant to the speaker’s point of view than “—7#&Z 4"
The other expression references — % ANA[$4”, which is a traditional idiom meaning

“unstoppable”. Therefore, it can be regarded as an acceptable translation of the

original expression.

To sum up, from the above given examples, it is clear that the use of traditional

expressions in the data has generally three main advantages:

Firstly, the length of the translated subtitles involving traditional expressions is
shorter than the ones without such expressions. This is an applicable method in
subtitle translation from the perspective of mechanical limits in space and time.
According to the data, Chinese idioms are the most frequently used types of
traditional expression. Given the feature of word formation, the use of Chinese idioms
generally condenses the expected length of the translated subtitles; therefore, using
them within E-C subtitle translation can make the length of the translated subtitles

more readable.
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Secondly, direct translation always delivers the original meaning in a literal sense;
however, the function of the use of traditional expressions can make the translated
subtitles look more literary and evocative. The use of traditional expressions in
subtitle translations is considered as an “audience-centred” method because it
involves translations that are closer to the real-life language that is familiar to the

target audience.

Thirdly, from the perspective of cultural awareness, the use of traditional expressions
in E-C subtitle translation is unquestionably a way to “shorten the distance” between
the film and the target audience. This is also a way to make the translation localized in
order to ensure that the intercultural communication between the film and the

audience is successful.

However, how difficult is it to use traditional expressions in the process of translating?
This requires the subtitlers’ practical experience and high-level language and cultural
knowledge to lay the foundation. Any excessive or inadequate use of traditional

expressions will make the overall quality of subtitle translation imperfect.

6.2.2 Several Issues Appearing in the Current Data

According to the data from ParaConc, the researcher found that there are
inappropriate uses of traditional expressions in the subtitle translations of the selected

15 films:

Film Total of translated Total of
subtitles with Inappropriate use of Remarks
traditional Expressions traditional
expressions
Despicable Me 1 10 0 The total number of used
traditional expressions is the
smallest among the 15 selected
films.
Despicable Me 2 58 3
Frozen 79 2 The same traditional expressions
are continually used in the lyrics.
Alpha and 38 1
Omega
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The Croods 33 0

Turbo 120 1

The Smurfs 1 68 0

The Smurfs 2 65 0

Rio 1 62 0 In general, the use of idioms in
translated subtitles in this film
makes the translation ‘literary’.

Rio 2 73 0 The most traditional expressions
are used in the lyrics, which
ensure that the translation
rhymes.

Madagascar 1 38 2

Madagascar 2 50 1 Given the influence of the ideal
length on the translated subtitle,
this specific translation is as
previously discussed in the last
chapter.

Madagascar 3 133 0

Cars 1 47 1

Cars 2 61 1

Table 5

As the above chart shows, in Despicable Me 2, there are three translated subtitles
involving inappropriate traditional expressions; the recommended translations are

given by the researcher as follows:

00:12:34,462 —> 00:12:36,633
Ah, pins and needles! (Original subtitle)
IR, LTI (Released translation)

Ah, so worried! (Back translation)

Suggestions: For “pins and needles”, there is a standard translation to it—"IAA%#5”

(seems to sit on the pins and needles/ thorns); it is also an idiom in Chinese, which
means someone is very anxious about something or somebody. To adhere to the most

important criterion in translation, “U1A4%} £ is more faithful to the original dialogue
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and appropriate to its context; there is no need to use another idiom with a similar

meaning.

00:13:50,038 —> 00:13:53,759

Um, recently, an entire top-secret lab (Original subtitle)

BT — AR 556 % (Released translation)

disappeared from the Arctic Circle.

MBI FE S 449 5% [ (Released translation)

Um, recently, an entire top-secret lab disappeared inexplicably from the

Arctic Circle (Back translation).

Suggestions: This a two-line subtitle in the film, which indicates that the subtitler
opted against using a single-line subtitle to convey the same information on grounds
of length. In this situation, it is better to avoid using an expansion strategy in
translation. In the given released translation, “Z£44” are the added words from the
original subtitle. Meaning “inexplicable”, or “sometimes”, these characters can be an
abbreviation of the Chinese idiom “%&44 H.#0”, which means “to have no idea about
something or make somebody feel confused and discombobulated”. However, in this
specific subtitle, the original word “disappeared” has equivalence in Chinese, that is,
“JH 4%, which can fully explain the original meaning, meaning that the use of “5<44
YH 2K is not necessary. Another important criterion in translation, “to be brief and

simple”, is also important.

00:52:02,995 —> 00:52:06,293

You know, tear it up, see what happens! (Original subtitle)
FIREH R, 3L H 2R (Released translation)

Breaking the rules, let it be! (Back translation)

Suggestions: In the film, according to the context, “tear it up” is the speaker’s
suggestion to change the original plan. Therefore, the translation should be equivalent
to “tear up the original plan”. “Plan” is a more generic word, unlike “rules”), which

are more serious and need to be strictly followed to avoid breaking the law or
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committing a crime. However, “plan” can be an individual plan, such that when it is
changed, it will not hurt others. Similarly, in Chinese, “plan” and “rules” have
standard equivalent expressions: “i%/|” and “VEf”, “45#”. Therefore, translating
“tear it up” into “FTAE T or “BiE 11K will retain the original meaning to an

acceptable degree.

In Frozen, there are two translated subtitles, which feature inappropriately used

traditional expressions.

00:02:00,171 —> 00:02:03,574
This icy force both foul and fair. (Original subtitle)
K E Lk AL B2 X AF . (Released translation)

This icy force is both oppressive and extremely fair. (Back translation)

Suggestions: This subtitle is one of the lyrics in the song at the beginning of the film.
A suggested translation, in consideration of the ideal length, is “VKZ5 1) /) &= R4 Bk
M /NIE” (This icy force both cruel and fair). Firstly, the researcher chose two two-
character expressions to replace the given two idioms in order to make the length
shorter; secondly, “¥t A %52 meaning “oppressive”, is an indirect expression of the
original word “foul”. However, “¥ it meaning “cruel”, is much closer to the
original word. Thirdly, the use of four-character idioms is an expansion of the original
text-"4E%] A compares with “/A°F-”, although it sounds more serious given the
speaker’s attitude, such that a degree of expression is not necessary in the given
context. In order to maintain a balance between the two adjectives, as used in the
original text, “/A~F” is matched with “/4 ", meaning that the number of characters

retains the same rhythm as its correlative lyrics.

00:07:24,997 —00:07:30,941
But she won’t remember I have powers? (Original translation)

it A0 153 A BE /1?7 (Released translation)

She won’t remember I have magic powers? (Back translation)

It’s for the best. (Original translation)
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XN TP AR . (Released translation)

It’s for nipping the bud. (Back translation)

Suggestions: The underlined idiom is the released translation of the original text, “for
the best”. “Bfj R AR is commonly used to refer to preventing something dangerous
from happening. According to the context of the film, the speaker is stating that “she
wants to protect her sister from being hurt by her magic”, because the speaker’s magic
power may hurt her unintentionally. From this point of view, the translation is correct.
However, the equivalent meaning of “for the best” in Chinese, is “H T #F&E". In
terms of the whole subtitle, a simpler and shorter translation could be “iX f& Ayl 47>
(It’s good for her). This translation is, on the one hand, a brief colloquial expression;
on the other hand, unlike idioms, which sound like official and formal language, it
expresses the elder sister’s sincere concern for and protection towards her younger

sister.

Then, in Alpha and Omega, there i1s one imperfect use of traditional expressions in the

released translation:

00:19:20,185 —> 00:19:22,483
Tails and ears are falling off, literally. (Original subtitle)

EEMEZE—HAW—H, Ei. (Released translation)

Tail and ears become worse and worse day by day, literally. (Back

translation)

Suggestions: In this film, the main character is a wolf; in the original subtitle “tails
and ears are falling off” naturally shows the wolf becomes old or unhealthy or upset.
Therefore, the subtitler tries to use the Chinese archaism “— H A U1—H” to explain
the indicated meaning of the original text. However, I think the direct translation of
this specific subtitle can make the translated meaning more vivid and graphic: “FE X
FH 2 #FF 6 B i 17 (tails and ears are falling off). “F 7> is a colloquial
expression to describe something drooping. From this example, the use of traditional

expressions is not always better than the direct translation; the subtitler needs to think
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over and compare the functions of each of the translation methods in order to make

the translation better.

In Turbo, the subtitler uses a difficult idiom in the translated subtitle. The main
difficulty for mainstream audiences here involves the use of the last two characters of
this idiom: “4F%> (high and low), because they are ancient words which are rarely

found within modern Chinese usage.
00:06:07,460 —> 00:06:08,490
They’re neck and neck! (Original subtitle)

HATTHE /> #F 4% . (Released translation)

They’re difficult to tell the high or low. (Back translation)

Suggestions: Although this is a correct idiom with which to translate the original text,
the last two characters in the idiom are rarely used in modern Chinese. Another idiom
that may be better to use here because of its simple characters is: “Xf 7 = 1l
(Difficult to tell the high or low). Compared with “4F#2”, “/F/X” is a more common

idiom within everyday life in China; therefore, the latter is more comprehensible and

acceptable to mainstream audiences.

In Madagascar 1, there is an idiom used in the translated subtitle with the same

problem as the above:

00:14:26,150 —> 00:14:31,670

We make a great team. The two of us. We sure do. No doubt about it! (Original

translation)

BATZ—MEREIABN o« FATH. -24%K8. HHFEE%E! (Released translation)

We are a great team. We two. -We sure are. No doubt about it! (Back translation)
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Suggestions: The use of “U}Jf B %E” is correct for expressing the original meaning of
“no doubt about it”; however, the four characters in this idiom are difficult and
complex. This idiom is commonly used in literary texts as a formal written term.
Another idiom with a similar meaning, but which is composed of relatively simple
characters, “ZZ G5 7], is more suitable for use in a subtitle translation in this kind of

a situation or context.

Again, in Madagascar I, another use of a traditional idiom does not appropriately
express the original meaning of the text:
00:54:36,050 —> 00:54:39,530

It’s like billions and billions of helicopters. (Original subtitle)

BRI Z ZNEFA L. (Released translation)

It’s like lots of helicopters. (Back translation)

Suggestions: From the back translation, it is clear that “lots of” and “billions and
billions” do not express the same degree in quantitative terms. Therefore, the

suggested translation of the original phrase is “#{LAZ 11> (direct translation) or

“JCE ) (uncountable), which is closer to the original meaning.

In Cars 1, there is one inappropriate translation in a subtitle as a consequence of using
a traditional expression:
00:08:04,030 —> 00:08:06,890

He’s got it in the bag. Call in the dogs and put out the fire! (Original translation)

M) ZE O F2HE K 1o 7T AFERRIIR A IY H AR I L (Released

translation)

He’s nearly got the champion already. Call in the dogs and put out the fire! (Back

translation)
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Suggestions: The given translation explained the meaning of the original text;
however, there is another traditional expression in Chinese, which is a direct match
for the original pattern of “got it in the bag”: “ju %4 & i FEH 2 ). The
underlined word is an idiom, with the first character “#£” from ancient Chinese
language, meaning a bag or a pocket. This could be a complete translation of the
original text, with the corresponding word of “bag”. Therefore, “F 28K is weaker

than “FZ1 2 ¥ in this translation.

The last imperfection in the selected data of the 15 films, in terms of using traditional

expressions in a translated subtitle, is found in Cars 2:

00:56:09,756 —> 00:56:12,919
A wise car hears one word and understands two. (Original subtitle)

—IRIEHRE R R E TR EMWHE . (Released translation)

A wise car always carefully watches what people are doing and saying. (Back

translation)

Suggestions: From the back translation, it is clear that this Chinese idiom involves
two aspects - doing and saying - the behaviour and the remarks. However, the original
text only conveys the meaning of “saying something” with one direct meaning and an

indicated meaning as well. Therefore, the correct translation could be: “Nrifilr&";
this comes from a Chinese folk adage “Mr 1M &, & &iWT >, which means “listen

for the meaning behind somebody’s words”. This is considered to have a similar

meaning to “hears one word and understands two” in the original text.

Generally, according to the investigation into the corpus data, I found that the
majority of the released translated subtitles involving the use of traditional
expressions are appropriate, as they are more interesting in terms of expression and

more acceptable in terms of culture.
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In addition, I also examined and compared the five-film series in turn, finding that the
total number of subtitles and the frequency of the use of traditional expressions

mainly increased as each series progressed.

Among the 15 selected films, Madagascar 3 not only has the highest frequency
concerning the use of traditional expressions in the translated subtitles (see the chart
in the previous section, p 178), but is also considered overall to have the highest
quality when using traditional expressions in 133 out of a total of 1,293 translated

subtitles.

To sum up, traditional expressions, such as Chinese idioms and archaisms (two main
types of traditional expression appearing in the given data, according to the
investigation), can reflect traditional Chinese culture. Furthermore, in modern Chinese
language use, these two types of traditional expression not only appear in written form,
but also in the everyday colloquialisms of the general public. It is arguable that the
use of these two types of traditional expression generally mirrors Chinese people’s
language custom as they conduct their daily life. Therefore, the use of traditional
expressions in foreign film subtitle translation is an effective way to make the
translated subtitles more interesting and acceptable, as well as to attract more people

to watch the films.

Then, in terms of assessing audiences’ attitudes towards the use of traditional
expressions, | carried out a more detailed investigation by using a questionnaire. In
the next section, I will describe and discuss the data result from the questionnaire

survey.
6.3 Data Analysis on the Questionnaire

As described in the previous introduction in the last chapter, the questionnaire was
answered by 100 young adults who are considered to be the main audience for
English-language animation films in the Chinese market. There are 97 answers that
proved to be effective and usable, with the results from each part of the questionnaire

shown in the following table:

Questionnaire on Issues and Strategies of Movie Caption Translation between

English and Chinese
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Section Q1-15 A B C
Section1 Ql 54 56% 41 42% 2 2%
Q2 87 90% 10 10% 0 0%
Q3 67 69% 29 30% 1 1%
Q4 44 45% 53 55% 0 0%
Q5 62 64% 35 36% 0 0%
Q6 51 53% 46 47% 0 0%
Q7 72 74% 24 25% 3 3%
Q8 30 31% 67 69% 0 0%
Q9 94 97% 3 3% 0 0%
Q10 45 46% 52 54% 0 0%
Q11 97 100% 0 0% 0 0%
Q12 95 98% 2 2% 0 0%
Q13 80 83% 17 17% 0 0%
Q14 39 40% 58 60% 0 0%
Q15 47 48% 50 52% 0 0%
Section 2 QI 6 6% 76 78% 15 15%
Q2 90 93% 5 5% 2 2%
Q3 82 85% 15 15% 0 0%
Q4 80 82% 17 18% 0 0%
Q5 97 100% 0 0% 0 0%
Section 3
Cultural barriers 25 26%
Speed of original film 43 44%
Diversities of thought patterns behind English and | 62 64%
Chinese
Proper nouns 16 16%
Translation quality 81 84%
Story of the film 10 10%
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Among the 15 selected pairs of subtitles in Part I, three translated subtitles use
traditional expressions; they are questions 2, 3, 4 and 12 (highlighted in the above
chart).

For Question 2, the original text is: “And replaced by a giant inflatable replica. There
is panic throughout the globe as countries and citizens try to protect their beloved
landmarks.” The released translation is A, while B is the direct translation without

using any traditional expressions.

A) BUMAZ TR — DM E R A6l . E O 5 EeRRA R, &5
NRFIIRE S B E KB E . (condensation, transcription)

(Back translation: It has been replaced by a huge inflatable imitation, which
has caused global panic, with people in different countries trying to protect
their own national treasures)

B) W HHM T —MERKA LT ERBVE . HiEEERE E A R
AT B AR B O E S .
(Back translation: A huge inflatable pyramid has replaced the stolen one. This

=

’

has made the whole world feel panic, with people trying to protect their own
national landmarks.)

C) Your own translation:

Observations: The data result of this question is that 87 out of 97 people (90%) chose
option A, while 10 out of 97 (10%) chose option B; no one offered his/her own
translation in box C. It shows that the majority of respondents chose the answer
involving the use of traditional Chinese expressions or idioms (all the underlined
items). Although the lengths of these two versions are similar, the result suggests that,
in line with the younger generation’s speaking habits, the use of idioms is preferred
because they are more vivid and readable. According to my opinion, using traditional

expressions with four-character words makes the whole translation more readable and

comprehensible. Visually, “HUf11%2 > (replaced by) is shorter than “H... SKREULE”
(replaced by using “...”) in the sentence structure. The same function occurs in the use
of “4=BRALE” in the second sentence pattern. What is more, this translation pattern is

fully equal to the original text of “global panic”. For the third expression of “J7=K fx
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#7> (try one’s best to protect), it expresses the strong determination to search for the
thief by the speaker than the use of common word “i{ F#£ > in the translation of B.
Lastly, for the last word, “landmarks”, the translation in A is “[EZK L FE" and the
translation in B is “[E ZX 45", The former one is a more artistic description of
national historical interest and belongs to traditional expressions in Chinese; however,
“FE ZK by is the direct translation. I think the latter translation is correct literally,
but “HiFR” is an abbreviation for “FrEEE I (symbolic constructions), which
belongs to academic expressions in the knowledge category of geography and history:
not every person can immediately comprehend the meaning of “[E ZHi#5” in one or
two seconds. Therefore, “[E ZX ¥ > is easier to make sense of in the very short time

period.

For Question 3, the original subtitle was “leaving everyone to wonder if the world’s
villains are responsible for this heinous crime” whereas the given translated Chinese

subtitles were:

D) K SXHBAESE 2 W 57 0 (R KSR B A T n e+ AR R 5
(Back translation: Everyone is guessing who will be the world’s villains to do

such heinous bad thing) [Paraphrase, localization].)

E) 1ibFrA NERAEA B 78 6 2 Xt 5 b i AN IR B B0 I AT 1 FRAT 151 ?
(Back translation: No one can think out who is the villain in the world should

pay responsibility to this hateful crime?)

Observations: The data result for this question is that 67 out of 97 (69%) respondents
chose A, while 29 people chose B; one other provided his/her own translation in box
C. The word “heinous” is paraphrased as a Chinese idiom, “ %A, However,
option B uses a rhetorical question to emphasize people’s comments on this theft. I
agree with the use of this idiom in this translation, because “1 &AL is used to
describe the evillest person in people’s eyes, their crime cannot be forgivable. The

using of this idiom can vividly express people’s outrage over the theft of their national
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landmark. Thus, although the result shows that the majority still preferred the use of
Chinese traditional expressions and certain equivalences in translated subtitles, others
noticed the importance of the speaking tone in expressing personal attitude or
comments on some points. One respondent translated this subtitle as: “FfTH N # 1S
T2 TR 8 e AR 2 06 R VE KR4 57 2 > (Everybody is guessing which of the
highest-ranking villains is responsible for this heinous crime). In this specific
translation, the first underlined words belong to the other typical expression, which
the researcher thinks is beneficial in subtitle translation between English and
Chinese—popular expressions. These expressions will be discussed later in the next
chapter. The second expression of “JFE K KJE” is a Chinese idiom which means

serious crimes. Although technically speaking, the degree of the crime of “1- & A

is higher than that of “J& X KHE”, the latter expression is also a correct translation in

this subtitle; the researcher also agrees with this translation.

The next question in Part I is question 4, the subtitle was for an interlude song with
the lyric, “I’m having a bad, bad day. It’s about time that I get my way. Steamrolling
whatever I see. Freeze ray! Freeze ray! Freeze ray! I’'m having a bad, bad day. If you
take it personal, that’s okay. Watch, this is so fun to see. Despicable me.” The

alternative translations were as follows:

F) SRFOEMRPRIR, TRIAEKIJ2TF, RATH— VIR Wt
251 WRIROGER! W UROLE! A RICOEIRIMRIR, FRE R IR IR A D
Wo BLF T, EXAAHI. BTN KIAE. (dislocation)

(Back translation: Today, I feel very bad, very bad, so now I am totally on fire,
fire. I will destroy all the things in my eyes. Freeze ray! Freeze ray! Freeze ray!
Today I feel very bad, very bad, if you hate me because of this, I won’t mind.

Look carefully, this is not fun. Because I am a big bad guy.)

G) & REHEE, KL, REEER)— K. BUERFECPTE % 1. RIERE
W —D)e WIRITE! WURSTER! W URSTER ! S RZHERE, FEEE, XS
—Ro RERGXRLKE, PEFE. b, XEERGD. BHEfid.
(Back translation: Today is a bad, bad, bad day. Now is the time to ‘go as you-

please’. I will crush all that I see. Freeze ray! Freeze ray! Freeze ray! Today is
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bad, bad, bad day. If you think it is my own business, it is okay. Watch out,
this looks funny. Despicable me.)

Observations: Participants gave different responses to this question. Only 44 out of
97 (45per cent) people chose option A, the official subtitling, while 53 out of 97 (55%)
people chose option B, the direct translation. I am minded to infer that the reason why
more people chose the second option rather than the first is because the expression in
the second translation is more readable in rhyme. That said the first translation is
marked as a “dislocation”, which is a strategy recommended by Gottlieb and, for me,
applicable to the translation of songs and poetry (see a more detailed discussion on
this point in 3.5.6, p77-80). However, there is still over a half of respondents showed
their preference for the second natural translation. However, from the perspective of
using traditional expressions, the above two translations both used varied types of
traditional expressions. In the first released translation, the first bold pattern “/E IR 1R
¥R~ is a kind of traditional expression in Chinese. It is a repetitive adjective meaning
“very, very bad”; the second traditional expression is a Chinese idiom “k }J4=FF”,
which means using full power to fight. Then the word “ic4” is an expression of
Chinese archaism, which means “to bear in mind or to remember by heart”. The use
of this word makes the translation more like a literary translation. And because this
translation is the translation to a pattern of a song in the film, the rhyme can be shown
by this traditional expression as well. In option B, the translation is mostly word-for-
word translation. There is one Chinese idiom in this translation “Ff /04X, which

equally means “go-as-you-please”, and is a good use of traditional expression as well.

For the 12" question, the subtitle was “Okay, | wasn’t going to tell you about this yet,
but I have been working on something very big! Something that will blow this

pyramid thing out of the water!” The alternatives in Chinese were:

H) ZF0E, 34 I8 AR SCFRIEAE S — UK TR & IR IR AR A
Bk ) (Paraphrase) (Back translation: Ok, I wasn’t willing to tell you about

this yet, but I have been planning a big project! The pyramid thing is a piece a

cake compared to this project.)
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D) ZFme, FACH AT EIRIRAN1UE, RIEEM I RE ! XFFRKRICETIE
ST 1575 1E /K . (Back translation: Ok, I wasn’t going to tell you this yet,

but I am doing a big thing! This thing will shatter the pyramid thing to pieces.)

Observations: The collected data for this question showed that the absolute majority
of respondents preferred A (95 out of 97 people, or 98%), while only two chose B.
Technically, the first subtitled translation uses 36 Chinese characters, whereas the
second has 40 characters. Given the limits of space and time, subtitles the shorter the
better. Secondly, the underlined pattern in the first instance of subtitling is closer to
authentic oral language in Chinese, while the expression is made stronger by using
“MRANIE L than “H... FT1FVK AL /K>, which is a traditional expression in
Chinese. Moreover, according to its literal meaning, “#... 715 & 4L /K™, the
researcher concludes that it is more appropriate for use in a situation involving a war
or competition, rather than to compare size or influence between two things. Take, for
example, ™7 [ ZE PAIE H AR WS H T3 & A0 K, AT &350 1. (Back
translation: The Chinese army crushed the Japanese invaders into pieces, so that they

finally surrendered). Meanwhile, for “#R A7 %L, we might say “ZL AN BA 1 5K

FIRABEIE L) (The strength of the red team does not really compare with that of
the blue team!). The meaning of these words is that the blue team has more absolute
strength needed to win a game when it competes with the red team. Therefore, the

first instance of subtitling is more appropriate than the second one in the given context.

Then, in Part II of the questionnaire, I asked five more specific questions and offered
options for the respondents to choose. The third question is concerned with the
expression of translated subtitles from the perspective of linguistic peculiarities and
figures of speech: “Do you like translations that make use of traditional Chinese
expressions, such as idioms, proverbs, sentences from ancient poems or archaisms?”
85% (82 out of 97) of respondents believed that the use of traditional Chinese
expressions was effective and useful. The remaining 15% answered more
conservatively, stating that, to some degree, the use of devices such as traditional
Chinese expressions and figures of speech functioned. This result correlated with the
results from the first section of this questionnaire, given that a clear majority of

respondents preferred the evocative language resulting from the translation strategies
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used in the option A subtitles, as opposed to the minority of respondents who chose
option B in 5 out of 15 questions in the first section. Both of these two results show
that culturally loaded expressions in E-C subtitling are preferred by a majority of a
typical animated film audience. These expressions may be more attractive to the
audience because they feel the subtitles engaging with their own culture and customs.
Again, my hypothesis about the effectiveness of using traditional and established

Chinese expressions in E-C subtitling was verified.

Then, in the last question in Part II of the questionnaire, I highlight the use of
traditional expressions and popular expressions as well in the selected data. I would
like to measure the respondents’ awareness and approval of the use of this typical
expression as culturally loaded ones in subtitle translation between English and
Chinese. Since the result also involves another category of expression, the popular
expression, the data analysis on this specific question will be discussed later in the

next chapter concerning the discussion of the use of popular expressions.

Lastly, in Part III, the last part of the questionnaire, the researcher asks an open
question: “In your opinion, what have been the main problems and weaknesses that
have emerged in the subtitles of recently released animation films?” Among the
summarized six keywords (have already discussed in chapter 4), cultural barriers, the
different ways of thinking in English and Chinese, proper nouns and translation
quality are all factors that can be dealt with by using specific traditional expressions
and strategies. For example, the first two elements concern cultural exchange. If the
subtitlers notice the cultural differences between the source culture and the target
culture, the use of traditional expressions will be their one of concerns. Because
traditional expressions in Chinese are commonly used in real life, people won’t feel
strange when they see these expressions in the translated subtitles of a foreign film.
Conversely, they may feel acceptable when they see a film, these translations with the
use of Chinese traditional expressions may help them better understand the film.
Moreover, like the use of four-character idioms, the translated subtitles may be
visually shorter, brief and readable. Then, for the element of proper nouns, if the
subtitler can find fairly equivalent traditional expressions to translate certain patterns
of subtitles, from the perspective of translation aesthetics the translated subtitles will

be more artistic. Lastly, with regard to the translation quality, the researcher thinks it
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is a general concept that is relevant to all aspects of language translation in subtitles.
If the audience prefer translations that feature traditional expressions, this will become
one factor or criterion for judging the quality of subtitle translation, given that the
majority of those watching these translated animation films comprises young people
who have a good level of English and use Chinese idioms and archaisms in their daily
language. They may think that the use of traditional expressions in subtitle

translations is idiomatic and closer to their own life.
6.4 Data Result of Interviews

Moreover, from September 2015 to March 2016, I carried out a series of fact-finding
visits and interviews at Shanghai Translated Film Studio, which is the second biggest
official translated film workshop in China. In the course of this investigation, I
reviewed translated subtitles of films from the past five years and interviewed three
active subtitlers. When discussing awareness regarding the use of Chinese traditional
expressions in the subtitlers’ work, each of them related details of their own working
experience. Although they are happy to share their working experiences for the
benefit of the current research, they would like the following comments to be
anonymously recorded; because they thought their works are team work, they prefer

to be anonymous in this thesis. Their specific comments are as follows:

One said he began using this kind of expression in 2005, which was his second year
of working in this company. He carried out a survey in certain cinemas, finding that
audiences had a more enjoyable experience when they read and heard Chinese
traditional expressions in a foreign film. The second subtitler had collected online
feedback from audiences about translated film subtitles, concluding that the turning
point in the development of translated film subtitling occurred with Garfield (2005).
In this film, the translated subtitles comprised more than 34% of expressions that were
culturally loaded Chinese words, including traditional expressions and popular
Internet words (one kind of popular expressions which will be discussed in the next
chapter). Over 32% (2810 out of 8,769) of netizens (net citizens) stated that they had
noticed these expressions, while 60% (168 out of 281) indicated their preference for

these kinds of expressions.
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It also needs to be mentioned here that the researcher searched online, on reputable

Chinese academic websites such as www.lunwengikan.net and www.cnki.net, where

she found 23 papers from the past five years, which discussed the translation in
Garfield, whereby the two main discussion points were traditional expressions and
popular Internet expressions. For instance, in Xiao’s dissertation (2012:33), he
emphasized the success of using culturally loaded expressions in subtitling of
Garfield 2; in Tian’s view (2013:39), the purpose of subtitle translation is to help the
target audience comprehend the film, so the culturally loaded expressions in the target
language, together with some specific strategies in the subtitling may have a positive

effect in terms of helping the target audience to better understand the film.

For example, as manifestations of culturally loaded words, Chinese idioms help the

expression to be symmetrical in structure, as demonstrated in the following:

Same difference, I rule, yes? (Original subtitle)
KIENRE, FUE T, XIE? (Released translation)

Same difference, I rule, right? (Back translation)

The underlined idiom explains the expression of “same difference” and makes the
structure symmetrical. Moreover, for Chinese audiences, the use of Chinese idioms
may make watching foreign films more culturally acceptable, because the use of such
idioms often occurs in their everyday life. Indeed, Wang (2008:36) pointed out that “a
good quality of subtitle translation can definitely help the exported film win
popularity in its foreign markets”. The other subtitler said that she always has two
particular reference books by her side when she is working: 300 Chinese Ancient
Poems (by Zeng, published in 2010 by the Publishing House of Jiangsu Province) and
Chinese Idiom Stories (by the Shanghai People’s Fine Arts Publishing House, from
1952, published in 2007). She said that, although these two books belong to the
teenage reader group in China, they are very helpful in her practical work. She thinks
they are suitable for her because her translation style pursues simple but effective

expressions.
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Besides the three teammates’ practical comments, the leaders of the team, famous
subtitlers in this company, expressed ideas similar to those of their team members
once they accepted an interview from Shanghai ACME Translation Co. Ltd. The team
leader, Gu, together with his teammates, finished the subtitle translation of Garfield 2.
His idea of putting many popular expressions (this type of expression will be
discussed in the next chapter) into the film translation made this film subtitling
become a hot topic at that time in China. According to Gu, audiences have
commented that “this translation of the film really moved the audience to the bottom
of their heart” (Gu, cited in Wang, 2012). However, he also emphasized the “degree”
of this kind of expression being used in subtitle translation. He was worried that the
excessive use of this kind of expression would also arouse the dislike of the audience.
Another practical subtitler named Lu shared her experience of subtitling as: the
subtitling should obey the original meaning of the language and culture; the subtitlers
need not to do too much rewriting or recreating. They should find the equivalence as
much as possible, and then consider how to insert the culturally loaded expressions to

highlight the subtitling.

Generally, for the second hypothesis in this research, the interviewees discussed their
understanding of the use of traditional expressions in subtitle translation. Some of
them had already noticed the importance of using traditional expressions in their
translation by certain specific strategies. For instance, one scholar mentioned the use
of traditional expressions, such as Chinese idioms, which can make the translated
subtitle shorter; this is a typical manifestation of the strategy of condensation. Others
think that the expansion involved in using Chinese archaisms can offer more
information to the audience, but that the subtitlers should be more careful when using
such expansion: on the one hand, they have to consider the length limits problems; on
the other, they need to ensure that the use of these traditional expressions is
appropriate when transferring one culture to another, because misusing them in an
inappropriate place may influence the delivery of the source culture. Therefore, my
suggestion in this context is to use traditional expressions when subtitling, because
this reflects current professional practice and elicits audience satisfaction; the
subtitling is appropriate to the audience, while the translation is made more acceptable
and meaningful to the target culture. As such, the use of traditional expressions is

necessary.
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Thus, the questionnaire survey and the above interviews help me collected concrete
data for my research. As for the second hypothesis, in the next section I plan to
discuss the importance of using traditional expressions in subtitle translations of

English and Chinese.

In the next section, more specific examples will be collected from the different 15
selected films. I will observe them and discuss the imperfections of the translations in
order to suggest the effective ways of using traditional expressions to improve the

quality of Chinese translated subtitles.
6.5 Effectiveness of the Use of Traditional Expressions

According to the analyses of the corpus and the results from the quantitative data of
the questionnaire investigation, it is confirmed that the second hypothesis is positive
and it is a point that needs to be emphasized in future E-C subtitling work. In this
section, some specific examples are collected from the given data; my observations on
and discussion of these examples will help to certify the effectiveness of the use of

traditional expressions in Chinese translated subtitles.

6.6 Translator’s Translation Strategies in the Data

In the chapter of theoretical framework, I explained my rationale for selecting
applicable strategies for the subtitle translation of English and Chinese by analysing
the sample film. These translation strategies are effective methods for appropriately

applying cultural loaded expressions such as traditional expressions to subtitling.

a. Typology Reflects on the Data

The typology of subtitle translation consists of 10 subtitling strategies: “expansion,
paraphrase, transfer, imitation, transcription, dislocation, condensation, decimation,

deletion and resignation” (1992: 166).

The frequencies of using the typology and the two new strategies found in the corpus

are shown in the following table:
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20.10 22.50 10.02 12.50 episodes 7.5 17.50
(names
)
- 10.01 13.10 12.60 14.90 27.50 episodes 21.10 0 0 2491
- 11.00  7.65 17.51 9.31 16.28 cpisodes 1395 0 0 11.63
23.26( 18.60 11.60 2.58 21.03 1629 0 0 37.21
openin episodes,
g names
song)
1395 26.10 2132 3.59 2492 incantati 18.60 0 0 34.89
on
- 2.85 354 1570 552 949 397 11.47 0 0 6.67
4.65 16.19 2791 18.61 30.77 episodes 19.60 0 0 12.95
(modal ~ (modal
particl  particl
es) €s,
names)
11.50 18.18 1591 8.57  28.71 episodes 46.51 0 0 21.43
(openi
ng
song)
20.11 21.23 19.88 10.13 33.44 episodess 12.01 0 0 26.67
(openin
g song)
17.51 20.03 20.11 5.23 19.81 cpisodes  13.04 0 0 19.23
(opening
songs)
18.11( 1731 1527 3.34 21.03 episodes 19.67 0 0 31.43
prologue
)
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8.67 1522 19.23 7.54  19.98 cpisodes 21.34 0 0 24.44

12.11 16.08 14.23 9.11 17.54 episodes 1512 0 0 32.75
(speciali
zed

terms)

1837 21.03 16.46 7.31 19.98 cpisodes  18.75 0 0 28.37
(speciali
zed

terms

23.11  29.01 19.68 6.73  22.34 episodes 20.11 0 0 34.31

(E=expansion, P=paraphrase, T 1=transfer, [=imitation, T2=transcription,
D1=dislocation, D2=decimation, D3=Deletion, C=condensation, R=resignation,

L=localization, G=globalization)

Table 6
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According to the above results, the uses of typology (except for decimation, deletion
and resignation), globalization and localization are found in the collected data. As for
expansion, there are six films where it is used much more frequently than in others
because the subtitle translations of these films involve an opening song, a prologue or
specialized terms. This means that subtitlers of these films need to apply the strategy
of expansion in order to make the lines of a song or a prologue sounds rhythmic, or to
explain specialized terms in more detail. For the uses of paraphrase, transfer,
transcription and condensation, the entire data show that these are the main strategies
in the E-C subtitle translation of animation films. In The Smurfs film series, the
translation of the smurfs’ names is used in terms of paraphrase and dislocation. For
the rest of the selected films, in the translation of proper nouns, such as characters’
names, some subtitlers directly transfer the original English names to the translated
subtitles, while other subtitlers apply the traditional E-C translation method, i.e., they
transliterate the names by transcription or imitation. Except for the translation of
names, however, the use of imitation is not frequent. As for dislocation, I found that
subtitlers prefer to use this strategy in the translation of episodes, such that the more
episodes there are in one film, the higher the frequency of the use of this strategy. |
also noticed that there are always over 10 episodes in English animation films. For
examples, there are 10 episodes in Despicable Me 1, 12 episodes in Madagascar 1
and 17 episodes in Madagascar 3. In most of the selected films, the strategy of
dislocation is used in the translation of the lines of the episodes; however, in Frozen,
The Smurfs 1 and Rio 2, the translations of their opening songs mainly use the strategy
of expansion. This means that no subtitle is translated by deletion, decimation or
resignation. For me, the reason may be because the original English text is brief and
simple, and the original length of subtitles is always short. In order to retain the full
extent of the original information, subtitlers should use these three strategies more
carefully. Regardign localization and globalization, although they are relatively new
strategies, their use in the given data shows that subtitlers of English translated
animation films are reasonably aware of producing a translation in both a globalized

and a localized way.

In the following section, I will analyse some specific examples of the given data in
order to further discuss the uses of typology and the two new strategies in the E-C

subtitle translation of animation films.
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1) Expansion

The following examples from the corpus involve the use of the expansion strategy in
the released subtitles, although not necessarily according to my observations.
Therefore, some suggestions are made with a view to arriving at a translation.

1.00:05:04,500 --> 00:05:07,100

Unless they’re dead... (Original subtitle)
WIERIE T2 ELH T ... (Released translation)
They go wherever they want to go unless they’re dead. (Back translation)
YT ANS T (Suggested translation)
They won’t do this unless they’re dead. (Back translation)
(Despicable Me 1, 2010)

This example has been analysed and discussed in the early chapter (p. 139).

2.00:06:49,800 -> 00:06:55,050

They’re saying he makes all other villains look lame. (Original subtitle)
A AT 1 R At A EE R AT X L A IR AR KK T - (Released translation)

They’re saying, compared to him, all us other villains are all too lame.

(Back translation)
(Despicable Me 1, 2010)
This example has been analysed and discussed in the early chapter (p. 130).

3. 00:01:52,846 --> 00:01:59,072
Born of cold and winter air, and mountain rain combining. (Original

translation)

EREFEAMAR, FEHE LTI, (Released translation)

It comes from a cold winter’s day, combined with the mountain rain. (Back

translation)

4. 00:02:00,171 --> 00:02:03,574
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This icy force, both foul and fair. (Original subtitle)
UK 1) ))& --1E NHEDLASZAB AN AF.  (Released translation)

It is unbreakable but extremely fair. (Back translation)

5. 00:02:03,575 --> 00:02:07,379
Has a frozen heart worth mining. (Original subtitle)
EH—PEBRRE VKRG . (Released translation)
It has a frozen heart worth exploring. (Back translation)

6. 00:02:07,820 --> 00:02:11,073
So, cut through the heart, cold and clear. (Original subtitle)
BALRH &R A O, ERRiEH . (Released translation)
We come to cut through the heart, it’s cold and clear. (Back translation)

(Frozen, 2014)

The above four examples are part of the opening song in Frozen. In the released
translation of the lyrics, the subtitler uses the strategy of expansion (the patterns are
underlined). The translation of lyrics requires a special kind of translation because
translators need make the translation sound rhythmic, with the length of the
translation seeking to match the corresponding beats.

To sum up, the use of expansion is not frequently observed in film subtitle translations.
In some specific cases, however, the use of expansion is acceptable in order to make
the translation stronger or enhance the overall effectiveness of the whole translation

work.

2) Paraphrase

According to the corpus data, in Cars I, the following subtitles are translated by

effectively using the strategy of paraphrase.

1. 00:04:03,850 --> 00:04:06,450

He’s been Dinoco’s golden boy for years! (Original subtitle)

il — r] A KGN B R 4 . (Released translation)

He’s been Dinoco’s ‘ever-victorious general’! (Back translation)

2. 00:04:14,830 --> 00:04:16,990
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Chick thought this was his year. (Original subtitle)
ZF e ANSERHLES]. (Released translation)
Chick thought that his time had come. (Back translation)

These examples reflect the use of paraphrase in the subtitle translation from English
into Chinese. The first underlined translated pattern involves a Chinese idiom, while
the second involves a Chinese archaism. These two expressions belong to the family
of traditional expressions in Chinese. As per the previous discussion, in subtitle
translations from English into Chinese, the use of these two kinds of expression can
explain the original meanings in a more artful way in order to be more acceptable to
Chinese target audiences. If the two examples are translated directly word for word,
the target audience may experience difficulty in or even have no way of
understanding what is meant by these two sentence patterns: for the first example, the
direct translation of “golden boy for years” is “UT A Bk 55 N; for the second
example, the direct translation of “this would be his year” is “IX & & Tt ) —%E>,
which, due to a lack of full information, needs to be complemented with a clear
expression, such as “IX—4F & J& T —4, fii—3E <" (This year is his year, it
must be a winner). From this analysis, the use of paraphrase in the first example not
only correctly expresses the original meaning, but is shorter in length. The use of
paraphrase in the second example provides full information by using a four-character
archaism. Therefore, the strategy of paraphrase is a main strategy in producing
Chinese subtitles for English language films.

There are more examples highlighting the benefits of using this strategy in order to

create brief and vivid translated subtitles.

3. 00:03:14,986 - 00:03:18,581

Three weeks, and we’re still no closer to cracking this. (Original subtitle)
#Hoa = 7 WAL RZE TR . (Released translation)

Three weeks has passed, and we’re still don’t have a clue. (Back

translation)
4. 00:03:46,893 --> 00:03:49,278
This is the best party ever! (Original subtitle)
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X AE A S PSR IIYRN! (Released translation)

This is the best party ever! (Back translation)

(Despicable Me 2,2014)
5. 00:02:04,790 --> 00:02:07,250
Well, I aged well, but the rest of you looked terrible! (Original subtitle)
W TR ATARAIERAR B A ! (Released translation)

I aged but still handsome, but the rest of you looked too terrible to look at!

(Back translation)

6. 00:03:03,430 --> 00:03:07,890
Hey! Fifth Avenue... with no traffic! (Original subtitle)
FHKIE... B! (Released translation)

Fifth Avenue... unimpeded! (Back translation)

(Madagascar 3, 2012)

All in all, the use of paraphrase in E-C subtitle translation is frequent, since some
typical Chinese expressions, like idioms and archaisms, not only offer an appropriate
“equivalent” to the original meaning in a target culture but are also always superior in

length.

3) Transfer

compared with the previous strategy, transfer is sometimes similar to paraphrase.
Besides finding equivalent expressions, such as idioms and archaisms in Chinese, the
strategy of transfer may contain more forms of expressions and be varied in the styles

of expression.

1. 00:05: 12,522 to 00:05: 16,030

Sorry. You know dogs. They go wherever they want to go. (Original
subtitle)

O, XA IRE S B R B AL ELHL . (Released translation)
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Sorry, there is no solution, dogs like running around. (Back translation)

(Despicable Me 1,2010)

In this example, “You know dogs” is the English way to express the statement that
“you are supposed know dogs well”, but, in Chinese, the common expression is “iX 4
BEIME”, whose indicative meaning is “this is nature; we have no solution to change

it”. The strategy of transfer is needed in E-C subtitle translation in order to make the
target audience better understand the film’s script in light of the different customs of

expression in English and Chinese

2. 00:01:14,840 --> 00:01:15,780
The young French Canadian (Original subtitle)
XNAER VAT INEE R (Released translation)
The young French Canadian (Back translation)

3. 00:01:15,790 --> 00:01:17,420

... 1s making quite an impression
FEENEE IR E A 775
... 1s making quite an amazing debut
4. 00:01:17,590 - 00:01:19,760
... In his debut here at the Motor Speedway. (Original subtitle)
R T AN E ). (Released translation)

... here at the Motor Speedway. (Back translation)

(Turbo, 2013)
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In the above three examples, the first one involves a standard and official translation
about a “French Canadian”, ie., “V£& 15 K N>, which is considered to be an
appropriate equivalent in translation and a correct transfer in meaning. There are two
more transfers in the second and third examples. The use of “4bT75” emphasizes that
it is the first show of the young French Canadian, while “{5i#{i £3%> expresses the
fact that his first show is impressive. By using the strategy of transfer, even though
the subtitler did not translate the original subtitle word for word, the released
translation conveys the key meaning of the original text. These two examples show
that the benefits of using transfer are: 1) making the expression in the target language

natural and acceptable; and 2) seizing the main idea of the original text in translation.
4) Imitation

Attempting to translate the names into Chinese may lose the original English meaning
and, in practice, there may be no reasonable equivalence. Furthermore, given the rapid
development of globalization, people are increasingly familiar with foreign countries
and their cultures. To this extent, keeping the original names of the characters is a way
to promote intercultural communication and respect the original meanings inherent in
foreign people’s names. Therefore, in view of the readable length, the tendency
towards globalization and improved levels of English among Chinese people, I

suggest that subtitlers use the original English names as much as possible.

In the observation of the corpus data, I found that, in some films, the translation of the
characters’ names adopts a transliteration approach as a kind of imitation. This kind of
imitation is only partial imitation, however, because; when the names are translated
into unisonant Chinese characters, they actually fail to convey the original meaning of

the names and even have no real meaning in Chinese. For more examples, see below:

1. 00:05:32,670 --> 00:05:34,470
Good morning, Blu. (Original subtitle)
Blu, H%. (Released translation)

i, %, (Unisonant Chinese characters)

(Rio 1,2011)
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2.00:01:22,820 --> 00:01:26,060
Alex! Do not interrupt me when I’m daydreaming! (Original subtitle)
AV 3 sa it el A H A HIRHEAZEIT IR . (Released translation)
(Madagascar 1, 2005)
3.00:02:41,777 --> 00:02:44,781
All right, Greedy, I’m gonna race you! (Original subtitle)
WiLE VRS, %1% (Released translation)
4.00:03:53,683 --> 00:03:56,778
No problem, Clumsy. You keep me employed! (Original subtitle)

BRRI, KK, RiEERAWET 7! (Released translation)

5.00:04:04,235 --> 00:04:06,738

Whether it’s Handy Smurf the builder I can’t stay. Rehearsal time!
(Original subtitle)

s, IARE . XEHZRE ! (Released

translation)

(The Smurfs 1,2011)

The first two examples show the different ways of translating with regard to the
released translation of the two films. In Rio I, the subtitler kept the original name of
the leading role, Blu, in his translation, and also used the strategy of transcription (this
will be discussed in the following section) rather than imitation. However, I added to

my translation by using the strategy of imitation, that is, “Blu” for “4ii &, in order to

make the following comparison.
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At first, I agree with the method of transcription in this case because Blu in this film is
a scarlet macaw with beautiful blue-coloured feathers. It is assumed that the original
author of this story wanted to emphasize the features of a scarlet macaw with its blue
feathers, which is why he chose to use the name of Blu for the scarlet macaw, thereby
explaining the presence of the homophones “Blu” and “blue”. In China, the English
word “blue” is regarded as a well-known word in Chinese people’s English
vocabulary. Children in kindergarten will learn about the most common colours in
English including “blue”. Therefore, this kind of transcription in translation can be
accepted by Chinese target audiences. Compared with this method, I also translated
this name by using imitation. But this imitation only happens from the perspective of
pronunciation; it cannot convey the original author’s purpose in using the name “Blu”.
Therefore, I think the released translation, which uses transcription, is more effective.

However, in Madagascar 1, 1 found that most of the characters’ names are translated
into unisonant Chinese characters. In the past few years, this kind of translation of
original names has been considered as a standard translation approach in formal-
styled documents. However, as a pattern within film subtitles, this kind of translation
has two inevitable weaknesses in terms of the comparison between the length
difference and the unique feature of Chinese characters in word formation, while the
use of unisonant Chinese characters may always appear longer than the original
names (e.g., the second example given above). Meanwhile, in The Smurfs I and 2, the
subtitler used neither of the above two methods to translate the smurfs’ names.
Followed by the translation style of The Smurfs (1987) television series, the subtitlers
of The Smurfs 1 (2011) and 2 (2013) used the strategy of imitation in their translation
of the names. The above last three examples were collected from the corpus data of
The Smurfs 1, with all the smurfs’ names translated by using the reduplicated words in
Chinese. These reduplicated words not only have similar meanings as the original
names (each original name shows varied characteristics of each smurf), but they also

always use childhood names from Chinese culture.

Generally, in the E-C subtitle translation, imitation is used on some occasions. When
it is used in translating the names, I recommend imitating the original meanings of the
names, rather than imitating the original pronunciation of the names. Again, the
imitation strategy in subtitle translation of 7The Smurfs serial is another recommended

way of translating names (E-C). The advantage of this kind of imitation involves
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striking a balance between loyalty to the original expression and acceptance by the

target culture.

S5)Transcription

The use of this strategy is discussed in the translation of names.

6) Dislocation

Similar to the translation of Despicable Me I, other data in the corpus, such as the
opening songs and episodes in The Smurfs serial, the Rios serial, Madagascar 2 and 3,
and Frozen all use the strategy of dislocation in order to make the translations of these
songs sounds metrical. Thus, although dislocation is not a commonly used strategy in
film translation, it is applicable when dealing with the translation of rhythmic patterns

of subtitles, such as the above situations.

7) Condensation

When observing the selected 15 animation films, I found that this strategy is
frequently used by subtitlers for two main reasons: 1) the use of traditional Chinese
expressions (e.g., idioms and archaisms) condenses the length of the translated
subtitles compared to the corresponding word-for-word translation; 2) the tendency
towards colloquial expression helps to create translated subtitles, which are simple

and brief.

1. 00:38:32,634 --> 00:38:36,889
Nothing. I’'m excited.

I’'m excited about all the concept ideas. (Original subtitle)

BE . JNAET. 5

R A BB AT . 11 (Released translation)

(Back translation: Nothing. I’m excited. Excited about all the amazing ideas.)
Bt a. Wi Ner. 8

B B ARNE AU fUAR A3 % A - 13 (Direct translation)

(Back translation: Nothing. I’'m just excited. All the ideas and opinions make

me feel excited.)
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(The Smurfs 1,2011)

In this example, the first two underlined words represent a kind of colloquial
expression in Chinese, compared with the direct translation (this translation is much
closer to the written expression), as it is simpler and briefer, with less use of three
characters than the direct one. In the second line, the released translation also involves
two idioms, namely, “#F B P4H” and “M#x AT, The use of these two idioms
further results in condensation with regard to the length of the translated subtitle.
Moreover, “#F B #P4H” can indicate that the nature of “the ideas” is positive and
impactful, even though the direct translation of “HT 4 I AH{%L” offers no such
indication. For the other idiom, “>% % AN CL” is more vivid and stronger when
describing and expressing people are feeling than “%...... MA5>. Therefore, the use

of condensation in this sense when creating subtitled translations is effective.

In view of the mechanical limitations of making film subtitles, the strategy of
condensation is recommended to be used. In particular, since Chinese involves
hieroglyphic characters in word formation, a smaller number of characters in the
translated subtitles will be easier for the audience to finish reading in a very limited

time frame.
These strategies of decimation, deletion and resignation are not seen in the given data.

b. Two More Strategies

Furthermore, in recognition of several recent developments in translation theory (the
related theories and scholars are reviewed in chapter 2), I added two up-to-date
strategies to my research analysis: namely, localization and globalization. These
concepts complement and correlate with each other. Nowadays, people all over the
world have countless opportunities to communicate with each other easily and
frequently. Exported and imported films represent one major method of cultural
exchange, but subtitlers should have the awareness needed to make their translation
more comprehensible to the target culture; one strategy is that of “localization”. For
example, translations using traditional Chinese idioms or archaisms, the sentence

patterns of ancient poems and old sayings are aspects of what is meant by
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“localization” from the perspective of intercultural communication, because the target
audience mostly comprises Chinese natives. Using these particular types of Chinese
expression that contain concepts, values and modes of expression that are specific to

Chinese culture makes the subtitling more understandable.

1. 00:00:52,361 --> 00:00:55,983
Night after night, day after day. (Original subtitle)
HE—H, ®E % . (Released translation, uses archaisms)

—RX—R, X —®. (Direct translation)

2. 00:04:06,787 --> 00:04:08,587
We do this as a family (Original subtitle)

1% — % NIBFES 0o 1) J1(Released translation, uses idiom)

BAMEF N —E KT, (Direct translation)

(The Croods, 2013)
3. 00:05:38,498 --> 00:05:40,344
Forget about it, Humphrey. (Original subtitle)
WA RSN T, 353K, (Released translation, uses archaisms)

TR, IR, (Direct translation)

4. 00:10:59,118 -->00:11:02,144
Scraps and bones is no kind of dinner. (Original subtitle)
SRR VA K N L B A REN Y WE . (Released translation, uses idioms)

TR B L B A BENY G . (Direct translation)

(Alpha and Omega, 2011)

According to the corpus data, in the above four examples, the subtitlers frequently use
Chinese idioms and archaisms in their translation. As these expressions are prevalent
in Chinese people’s daily conversations, they may feel more included by these
translated subtitles in the process of watching the respective films. These examples

describe the use of localization in the subtitle translation of these films. In addition,
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when comparing the released translations and their corresponding direct translations,
the back translations are almost the same as the original subtitles, although the
expressions have a certain level of difference: 1) in the examples from the data for
Alpha and Omega, both of the direct translations belong to the oral language in
Chinese because they are shorter than the released ones; however, in terms of the tone
of voice and the mode of expression, the released translations involving idioms and
archaisms make the translation more artful and idiomatic; 2) in Example 1, the use of
archaisms makes the released translation shorter than the direct translation; 3) in the
second example, the use of the idiom “F¥(»1/} 77 makes the translation a complete

expression in Chinese, and also emphasizes the importance of family power.

Another example of the translation of names, from the perspective of intercultural
communication, involves the direct transfer of these names into the translated subtitles,
which is also a kind of “globalization™ strategy aimed at the target audience. This is
because, given the extent of globalization, it is inevitable that Chinese people will
become acquainted with common English names used in English-speaking countries
(this was discussed with examples on page 206), which in turn will become more
accessible for Chinese audiences, which conforms with Davies’ definition (2003) of
“globalization”. In terms of the observation regarding the data in the corpus, the
researcher concludes that, when traditional expressions are used, the strategies
involved are mainly condensation, transfer, transcription, and paraphrase. Although
all the uses of traditional expressions and popular expressions (to be discussed in the
next chapter) are intended to match the preference of the target audience, it is
generally “localization” that uses these types of expressions; whereas, when
transcription happens, e.g., directly copying across the original names to the translated
version, “globalization” is generally used. Furthermore, these two strategies involve
“intercultural communication” from the perspective of intercultural awareness. Thus,
the new strategies in subtitle translation are relevant and relative. The use of
localization in translated subtitles can make the target audience feel that the foreign
films are more accessible, while the use of globalization can offer more unfamiliar
culture references to the target audience. Meanwhile, both of these two strategies are

kinds of intercultural communication, which occur in the translation of film subtitles.
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6.7 Conclusion

In this chapter, traditional expressions (such as Chinese idioms - normally, they are
four-character words, archaisms), are discussed as examples of culturally loaded
expressions in E-C subtitle translations. As forms of culturally loaded expressions,
traditional Chinese expressions embody Chinese culture covering a period of more
than 5,000 years. Each expression is typically a summary of a moral story. Audiences
who have an educational background to primary level and above will understand the
meaning of these expressions and feel engaged by films and characters who express
themselves in this way, so there can be perfectly good translations, which are based
on formal, faithful wording. What idioms, proverbs, etc. do is ‘strike a chord’ within
the viewer, and become more subjectively meaningful to the viewer. Therefore, as the
second hypothesis in this study, the use of traditional expressions in the subtitle
translation of English and Chinese is approved and effective ways of using them are
also suggested by me in my explanation of the results of corpus, questionnaires as
well as interviews. More detailed examples offered more chances for me to outline the
importance and effectiveness of using traditional expressions in subtitle translation of
English-language animation films in the market. In the next chapter, I will describe
types of expression used within translation in the above context, namely, popular

expressions.
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Chapter 7 Discussion on the Translation of Popular Expressions

In the literature review, I introduced the concept of “popular expressions” into this
research, which is a new phenomenon in modern Chinese culture. With the fast
development of globalization and information technology, more and more new words
are appearing in the context of Chinese people’s daily life. These new words include
popular phrases common in social networks, loan words, dialects and coinages.
Therefore, in this study, I categorize these words as “popular expressions”, and will
test and evaluate the frequency of their use in the given data, as well as analyse the
effectiveness of this use in translated animation films. Thus, in this chapter, as forms
of culturally loaded words, popular expressions are considered as a new category of
expressions in the development of modern Chinese language and culture; they will be
identified and discussed in the following aspects: 1) the frequency of using popular
expressions in the translation of these 15 English animation films; 2) the strategies
and ways of translating the popular expressions in the given data; 3) the main issues
in the translation of popular expressions and my suggestions concerning their use. In
the last chapter, I defined one feature and language peculiarity of the translated
Chinese subtitles as the use of Chinese idioms and archaisms (as a category of
expressions in traditional Chinese culture). Along with another category of
expressions, known as popular expressions (which embodies modern Chinese culture),
I am minded that these two types of language features in translated Chinese subtitles
in the given data evoke other factors in the polysystem of subtitling: the features of
subtitle translations in E-C animation films and, from the perspective of the receptor
of these films, their language preference, and their level of education in Chinese and

in English.
7.1 Frequency of the Use of Popular Expressions in the Data

In this section, I will discuss the data based on corpus and interviews, then further

explain some concrete points of the study by analysing the data in the questionnaire.
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7.1.1 Corpus-based Results

In the corpus, I put the 15 selected films’ dual language subtitles; the total number is
19,081 pairs, and the following table shows the frequency of popular expressions that

appeared in each of the 15 selected animation films:

¥ BFSU ParaConc 1.2.1 =02
Settings | Query | About
Excludk
PE Search V] Lemmatize

ERBEE—T WERBTHERT (59

1
It's time to ride the slide and taste the wind.
BHFAREENFA (22)

2
Humphrey, you are totally genius.
PR

3
Air wolf!
BEMEENCD)

4
Guys.Guys.
FMEFEEHIR (D)

5
‘We're not moving!

0.092 second(s), 278 item(s). EN-ZH @search=\b(PE)\b @ PJo=8 L Save

(A sample calculation in ParaConc)

Screenshot 16

The above screenshot illustrates the way of calculating the frequency of the use of
popular expressions in the 15 selected films. Similar to the method of calculating
traditional expressions in the last chapter, I gave the label “PE” (the abbreviation for
popular expression) to each of the translated subtitles which involve the use of
popular expressions, and then put them into a ParaConc, the frequency is displayed.
After getting all the data of the 15 selected films, I make the following table to record
all the data:

Film Number of Popular Frequency Year of

subtitles expression (PE) release
1 Despicable Me 1 704 128 18.18% 2010
2 Despicable Me 2 1,031 204 19.79% 2014
3 Frozen 1,560 214 13.72% 2014
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4 Alpha and Omega 954 278 29.14% 2011
5 The Croods 790 212 26.84% 2013
6 Turbo 1,187 356 29.99% 2013
7 The Smurfs 1 2,038 119 5.84% 2011
8 The Smurfs 2 1,628 472 28.99% 2013
9 Riol 1,376 456 33.14% 2011
10 Rio2 1,274 348 27.32% 2014
11 Madagascar 1 977 183 18.73% 2005
12 Madagascar 2 1,216 216 17.76% 2009
13 Madagascar 3 1,293 390 30.16% 2012
14 Cars 1 1,514 365 24.11% 2006
15 Cars 2 1,539 261 16.96% 2011
Table 7
Frequency (PE)
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In the above graphs, firstly, the film Rio I indicates the highest frequency of using
popular expressions in translation; however, the film The Smurfs I shows the lowest
frequency of using popular expressions among the 15 selected films. Secondly, the
films which have the top five highest frequency of use of popular expressions in their
translation have three points in common: a) all of these films have over 1200 pairs of
bilingual subtitles, except one with 954; b) all of these films used popular translation
expressions in about 29% of the total number of translated subtitles; c) all of the films
are relative newly released films compared with the rest of the selected films. (The
Smurfs 2 and Turbo are from 2013; Madagascar 3 is from 2012; Rio 1, Alpha and
Omega are from 2011.)

The reasons for applying popular expressions may vary. I checked the data of these
films and finds that the original English subtitles are commonly short and simple, so
that there will be not much chance to use these typical expressions in translation.
However, when I select the series of The Smurfs 1 and 2 to compare, I find that the

frequency of using popular expressions in The Smurfs 2 is dramatically increased.

Besides, the tendency of using popular expressions in English-Chinese subtitle

translation now exists in three series of released films (including the above mentioned

The Smurfs series) out of five in the 15 selected films as:

Madagascar 1 977 183 18.73% 2005
Madagascar 2 1,216 216 17.76% 2009
Madagascar 3 1,293 390 30.16% 2012
Despicable Me 1 704 128 18.18% 2010
Despicable Me 2 1,031 204 19.79% 2014
The Smurfs 1 2,038 119 5.84% 2011
The Smurfs 2 1,628 472 28.99% 2013
Table 7

214



Although the other two series of films Cars I and 2, Rio 1 and 2 showed the reverse
situation, the difference value of the frequency between them was very small, unlike
that of the above three series of films. In the above three series of films, the increasing
tendency to use popular expressions in subtitle translation has mostly shown a
dramatic increase; this closely reflects the other linguistic phenomena that have
appeared in recent years in China. With the development of the high-tech
informational media, particularly the Internet, Chinese people create more and more
popular expressions in modern Chinese, and widely use these up-to-date expressions
in their daily life. In these collected data, I find that the use of this type of expression
becomes more and more frequent. In the five series of films, most of the series of
films show this tendency, considering the similar characters, story lines and plots. The
phenomenon of the increasing frequency of using popular expressions can validate the
research hypothesis in this study concerning the extent to which the use of popular
expressions in E-C subtitle translation is effective. The online grades in the next
section to the series of films can also prove this point. Then, in the rest of four films,
Frozen, Alpha and Omega, The Croods and Turbo, there are three out of four films
that show a high frequency of using popular expressions in their subtitle translation
(around 30%); the common point among them is all of these films are the recent three
years’ released films. Concurrently, in the past three years in China, people pay more
and more attention to the creation of popular language and prefer to use it in daily life.
They regard the use of this kind of language is a kind of fashion and an easier way to
communicate with young people. Therefore, the increasing frequency of using
popular language in subtitle translation in English-language exported animation films
in China can be seen as a kind of attitude to shorten the distance between the film and
its target audience; it is, therefore, effective in arousing the audience’s interests in
these films. This high-frequency use of popular expressions in the given data also
highlights how the choices and preferences of the subtitlers and subtitling companies

of these films can keep up with language development.

However, because the content of the narratives is different and the number and type of
screen characters is not same, it cannot necessarily be argued that the more culturally
loaded expressions (including traditional ones and popular ones) are used, the more
expressive and multi-layered a film is. Nevertheless, to use evocative culturally

loaded expressions like popular ones wherever appropriate and possible in a given
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animated film is surely the correct choice, because this language has a stronger
resonance for the audience, especially the young audience, because this is the real
language they use in daily communication with their friends; these expressions echo
what they have regularly heard and used. This sort of language will elicit more of a
response from audiences than dryer, more literal and less evocative translation

approaches, a perspective reiterated by the responses of the questionnaire respondents.

Taking into account that Rio I was the first film in an established franchise and The
Smurfs 1 was a relatively unknown quantity to Chinese audiences, this does raise the
question of how important the quality of the translated language might be in
influencing the acceptance of a film in a foreign market, in particular the extent to
which the use of culturally loaded expressions (including the type of traditional
expressions discussed in last chapter) in E-C subtitling will affect the popularity of the

film.

However, some contradictory phenomena also appear in this graph. Frozen received
the highest approval rating from netizens, (on the basis of information from the
following three websites in next section); however, the graph shows that its use of
popular expressions is the second lowest frequency. Considering other elements such
as the storyline, the film type (this is a musical film), the characters (the main
characters are two girls), it is arguable that the approval rating by online voters will be
influenced by these other elements as well. As far as the subtitling is concerned, I
evaluated the Chinese translated subtitles, and there is rarely a problem or inaccuracy
in them, the only flaw being the repetitive Chinese phrasing in some places which
makes some of the subtitling unnecessarily long. Compared with the film Rio I, the
film which had the highest frequency of using popular expressions, the story line of
Frozen is relatively simple; as a musical animated film, nearly every main character
has one or two songs to perform in the film. For some audience, frequent episodes
may slightly interference in the process of watching a film; Frozen has fewer main
characters than those in Rio 1. Furthermore, Rio I used popular expressions in over 33%
of its subtitles - the highest frequency out of the films featuring this method in their
subtitling - it did also occupy first place in the ranking of films as evaluated by
Internet users (see the chart in the next section). Its ranking of the most popular film

suggests that the quality of the translated language in subtitles is an inevitable
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criterion in evaluating a film; the quality of the translated language does arguably
affect the reception of a film. Regardless of a film’s overall budget, if one of its
individual components is demonstrably weak compared with the others, then a
viewer’s enjoyment of the film will probably be compromised. Especially in
translated films, if the language component - the translated subtitles - are not good
enough with many translation mistakes or missed translations in many frames, the
popularity of this translated film must be influenced, because some of the audience
will not comprehend the film without getting enough information from the translated
subtitles. For the audience members who have a certain level of English, it will be

exasperating when they watch the inappropriate translations.

7.1.2 Identifying the Effectiveness of Using Popular Expressions in E-C Subtitle

Translation

Alongside the traditional expressions described in the last chapter, the researcher
regards traditional expressions and popular expressions as forms of culturally loaded
words in the subtitle translations of the 15 films. In contrast with traditional
expressions (representative of traditional culture), popular expressions (as explained
in the previous section) embody the language tendency in modern Chinese, as it
contains elements of Internet memes (more examples will be discussed in Section 7.3),
newly created words (examples will be given in the following section), and
reinterpreted idioms and archaisms (e.g., see example no. 19). Therefore, popular
expressions represent the modern cultural iteration of the Chinese language; unlike
traditional expressions, which are concerned with monoculturalism, popular
expressions reflect the multiculturalism of today’s China (e.g., loanwords, internet
memes, dialects and colloquialism). In the following section, the effectiveness of
using popular expressions in the translation of film subtitles will be presented in
relation to the 15 animated films by comparing them with direct translations and
highlighting the application of any specific translation strategies. My observations
concerning the examples are intended to verify the positive function of the use of

popular expressions in the given data.

1. 00:07:19,410 --> 00:07:21,240
Very funny. Real mature. (Original subtitle)

5. A, (Released translation)

217



Very funny. Mature enough. (Back translation)

EHEE. HM . (Direct translation)

Very funny. Real mature. (Back translation)

(Rio 1,2011)

Observations: Two popular expressions are found in the released translation. One is
the translation for the first sentence. In oral Chinese, “#f-2¢” means very funny or
interesting. Compared with the direct translation, although “JE# A #> looks more
symmetrical in structure, it involves a more serious tone of voice, unlike “f55”,
which sounds more relaxed and informal. Moreover, when considering the ideal
length, the released translation is 50% shorter than the direct one. The other use of
popular expression is “H % ”: compared with “%f 45>, this expression does not
originally emanate from oral Chinese language; rather it is believed that this
expression comes from the language customs of Cantonese and means “very”. It is a
tendency that some expressions in Cantonese have been integrated into Mandarin
after the pro-reform policies introduced in China since 1978. With more and more
communication between Hong Kong and mainland China, including Hong Kong films
being distributed on the mainland, it has become fashionable for mainland Chinese to
imitate the language customs of Cantonese and integrate them into their daily
language because of the humour and wit they contain. Therefore, this kind of loaned
expression has become part of modern Chinese language. To this extent, the use of the
popular expression “f %> in the translated subtitle does indeed make the translation

more interesting than its direct translation.

2. 00:07:40,400 --> 00:07:41,420
Classy. (Original translation)
7BZ. (Released translation)
Too shiny to look at it directly. (Back translation)
EH &% . (Direct translation)
Very pretty. (Back translation)
(Rio 1,2011)
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Observations: This example also comes from Rio I, which is the film that has the
highest frequency of using popular expressions among the 15 selected. Furthermore,
the subtitler of Rio I gives the impression that using humorous popular expressions is
their style of translating. “7ZHE” literally means “bright” or “blinding”. The indicated
meaning of this word is similar to the English expression about something or someone
being too bright, even blinding, to look at directly. However, in modern Chinese, this
kind of exaggerated description is always used to praise the beautiful physical
appearance of someone or something, with “5%H#” regarded as the highest level of
describing beauty. Therefore, “5%[#” will make the receiver happier than “3F ¥ Z 5%,
In addition, in common with the above example, although “JE# {5 5% is symmetrical

CLI:!

in structure, %> has the advantage of being 50% shorter in length.

3. 00:10:16,826 --> 00:10:18,202
Awesome! (Original subtitle)
IH, IR 1! (Released translation)
Wow, so handsome that it makes me dumbfounded! (Back translation)
(X —%K) A T! (Direct translation)
(This shoot) is rock! (Back translation)

4. 00:10:24,333 --> 00:10:26,752
Busted. Time to go. (Original subtitle)
EA ST . PN, (Released translation)
Mum is angry. Quickly go. (Back translation)
WA <1 . %7k T o (Direct translation)
Mum is angry. Time to go. (Back translation)

(Rio 2,2014)

Observations: Compared with the former example, if “52HE” is generally used to
describe a girl who is beautiful, “JfI’R” in this example, as a relative expression, can

be normally used to describe a boy who is handsome. Furthermore, the use of “/R”
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indicates that he is “so handsome that it makes me dumbfounded”. In the specific
subtitle, it refers to the highest possible praise one can give to someone who scores a

goal in a ball game.

In Example 4, the subtitler uses another popular expression in the translation of “time
to go”: “PRIA” (“P means to be quick or fast, while “[A” means to leave quickly or
in a flash). The indicated meaning of “[k[A” not only means “go quickly” but also
that someone did something wrong in order to avoid being punished, that is, they
escaped quickly. As this indicated meaning is relevant to the given context in this film,
the use of this popular expression is effective in conveying this indication to the
audience. Generally, it is supposed that the Rio film series continues the translation

style involving humour by using these kinds of popular expression.

5. 00:06:01,018 --> 00:06:05,114
La la la la la la, this is so wrong! (Original translation)
W R T 7 JX A R AN EETHE | (Released translation)
La la la la la la, this is not reliable! (Back translation)
R L R P, 3X A RS X E ! (Direct translation)
La la la la la la, this is so wrong! (Back translation)

(The Smurfs 1,2011)

Observations: “/N4Eil” in Chinese originally referred to an instrumentalist who is
so skilled that they did not need to refer to any musical score when performing. The

last character is the core word in this expression, meaning “musical score”. However,
the first word “/4” involves the privative meaning “no”, while “5” is a shortened
version of the expression “/K%E”, meaning “rely on”. But, in today’s Chinese, the
meaning of the core character “ii£” in the term “/~FEi{” has been changed into
“reliable”, while the remaining two characters retain their original meaning. Therefore,
the current meaning of the term “/AN%E1%” is unreliable or unrealistic. In this specific
subtitle, as the speaker thinks something is not right, he says, “This is so wrong!” The
subtitler has translated “wrong” as “ANEFEi” for one of two reasons: one is that this

expression is found in colloquial language in Chinese and refers to the speaker’s

sceptical attitude towards something; the other is that, compared with the direct
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translation, “/AXF£l”, which also involves a negative attitude towards something, and
is also a colloquial expression, “/#E#%” also shows the speaker’s despicable or

reckless attitude. In the context of the film, although the evil wizard is the smurfs’
enemy, the brave smurfs are unafraid of his threat. Hence, in order to highlight this

motif, “AEFERE” is more relevant.

6. 00:21:45,879 -->00:21:50,724
No. No! Oh, my goodness! Oh, my gosh! (Original subtitle)
AN, AN, R, KR R R FHIM ! (Released translation)
No. No! Oh, my goodness! Oh, my god! (Back translation)
W, AN, A, REF W REF! (Direct translation)
No. No! Oh, my goodness! Oh, my gosh! (Back translation)
(The Smurfs 1, 2011)

Observations: In this example, the expressions “my goodness” and “my gosh” both
indicate a sigh of emotion on the speaker’s part; there is almost no difference between
them. Similarly, in Chinese, “KMF>” and “F& [ #1]> share the same meaning.
Therefore, it is confirmed that, in the direct translation, the translation of “JKWf”
appears twice. However, the subtitler of the released translation has chosen “F [
W6, rather than to use the same term twice with two layers of intention: that is, to
avoid repetition by using synonyms to explain one meaning in one subtitle, and that
“FRAJHPI> is a popular catch phrase from a well-known 2006 television series, My
Own Swordsman, in China. The leading protagonist’s pet phrase is ¥ [t i i >>:
people felt that this expression sounded funny when the protagonist concerned utters
it to show all her sighs of emotion in her dialect, such that more and more people
begin to imitate her by using this expression in their daily communications. The

subtitler arguably uses this expression in order to make audiences experience more

fun in this film.

7.00:28:49,677 --> 00:28:51,054
Over here! Get him! (Original subtitle)

Pk e ! (Released translation)
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Over here! Defeat him! (Back translation)
Pk ! FT{54h ! (Direct translation)
Over here! Beat him up! (Back translation)

(The Smurfs 1,2011)

Observations: This is one more example, which is selected from The Smurfs 1,
whereby the subtitler of this film built up their translation style by using this kind of
popular expression in order to make it amusing and engaging. ‘4% E” represents a
new type of colloquial language in Mandarin used by young people. This term
originates from a slang form of Cantonese, which indicates approval of the speaker
when they accomplish something thought of as difficult or big. On some occasions,
“to 1€ somebody” indicates that the speaker believes their opponent is weak such
that they look down on their opponent’s ability, saying “to & them” (to defeat
them easily). In this specific translated subtitle, this kind of indication exists.

2

Therefore, “4 7€ shows more confidence than the use of “#7{%]” in the direct

translation.

a) 00:00:49,840 --> 00:00:51,550
Let’s see. (Original subtitle)
POKHEME . (Released translation)

Let’s have a look. (Back translation)
1LFA1%E . (Direct translation)

Let’s see. (Back translation)

(The Smurfs 2, 2013)

b) 00:00:51,852 --> 00:00:54,956
See the lion, look at the lion, you get the lion. (Original subtitle)
W+ 7, FFIX R, RINF1F . (Released translation)
See the lion, look at the lion, you get the lion. (Back translation)
W 7, FHiX R, SKRIUIF9F . (Direct translation)

See the lion, look at the lion, you get the lion. (Back translation)
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(Madagascar 2, 2009)
c) 00:01:46,557 -->00:01:51,278
Look on the bright side Zuba. After I defeat you and take over as alpha lion,

(Original subtitle)
BEENB—E. ERITIRITI T ARERMEELIIT 25, (Released
translation)

Look on the bright side Zuba. After I defeat you and take over as alpha lion,
(Back translation)

LRGN ERICIRIT T RERMIELI T2 )5, (Direct
translation)

Look on the bright side Zuba. After I defeat you and take over as alpha lion,
(Back translation)

(Madagascar 2, 2009)

Observations: In this example, “HEHE™ is representative of a typical vernacular
phrase in Chinese. The difference between written form and colloquial form of some
verbs, such as “F&” (to look), “Mr” (to listen), “i}i” (to say) and “[H” (to smell), is
solely used as written language (e.g., “%&”); verbs as oral language are repeatedly
used (e.g., “EH”: see Examples b and c). In the released translation, the repeated

character of “HE[fE” is synonymous with “& 7, both of which mean “to have a look”

informal than the latter in terms of tone of voice. As we know, film subtitles mostly
involve the dialogue that happens among characters; therefore, when translating
foreign films into Chinese, this kind of typical Chinese vernacular phrase is inevitable.
Besides, another kind of formation of this type of Chinese vernacular phrase could be
a general form in the translation into Chinese: “HE—HE” or “F—7&". There could be
one more character “—” (one) in between the two repeated characters. Although this

kind of formation is common and acceptable in oral Chinese, when it comes to film

subtitle translations, the shorter the translation, the better choice in most cases.
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9. 00:03:01,430 --> 00:03:03,760
Hi. Holy moly. (Original subtitle)
B . FRAJSEIRIE. (Released translation)
Hi. My biological mother. (Back translation)
M. FIIRI, (Direct translation)
Hi. Holy moly. (Back translation)
(The Smurfs 2, 2013)

Observations: In the released translation, the subtitler uses the popular expression
“FRIZEUR”, which comes from the collection of popular expressions selected from
the 2011 CCTV Spring Festival Gala
(www.hinews.cn/news/system/2011/02/03/011964099.shtml). Popular expressions,

which appear in every CCTV Spring Festival Gala, are collected and presented in
multimedia formats via the Internet and text messages to smartphones to people. It has
become fashionable in China to use these kinds of expression. Typically, these
popular expressions from the aforementioned gala are generally humorous and witty,
complemented by exaggerated performances, which leave a deep impression on
audiences. According to the investigation into the data, I found that the use of such
popular expressions also appears in other selected films (more examples will be given

in the latter section of this chapter).

10.

a) 00:01:17,870 --> 00:01:18,990
Guys? (Original subtitle)
1k31411? (Released translation)
Friends? (Back translation)
IR A1? (Direct translation)

Friends? (Back translation)

(Madagascar 3, 2012)

d) 00:00:23,457 --> 00:00:25,538
Well done boys. (Original subtitle)
T34, 4kiTfil. (Released translation)

224



Well done friends. (Back translation)
1347, #7111, (Direct translation)

Well done boys. (Back translation)
(Madagascar 2, 2009)

e) 00:01:31,500 --> 00:01:33,680
Hey man, thanks. (Original subtitle)
tkit, W . (Released translation)
Hey friends, thanks. (Back translation)
W KZ . (Direct translation)
Thanks everyone. (Back translation)

(Madagascar 1, 2005)

Observations: In this film series, because the main characters — such as Alex (the
lion) and Marty (the zebra) — appear in the first to the third instalments, the way they
refer to each other and their styles of speaking persist as well. Therefore, in the three
instalments, the same translation “fk11”> appears in the released translation. This is
worth recommending to the future subtitler of any film series, because this is an
effective strategy to provide audiences of the first instalment with a reassuring,
familiar continuity as they watch the subsequent instalments. From the perspective of
psychology, people will find it easier to accept what is familiar, as a manifestation of
continuity, as opposed to encountering unsettling, unfamiliar phenomena.
Furthermore, “fk11> was originally used to describe a partner or an employee of a
private company in olden times. Now, it has become an oral expression, which is
mainly used in Northern China, mostly among male friends. It is an appropriate
translation of the concerned film subtitles because the main roles, Alex and Marty, are
respectively a male lion and a male zebra in this film series. This explains the function
and degree to which they call each “brothers”; “fkil shows a close relationship
among male friends. For female friends, they also use two specific expressions to
show their close friendship: “UH%%> (sisters) and “HJ%” (bosom female friends). In
modern Chinese, “fk11 and “HJ%” are more popular than “%. 25" and “4H#k” when

used to show the relations among young people. In recent years, people have even
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invented another new word, namely, “% %" (male bosom friend), to describe a
close friendship between a boy and a girl. Their relationship belongs to the degree of
being closer than common friends, but less than couples. These appellations represent
a culture and the accompanying language custom of a certain era. Therefore, when
these expressions are used in film subtitle translations, they symbolize the language

custom of the specific era.

11. 00:05:13,390 --> 00:05:16,140
Yeah, they’re probably bored out of their minds! (Original subtitle)
B, PIREARATTIE TGN EI R IE! (Released translation)
Exactly, they probably feel extremely bored! (Back translation)
s, AR AT RGNS K AEe ! (Direct translation)
Yeah, they’re probably bored out of their minds! (Back translation)
(Madagascar 3, 2012)

Observations: The two underlined expressions share the same meaning in English,
that is, they mean “bored out of their minds”. However, in “JCHlIZ]4%”, the literal
meaning of the last character, “}%”, is “explode”; here, in this specific sentence, it
means that the degree of boredom felt by the speaker is at the extreme; furthermore,
“J#&”, as a popular expression, means that somebody’s mood or emotion is
approaching the most extreme. This belongs to a kind of exaggerated description in
Chinese. Young people prefer to use these kinds of exaggerated expression in their
language; similar expressions were also discussed in previously observed examples,

such as “ZZHE” (extremely beautiful) and “Jifi &>

(extremely handsome). In the direct
translation, however, “Jolil#3 A& 4T is considered as translating every word of the
original expression more equally, although the tone of voice when using “JoHI1S & AE”

is weaker than “TCHi £ 5".

12 00:02:02,392 --> 00:02:05,770
I am better looking, I have better hair, I am deceptively smart and... (Original

subtitle)
AKAT LLIB, A LB, IR R LA HE ... (Released translation)

I am more handsome, I have cooler hair style, I am deceptively smart and...
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(Back translation)
WEUE, KA, B R LLEHE . .. (Direct translation)
I am better looking, I have better hair, I am deceptively smart and... (Back

translation)
(Madagascar 2, 2009)

Observations: In the above example, the subtitler uses two popular expressions in the

translation. These two expressions belong to new colloquial words found in Chinese;
their prototypes are “J%{&” (handsome) and “H} &2, Hril” (stylish) (in this context, it
specifically refers to a hair style). Compared with these two written forms, the use of

“Jii” and “Fi>” more often appear in oral language and are briefer.

13. 00:05:56,210 --> 00:05:59,192
I still think he is kind of a show off. (Original subtitle)
RIE WM KERE T . (Released translation)
I still think he is kind of a show off. (Back translation)
PIEAE WA ARIZHE T . (Direct translation)
I still think he is kind of a show off. (Back translation)

(Madagascar 2, 2009)

Observations: The use of “\.#%£” involves dialect from Northern China and has
become widely used in colloquial language in modern Chinese, usually to describe
somebody who always sings their own praises. In the direct translation, “/Z#” is the

written and formal expression of “show off”. Both of these expressions in Chinese are

negative words, in common with the original function of the phrase in English.

14. 00:03:36,000 --> 00:03:37,690
Wake up! Rise and shine! (Original subtitle)
FEME | A BHAFG R ML ! (Released translation)
Wake up! The sun already shines on your bottom! (Back translation)
PR URBHESFEEK T ! (Direct translation)
Wake up! Rise and shine! (Back translation)
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(Madagascar 1, 2005)

Observations: In the released translation of this subtitle, the subtitler uses a well-
known Chinese phrase, “XPHHJE % 1. It is a humorous way to persuade someone

to get up quickly because it is nearly late morning. In oral communication, this

expression is usually used by parents to their children.

15. 00:07:34,800 --> 00:07:38,550
Wow. Aren’t you just a little ray of sunshine? (Original subtitle)
PRIE B R UE SR ? (Released translation)
Aren’t you really putting a good word on me? (Back translation)
MR, METERASE —TE/NBHYE ? (Direct translation)
Wow. Aren’t you just a little ray of sunshine? (Back translation)

(Turbo, 2013)

Observations: At first, from the direct translation, it can clearly be seen that the
subtitler of the released translation uses free translation to explain the real meaning of
the sentence. If the direct translation had been used, the audience may have felt
confused or experienced difficulty in understanding this subtitle. Secondly, the
released translation of this subtitle uses an ironic tone of voice in order to strengthen
the speaker’s unpleasant reaction to the former comment towards her from others.
According to the context, someone shows a negative attitude of the main character
Turbo towards a snail’s participation in a racing competition. He does not believe a
snail can win the race. Therefore, when he utters some negative words when asking
Turbo to give up the race, Turbo responds by using this sentence. In Chinese, it is a
custom to use a reversing expression to protest against others’ negative or unsporting
attitude. Therefore, although “fK 3£ Ui 75 means “you are really putting in a
good word for me”, its real meaning is “you are not really saying anything good about
me” or “you are not really encouraging me”. In addition, because this is a kind of
ironic expression to show people’s unhappiness or dissatisfaction about someone

else’s words, in Chinese, it always ends with an exclamation rather than a question
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mark. However, in this specific example, in order to follow the original context, the

subtitler continues with the use of a question mark in their translation.

16. 00:01:44,364 --> 00:01:45,592
We’re going to die! (Original subtitle)
BATESEE T ! (Released translation)
We’re going to die! (Back translation)
BFATERIE T ! (Direct translation)
We’re going to die! (Back translation)

(Alpha and Omega, 2011)

== JE2 9

Observations: In the released translation, the use of “5€25” is an oral expression
meaning “to die”. In Chinese, since “4t” is a taboo word, people are all afraid of
facing death; they create varied expressions to indicate this direct word. As in English,
“to die” also has its euphemistic alternatives: “to pass away” or “to go to heaven”.
The equivalences of these two euphemistic expressions in Chinese are “Z:{H: (formal
word) and “ K3 (for good people, while “ FHi%ik” is used for bad people, as it

means “go to hell”).

17.00:01:50,203 --> 00:01:51,966
What was I thinking? (Original subtitle)
NIRRT ES 715 ? (Released translation)
Was I just shorting out? (Back translation)
FHIMILEAE AT 24 WE? (Direct translation)
What was I thinking? (Back translation)
(Alpha and Omega, 2011)

Observations: “ X fiXJH % is a humorous way to dismiss someone’s sudden thoughts.
Compared with the direct translation, “ K/XZ#%” can explain the indicated meaning

of this speaker; however, the direct translation is not able to convey this indication.

Therefore, this is an effective translation of the specific subtitle.

229



18. 00:06:50,690 --> 00:06:54,250
The rookie fired his crew chief. The third this season! (Original subtitle)
XA NI TAREI BN X FEZEHI S =A T ! (Released translation)
The rookie fired his crew chief. The third this season! (Back translation)
XASE AN AR BN, X FEZE S =4~ 1! (Direct translation)
The rookie fired his crew chief. The third this season! (Back translation)
(Cars 1,20006)
19. 00:01:49,355 --> 00:01:51,323
Right where you paid me to bring you. (Original subtitle)
XA VR AR B TR R T - (Released translation)
This is the place you paid me to bring you to. (Back translation)
K RAE B LT VR R BN 177 . (Direct translation)
Right where you paid me to bring you. (Back translation)
(Cars 2,2011)

Observations: The translation of “fire” is “fi# Ji£ > (to dismiss somebody from
employment) in Chinese. This expression is formal and usually used in formal
documentation (e.g., a contract) as written language. However, in modern language,
“kbAif £ (“to fry cuttlefish” in direct meaning, but “to fire somebody” in indication)
is more informal and humorous. In this released translation (Example 18), the subtitler
uses the abbreviated expression “YP#L 17, k5>, because this expression is more often
used in oral Chinese. Then, in the final series of Season 2, I found the antonym of the
expression “b”: “J&” (to hire, to employ). The formal form of this expression in
written Chinese is “Ji{fi]”; in the released translation (Example 19), the use of “J&”,

same as the use of “/4”, is more informal and often used in oral Chinese.

20.
a) 00:08:40,095 --> 00:08:43,758
Yeah, we’re so goddam proud of him, but I wish he’d hurry up and get back,
(Original subtitle)
W, AT AMB R ES, (HI3RA 2 ge Pt i 11K, (Released

translation)
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Yeah, we’re so deadly proud of him, but I wish he’d hurry up and get back,
(Back translation)

M, FATE K NI T, ERALMEET A [E 2K, (Direct translation)
Yeah, we’re very proud of him, but I wish he’d hurry up and get back, (Back

translation)

b) 00:10:57,162 --> 00:10:59,153
This 1s going to be good! (Original subtitle)
—E2RBK ! (Released translation)
This 1s going to be dead good! (Back translation)
—E2{RYF! (Direct translation)
This is going to be good! (Back translation)
c) 00:39:30,174 --> 00:39:32,802
This time, I’'m going to make sure you stay dead! (Original subtitle)
XK, EIEIRFERIE T ! (Released translation)
This time, I’'m going to make you thoroughly dead! (Back translation)
XK, WEMRFEILIR! (Direct translation)
This time, ’'m going to make sure you stay dead! (Back translation)

(Cars 2,2011)

Observations: Generally, the translation of Cars 2 is found to be humorous with
many exaggerated expressions, such as “ N I Z AL (meaning the highest
degree of feeling proud of someone), “#&#H K> (meaning something is so good that it
makes people feel crazy) and “FEM)JE” (its literal meaning is “to die thoroughly”,
while, in the given film context, this expression means “to make sure someone has no
chance of winning a race”). However, the use of this expression highlights the
speaker’s exaggerated attitude towards making opponents fail. Usually, these
exaggerated descriptions are used in oral Chinese in order to strengthen the speaker’s
tone of voice and show their strong emotion. In English, the equivalence of this kind

of expression is “dead+adjective” or even “damned-+adjective”.

21.  00:01:39,721 --> 00:01:41,641
Anything new is bad. Curiosity is bad. (Original subtitle)
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HEETCUF 1R, WFAESEM . (Released translation)
Anything new is bad. Curiosity killed the cat. (Back translation)
{EATHT EEAGE, A LA . (Direct translation)

Anything new is bad. Curiosity is bad. (Back translation)
(The Croods, 2013)

Observations: From the back translation of the released translation, it is clear that the
subtitler uses a well-known Western saying to translate the second sentence,
“curiosity killed the cat”; “4f #F FFE> is the word-for-word translation for this
saying. As in the previous observations regarding certain examples, I concluded that
absorbing various foreign language terms into modern Chinese suggests language
development tendency. There should be a certain number of Chinese people who are

interested in Western literature and know this saying very well. However, “Uf#F £

J” has become popular because of the film entitled as (U ZFFEILH)  (Curiosity
Kills the Cat) (2006). This film enjoyed strong box office receipts while the leading
actress received a nomination in the 2006 Golden Horse Awards (one out of the three
highest awards among Chinese film competitions). With the popularity of this film,
“Uf &F F FL B has become a popular expression in Chinese people’s daily
communication. Moreover, the subtitler also considers the balance of the two
sentences in this subtitle, making their translation of these two sentences symmetrical

in structure, as well as rhyming when reading.

22. 00:20:51,750 --> 00:20:53,756

I’ve had an offer of employment elsewhere. (Original subtitle)

AN IR IESR T Mk . (Released translation)

Someone else threw me the olive branch. (Back translation)
MERETRRKT TAEN S . (Direct translation)

I’ve had an offer of employment elsewhere. (Back translation)

(Despicable Me 2, 2014)
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Observations: The released translation used “Hii>kK 7 #i#fifi” to describe receiving
an offer of employment. This is also a kind of loan expression, which is used
according to a new definition in modern Chinese. This expression originates from a
Western Bible story, in which the green colour of the olive branch means “life” and
the olive branch symbolizes “hope”. Normally, extending an olive branch to someone
or some country refers to “to seek peaceful relations with each other”. However, in
modern Chinese, there is one more indication, which is to give a job opportunity to
somebody. Compared with the direct translation, the use of “J#l>K T #i#i k%> to
describe receiving a job opportunity means that the receiver probably feels satisfied

with this potential job and feels happy about the salary and other conditions.

23. 00:24:05,810 --> 00:24:06,800
[ don’t care. Beat it! (Original subtitle)
FAE . B! (Released translation)
I don’t care. Get out of here! (Back translation)
TAE . EFF! (Direct translation)
[ don’t care. Beat it! (Back translation)

(Despicable Me 1,2010)

Observations: Strictly speaking, the expression of “V&” is a kind of taboo expression
in film translation, which the subtitler is better off avoiding. However, the use of this
word can appropriately indicate the speaker’s personality. As previously introduced
by this film, the leading role Gru is man who “has villainy in his blood” (cited from
Dru’s line in Despicable Me 3, 2017), who is unfriendly to others. When the girls
introduce themselves, and try to sell cockles to him, he simply replies that he does not
care about them and rudely asks them to quickly leave his front door. Therefore, the
speaker’s strongest tone of voice and ruthless attitude could only be indicated by

using such an unpleasant expression.

24.  00:36:17,779 --> 00:36:19,340

Big summer blow out. (Original subtitle)
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S HBEMERAE . (Released translation)

Big summer big sale at breakdown price (Back translation)

2 HKME. (Direct translation)
Big summer big sale. (Back translation)
(Frozen, 2014)

Observations: In the released translation, the use of “Bkf% KA is a kind of
exaggeration, since the word-for-word meaning of this expression is the breakdown
price that forces the owner to leap to their death. It is known that a businessman is
always smarter than the customers: they know the real bottom price of their selling
products; the so-called “breakdown” price is never the real breakdown price, while
the purpose of labelling like this is to gain a good sale. But the use of this kind of
exaggerated expression in the film subtitle makes an audience experience more fun

than with regard to its direct translation.

25. 00:37:24,863 --> 00:37:26,493
Oh dear, that’s no good. See... (Original subtitle)
BE! XAAMT. BIE".. (Released translation)
Dear customer, that’s no good. See... (Back translation)
REMWZ, XA AL, WEM... (Direct translation)
Dear customer, that’s no good. See... (Back translation)

(Frozen, 2014)

Observations: “# 5 is a polite way of addressing customers in the style of Chinese
archaisms. However, I categorize this expression in this specific subtitle as a form of
popular expression because, in modern Chinese, especially among young people,
using ancient forms of address is preferred, rather than the corresponding modern
terms, in order to make something sound amusing. In this released translation, the
subtitler is regarded as having this kind of intention in their translation as well. In
order to attract a bigger audience, especially from among the main consumers of

translated animation films, that is, young people, imitating their language custom is a
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necessary strategy. However, the subtitler should be aware of this style when applying

it to the whole film translation to ensure consistency and integrity.

All in all, with the observations concerning the corpus data of the 15 selected films,
the researcher found that the use of different types of popular expression in subtitle
translations is inevitable. These expressions make the data more humorous in terms of
language and more impressive in terms of current Chinese culture. As a rapidly
developing country, China has become open and multicultural; the language tendency
reflects this change by embodying the following popular expression formats: 1)
vernacular phrases or dialects, e.g., Cantonese; 2) new definition of old terms; 3) loan
phrases from different cultures e.g., Japanese; 4) Internet language (including those
taken from popular films, television series, famous people’s remarks and the CCTV
Spring Festival Gala); 5) the exaggerated way of using expressions in Chinese
(including using taboo terms). However, these varied and colourful expressions make
the modern Chinese language more popular; when these typical expressions, which
embody the new era in China, are used in translated films, they define the era depicted
by these films. Currently, in some Chinese universities, film translation has become
part of the curriculum for English major students. For these students, translation using
popular and traditional expressions may help them to better understand the
development of Chinese, the development of E-C translation and the development of

China.

However, using each traditional expression or popular Internet expression in E-C
subtitling is not a ‘go as you please’ process; subtitlers should consider if his use of
these sometimes peculiar expressions is technically and reasonably correct and
acceptable. Therefore, the consideration and selection of appropriate translation

strategies which can help to convey these expressions are justified.
7.2 Strategies for Translating Popular Expressions

In an earlier chapter, I analysed and discussed four of Gottlieb’s typology strategies,
as well as two other recently used strategies. In the process, I found these translation
strategies to be theoretically suitable and potentially suitable in E-C subtitling. In this
section, after obtaining the data from the questionnaire, I can also validate my

hypothesis regarding whether popular Internet expressions need to be supported by
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different suitable translation strategies. It is found that localization, globalization can
typically reflect the current translation objectives and subtitling tendencies in film
production, which should be introduced all over the world. By using these strategies,
the subtitlers picked up suitable popular expressions to translate certain patterns of the
original subtitles to make the overall translation in the subtitling localized, or

globalized.

a) Observations on the Used Strategies and Popular Expressions

According to the collected data, in the 15 selected animated films, on average, over 28%
of subtitles are translated by using popular Internet expressions. More specifically, in
different situations and in order to meet different needs, the subtitlers also used certain
translation strategies, such as localization, globalization and transfer, in order to use
popular expressions based on their own knowledge. In the following pairs of subtitles,

I explain the use of popular expressions in details.

1 00:01:57,030 —> 00:02:02,200
“I am making my own irresistible creation, the Smurfette.” (Original subtitle)
“REE—NET B OB RS, KK, « (Released translation)
“I will make my own secret weapon, Smurfette.” (Back translation)
“IRE G —ADET B SR AT SR B E1E KW, BEIRIRT . (Direct
translation)

“I am creating my own secret weapon, the Smurfette.” (Back translation)

(The Smurfs2, 2013)

Observation: As we can see, “Fh% K75 in English means “secret weapon”. Here,
the subtitler translated the phrase as “irresistible creation” by using the substitute
word “Fh%5 2%, Taken in context, “Smurfette” is essentially a weapon or tool that
the wizard originally created to catch the Smurf family. Therefore, the translation of
“BE#%” is positive. Furthermore, “F% EHi#5” is a more popular expression than the
direct translation of “irresistible creation”, “A~ ] #4111 €1)i%& /& . To compare
these two translations, people are more frequently used to the word “F % H %% when

they describe something that will be revealed soon, so using this word will be more

attractive or of interest to the target audience. In the film context, a Smurfette will be
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a unique character for the male Smurfs in a family, as everyone will treat their
younger sister carefully and gently. Given her beautiful physical appearance (blonde
hair, tender characteristics), everyone in the Smurf family will accept her
unquestioningly, without reserve. In turn, the wizard will take advantage of her in
order to get to his own evil way. The subtitler used “F% 75> to fully convey this
scenario to the audience. The strategy in this particular translation of “Fh% E(#%” is

localization, because it belongs to the daily vocabulary in today’s China.

I also noticed a further tendency, comparing the period before 2011 and the period
after 2011. The translation of animation films in the last 10 years has seen a clear
change, namely, that more recent films feature popular language in networks in their
translated subtitles. The percentage of use of popular language in networks before

2011 was, on average, 26%; after 2011, it increased, on average, to 31%.

2 00:02:24,390 —>00:02:25,980
She’s a Frankensmurf? -Yes. (Original subtitle)
It & N RIS R Y 2 (J51A Frankenstein £HEEN) -4 . (Released translation)
Is she a maverick smurfette in science? -Yes. (Back translation)
iR A MEE B SEIA? - 211 (Direct translation)
She’s a Frankenstein/maverick genius in science. (Back translation)

(The Smurfs2, 2013)

Observation: The translation strategies in this translated subtitle is globalization,
paraphrase and transfer. “Frankenstein” originally referred to a distinguished scientist
who created something deadly, with the consequence that he killed himself with his
creation. But, in 2004, the word “Frankenstein”, which was used as the title of a
thriller film, was translated as “#} % N> in the Chinese version. Given the
popularity of this film, the original subtitle used transfer and paraphrase to create the
new word “Frankensmurf”. This is a new compound word inspired by the recently
released film. “Franken” is derived from ‘“Frankenstein”; when “smurf” is added, a
new word “Frankensmurf” is created, which is a more situational word in this film.

The translator understood the significance of the original subtitle, and he/she
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consequently translated this word as “Fl2#% k5 R 7, as well as providing a note to the
audience to explain that the source of the word “Frankensmurf” is “Frankenstein”.
This is a more considerate translation strategy as mentioned in the researcher’s earlier
discussion. A note or footnote can give more explanation or information to the reader
or audience. This is regarded as useful and effective in an AVT study situation and
can also be used in subtitling. But given the concerns about the mechanical limits, the
use of footnotes to explain concepts that frequently occur in subtitling is not
encouraged. However, in the case of the above example, the researcher believes that it
is necessary. Audiences will quickly make sense of the word “Fl2#%k5 R due to
this judicious reminder. This word also exemplifies the effectiveness of using popular

language by the strategies of globalization paraphrase and transfer.

3. 00:08:30,459 —> 00:08:32,507
Time to smurf some magic. (Original subtitle)
X WAEBE L RIBT %] . (Released translation)
It’s time to see the magic. (Back translation)
IX A2 FH RS R VA I TH] . (Direct translation)
It’s time to use smurf magic. (Back translation)

(The Smurfsl, 2011)

Observations: Chinese audiences know that the sentence pattern of “JLilE... [ %I
became familiar from 2009 onwards, when a young magician called Liu Qian
appeared at the CCTV Spring Festival Gala. From that year, his prologue in
subsequent appearances at the Spring Festival Gala has remained the same: “It’s time
to see amazing things!” In turn, this catchphrase has become popular. Here, the
subtitler was obviously influenced by this popular expression and translated “Time to

smurf some magic” by using the strategy of localization.

4. 00:07:15,410 —> 00:07:19,210
Well, well, if it isn’t my favourite nerd bird. (Original subtitle)

XA REREREZNEY. (Released translation)

This is not what my favourite home bird. (Back translation)
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W, W, XL R EZ AR S ? (Direct translation)
Well, well, if it is my favourite nerd bird? (Back translation)
(Riol, 2011)

Observation: In Chinese, the original equivalent of “nerd” is “J&k ¥, which is similar
to the expression to describe someone who “lags in response” or “only focuses on
his/her own study or other business, but with no response to other things”. “£”, in
popular language, means someone who “prefers to stay at home, not take part in any
outdoor activities”. This kind of person is called ““& % %€ %>, which means “male and
female nerd”. This popular expression was introduced in 2008, which is originally
comes from Japanese, belongs to loan word. In some instances, ““£” is negative word,
showing the speaker’s scornful attitude. In most situations, however, this is a neutral
word, which simply explains someone’s lifestyle. The subtitler, when translating
“nerd bird” as “FE L%, may have sought two layers of meanings. One would be to
show that this character is introverted, then to convey this layer of meaning, the use of
“Z” is localization; while the other layer of meaning to ““£ 5> would be to show that
the character is something of a narrow minded bird, who is more like a pet rather than
a wild avian (one example to verify this estimation or this indication that exists in the
film is the character, Blu, who is a scarlet macaw who is unable to fly in the
beginning of the film), therefore, this layer of meaning is displayed by the strategy of

transfer, and coincidently, in Chinese, “ “£” as a popular adjective word, also has the

meaning of “disjointed from the same kind”.

Therefore, given these two indications, the use of “Z” is better than “’&”. And
because of the modern meaning of “#” in current Chinese language, the use of this
popular expression is more interesting than the direct translation of “’&” with the

strategy of localization.

5. 00:10:00,970 —> 00:10:04,460
It was very nice of you to stop in and squawk around. (Original subtitle)
R MR YL 3% . (Released translation)
Thanks for coming to speak bird’s language. (Back translation)
REEF, BeRif b —PIe A X )LELY. (Direct translation)
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It’s very nice of you to stop in and squawk around. (Back translation)
(Rio 1,2011)

Observation: “ii %> in Chinese popular colloquial language firstly means “to
speak birds’ language”, which is to say that someone knows how to communicate
with birds. However, in its second meaning, the most frequently used meaning in real
life; it is not a complimentary word, because it means “talk nonsense”. According to
the film context, the subtitler cleverly used this dual connotation to not only translate
the meaning of the expression, but also to effectively express the real mood of the
speaker. The use of strategies in this translation is also localization and transfer as the

above example of 4.

6. 00:17:44,971 —> 00:17:46,436
You’re gorgeous. Wait, what? (Original subtitle)
RERRIMR 7. 55, AV EE? (Released translation)
You look so handsome. Wait, what am I saying? (Back Translation)
PREN . %%, 4 ? (Direct translation)

You are so handsome. Wait, what? (Back translation)

(Frozen, 2013)

Observation: “JiI” is an adjective to describe someone who is very handsome or
someone’s behaviour, actions or words as wonderful. As this concerns praise or
admiration, it is a complimentary word. In the film context, this word can express the
original meaning of “gorgeous”. Moreover, “JIi” plus “’& | corresponds to another
phrase in Chinese, “fiE5¢ | . Both of these phrases can also take the form of short
sentences; however, the functions are the same. “J& | > and “58 | > are used after an
adjective in order to strengthen the degree of the speaking voice. A similar meaning in
English is “so, very, or extremely”. The form of “an adjective + & /58 |~ is a
popular language form among young people. They prefer to use this word formation
in their oral communication in online chat rooms as well as in daily life. Therefore, by
using this formation in subtitling with localization strategy, the subtitler can make the

film more meaningful and verbally striking to a young audience.
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a) 00:26:41,419 —>00:26:47,225

Anna, what do you know about true love?

More than you. All you know is how to shut people out. (Original subtitles)
R, RIE A AN 5% 7

tbfcsE, e fEANTTERZIM. (Released translation)

Anna, what do you know about true love?

More than you. You are always arrogant and unapproachable to others.

(Back translation

2R, AREEAT AR EZN?

LEARTER 2 . IR R ANEE A4E48 ) N . (Direct translation)
Anna, what do you know about true love?

More than you know. All you know is how to shut people out. (Back translation)
f) 00:27:19,478 —> 00:27:21,255

No. Why? Why do you shut me out?! (Original translation)
AV AT A AEAERT T BZAM? (Released translation)
No. Why? Why do you treat so arrogant? (Back translation)
Ao NA? IR AAEEFK? (Direct translation)
No. Why? Why do you shut me out? (Back translation)

g) 00:27:21,256 —> 00:27:23,068
Why do you shut the world out?! (Original translation)
P AREFEH A FT B 2Z AN ? (Released translation)
Why do you so arrogant to the whole world? (Back translation)
N AARUEHANFEEE? (Direct translation)
Why do you shut others out? (Back translation)

(Frozen, 2013)

Observation: In these three subtitles, the subtitler translated the phrase “shut
somebody out” into “¥5F-T H.Z 4} on three occasions. Firstly, “35 T B 2 4b is
a sentence originally taken from an ancient idiom story by Mencius. The original
meaning of “4F T+ H 2 #}> in the idiom story is to “be arrogant or unapproachable”.
Moreover, the voice of “48 T H. 2 4} is much stronger than “/A#4#”, which
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expresses extreme discontent on the part of the receiver. Secondly, in Chinese young
people’s language, because they prefer to speak in an exaggerated tone, they will
prefer to use “fH T T HL.Z 41 to express their unhappiness and dejection in response
to other people’s arrogant, indifferent attitudes. Gradually, this kind of Chinese
traditional expression has become part of young people’s popular language with some

degree of deformation.

8. a). 00:03:12,777 —> 00:03:14,612
This could be awesome! (Original subtitle)
X—ESRIZM ! (Released translation)
This could be glaring! (Back translation)
X—E MM T ! (Direct translation)
This could be so cool! (Back translation)

(Rio 2,2014)

b). 00:37:26,490 —> 00:37:28,170

I’m loving San Diego, this place is off to Shizam! (Original subtitle)
IR F L BFIX T SEAE KK T o (Released translation)

F % SV FFIX 10 7 S AE KH%E 1o (Direct translation)

I’m loving San Diego, this place is so cool! (Back translation)

(Madagascar 1, 2005)

Observation: “}Z” is a typical popular language form with the strategy of localization,
which is frequently used in current social situations, networks and mobile text
messages. In most cases, this word means “awesome, gorgeous or terrific”’. The
original meaning of this word in Chinese describes something or someone looking

glaring because of its/his own radiance.

9. 00:06:23,342 —> 00:06:24,635
FREAKS! (Original subtitle)
&0 (Released translation)
P2 ! (Direct translation)
FREAKS! (Back translation)
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(Rio 2, 2014)
Observation: The difference between “FEMN™” and “P& N> is that the former is
colloquial language from Taiwan, while the latter is Mandarin. In current China,
given the rapid development of information technology and a more open policy in
tourism, trade and education, Chinese people on the mainland have increasingly
established ties with people in Taiwan and Hong Kong. With the increasing number
of Taiwanese and Hong Kongese television series, variety shows and films being
broadcast to the mainland, more and more people have become acquainted with and
mastered local expressions from these areas. “WMll” means a kind of people, with the
adjective in front of “IlI” defining “the kind of people”. For instance, “PXIl” means a
person who is strange, odd and always presents abnormal behaviours. In another
example, when the adjective is changed to “X” (meaning “big”), and the word is “X
W”, the meaning will refer to “a famous person or a person who has notable influence
or an important position in a particular field”. Therefore, this word now becomes a

popular expression in modern Chinese, and with the strategy of localization and

transfer is used in this subtitle translation.

10. 00:04:02,860 —> 00:04:06,780
You guys. You’ve both made and ruined my day. (Original subtitle)
KIKILARNTA R EZERK E LR M . (Released translation)
Everybody, you’ve let me up and down today. (Back translation)
PRATEARN o ARATLEFR AR X IF0 AN . (Direct translation)
You guys. You’ve made me happy and sad today. (Back translation)
(Madagascar, 2012)

Observation: “ilF XK= 1T is the name of a famous Chinese pop song by Zhou
Huajian, a well-known Taiwanese singer who was born in Hong Kong. Although this
pop song was released in 1991, it is still universally popular in today’s China. In
KTVs, karaoke venues which are one of the Chinese people’s preferred entertainment
places, this song is easily in the top 30 of KTV system selections. Therefore, since the
subtitler has artfully used this expression in his subtitling, this could be an attraction

to a Chinese audience.
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11. 00:05:05,223 > 00:05: 10,150

FYT1, your dog has been leaving little bombs all over my yard. (Original subtitle)
FRBEAR— N, MK I TR K i T 2 b EAEH /IR o (Released translation)
Just remind you, your dog poo poo everywhere in my garden. (Back translation)

(Despicable Me 1, 2010)

Observation: The highlighted pattern is a kind of humorous expression to express the
unpleasant behaviour of the neighbour’s dog in Gru’s garden (the main character). In
Chinese, it is a popular expression which uses “YE5#”, “Hi 77 as a vivid metaphor to
describe the dog’s poo is rebarbative and foul. This is also a veiled expression of the
speaker who shows his unpleasantness regarding this matter. Although compared with
its direct meaning of “poo poo”, “}i K™ only explains the meaning of the original
terms, but cannot deliver the degree of the unpleasant mood of the speaker. Another
intention of the subtitler in translating this term into the highlighted words is to find
common ground with the daily language most young people use in their real life. This
is a skill aimed at making the audience feel the riotous fun of the film subtitles.
Besides, “#7#” in Chinese, is not a polite expression, it should be avoided in
everyday social exchanges, and therefore, the subtitler may have considered its impact
in the translation as well. Generally, although the number of words in “Z /31

> is one word more than the direct translation of “#7 8", for the above three

advantages, the strategies of expansion and localization in this subtitle are approved.

Generally, these typical examples are the illustration of the collected data regarding
the use of popular expressions in E-C animation film’s subtitle translation. There were
mainly three underlying strategies applied by the subtitlers: localization, globalization
and transfer. By using these strategies, the popular expressions can make the
translated subtitles more effective and interesting. However, it is a considerable
requirement in terms of the ability of subtitlers; they should have a good knowledge

of both source and target languages and cultures.

b) Suggestions on the Translation of Names in Modern Chinese
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In the last chapter, from the point of view of the comparison between the lengths of
the two languages’ subtitles, I discussed the transfer of the names of the characters or
those of some places and landmarks form the original subtitles to the translated ones.
In this section, from another perspective - the effectiveness of the translation
strategies - | will take these names to discuss the feasibility of using several strategies
in order to make the translation in this category of words accepted by modern Chinese
language users. Subtitlers sometimes translate certain original expressions in a direct
manner, such as by copying the original place or character names and placing them
into the translated version directly, so that the translated subtitles in this case are
mixed with Chinese and English: this is an effect that characterizes globalization.
Furthermore, because the names of places or characters usually have no intrinsic,
specific meanings or rarely involve puns, such translations can be carried out without
any substantial loss of meaning. This kind of linguistic “globalization” is commonly
acceptable to a Chinese target audience. Thus, one social phenomenon in today’s
China, which needs to be introduced here, concerns the current education level of the
Chinese people, which is much higher than that of their ancestors in the last century.
More and more families realize that the English language, being a very important
international language, is often a vehicle for globalization. Therefore, the learning of
English has been given a key role in the education of China’s younger generations.
Consequently, the original English names for many well-known places, or common
names for people, ought not to be unknown to a typical modern Chinese audience.

Take the following subtitles from Despicable Mel as an example:
1. 00:02:50,500 —> 00:02:53,100
Outrage in Egypt tonight as it was discovered

2. 00:02:53,150 —> 00:02:56,100

That the Great Pyramid of Giza had been stolen.

3. 00:04:47,500 —> 00:04:49,000

Morning, Gru!

4. 00:04:52,000 —> 00:04:53,000

Hello, Fred.
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5. 00:09:14,300 —> 00:09:20,100

Well, we stole the Times Square Jumbotron!
6. 00:09:31,900 —> 00:09:35,000

We stole the Statue of Liberty

7. 00:09:36,400 —> 00:09:39,500

... the small one from Las Vegas.

8. 00:09:40,000 —> 00:09:43,000

And I won’t even mention the Eiffel Tower!
9. 00:15:57,400 —> 00:15:59,999

Vector! That’s me.

(Despicable Me 1,2010)

In the 10 examples above, there are different names for certain characters in the film,
as well as famous places and landmarks from around the world. Simply transferring
these names into the translated subtitles represents a developing tendency in the
practice of film subtitling because of globalization. Given that the main audience for
these films comprises young people, a certain level of knowledge of other countries
can be assumed, such that understanding of these original names should not be an
obstacle in the process of watching and understanding a film. Even in the worst-case
scenario where someone has no knowledge about English people’s names, well-
known places or landmarks, understanding the main idea of the film should not be
affected in practice. In the chapter of literature review, I discussed some scholars’
different opinions on the translation of proper nouns. I suggest to keep the characters’
names of the original text; there will admittedly be an element of loss for the Chinese
audience, as the guttural, somewhat ugly sound of ‘Gru’ (not a standard name in
English) may not be recognized, and the same applies to the reassuring normality of
the name ‘Fred’ and the slightly sophisticated effect of using the mathematical term

‘vector’ for a person’s name (the son of the Evil’s bank, his original name is Victor).
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That said the pictures in the film can effectively make up for these limitations. For
example, Gru’s strong accent reflects his non-English name. Therefore, in most cases,
the translation of characters’ names is not necessary unless subtitlers prefer to explain
the original meaning of these names in more detail in order to help the audience to
better understand the personalities of the name bearers. On these occasions, the

readable length and the audience reception should be the preconditions.

What might be gained from changing these names into Chinese would be lost through
problems of visual and narrative continuity later in the film, especially if the
characters’ original names appear on screen. However, for places or landmarks,
subtitlers would be better translating them by using standard or accepted Chinese

H-2E

characters, for example, for “Eiffel Tower”, the standard translation should be “3 3k
IR, but not other characters with the same pronunciation in Chinese, such as “%%
K JLELEE . Otherwise, this kind of careless translation will cause confusion among a
typical audience. However, if the Chinese translation is much longer than the original
English content, something that would take a subtitle beyond its recommended length,
the transcription of original English names into the Chinese translated subtitle is
recommended. In this kind of translation, the translation strategies of “globalization”
and “transcription” should be used in the context of this target audience. If these two
techniques are applied judiciously to subtitling, taking into account the linguistic
ability of the target audience, they make the translation communicative, such that the
target audience feel that these translated subtitles are readable and thus easier to
understand. If the names of globally famous landmarks and phenomena are
transcribed, the level of “intercultural communication” that would be achieved will
outweigh the risk of audiences not understanding a subtitle’s content because of the

exoticism of the references.
7.3 Issues Regarding the Use of Popular Expressions

In the previous section, I tested and worked out the frequency of using popular
expressions in each of the 15 selected films. The highest value is that of Madagascar
3, with 10.29%. This means in about every three translated subtitles, there is one

which involved in the use of popular expressions. Moreover, compared with the use
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of traditional expressions, the use of popular expression in the subtitle translation of

these 15 films is relatively higher. I assume that there might be the following reasons:

1) The use of traditional expressions more often appears in relatively literary
products as novels, story books rather than entertainment films like animation
films; however, the popular expressions are more from colloquial language in
people’s daily life, so that they are frequently used in the translation of common
dialogues;

2) The subtitlers try to use the popular expressions in their subtitle translation to
attract more people and make the translated films more amusing;

3) The features of animation films and their story lines offer more chances for the

translation of using popular expressions.

With such a high frequency of application, the appropriate use of popular expressions
is very important influencing factor in the translation quality of subtitles. Therefore,
the imperfections of the use of popular expressions in the current data are worth

identifying and discussing.
a) Number of Inappropriate Uses of Popular Expressions in the Data

In the previous section, I discussed the result of my corpus. By using ParaConc, I
calculated the frequency of the use of popular expressions in translation in the 15
selected films. Then, in the process of investigating these popular expressions, I
worked out the inappropriate use of popular expressions and the results are shown as

the following table:

Film Number of translated Number of inappropriate
subtitles with popular uses of popular expression
expressions
Despicable Me 1 128 1
Despicable Me 2 204 1
Frozen 214 0
Alpha and Omega 278 1
The Croods 212 0
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Turbo 356 1

The Smurfs 1 119 1
The Smurfs 2 472 1
Rio 1 456 0
Rio 2 348 0
Madagascar 1 183 2
Madagascar 2 216 0
Madagascar 3 390 0
Car 1 365 0
Cars 2 261 0
Table 8

From the above chart, there are small numbers of imperfections in the translated
subtitles with the use of popular expressions. I observed these translations and

categorizes them into three types.
b) Suggestions Concerning Three Main Issues

According to the investigation of the collected data, the researcher concludes that
there are three main types of issues in the use of popular expressions in the translated

subtitles:

a) The first type of issue is the unnecessary use of popular expressions. For
example:
1. 00:02:28,540 —> 00:02:29,580
Sleep? Are you kidding me? (Original subtitle)
HEE? A% ATREE?  (Released translation)
Sleep? Come on, that’s insane? (Back translation)

(Turbo, 2013)

Suggestions: In the translation of the subtitle, although “f ¥ fH45” is a popular

expression to show the negative mood of a speaker who does not agree with

somebody else’s comments, orders or advice. However, another two kinds of
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translation can be brief and simple to express the original meaning of the subtitle: 1)
“URIEFKWE? » or 2) “HFILEE? > (Are you kidding me?) The advantages are: both of
these two recommended translations are shorter in length than the released one, while
translation 1 is a popular expression used in the same oral situation or context as the
released translation, which refers to the speakers’ disagreement; translation 2 is a
direct translation of the original subtitle, “Are you kidding me?” Therefore, either of

the two recommended translations is better than the released one.

2. 00:05:03,596 —> 00:05:06,064

All right! Hang on, boys! (Original subtitle)
L YU T, FIEAT! (Released translation)
All right! Hang on, comrades! (Back translation)

(Alpha and Omega, 2011)

Suggestions: “[7]£1/]”, in Chinese, is not a new word, but it becomes a common

word meaning “colleagues” or “good friends” in current Chinese language. It
sometimes means ‘“gays” in Chinese. The original meaning of this word is
“comrades”, used by members of Chinese Communist Party to refer to each other “[7]
&>, because the literal meaning of these two characters is “to have same will”, and
this “will” here refers to “to build up communism”. In this specific subtitle, since the
original word is “boys”, the equivalent term in Chinese should be “5. 5 47”, “tki147”
(mates). And I think, according to the context of the dialogue, the translation into ),

4177, “fk 47 matches the situation better.

3.01:14:05,500 —> 01:14:07,700
He is gonna kick your butt. (Original subtitle)
il = ERFEAR . (Released translation)
He is gonna beat you to die. (Back translation)

(Despicable Me 1,2010)

Suggestions: From the back translation, it is clear to see the big difference in the

speaker’s tone of voice between “to kick your butt” and “to beat you to death”;
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therefore, the researcher thinks the direct translation is more suitable to the original
tone of voice, namely, “fh 2R eI 0> or “fih 24T R 1¥)”’; however, there is also a
popular expression relevant to this recommended translation, which can make the
speaker’s tone of voice lively and more like a young kid’s: “fh & i1 Ji¢ e 117, The
last two characters are duplicating the word in Chinese, usually used by young

children or someone who wants to imitate a child’s tone of voice.

b) The second type of problem is the use of inappropriate popular expressions.

For example:

1. 00:06:01,018 —> 00:06:05,114
Lala la la la la! This is so wrong! (Original subtitle)
I R T 7 13X 7 S5 N FE T | (Released translation)
La la la la la la! This is not reliable! (Back translation)

(The Smurfs 1,2011)

Suggestions: This example is discussed in the previous section of this chapter (see the
analysis on this example in p204); I assume that the subtitler is excessively attracted
to the use of popular expression for the purpose of making his translation more
attractive and humorous. However, the essential translation criterion should be honest
to the original meaning rather than to make the translation more funny or attractive by

translating wrongly.

2.01:21:46,902 —> 01:21:49,654

You guys, take care of the rest of the minions. (Original subtitle)
PRATTZ: P T H A AR . (Released translation)

You guys, deal with the rest of the minions. (Back translation)

(Despicable Me 2, 2014)
Suggestions: The underlined word “#}¥”, in Chinese, can be a verb as well as a
noun. With different natures, the meaning of the word is different. As a noun, it is a

new word originally from Japanese and Korean culture, meaning “meal”; as a verb, in
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Chinese, it means “to deal with or to order”. In this subtitle, the subtitler used this
word to explain the original text of “to look after”. I think there exists a difference
between “to look after” and “to deal with”, because the former is about a kind help or
support; however, the latter sounds like an attempt to solve some problems or to
improve something, possibly with a menacing connotation. Then, according to the
original context of the film, the speaker was recommending to someone to go to see
his rest of his workers; there is no concrete business to do with these workers, so the
more appropriate translation could be: “Z:FH — 1 (to go to see) or “E KM — K (to
look after). These two expressions are also popular expressions as vernacular words in

modern Chinese.

3. 00:24:28,830 —> 00:24:31,410

-Hey, little help. -He’s awake! He’s awake! (Original subtitle)

-8, FEH . fhBE T fhfE 1 1(Released translation)

-Hey, give some help. -He’s awake! He’s awake! (Back translation)

(Madagascar 1, 2005)

Suggestions: Although “#5#51-” in the translated subtitle is a typical oral expression
in Chinese, it is not completely comparable to the original text. The suggested
translation is “%5 > /]ML: “4> is a colloquial informal form of expression in Chinese,
which refers to one unit of something, while “/M[” means a small amount of help.
Therefore, the whole pattern is an oral expression as well, which represents a more

precise translation of “/JMT.

c) The third type of imperfection in the released translation is unnecessary expansion

because of the use of popular expression.

1. 00:07:12,550 —> 00:07:15,180
Yes, you must all worship me. (Original subtitle)
R, RATEREFEBIE R T . (Released translation)
Yes, you must all kneel down and bow to the ground before me. (Back

translation)
(The Smurfs 2, 2013)
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Suggestions: In this example, “worship” has equivalence in Chinese as “fFE”. This
direct translation can completely deliver the original meaning without any
modification. Moreover, the direct translation is even better than the given one in the
released translation because of its obvious shorter length. Therefore, there is an
unnecessary expansion in the released translation of using a popular expression in this

subtitle.

2. 00:10:21,270 —> 00:10:25,860

The wild? Are you nuts? That is the worst idea I’ve ever heard. (Original subtitle)
B A1 R TR ER IR ? X A I R ) 32 & . (Released translation)

The wild? That’s insane! That is the worst idea I’ve ever heard. (Back translation)

(Madagascar 1, 2005)

Suggestions: “fR¥&fE 45 is a similar term to the other one mentioned in the
previous type of issue, “f %A fH4H”. However, unlike that case, the use of “fR ¥4
FEIE” in this subtitle translation is not wrong in explaining the original meaning;
however, it is considered as an unnecessary use of this expression which expands the
length of the translated subtitle. The suggested translation is more like direct
translation, but I choose a colloquial expression to make the translation more

idiomatic: “fKE 2 (Are you nuts?).

Generally speaking, the above types of problems that appeared in the current data
actually have the same underlying motivation. That is, the subtitlers overused popular
expression in order to make the translation more interesting and more relevant to its
majority group of audience, namely, young people. In addition, the subtitlers may
benefit more from employing such audience-preferred expressions from the translated
film product companies. However, according to Yan’s well-respected translation
theory of “fidelity, expressiveness and elegance” (1984), and in the context of the
translator’s professional role, to be faithful to the original text should be the first
important criterion rather than adding extra humour or supplementary dialogue. The

subtitlers should bear in mind the right order of these translation criteria, in order to
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avoid arbitrary and potentially unprofessional modes of working in their subtitle

translation.

7.4 Further Evaluation of the Corpus Data Results

In order to further test the relations between the use of these expressions and the
popularity of the films, I collect some evidence from the Internet. According to the
findings of this study, these 15 films all used culturally loaded expressions in their
translation from English into Chinese; later, when they were released to the public,
they gained praise with regard to their language quality. I collected the grades to the
15 selected films from three different popular websites (please see the examples as the
three screenshots below), all of which have significant community of netizens and are

approved websites in China.

SO.1QI¥I..COM

! EHFZER SN I

s=Jar =Ll - _FN-

LLANOEAAN3 2012 8.4
SE: mE-EEnE IiE: FEEE SihAeR o
HE: Z£E =2 1080P FE Sl
HReETIE): 2012068080 Ef: 03554
B EEMiED T —BER AP BN ERAEIEEEEREERY | BRI LRENRER. A~
i OEEerEERNETREN S | EERe e RSN,

"H Huﬁduhnq

VPSR JUUHOUA K, [ PEEEER (E=hE) 2000 8.2
MAVE" SE BEREER HE FEED AT HE
i e e £H ==l B8l R 1080P

J:-:“_' 200901018 Fi: 8598

ISR —ENEE T IARS. H25E. FEEERE. ASEEETLRERI], AT
ETFEB:‘J*_\JJE.EFJJEEEIEHE%—E?\J?E‘@EI FI—SEH| BANESE WE TSRS . FRATD... T

VIPE= SiANOETIO ( ERE ) 2005 8.1
-nbﬂﬁ,gsmlf SiE: BEREER SE EEED ADHE
g 1 1% 28 SR, B 1080P 3fE
: J::= 5: 20056F075 158 B g2

ST RLRE | SRS FANTENTER  WFTARS. 2SS, £EFESR
SLIBHASHESET. SIMEETEEE  BtsTnssfesss®. 53 18-

o =57

(http://www.iqiyi.com/)
Screenshot 17
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The first website to be introduced is called “Aiqiyi” (IQIYI.COM), which is the
Pinyin name of this website. This website is an approved website in Beijing.
According to the Senior Vice President of iQIYI, Yang Xianghua (Donews, 2015),
there were over 10 million iQIYT club members in 2015. In the context of this current
research project, it is arguable that the bigger the number of the club members, and
the more people there are to grade films, the more reliable and objective the results
are likely to be for me to reference because of the large sample of opinions involved.
EnAAnETAnG / Sishgvho: EHAREES) ) SAL A ES: EEDIRCE) [FIE]
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(https://movie.douban.com/)
Screenshot 18

The second selected website was registered and approved in Beijing in 2005.
According to its official data, by 2013, it had over 200 million club members. The
scale of its membership is so great that it offers me relatively objective data results on

the grades for each released film.
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Screenshot 19

Last but not least is Tencent, which is one of the biggest Internet service providers in
China. Established in 1998 by Ma Huateng and four other people, its service types
include different kinds of social media, such as Internet software (QQ, QQ space),
mobile apps (WeChat, Tencent News), which are now used widely by Chinese people
in their daily life, meaning that it is difficult to obtain precise data on its members.
Therefore, the participants on this website are theoretically considered as the most

significant in terms of numbers among the three chosen websites.

I collected grades for the 15 selected films in her study, and then calculated the
average values for each film in order to see if the translated language quality can
influence the grade of each film. Grades for the same film were compared among
these three websites, with the average values showing a relatively objective result as

follows:
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Film titles Year of Grade in Grade in Gradein  Average

Productio Aiqiyi Douban Tengxun Value

n (Tencent)
Madagascar 1 2005 8.1 7.7 8.5 8.1
Madagascar 2 2008 8.2 7.6 8.0 7.9
Madagascar 3 2012 8.4 8.2 8.7 8.4
The Smurfs 1 2011 8.5 7.3 7.7 7.8
The Smurfs 2 2013 7.5 6.4 6.5 6.8
Despicable Me 1 2010 8.6 8.5 7.9 8.3
Despicable Me 2 2014 8.4 8.0 8.6 8.3
Rio 1 2011 8.6 8.4 8.9 8.6
Rio 2 2014 8.2 7.7 8.2 8.0
Frozen 2014 8.3 8.3 8.8 8.5
The Croods 2013 7.7 7.7 9.2 8.2
Turbo 2013 8.0 7.2 7.5 7.6
Cars 1 2006 8.2 7.7 8.1 8.0
Cars 2 2011 8.1 7.6 8.1 7.9
Alpha and 2011 7.0 6.3 n/p 6.7
Omega

Table 9

According to the above data, the film Rio I got the highest average grade among the
15 films in the three biggest official websites. Then the second highest is Madagascar
3. It is an associated fact that Rio I is the film with the highest frequency of using
popular expressions in the translated subtitles, while Madagascar 3 is the film with
the highest frequency of using traditional expressions in the translated subtitles.
Therefore, I assume that the use of two such kinds of culturally loaded expressions in
E-C subtitle translation may appeal to the audience. However, the use of these two
types of expression in the E-C subtitle translation of animation films may affect the
overall quality of the subtitle translation, but it is not the decisive factor when it

comes to the overall translation quality. See the grade for the film Turbo; although
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this film earned a place in the top five highest ticket sales in its year of release, the
netizens gave a relatively lower grade to this film. The reasons may be varied,
because a good quality film is composed of many kinds of factors and elements. From
this research, the use of typical Chinese culturally loaded expressions in subtitle

translation is, at least, positive from the perspective of intercultural communication.

Moreover, as the following curve graph shows, there are three curves representing the
grades on each of the three official websites respectively. According to their trends, it
shows that the grades for the 15 selected films on the three official websites are
similar; therefore, this consistency indicates a certain accuracy and precision across

these grades. In other words, they are reliable and valuable data for this current

research.
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On the above websites, after registering as members, viewers have the chance to give
grades to the films they watch, whether they saw them at the cinema or online. Since
these three websites are officially approved in China, the English-language films on
their website contain the officially released translation. These websites encourage

their customers to mark all the films they release. See the following screenshot:
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Screenshot 20

The orange-coloured (the upper one) circle marks the place where the audience grades
the films they have watched, while the green circle (the lower one) shows the two
ways in which to add more detailed comments or suggestions to these films. With one
click in the orange-coloured area, more detailed directions about how to grade a film
is given. The main areas that the participants should consider while grading are: story,
picture, language, music and theme. These are appropriate criteria, which correspond
to the important components of film quality, according to Jia (2010: 185), Mtime
(website) and Douban (website). Since the highest possible grade is 10 points, each
criterion carries a maximum of two points, so that participants can give a grade from 0
to 2 for each area; the overall grade equals the total for all the five phases. Therefore,
the 15 selected films received a good grade in the film ranking list on average, since
most of them received over 7.0 points. The high grades given by a significant number
of netizens suggest that these films are of a good overall quality. What is more,
considering that these films are all foreign films, the translation of the subtitles should
shoulder more importance compare with home produced films. Audiences of foreign
films may pay more attention to the quality of the translated subtitles no matter if their
English level is good or not. Because, for people with a good level of English, their
English comprehension is good, their own English ability is good, and they may have

a corresponding expectation regarding the translation of the subtitles. Therefore, for
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this kind of audience, when they mark the film, the language criterion may have more
relevance for them; however, as for the audiences whose English is not good enough,
they may totally rely on the translated subtitles. If the quality of the subtitles is not
good enough, they will be influenced in understanding the film. Therefore, the quality
of the translated subtitles may also be key criterion when they mark the film. Above
these two phases of reversing consideration, the researcher can put forward a tentative

hypothesis that the higher graded films may have a better quality of subtitling.

In order to verify the tentative research result, I, firstly, read and calculated the
specific comments from the netizens who took part in the grading online. Over 32%
(2810 out of 8,769) of netizens (net citizens) commented on the point of subtitling
quality. The keywords used to comment on the meaning behind the subtitling
translation are “funny”, “popular Internet words” and “the use of idioms”. They
noticed the use of culturally loaded expressions and there were 60% (1680 out of
2810) of participants who indicated their preference for these kinds of expressions.
The second point in favour of this hypothesis is from two scholars and practitioners of
subtitle translation. The discussion with these two scholars helped me to collect

reliable effective qualitative data to further verify my third hypothesis.

7.5 Data Result of Interviews

In June 2015, I conducted an interview with Xiao and Wang about the research topic
of “the high graded animation films and the component of the quality of subtitling in
these films”. The interview took place in Taiwan, when I met the interviewees at an

international conference of “intercultural communication in translation studies”.

For Xiao has the interests in AVT, the highest rated animation films in the Chinese
market are bound to be as a result of translated subtitles’ superior quality. Audiences
will almost certainly rely on the translated subtitles to make sense of the unfamiliar
(i.e., non-Chinese) cultural elements in the films, such as the names of some of the
characters, the customs and some of humour. If the subtitlers neglect the translation of
such culturally loaded phenomena, the film’s impact upon the audience, and therefore

box office receipts may be reduced.
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Meanwhile, Wang, after conducting a questionnaire survey among cinema audiences,
found that animation films attract more young people, in the 15-30 years’ age range.
Furthermore, this audience will pay more attention to the quality of the translated
films when they watch English-language films and the quality of the language when
they watch Chinese films. This age group also recognizes the importance of using
culturally loaded expressions in film subtitles, because it considers that these kinds of
expression are critical in ensuring the translations are acceptable to the needs of the
target markets, without conflicting with their sense of national identity. Moreover,
because this age group generally comprises citizens who have received or are
receiving a good education, they have a high expectation when it comes to the quality
of the language used in a film. In addition, because their daily life is saturated with
online activities, they are highly active when it comes to rating and reviewing films

on various websites.

All in all, for the third hypothesis, the answers given by the interviewees relate to the
effectiveness of popular expressions with regard to the specific age group of the
audience for animation films. One interviewee in her 40s discussed her previous study
results about the age group for English language animation films in the Chinese
market. She concluded that the typical age group of the audience for this type of film
in China is young people. It is also common sense that, in China, young people are
also the main group constituting netizens (net citizens) in the Internet world.
Therefore, to meet their preference for expression, the use of popular expressions in
Chinese translated subtitles is a promising strategy. According to these investigations,
I can now conclude that the online ratings and reviews can help to qualify the
importance of the quality of subtitling to films’ success, as well as the extent to which
culturally loaded expressions inform audiences’ preference for a certain film.
However, the extent to which popular expressions should be used involves a more
specific and technical question, which I need to test by the data from my self-built

corpus.
7.6 Data Analysis on Questionnaire

The type of expression refers to current popular Internet expressions, such as
vernacular phrases and Internet memes, which might be attractive to a younger

audience since the Internet is a main tool of communication in their daily life.
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Moreover, the use of these kinds of expression is also representative of the current era,
meaning that popular Internet language has a value and a resonance in this era.
According to the results of the data analysis of the corpus, on average, over 30% of
translated subtitles in the 15 released films were translated by using popular
expressions. I will test the efficiency of using popular language in E-C subtitling in
the next section which concerns the data analysis of the questionnaire, in order to

obtain stronger evidence to validate my hypothesis.

In this section, in order to obtain more concrete, empirical data from the real-life
viewers of the 15 selected films, I designed a questionnaire and invited 100 young
adult participants, aged between 21 and 24, and considered as a key audience group
for English-language animation films in China. The survey of this cross-section of the
films’ viewers helped the researcher to collect more detailed and concrete data for her

research.

The questionnaire is designed in three parts: the first part features 15 pairs of English
and Chinese subtitles from a sample film. The ones concerning the use of popular
expressions with some translation strategies have been collected and will be discussed
in this section, the purpose being to identify the function and effectiveness of the use
of popular expressions in translated subtitles, as well as to discuss the relevant

strategies.

For Question 1, the original subtitle in the film was

“Outrage in Egypt tonight as it was discovered that the Great Pyramid of Giza
had been stolen.”

The official subtitling on the Sheshou website, based in China, is

A MR IR MR R KR [ —E BRI T T .~ (back translation:
Tonight, Egypt announced huge news — someone has stolen the Great Pyramid

of Giza).

Observations: | indicated where this translation had used the particular strategies of

transfer and localization: transfer, as a strategy, is used in E-C translation when
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equivalence needs to be made, for example, between “the Great Pyramid of Giza has
been stolen” and “5 i & FIE W AT 7 ; and localization is used in the translation
of “outrage” into /& Hi ¢ K [d]”. Fifty-four out of 97 (56%) respondents chose this
option, while 41 out of 97 (42% preferred option B, “A-Hf IR & 52 T —H N 1
= T AN

5 7% 4715 (Back translation: Outrage in Egypt tonight - someone stolen the Great

Pyramid of Giza), which is essentially a simple direct translation.

Moreover, one respondent wrote down his own translations to this piece of subtitle as

follows:

1) A BRIR B HE T —SEA Ny 1 5 & 585 ! (uses localization)

Observations: This respondent underlined the word “&4E” to translate the original
pattern of “outrage”, also marking it as an instance of “localization” in his/her own
translation strategy. I compared this translation with the official translation of “JZ&H”
and considered the respondent’s answer to have been more in line with the vision of

subtitles containing evocative contemporary idiomatic language that has been outlined
in this thesis than the official one. This is because “*%¥E> is more typical language
amongst young people in China, since the first character “#%” describes the same
degree of anger as “outrage” and the second character “}E” vividly describes the rapid

dissemination of news to the whole of Egypt. Therefore, the use of popular expression
in this translation is successful. The strategy of localization works well in this specific

subtitle translation.

Then, in Question 3, there is also a popular expression that appeared in a respondent’s

translation. The original subtitle is

“leaving everyone to wonder if the world’s villains are responsible for this
heinous crime.”

While the released translation is

“ K G AT AE K W 2 R A B 2 00 ORI B T 0 Bt R AN I SR

(paraphrase, localization).”
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One respondent, however, gave his translation as

“Hr A N FRAE A7 W 2 WA st i i 2 X LB R KR 41972 (“Everyone

is guessing who the worst person is who will take the responsibility for this

horrible crime™).

Observations: I have underlined the two parts of this respondent’s translation. The
first underlined pattern is highlighted by using the modern expression “E 5 2> (the
direct meaning is the ‘royal palace class’, which has been popular in Chinese since
2010, especially amongst young people; it means the highest level) to replace the
original translation, “tt: 52§, Compared to these two expressions, the first one is the
modern expression, which has more of a humorous appeal for young people; however,
the second is more common in Chinese oral language. In order to attract more young
people to watch this kind of movie - young people being one of the film’s primary
target audiences and the section of society from which the film will generate most box
office takings - the recommendation should be “the more the better”. Another Chinese
idiom in this respondent’s translation is “J& K K JE”, which replaces the original
translated idiom of “1-%AK(”; in the view of the researcher, these two phrases are

similar when expressing the meaning of “extremely bad”. The following was used in

the released translation A), followed by the suggested alternative B):

A) KK HRAERE TN AR VR A 5 2 (K KR A Al 1 e+ % AR RS . (Back
translation: Everyone is guessing who will be the world’s villains to do such
heinous bad thing) (paraphrase, localization)

B) ik A NHSAEAS 2 7T 5 2 X A 57 b A IR SR B X AT SR AT 5T 7
(Back translation: No one can think out who is the villain in the world should

pay responsibility to this hateful crime?)

Sixty-seven out of 97 (69%) respondents chose A, while 29 people chose B; one other
provided his/her own translation in box C. The official subtitling in option A uses two

strategies: “the world’s” is explained by using the local expression of “tH 52K 1) and

264



the word “heinous” is paraphrased as a Chinese idiom, “1 %A #”. However, option

B uses a rhetorical question to emphasize people’s comments on this theft.

For Question 6, the subtitle was: “I know how you must be feeling. I, too, have
encountered great disappointment but, in my eyes, you will always be one of the

greats.” The translated alternatives were as follows:

A) IR, BOAEM—#E, IEASZE BRI EARFERIR B,
KIS F i K. (Localization)

(Back translation: I understand you, because I have the same feeling as you, I
am now bearing a deep sense of frustration. But, in my eyes, you are the greatest

person for ever.)

B) HFERHKRRZ. By —F, IEEZE KKK, HIRERIR
B, KZERHAZ—. 7
(Back translation: I know your feeling. Because I got the same, bearing the

biggest disappointment, but you, in my eyes, is always one of the greatest people.)

Observations: Fifty-one out of 97 respondents chose A, with the other 46
respondents choosing B. The data show a nearly equal distribution between these two
options. However, from the point view of the researcher, the translation of the
sentence pattern, “I know how you must be feeling” to “F& F g /8 >
know/understand you), is technically briefer than “FRAIE /RS2 (I know what
you’re feeling). Moreover, the word “PJ¥JE (sense of frustration) is more vivid and
stronger than the word “’K V& > (disappointed). Although there are no major
differences between these two options, the first version, from a professional
perspective, is slightly more effective than the second one when judging from the
perspectives of length and strength of utterance. On the one hand Option A is more

concise and takes up less space, and then, on the other, in consideration of the tone of
voice, “PEIE sounds stronger than “2k7%” in modern Chinese. The choice of “4#4
JEUE can more vividly express the speaker’s upset state of mind when making this

statement.
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Another pair of subtitles in Question 7 obtained two kinds of translation with the use

of popular expressions. The original subtitle is

“They’re saying he makes all other villains look lame.”

The released translation is

M ATt AR B AR AHIRSE o > (localization) (“They said he makes other
bad guys look rookie).

Observations: In this translation, the last two characters is a Chinese word, this is a

(13

popular expression means “very inexperienced”. Moreover, one respondent created

another translation with the use of a different popular expression: “fiA 115 ] B &
T EEFHL.  (“People said he is totally the worst guy in the world”). The

underlined part of “If &5 H ) /% 2} L~ is the popular expression. In its literary
translation, this may not make sense by English-speaking people: “the jetfighter of the
villains”. But in Chinese, young people always describe someone is the best in an area

by using “jetfighter” to metaphor.

Then, the alternative translations were: “A) At A7 15 fth ik 3 Ath 21 55 28 £41R 3¢

(Localization) (Back translation: They said he made other villains became

inexperienced); and B) M 1A AF 43 H AR EE EFAREE . > (back translation:
They said he made other villains look foolish). Seventy-two out of 97 (74%) chose A,

in which the word “lame” is translated into a modern Chinese vernacular expression,

‘L) 2 ‘L) 2

, Whereas option B used a common equivalent expression in Chinese. ,as a
popular expression, comes from the original word “ZZL%”, which in English means
“green hand or rookie”. This word means someone who is inexperienced at dealing
with something, someone whose inexperience even makes experienced people laugh.
When “Z2” evolved from this word as its shorter expression, the meaning of this one

‘L) 2

single character did not change much, but the expression of using sounds funnier
and vocally stronger than when using “ZZ %> or “¥£ ", Therefore, these data result
also shows that the majority of participants prefer translations using popular
vernacular expressions to literal ones. The reason could be that “3%” has a more real,

contemporary impact and that respondents feel that this kind of expression will make
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the expression more fun; another factor is that “3Z” is also shorter than ¥ ffl”
visually. As regards the data from a subsequent part of the questionnaire, when the
participants answered the question of “In the last four years of your life at university,
how often have you been to the cinema to see animation films?”, there were 78%
participants who are in the age range from 21-24 who chose watching animation films
as their main means of entertainment. Moreover, in the previously mentioned talk
with Wang, she obtained a research result that confirmed that the majority of the
audience of English-language animation films (with Chinese translated subtitles but
English original dubbing) in China are young people in the age from 15 to 30. This
information indicates that a large proportion of young adults are the audiences of
English-language animation films in China, and the language that they prefer should
be the priority consideration in the translation work of a subtitler. Therefore, I

recommend the use of popular language in this kind of situation.

Question 9 concerned a longer subtitle than the other questions:

“People are calling it the crime of the century and stuff like that. But am I upset?
No, I am not! A little. But we have had a pretty good year ourselves, and you guys

are all right in my book.”

The alternatives were:

A) N RMLREH AR WMEWREADEKG? At HSHRA—
TR, HEMNSFEHTH/AE. RKIMNMNL2F2fMiIl eI TE#ELET. ”
(Localization) (Back translation: Everyone says this is something like the world’s
biggest crime. Will I feel nervous about it? No! In fact, I feel a little bit nervous,

but we did well this year. All your names will be added to the list.)

B) AT AR RS KR, HIRSHEELE? A, AR H—
Mo fH LATEH O FEWREIFH), RATK & FRALERT LT 7
(Back translation: People called it the century’s crime something. But will 1
feel upset? No, I won’t! Well, a little bit. But we did well this year; your names

are on my list.)
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Observations: According to the data, 94 out of 97 (97%) respondents chose A, while
only three chose B; no one offered their own alternative translation. When comparing
these two versions, I consider the first one to be based more on oral language than the
second one. However, the second one belongs to word-for-word translation. In
consideration of the subtitle length, these two versions have a slight difference: the
first one has 60 characters while the second one has 58 characters. The data results for
this question indicate that the respondents prefer colloquial language to written
language. However, I would now ideally revise the translation of this subtitle in a

combined way:

“KRFHUIX R ML REF 2K HEERSASHEHEE? A LAHEE.
HGE A /L. BIRASEH MR AR, RIS 7B AL T
- 7 (Back translation: People said this is something like the world’s biggest

crime. But do I feel upset? No, I do not. Actually, a little bit. But we did very well

ourselves this year, and all your names are noted down.)

In this version, the main words “ K5 (people); “VH % (upset); “A s JL” (a little);
“FRAITH 2 (We... ourselves) as faithful to the original expressions by using word-
for-word translations. Moreover, the strategy of localization is used in the translation
of “tt 20 K2 (the crime of this century), which makes Chinese audiences appreciate

the scale of the crime according to their own habitual daily language.

Question 10 concerned the subtitling for “That’s how I roll”, and the two alternative

versions:

A) X2 AR . (Globalization) (Back translation: This is my style)
B) X2 A Iffiik. (Back translation: This is my way of stealing.)

Observations: Forty-five out of 97 (46%) respondents chose A, while 52 (54%)
chose B. The results of the data in this question are considered a normal distribution,

because nearly half of the respondents preferred the translation that used modern
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Chinese, while the other half preferred the character’s words to carry a more concrete
meaning. In the film, Gru is a thief, so his “way of rolling” reflects “the way of
stealing”. In my view, the first version might potentially have attracted more young
people because it uses their form of popular language. However, the data results show
that there is a slightly bigger proportion of participants who chose the more concrete
translation, rather than the popular language, regarding this question. To explain this
phenomenon, it might be suggested that direct and straight forward expressions,
particularly those that emphasize something transgressive such as the identity of the
main character - a thief - in a candid and even provocative way, can make a strong
impact on viewers. In this question, although option A used a specific translation
strategy and “X%> (style) belongs to popular language, option B “fii7£” (the way of
stealing) is clearer in explaining the original meaning and highlights Gru’s villainous
nature. Option B is more concrete with regard to this specific subtitle; therefore, the

data result 1s considered as reasonable and understandable.

Question 11 considered the subtitling for “We stole the Statue of Liberty, the small

one from Las Vegas”, as well as the two alternative options:

A) BATIEfmE T B BB, AR BHT 4E I H B A B AR R
(Transcription, globalization) (Back translation: We stole the Statue of Liberty,

although this is the mini one from Las Vegas.)
B) JATEM T EH B Loig, WAL 4E i R i/ . > (Back translation:
We also stole the Statue of Liberty, which is the small one from Las Vegas.)

Observations: All of the respondents chose A when answering this question, which
emphasizes the effectiveness of the two translation strategies used. The use of “XEAR
F” belongs to the modern Chinese expression; this word is originally from the
English word “mini” to describe something that is tiny in size. One feature of modern

Chinese is, like other modern languages (e.g., Japanese, Korean), there are more and

more loan words from English. There are more examples like sofa, guitar.
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Question 13 involved a discussion about the subtitle for “He’s styling.” The two
alternatives differed in the sentence pattern rather than in the use of different words.

In the first one,

C) FhthZ M (transcription) (back translation: Look how stylish he is!);

we can see that the sentence is an exclamatory one; while the second one is not:

B) fih fE#i&E MY . (back translation: He is making a pose).

Observations: Eighty out of 97 (82%) respondents chose A, while 17 out of 97 (18%)
chose B. Given that the participants are proficient in English and are students of
translation and interpreting, it is significant that they were attracted to the first subtitle.
The first subtitle is more faithful to the original subtitle, as well as expressing the
same affirmative sense as the original. In Chinese, the first subtitle possesses an
unambiguously positive connotation, and is a kind of popular expression to show
admire to somebody; whereas the second one in some situations may be understood as
having a negative sense; that is to say, the other meaning of the second Chinese

subtitle could be, “He is showing off [something]” or “He is arrogant”.

In the second part of the questionnaire, there are two questions out of five are related
to the use of popular expression in subtitle translation between English and Chinese.
The fourth question is concerned with the use of a specific form of expression and

communication in Chinese:

“Do you like translations that make use of modern Chinese expressions, such as

spoken vernacular and language made popular on the Internet?”
Observations: The results of the data were similar to those for the third question
about the traditional expressions. This is understandable, because modern Chinese
expressions ought to attract younger audiences. Indeed, 82% (80 out of 97) agreed

with this idea, while the other 17% respondents agreed to some extent.

The last question in Part 2 is:
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“Do you think the use of traditional and modern types of Chinese expressions

requires subtitlers to be aware of cultural difference?”

Observations: This question was a development of Questions 3 and 4. Since most
Chinese expressions are culturally loaded, it was expected that the respondents would
answer positively; the overwhelmingly emphatic nature of the response, however,
with 100% of respondents agreeing, was significant. Hence, the data results in Part 2
of the questionnaire reconfirm that the young audiences to whom animation films are
primarily aimed believe that the deployment of established translation strategies such
as globalization, localization, condensation and transfer in subtitling are effective and
also necessary. They mostly accept the use of traditional expressions as well as the

popular expressions in the current data.

Section 3 in the questionnaire was an open-ended question:

“In your opinion, what have been the main problems and weaknesses that have

emerged in the subtitles of recently released animation films?”

Observations: As occurred with the analysis of the use of traditional expression in
the last chapter, the following elements: cultural barriers, the different ways of
thinking, proper nouns, the story lines and translation quality are all relevant to the

use of popular expressions.

Firstly, in order to eliminate the cultural barriers in the translated subtitles, the use of
popular expression and traditional expression are helpful to enable the audience to
comprehend the films. The subtitlers, for this reason, are required to have a high level
of source language and cultural knowledge. Thus, they could identify equivalence in
the target language or they have the ability to create a replacement expression in the
target language. For example, the expressions may be from similar fables. Secondly,
the different way of thinking between the source culture and the target culture. This is
a specific cultural difference point which will lead to cultural barriers. The subtitlers
need to find an acceptable way in the target culture to express the original meanings.
For example, in English, the normal expression for a commercial discount is

“something i1s now 30% off’; when translated into Chinese, it is better for the
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subtitlers to describe this in a reverse way “H: i i ILEF] 37 (something is now
reduced to 70% of its original price). Thirdly, “proper nouns” and “the story of the
film” are all cultural barriers to some extent, and as such there is a degree of
convergence connecting these elements; there is also a clear connection with the
response to the final question of Section 2, in which the respondents unanimously
reaffirmed that for younger film audiences and consumers, it is important for
subtitlers to be aware of cultural differences in the subtitling work that they do. Lastly,
the last type of identified problem concerned the “translation quality” of subtitles.
This is not a general concept; it refers to the quality and accuracy of linguistic terms.
Combined with the data analysis of the first section, it can be argued that 46% of
respondents were seeking more awareness and precision on the part of subtitlers when

using linguistic expressions.

Generally speaking, the responses to the open question in Part 3 in the questionnaire
indicate that problems arise from a film spectator’s perspective when films are
subtitled without adequate time, resources, linguistic expertise and cultural knowledge
being dedicated to the project in question. As regards the above discussion and
identification of the main keywords which appeared in the respondents’ answers, most
of the keywords are directly or indirectly related to cultural differences. Therefore, the
researcher found that one solution to eliminate the cultural barriers in the translation
of subtitles, E-C translation in particular, is the use of some Chinese typical
expressions as traditional expressions (e.g., idioms, archaisms) and popular
expressions (e.g., popular language in networks, new words), which can be helpful to

subtitlers.

7.7 Suggestions on Collecting and Keeping Up to Date with Popular

Expressions

As demonstrated by the above sections, popular language from the Internet and other
communication media becomes an inevitable part of the average person’s daily life.
Subtitlers and practitioners in other language study and related professional fields
should keep abreast of what is topical. In daily study and work, they need be aware of,

and collect, new language expressions in order to ensure that their work is up-to-date
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and is representative of the present era’s “products”. Fortunately, many of these words
have been collected by certain study websites and have also been published in books
or appear in free articles, which have been shared via online platforms such as
WeChat. To illustrate this, I inputted keywords about finding the top 10 popular
words in 2016 using a Chinese search engine; the results are shown in the following

screenshot.

O)360@% #ia Mm =S W B =7 B &8 BE M
2016FEFAT N WLt RYig):

BB 1B@FI260[A%: 2016FHITEARLY:
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www.duc88.cuniip-7488876 1883 nl - R8s -\ BERP

2015-20 16[4EFBGATIE M B R4 2 FioBBnR A FEM

= 201643848 - FEM)\ NS 5HIB1R #£2015-2016R% Himia{TiEH B
RATERESIZEE FEFXNEE 2016F/MMET T AR Ki8EE
— KRR FFIFFRER
bgl.shenchuang.com= )\ NS FE=RzhFhE] - B2
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B —ABABSORNGBRRBME T LRWET - fix— T BERE
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Screenshot 21

In the first result, I not only obtained the top 10 most popular words but also a guide
to identifying popular words for any other specific year that might be required. With
easily accessible information such as this at their disposal, practitioners such as
subtitlers need only transfer these words and definitions into a self-built word bank on
a personal computer in order to benefit from a low-cost resource with limitless
possibilities for expansion. However, for more specific explanations and example
sentences regarding the collected popular words and expressions, the following
published books will be more authoritative: Cang (2012) {IRATEHT S IR 25 34k )
(The Internet Cultural Reflected by Popular Language); Veronique and Muller (2015)
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China Online: Netspeak and Wordplay Used by over 700 Million Chinese Internet
Users. Moreover, in the previous mentioned interview with Bunny Martin, the
interviewee pointed out that the use of popular expressions in animation film subtitles
is an effective strategy to attract more viewers because the audiences for this kind of
film are mostly young people. She also said that different countries have different
cultures, so that, when writing scripts for a film, the use of traditional expressions as
well as popular expressions can make the scripts vivid and interesting. Therefore,
when subtitlers make subtitles, they should also notice the importance of keeping or
using these particular kinds of expressions. For English-language films, there are
English expressions such as slang, and expressions from the Bible. When the film
becomes an exported film product, the subtitlers have to be aware of these expressions;
if they can keep the original meaning of these expressions or find out the equivalent
from the target language, there will be more chance for the target audience to see and
engage with the original cultures behind the film. This will be a successful

intercultural communication activity for a film product in a foreign market.
7.8 Conclusion

Popular expressions as a part of modern Chinese language are widely used in today’s
China, and are especially accepted and welcomed by young people. They use this type
of language in their daily life by many kinds of medium as text messages on
smartphones, the Internet and face-to-face communications. Therefore, in order to
engage more effectively with young audiences, the animation film subtitlers, E-C in
particular, find that the use of these popular expressions can make the translated
subtitles funnier and localized. In this chapter, I tested the frequency of the use of
popular expressions in the collected data in order to see if my third hypothesis is
positive; then I discussed the data results by identifying the typical problems of using
popular expressions in the data as well as suggesting effective ways of using and

keeping up to date with the evolution of popular expressions.
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Chapter 8 Conclusion

At this point conclusions can be drawn by summarizing the research findings,
identifying the limitations of the current research and proposing further possible
research. At first, I summarize my findings and discuss effective ways in which
translation strategies can be deployed in the aforementioned area. Then, I consider the
potential use of my research findings in both theoretical and practical terms. Last but
not least, I reflexively analyse the limitations of my study, as well as outlining my
plans for further research in order to make the current study more effective and

applicable.

8.1 Findings

The findings of this study relate to my three research hypotheses, as well as inform
the conclusions about the main issues in the current data and the effective strategies

that appear in them.

8.1.1 Result of the First Hypothesis

In order to test the length difference between translated Chinese subtitles and their
corresponding original English text, as well as determine the average value, 1 carried

out the following two research steps:

In the first stage, I chose one film as the sample for the purposes of analysis. Initially,
I collected 60 pairs of subtitles (English and Chinese) in Microsoft Excel. Using this
software’s unique function of calculating numbers in order to compare the two
versions of subtitles, an average value of difference was revealed equating to 2.69
characters in length. It was also shown that the translated Chinese subtitles were
generally longer than the original English subtitles. When considering the
peculiarities of Chinese characters and an audience’s average reading speed, the
suggested length for a single line of subtitles is no more than 15 characters (Xiang,

2014:306); therefore, the first hypothesis is probably tenable.

Then, after building up the theoretical framework and parallel corpus, I enlarged the
research objects from the subtitles of one film sample (704 pairs) to 15 films,
containing about 19,081 pairs of subtitles in total. By using the calculation function in

Microsoft Excel again, it was found that these 19,081 pairs also clearly showed that
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the Chinese subtitles are generally longer than the original English text. Given that the
chosen versions of the translated film subtitles are all the official ones, the length of
the Chinese subtitles means that they are readable, even though they are slightly
longer than the original English text. The data from the corpus indicate that the
average length of translated Chinese subtitles generally ranges from 6.76 to 11.00
characters per line, while nearly every single tested translated subtitle complied with

the scale of the required length.

Therefore, my first finding is that the average length of translated Chinese subtitles is
generally longer than that of the corresponding original English texts in the given data.
However, the average length of a translated Chinese subtitle in a single line is
generally in line with the mechanical constraints of applying a Chinese subtitle to a

film.

8.1.2 Result of the Second and Third Hypotheses

According to the data results, from the corpus, interviews and the questionnaire, my
other two hypotheses were confirmed as positive: one relates to the effectiveness of
using traditional expressions, while the other relates to the effectiveness of using
popular expressions found on the Internet as culturally loaded expressions in English-
Chinese subtitling. It was found that most of the selected data have around 30% of
translated subtitles with the use of popular expressions and around 5% of translated
subtitles with the use of traditional expressions. Among the majority of the data, most
of them gained higher grades from their audiences on three official websites, as well
as the top five highest ticket sales in cinemas in the category of animation films in

their released year.

Furthermore, if the above-mentioned two main types of culturally loaded expressions
are recognized as effective translation outputs in the popular films, the specific
translation strategies are used together with strategies of paraphrase, transfer,

transcription and condensation, globalization, and localization.

According to the analysis of the sample film, 270 (no repeated counting) out of 704

subtitles (about 38%, or about 76% in repeated counting) were translated using these
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effective strategies. Meanwhile, these strategies emphasize the use of Chinese
culturally loaded expressions in the Chinese translations. If 38% (single iteration) or
76% (repeated iteration) of subtitling is a key factor in attracting a larger audience, it
can be presumed that an emphasis on using these effective strategies is meaningful.
Moreover, the strategy of dislocation was found within the translation of songs or

poems in the films.

Overall, when considering the 19,081 pairs of subtitle translation, these strategies
remained the most effective in relation to English to Chinese subtitle translation. The
average value of using specific strategies in subtitling in this study is over 35%. These
data include the use of traditional expressions and popular expressions from the
Internet in all 15 selected films. Given that these films were chosen because they were
all in the top five highest tickets sales in their released year, compared with other
animation films in the same year, the data relating to 35% can be referenced as a

datum point in terms of a good quality translated film in future studies.

8.1.3 Main Issues in the Given Data

Besides the investigation into the three hypotheses, I also found and concluded that
there are several main issues in the subtitling in the 15 selected animation films. They

are:

1) There is not a unified standard or requirement for the translation of characters’
names, the names of places, landmarks and some specialized terms in different kinds
of scientific areas as well as some loan words from other languages. This makes the
translation of all the above-mentioned types of names chaotic; some film subtitling
has been translated with similarly pronounced Chinese characters, but without the

same meaning.

2) The inappropriate or excessive use of some unsuitable translation strategies, such
as ‘“expansion” in film subtitling, when the inappropriate use of traditional
expressions or popular expressions occurs; the reason behind this expansion in the
given translation is usually occurs when the subtitlers tried to use these culturally

loaded expressions to engage the audience, on their terms, with more amusing
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phrasing within the dialogue. This phrasing, however, went beyond the film’s original
scripted dialogue. It is appropriate to reiterate here that, the three most important
criteria for judging the quality of subtitle translation should be, in order, faithfulness;
brevity and simplicity; maximizing the comic potential of the dialogue. It is arguable
that subtitlers should not venture beyond the intrinsic meaning of a film’s original
dialogue by adding their own material, no matter how potentially humorous it may be
or only attaching importance to get higher compensation; 3) In the use of traditional
expressions, some subtitlers used uncommon idioms or terms with difficult characters.
Considering the type of film concerned, and the potential audience (they may be
children), using such difficult expressions should be avoided. In most cases, the

notion of “simple is good” should be at the core of the subtitle translation.

To sum up, according to the collected data and data analysis, the study’s findings are
as follows: 1) the length of film subtitles translated into Chinese is generally longer
than the corresponding dialogue in the original English; 2) uses of the two discussed
types of expressions are present in the data and most of them are effective in the
collected data; 3) several issues in using these expressions were highlighted by the
data (e.g., unnecessary, erroneous or inappropriate use); 4) the frequency of using
popular expressions is higher than for traditional expressions; 5) there are four
typology strategies (paraphrase, transfer, condensation and transcription) that are used
effectively and with a high frequency in the given data, along with two newer
strategies (globalization and localization). Based on these findings, culturally loaded
expressions (traditional expressions and popular expressions), as forms of cultural
elements, can be found in the collected data, which is in line with what the researcher
expected in the ideation of the research hypotheses. That said, the high frequencies of
using these expressions in the data are beyond my expectation. In response, I carried
out a further survey on the tendency towards using these types of expressions, with
the findings as follows: 1) the films released after 2011 are generally use these two
types of expressions to a higher degree than those distributed to the public before
2011; 2) in each of the serials, the latest episodes generally use a higher frequency of
these two types of expressions than their previous ones. These phenomena confirm
that, with the development of globalization, translated film products, as a means of
intercultural communication, display a tendency towards using more culturally loaded

expressions in the translated version of subtitles in order to successfully deliver and
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exchange intercultural communications between the foreign films and their target

audience.

8.2 Recommendations

Following the idea of polysystem, I focused on the language features in the translation
from English into Chinese, the transfer of the two cultures, the receptors (literacy
levels, daily language preference), the features of the bilingual subtitles (lengths,
expressions), and the type of film in this research in order to analyse the factors that
may affect the quality of subtitle translations. In the last three chapters of data
analysis and discussion, based on the corpus, the questionnaire and interview, I
discussed each of three study hypotheses by analysing the data and identifying the use
of culturally loaded expressions (traditional expressions and popular expressions) to
realize effective subtitling in order to guarantee the language quality of translated
films. Although the use of traditional expressions and popular expressions from the
Internet inform her conclusions, the use of specific suitable translation strategies for
English-Chinese subtitling represents the most correct method. Therefore, in the final
part of this thesis, I concluded that my research contribution relates to the efficacy of
the discussed six strategies for E-C films translated, particularly in terms of how these
strategies make the language understandable and the culture intelligible in a subtitled
product. Furthermore, the awareness of cultural components in film translation is
important when creating high-quality subtitles. In practical terms, the awareness of
cultural difference in a subtitled product can make the overall translation of subtitles
more like real life language. The general rule for the subtitle translation might be:
faithful in meaning, simple in language, culturally accepted in expression (by the use

of culturally loaded expressions).

Then, in the analysis of the use of the above two types of expressions, the researcher
found several typical issues in the given data. To resolve three main problems
emerging from the current data, the researcher generally discussed the following

suggestions:

1) There are two ways of unifying and harmonizing the translation of names. One
could be to use the standard Chinese versions to the common names of characters,

like “BHi%” for “Linda”, or the famous places or landmarks’ names, like “%i #fr 4 in i
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for “Las Vegas”. But for less common names or some fictional names which usually
indicate the personality of the characters, the translation rule should be that of using
simple structured Chinese characters rather than using complicated ones (Luo,
2014:80). For example, the name “Otis” in Cars, 2011, can be translated as “KX$2 47>,
or “NL7% >, both of these two translations are theoretically correct, but the former

one 1s simpler in spelling and will be easier to read by audiences.

The other way could be simply “copy and transfer” the English names into the
Chinese translated subtitles. This is an effective method for avoiding length problems,
as well as a politer way to respect the English culture inherent in the original names.
However, the mixture of English names within Chinese translated subtitles requires
the audience to have a certain level of English cultural knowledge; they need to know
the common names people use, and to have an idea of some famous places and
landmarks. For scientific, specialized terms or loan words, in most cases, the subtitler
needs to add a brief explanation in brackets in order to offer more information to the
audience, otherwise, these terms will be difficult to comprehend by the audience.
However, as this is a kind of “expansion” to the length of the translated subtitles,
subtitlers should be very careful when adding brief and simple information by way of

explanation.

For example, in Cars, 2011:

00:24:49,609 —> 00:24:51,975
-No, no, wasabi. -Same old, same old.

A A, TERE (BB -— R — R

In the English original subtitle, “wasabi” is a Japanese Latin word; the subtitler gave a
proper translation by adding a brief explanation in brackets. This additional
information lets the audience know this is a Japanese word. Audience with certain
knowledge of Japanese food will quickly realize this word means a kind of typical
Japanese spicy sauce. Using this method, the intercultural communication between the

film and the audience could be successful.
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2) Regarding the second and third imperfections the researcher found in the data, the
solution is same. “Expansion” as a kind of translation strategy is not always suitable
in film subtitling because of the limitations of time and space that condition film
subtitles. Subtitlers should be very careful when they use this strategy. Unnecessary
expansion should generally be avoided even if the expansion could make cultural
references more intelligible. Taking E-C subtitling as a specific example, I found that
some subtitlers use Chinese traditional expressions like old, archaic sayings in some
unnecessary places. It may be to show off their own linguistic skills or these sayings
might be used without the subtitler realizing that he is complicating the reading
process. However, they neglected the more important criterion of “brief and simple,
and therefore, readable” in their translation. My recommendation is the subtitler
should follow the precedence rule when he is subtitling. He should make the subtitling
“readable” and then to make it “culturally referenced” if there is the space and time to

allow this.

8.3 Potential Contribution

It is arguable that the current study has accomplished its objectives. However, this
study only represents a start and further research will be necessary if my findings to
date are to develop knowledge and practice in the chosen area. I plan to enlarge my
created corpus and collect as many animated film subtitles as possible. The aims for
the next stage of my research are as follows: construct an extended “corpus” rather
than a limited “database” in relation to all the translated films released in the past 10
years; examine the three hypotheses by the enlarged number of data; examine if there

are more issues appear in the enlarged corpus; discuss more effective strategies.

Beyond further verification of the three current research hypotheses, I plan to test
more detailed assumptions in relation to the following questions: firstly, how many
viewers agree that the subtitle translation is the key component when commenting on
whether an animation film is good or not? Secondly, besides the discussed two types
of expressions (traditional expressions and popular expressions) in the current stage of
this study, are there any other kinds of expressions that are particular to English-
Chinese subtitling? Thirdly, is there a measuring scale for creating subtitles with the
use of certain software, such as Excel, SPSS or EVIEWS, to help people to check

their translation work on subtitles in the future?
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These further hypotheses require more specific work and much more time in the
future. The enlargement of the corpus is a basic step in future work. Having collected
data from 18,901 pairs of subtitles from the 15 selected films, I will next collect data
for all the animation films from the last 10 years or the time period from 2000 to 2016.
The analysis of all the animation films ranging from bestsellers to the less popular
ones, and even those with the lowest box office receipts, will not only test whether the
popular films can be regarded as good quality in terms of language, but also whether
they can be more specifically evaluated in terms of the use of peculiar expressions and
special translation strategies, for example. Therefore, the next step of the study will be

more complicated but more meaningful.

In due course, the development of the current parallel corpus with the special purpose
of subtitle translation in English and Chinese is also meaningful. It is known that
translated films, as forms of exported products, promote not only commercial
exchange between different countries, but also a kind of intercultural exchange to
advance cultural communication among different nations. Particularly in China,
exported films still have many imperfections and problems in the quality and
efficiency of subtitle translation, which may influence the effectiveness of cultural
communications. Therefore, to build up a parallel corpus of professional audiovisual
subtitle translations is an empirical way to improve the quality and efficiency of
subtitle translation in audiovisual products. According to Yang and Tang (2014:170),
there is no such kind of corpus in China today; the establishment of the current small
parallel corpus therefore becomes an innovative attempt in this area of study. In the
future development of this kind of corpus, besides the regular functions regarding the
extraction of particular language expressions (e.g., the extraction of Chinese
traditional expressions and popular expressions in this research) and the comparison
between the target and source languages (e.g., the length difference between the dual
subtitles), scholars and practitioners can strengthen the current functions and also
develop the corpus by adding new functions. I plan to develop two more kinds of
function in the future construction of the corpus: one is to put more “labels” in the
data in order to create different categories, such as “language expression styles”,
“time of the screenplays”, “theme of the films”, as well as special sub-corpuses,

which can help different scholars to carry out their varied purposes of study more
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effectively. 1 can improve and strengthen the current corpus by transforming the
current corpus into a sub-corpus to enlarge the bigger corpora, such as a language

analogy corpus and an E-C translation corpus.

8.4 Limitations and Future Study

As explained in the previous sections, this is the first stage of research. Therefore, I
could not accomplish all my wanted to in a single project due to limited time. The

main limitations of the current study can be expressed as follows:

1) The amount of collected subtitles is relatively small compared with a more
extensive translation corpus.

2) The group consulted via questionnaires is also limited in size. At this stage of the
study, I only chose one kind of audience to complete my questionnaire. Although
this group represents an important section of viewers who watch translated
animated films, other kinds of audience should also be considered.

3) Since the discussion and suggestion about the main issues and effective strategies
were based on the collected data at this stage of the current research, once the data
are updated and enlarged, more specific issues could be identified, allowing more
evidence to test the effectiveness of the discussed strategies to emerge. Therefore,
the study of these two aspects of current film subtitles will have more reference
value to the future study of animation film subtitle translation from English into

Chinese.

Based on the above analysis, further study by me could address the limitations, not
least by testing the measuring value in a real situation. In doing so, I would expect to

obtain more data and finally fulfil the purpose of her study at a practical level.

Moreover, this research is limited to one of the branches in the full range of AVT
study; considering them all would be an endless task. In the past three years, AVT
research has been characterized by two typical and notable features: diversification
and interdisciplinarity. The current research seizes the opportunity to construct a
model for the study of subtitle translation in E-C animation films. At this stage, I have
chosen to refer to Gottlieb’s theoretical writings rather than more topical theories, as I

wish to employ a traditional and well-established translation conceptas my
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foundation stone. Following the current research, however, [ fully intend
to incorporate the latest ideas and technologies into my future work in order to
improve and strengthen my research acquisition so that it meet the needs of the

current era.

284



Bibliography

Aaltonen, S. (1997). Translating plays or baking apple pies: a functional approach to
the study of drama translation. In: M. Snell-Hornby, Z. Jettarova. and K. Kaindl, eds.,
Translation as Intercultural Communication: Selected Papers from the EST Congress,

Prague. Amsterdam: John Benjamins, pp. 135-146.

Agost, R. (2004). Translation in bilingual contexts: different norms in dubbing
Translation. In: P. Orero, ed., Topics in Audiovisual Translation. Amsterdam and

Philadelphia: John Benjamins, pp. 63-82.

Aixela, J. F. (1996). Cultural-specific items in translation. In: R. Alvarez. and M.
Carmen-Africa Vidal, eds., Translation, Power, Subversion. Toronto: Multilingual

Matters Ltd, pp. 52-78.

Andermann, G. and Rogers, M., eds. (1999). Word, Text, Translation: Liber
Amicorum for Peter Newmark. Clevedon, Buffalo, Toronto and Sydney: Multilingual

Matters Ltd.

Antonini, R. (2005). The perception of subtitled humor in Italy. Humor: International
Journal of Humor Research, 18(2), pp. 209-225.

Atom, E. and Balfour, 1., eds. (2004). Subtitles: On the Foreignness of Film.
Massachusetts: Massachusetts Institute of Technology and Alphabet City Media, Inc.

Baker, M. (1993). Corpus Linguistics and Translation Studies: Implications and
Applications/Text and Technology: In Honour of John Sinclair. Philadelphia and

Amsterdam: John Benjamins.

Baker, M. (1996). Corpus-based Translation Studies: The Challenges that Lie Ahead
Baker, In: Harold Somers, editor(s). Terminology, LSP and Translation: Studies in
Language Engineering in Honour of Juan C. Sager. Amsterdam and Philadelphia:

John Benjamins; 1996.

285



Bassnett, S. (1998). The translation turn in cultural studies. In: S. Bassnett and A.
Lefevere, eds., Constructing Cultures: Essays on Literary Translation. Clevedon:

Multilingual Matters, pp. 123-140.

Bassnett-McGuire, S. (1991) Translation Studies, Rev, ed. London: Routledge.

Bassnett-McGuire, S. (2002). Translation Studies, 3rd ed. London and New York:
Methuen.

Bassnett, S. and Lefevere, A, eds. (1990). Translation, History and Culture. London:

Pinter.

Beekman, J. and Callow, J. (1974). Translating the World to God. Grand Rapids:

Zondervan.

Beidelman, T. O., ed. (2001). The Translation of Culture: Essays to E. E. Evans-
Pritchard. London: Routledge.

Best, J. W. and Khan, J. V. (1989). Research in Education. Englewood Cliffs, NJ:
Prentice Hall.

Bittner, H. (2011). The quality of translation in subtitling [online]. Available at:
www.trans-kom.eu/bd04nr01/trans-kom 04 01 04 Bittner Quality.20110614.pdf
[Accessed 18 January 2017].

Caffery, C. (2008). Viewer perception of visual nonverbal cues in subtitled TV anime.

European Journal of English Studies, 12(2), pp. 163-178.

Cang, L. et.(2012). (FATIESTHI MG SCAL) iR EE H k. 2012 4E 10 H

Cao, H. (2012). (PUBMEIRATIELE (AN RIBLE) 5Bl & b i 8 H——F 1%
HIF1EHA ) [online]. Available at: http:/www.doc88.com/p-4724130488674.html
[Accessed 6 July 2017].

286



Cha, M. (2001) (HERIFEH LRI PIEM . BHE5E5) J. (ORISR
(T2 AL S RERR)Y 28 4 3, pp. 91-94.

Chaume, Varela, F. (2004). Synchronization in dubbing: a translational approach. In:
P. Orero, ed., Topics in Audiovisual Translation. Amsterdam: John Benjamins, pp.

35-52.
Chen, J. (2006). The discussion of English movie subtitles. Conference Proceedings

of the 10th Academic Conference of the Fujian Translators Association [online].

Available at: http://www.fjfyxh.com/article.php?1d=23032 [Accessed 1 June 2016].

Cheng, S. (2011). (MBIPEHIRTE DR BIE S0 @) [online]. Available at:
http://cdmd.cnki.com.cn/Article/CDMD-10200-1012292554.htm [Accessed 23 June
2016].

Chesterman, A. (2000). Memes of Translation: The Spread of Ideas in Translation
Theory. Amsterdam/Philadelphia: John Benjamins.

Cronin, M. (2003). Translation and Globalization. London and New York: Routledge.

Danan, M. (1991). Dubbing as an expression of nationalism. Meta, 36(4), pp. 606-614.

Dang, Y. (1996). (Fif L A in MFHY 4w 1w HEREDTE) (1. (EiEA
=) pp33-36.

Davies, Eirlys E. (2003) “A Goblin or a Dirty Nose: The Treatment of Cultural-
specific References in Translation of the Harry Potter Books”, The Translator: Studies

in Intercultural Communication, 9(1), pp. 65-100.

Delabatista, D. (1989). Translation and mass communication: film and TV translation

as evidence of cultural dynamics. Babel, 35(4), p. 196.

287



Diaz-Cintas, J. (1999). Dubbing or subtitling: the eternal dilemma. Perspectives:
Studies in Translatology, 7(1), pp. 31-40.

Diaz-Cintas, J. (2003). Audiovisual translation in the Third Millennium. In: G. M.
Anderman and M. Rogers, eds., Translation Today: Trends and Perspectives.

Clevedon: Multilingual Matters Ltd., pp. 192-204.

Diaz-Cintas, J. (2004). In search of a theoretical framework for the study of
audiovisual translation. In: P. Orero, ed., Topics in Audiovisual Translation.

Amsterdam and Philadelphia: John Benjamins, pp. 21-34.

Diaz-Cintas, J. and Aline, R. (2007). Audiovisual Translation: Subtitling. Manchester,
UK: St. Jerome Publishing.

Diaz-Cintas, J. (2009). New Trends in Audiovisual Translation. Multilingual Matters.

Dollerup, C. (1974). On subtitles in television programmes. Babel, 20(4), pp. 197-202.

DoNews. (2015). DoNews Official Website [online]. Available at:
http://www.donews.com/net/201512/2910526.sh [Accessed 31 August 2016].

Du, Z. (2013). (EAlZALEH P S5HI5T) [online]. Available at:
http://book.sina.com.cn 2015-3-1 [Accessed 20 June 2016].

Egoyan, A. and Balfour, I, eds. (2004). Subtitles: On the Foreignness of Film.
Massachusetts: Massachusetts Institute of Technology and Alphabet City Media, Inc.

Entgroup. (2016). China Film Industry Report 2014-2015 (In Brief) [online].
Available at: http://english.entgroup.cn/uploads/reports/China%20Film%20Industry
%20Report%202014-2015 (in%20brief) .pdf[Accessed 10 September 2016].

Even-Zohar, 1. (1978a). Papers in historical poetics. In: B. Hrushovski and I. Even-
Zohar, eds., Papers on Poetics and Semiotics 8. Tel Aviv: University Publishing

Projects, pp. 7-95.

288



Even-Zohar, 1. (1978b). The position of translated literature within the literary
polysystem. In: J. Holmes et al., eds., Literature and Translation. Leuven: ACCO, pp.
117-127.

Fang, Y. (2004) (=TF5UBe HLIE MRS 4T . CHEEZAR) 2004 E55 03
1, p.20.

Fantini, A. E., ed. (1997). New Ways in Teaching Culture. Alexandria, USA: TESOL,

Inc.

Feng, X. (2002). {iEFHIALRIERDY . GESHF) . S1 . [online]. Available
at: http://www.cnki.com.cn/Article/CJFDTotal-YYYJ2002S1017.htm [Accessed 12
October 2016].

Fishman, J. A. (2008). Language and culture. In: A. Kuper and J. Kuper, eds., The
Social Science Encyclopedia, 2nd ed. London and New York: Routledge, p. 13.

Francis, G. (1993). A corpus-driven approach to grammar: principles, methods and
examples. In: M. Baker, G. Francis and E. Tognini-Bonell, eds., Text and Technology:
In Honor of John Sinclair. Amsterdam and Philadelphia: John Benjamins, pp. 137-156.

Gambier, Y. (2008). Recent developments and challenges in audiovisual translation
research. In: D. Chiaro, C. Heiss, and C. Bucaria, eds., Between Text and Image:

Updating Research in Screen Translation. Amsterdam: John Benjamins, pp. 12-13.
Gay, L. R, Mills, G. E. and Peter, A. (2006) Educational Research: Competencies for
Analysis and Applications, 8th ed. Upper Saddle River, NJ and Columbus, OH:

Pearson Merrill Prentice Hall.

Gentzler, E. (1993). Contemporary Translation Theories. Clevedon: Multilingual
Matters.

289



Gong, Y. (2008) (GANBH PR AL B G BN PESRRE Y T, QL) #E ALK 2727
Y ZH 112 #1.

Gonzélez-Iglesias, J. D. and Toda, F. (2011). Dubbing or subtitling interculturalism:
Choices and constraints. In: Journal of Intercultural Communication, 25: 2 [online].
Available at: http://www.immi.se/intercultural/nr25/gonzalez.htm [Accessed 10

October 2016].

Gottlieb, H. (1992). Subtitling: a new university discipline. In: C. Dollerup and A.
Loddegaard, eds., Teaching Translation and Interpreting: Training, Talent and

Experience. Amsterdam and Philadelphia: John Benjamins, pp. 161-170.

Gottlieb, H. (1994a). Subtitling: diagonal translation. In: Perspectives: Studies in
Translatology, 2: 1, pp. 101-121.

Gottlieb, H. (1994b). Subtitling: people translating people. In: C. Dollerup and A.
Lindegaard, eds., Teaching Translation and Interpreting 2 - Insights, Aims, Visions

Amsterdam and Philadelphia: John Benjamins, pp. 261-274.

Gottlieb, H. (1998). Subtitling. In: M. Baker, ed., Encyclopedia of Translation Studies
London and New York: Routledge, pp. 244-248.

Gottlieb, H. (2004). Language-political implications of subtitling. In: P. Orero, ed.,
Topics in Audiovisual Translation. Amsterdam and Philadelphia: John Benjamins, pp.

83-100.
Guo, J. (1998). The cultural elements in translation: foreignizing and domesticating.

In: Foreign Languages, Volume 2, pp.12-18.
Guo, J. (2000). Culture and Translation. China: China Foreign Translation Ltd.

Guo, Y. and Bai, B. (2008). (ZZfEZUEFEH/REHIFEIRERBE) . 1. (GFFFMR/RRE

FAR) . CEEA RO 5 3

290



He, J. (2015). (HESZTFHFH I BOERI1E--Cl< A& 38010 1. GRINEE) |
201547 H.

Hermans, T., ed. (1985). The Manipulation of Literature: Studies in Literary

Translation. London: Croom Helm.

Holmes, J. S. (1994). Translated! Papers on Literary Translation and Translation

Studies. Amsterdam: Rodopi.

Holmes, J. S. (2000). The name and nature of translation studies. In: L. Venuti, ed.,

The Translation Studies Reader, London and New York: Routledge, pp. 172-185.

Hollows, J. (1995). Mass culture theory and political economy. In: J. Hollows and M.
Jancovich, eds. Approaches to Popular Film, Manchester and New York: Manchester

University Press, p. 16.

Holz-Manttari, J. (1984). Translatorisches Handeln. Helsinki: Suomalainen

Tiedeakatemia.

House, J. (1981). A Model for Translation Quality Assessment, 2nd ed. Tiibigen: Narr.

Huang, H. (2007). Movie classification using visual effect features. In: 2007 IEEE
Workshop on Signal Processing Systems, Oct. 2007, pp. 295-300.

Huang, Q. (2007). (B2 0L mPER) 1. (OMEZF ST .« (Bil)E
D, 545 1

Huang, W. (2015). (432 B ALM BT 7L 3h i s il e ) J. CRRERIMYE R
%) . [online]. Available at: http://cdmd.cnki.com.cn/Article/CDMD-10394-
1015713897.htm [Accessed 26 June 2017].

Hunndt, M., Nadja N. and Carolin, B., eds. (2007). Corpus Linguistics and the Web.
Amsterdam and New York: Rodopi.

291



Hu,W. (2006). (IhRefliFE s T FTHLA AnEE) 1 CERIIE) 2006 4
5 4%

Hu, Z. (2011). GEALBHEEAIES SCHERITY M. (BRARSC2EY - (BB HD 2011 45
4 .

Istvan, F. (1976). Film Dubbing: Phonetic, Semiotic, Esthetic and Psychological
Aspects. M. Hamburg: Buske.

Ivarsson, J. (1992). Subtitle Translation for the Media: A Handbook of an Art.
Stockholm: Transedit.

Jacobsen, A. L. (1994). Translation: a productive skill. In: H. Bergenholtz et al., eds.
OFT Symposium: Translating LSP Texts, Copenhagen: Copenhagen Business School,
pp. 41-70.

Jerome, E. H. (St. Jerome) (395CE/1997). De optime genere interpretandi (letter 101
to Pammachius). In: Epistolae D. Hieronymi Stridoniensis, Rome: Aldi F., (1565), pp.

285-91. Trans. by P. Carroll as On the Best Kind of Translator. In: D. Robinson, ed.
(1997b), pp. 22-30.

Jia, F. (2010). (Bhm#tie) . h EAGR HckE, 28 =hR , p. 185

Jia, Y. (2015). (PUBMZEHATIEAE (B= k) FHRBEF i) J 1 Caft
WE LS HE ) 2015 45 6 1.

Jiang, R. (2003). (EIEAXMBBEREm: HASHEHE) J. ChE#EZE) 28
5 #A.

292



Karamitroglou, F. (2000). Towards a Methodology for the Investigation of Norm sin
Audiovisual Translation: The Choice Between Subtitling and Revoicing in Greece.

Amsterdam and Atlanta, GA: Rodopi.

Koolstra, C., Allerd, M., Peeters, L. and Herman S. (2002). The pros and cons of
dubbing and subtitling. In: European Journal of Communication, 17: 3, pp. 325-354.

Kramsch, C. (1998). Language and Culture. Oxford: Oxford University Press.

Kuhiwczak, P. and Karin, L., eds. (2007). A Companion to Translation Studies.
Clevedon, Buffalo and Toronto: Multilingual Matters Ltd.

Lavery, C. (1993). Focus on Britain Today (Teacher’s Book). London: Macmillan.

Laviosa, S. (1998). The corpus-based approach: a new paradigm in translation studies.

In: Meta, 43: 4, pp. 474-479.

Lefevere, A. (1975). Translating Poetry: Seven Strategies and a Blueprint. Assen and

Amsterdam: Van Corcum.

Lefevere, A. (1992). Translating Literature: Practice and Theory in a Comparative

Context. New York: The Modern Language Association of America.

Lefevere, A. (2004). Translation, Rewriting and the Manipulation of Literary Fame.
London: Routledge.

Lefevere, A. and Bassnett, S. (1990). Translation, History and Culture. London: Pinter.

Lefevere, A. and Jackson, K. D., eds. (1982). The Art and Science of Translation.
Disposition, pp. 19-21.

Leppihalme, R. (1997). Cultural Bumps: An Empirical Approach to the Translation of
Allusions. Clevedon, Philadelphia, Toronto and Sydney. Johannesburg: Multilingual
Matters Ltd.

293



Li, H. (2012). (EKIRPGEEE 53515 IR R L8R5 S ) [online]. Available
at: https://wenku.baidu.com/view/3f987661a45177232f60a2be.html [ Accessed 23
June 2017].

Li, H. and FU, Z. (2005). (FJo 552056 iae) ). CRERHEEIEE) . 2005 4
SH, B185EH 2.

Liang, M. Li, W. and Xu, J. (2013). Using Corpora: A Practical Coursebook. Beijing:

Foreign Language Teaching and Research Press.

Liu, C. (2003 (1)). (¥P/r#hdEsh/R gl A8) I (AMESEIRE) |

Liu, J. (2011). (HEMr™ 5 EHE U5 2583 — 2 ) [online]. Available at:
http://www.doc88.com/p-19952967813.html [ Accessed 23 June 2017].

Liu, M. (1998). Literary Form and Translation. Beijing: China Translation Press.

Liu, W. (2010). { ZhAEEID SIS 5B S 3 P AL ——LA 2010 i& S B0 %
KATZHTE) . [online]. Available at: http://www.cnki.com.cn/Article/CJFDTotal-
SDDD20100402 [Accessed 22 June 2017].

Liu, X. and Guo, F. (2013). (RIRIMACPGEFTBIERFT) . [online]. Available at:
http://www.xzbu.com/4/view-7186068.htm [Accessed 27 June 2017].

Li, Y. (2001). {F#BHEmsrg) J. (R EHIFE) . Vol. 22, No. 4.
Lombheim, S. (1999). The writing on the screen. Subtitling: a case study from
Norwegian broadcasting (NRK), Oslo. In: G. Anderman and M. Rogers, eds. Word,

Text, Translation: Liber Amicorum for Peter Newmark. Clevedon: Multilingual

Matters Ltd.

294



Lotman, J. M. and Uspensky, B. (1978). On the semiotic mechanism of culture. In:
New Literary History, pp. 211-232.

Luo, C. (2014). { NZBIVERI SRS AERYE Y J. (HMBWFF) . 2014 FE2 2 3,
pp77-79.

Luyken, G. M. (1993). Overcoming Language Barriers in Television: Dubbing and
Subtitling for the European Audience. Manchester: The European Institute for the

Media.

Ma, H. and Ju, M., eds. (2009). Selected Readings of Contemporary Western

Translation Theories. Beijing: Foreign Language Teaching and Research Press.

Ma, Z. (1997). CIeseMBHERIZEA AN | COARAL#E (b BEAEGERZ 52 40)) 56
05 .

Ma, Z. (2003). (AR BIAS (8038 0 SE e AE) 0. (SAMFaRk) 56 2 JA.

Ma, Z. (2005). (GEALEHIREE) MAbRT: Jbat $E 22 B it

Mackey, A. and Gass, S. M. (2005). Second Language Research: Methodology and

Design. New Jersey: Lawrence Erlbaum Associates, Inc. Publishers.

Manning, C. and Shackford-Bradley, J. (2010). Global subjects in motion: strategies
for representing globalization in film. In: Journal of Film and Video, Volume 62,

Number 3, Fall 2010, pp. 36-52.

McEnery, T., Richard, X. and Yukio, T. (2006). Corpus-Based Language Studies: An
Advanced Resource Book. London and New York: Routledge.

Meyer, M. (1981). On translating plays. In: Marilyn, Gaddis. R., ed. Translation
Spectrum: Essays in Theory and Practice Albany: State University of New York Press,
p. S1.

295



Moller, K. E. K. and Pirjo, K. (1983). Role of motives and attributes in consumer

motion picture choice. In: Journal of Economic Psychology, Vol.4 (3), pp. 239-262.

Munday, J. (2008). Introducing Translation Studies: Theories and Applications
(Second Edition). Oxford: Routledge.

Newmark, P. (1981). Approaches to Translation. Oxford: Pergamon Press.

Newmark, P. (1988). Approaches to Translation. London: Prentice Hall.

Newmark, P. (1998). A Textbook of Translation. Essex: Pearson Education Limited.

Nida, E. A. (1964a). Language in Culture and Society. Dell Hymes, Allied Publishers
Private Ltd.

Nida, E. A. (1964b). Toward a Science of Translating. Leiden: Brill.

Nida, E. A. (1969). Science of translation. In: Language, 45: 3, pp. 483-498.

Nida, E. A. (1993). Language, Culture and Translating. Shanghai Foreign Language

Education Press.

Nida, E. A. and Taber, C. R. (1969). The Theory and Practice of Translation. Leiden:
Brill.

Nord, C. (1991). Text Analysis in Translation, Amsterdam and Atlanta, GA: Rodopi.

Nord, C. (1997). Translating as a Purposeful Activity: Functionalist Approaches
Explained. USA: St. Jerome Publishing.

Nord, C. (2005). Text Analysis in Translation: Theory, Methodology, and Didactic
Application of a Model for Translation-oriented Text Analysis. Amsterdam and New

York: Rodopi.

296



O’Hagan, M. (2003). Can language technology respond to the subtitler’s dilemma? A
preliminary study. In: Translating and the Computer, 25. London: AsLing, pp. 1-18.

O’Hagan, M. and Ashworth, D. (2002). Translation-mediated Communication in a
Digital World. Clevedon: Multilingual Matters Ltd.

O’Keeffe, A. and McCarthy, M. (2010). The Routledge Handbook of Corpus

Linguistics. Great Britain: TJ International Ltd.

Orero, P., ed. (2004). Topics in Audiovisual Translation. Amsterdam and Philadelphia:

John Benjamins.

Ormrod, J. E. (1995), Educational Psychology: Principles and Applications.
Englewood Cliffs, NJ, New York and Toronto: Merrill.

Phillips, W. H. (2009). Film: An Introduction. Hampshire: Palgrave Macmillan.

Puuritinen, T. (1995). Linguistic Acceptability in Translated Children’s Literature.

Joensuu: University of Joensuu.

Puurrtinen, T. (2003). Nonfinite constructions in Finnish children’s literature: features
of translationese contradicting translation universals? In: S. Granger, L. Jacques and S.
Petch-Tyson, eds. Corpus-based Approaches to Contrastive Linguistics and
Translation Studies, Amsterdam and New York: Rodopi, pp. 141-154.

Pym, A. (1996). Venuti’s Visibility. In: Target 8: 2, pp. 165 - 177.

Qian, H. (1993). On the implausibility of equivalent response (Part IV). In: Meta 38.3,
pp. 449-467.

Qian, S. (2000a). (A HXFKIBREIEY . 1. CHEFRMEENEY . 5 43

297



Qian, S. (2000b). €52 1R 1F [l Hh ok BR B L AL ) I (R EBHEE) 2R
1 .

Qian, S. (2000c). FZALHH B0 126 el Hb HBoR B CE EE R HL AL ) [0 (R EERED |
13

Risager, K. (2006). Language and Culture: Global Flows and Local Complexity.
Clevedon, Buffalo and Toronto: Multilingual Matters Ltd.

Robinson, C. (2011). Real World Research: A Resource for Users of Social Research
Methods in Applied Settings. Chichester, West Sussex: John Wiley any Sons Ltd.

Robinson, D. (1991). The Translator’s Turn. Baltimore: Johns Hopkins University

Press.

Robinson, G. (1985). Cross Cultural Understanding: Processes and Approaches for
FL, E2L and Bilingual Educators. New York: Pergamon.

Samuelsson-Brown, G. (2010). A Practical Guide for Translators. Bristol, Buffalo,

Toronto: Multilingual Matters.

Shaw, Daniel. R. (1988). Transculturation: The Cultural Factors in Translation and

Other Communication Tasks. Pasadena, California: William Carvey Library.

Shlesinger, M. (1998). Corpus-based interpreting studies. In: Meta, 43 (4), pp. 486-
493.

Shochat, E. and Robert, S. (1985). The cinema after Babel: language, difference,
power. In: Screen XXVI, pp. 35-58

Shuttleworth, M. and Cowie, M. (1997). Dictionary of Translation Studies. Abingdon,
Oxon: St. Jerome Publishing.

298



Silverman, D. (1993). Interpreting Qualitative Data: Methods for Analyzing Talk,

Text and Interaction. London: Sage Publications.

Snell-Hornby, M. M. (1990). Translation Studies: An Integrated Approach.

Amsterdam: John Benjamins.

Song, H. (2012). (AT FRGEAETERE A HIHEH) . [online]. Available at:
http://cdmd.cnki.com.cn/Article/CDMD-10031-1012418735.htm [Accessed 23 June
2017].

Stone, M. (1990). Leisure Services Marketing. Surrey: Croner Publication Ltd.

Straight, H. S. (1981). Knowledge, purpose, and intuition: three dimensions in the
evaluation of translation. In: M. G. Rose, ed. Translation Spectrum: Essays in Theory

and Practice, Albany: State University of New York Press, pp. 41-50.

Sun, Y. (2009). (ML S SHALI M EER RS v TR EOA A R I LIRSS
AREMNEAESE) ) GECEH AMEBEHEE) 2009 55 11 4.

Taivalkoski-Shilov, K. (2008). Subtitling 8 Mile in three languages: translation
problems and translator licence. In: Target: International Journal on Translation
Studies. 20: 2, pp. 249-274

Tan, Z. (2004). (PE7 RN S0) MALR: RSSEDHIE.

Tian, W. (2013). ( HRARA F<InFEM < XOE 1> 755 87%) [online].
Available at: http://www.cnki.net/KCMS/detail/detail.aspx, pp.39-41 [ Accessed 23

October 2016].

Tomalin, B. and Stempleski, S. (1993). Resource Books for Teachers: Cultural

Awareness. Oxford: Oxford University Press.

Toury, G. (1980). In Search of a Theory of Translation. Tel Aviv: Porter Institute.

299



Toury, G. (1985). A rationale for descriptive translation studies (second version). In:
T. Hermans, ed. The Manipulation of Literature: Studies in Literary Translation,

London and Sydney: Croom Helm, pp. 16-41.

Toury, G. (1995). Descriptive Translation Studies and Beyond. Amsterdam: John

Benjamins.

Tymoczko, M. and Gentzler, E., eds. (2002). Translation and Power. Boston: MA:

University of Massachusetts Press.

Valdes, J. M., ed. (1986). Culture Bound: Bridging the Cultural Gap in Language
Teaching. Cambridge: Cambridge University Press.

Van Coillie. J. and Walter, P. V. (2006). Children’s Literature in Translation:
Challenges and Strategies. Manchester, UK and Kinderhook, USA: St. Jerome
Publishing.

Vanderauwera, R. (1985). Dutch Novels Translated into English: The Transformation

of a ‘Minority’ Literature. Amsterdam: Rodopi.

Vanderschelden, I. (2002). Subtitling wit: the case of ridicule. In: Studies in French
Cinema, 2 (2), p. 109.

Varela, F. C. (2004). Synchronization in dubbing: a translational approach. In: P.
Orero, ed. Topics in Audiovisual Translation, Amsterdam and Philadelphia: John

Benjamins, pp. 35-52.

Venuti, L. (1991). Genealogies of translation theory: Schleiermacher. In: TTR:
Traduction, Terminologie, Rédaction, 4: 2, pp. 125-150.

Venuti, L. (1995a). The Translator’s Invisibility: A History of Translation. London:
Routledge.

300



Venuti, L. (1995b). Translation, authorship, copyright. In: The Translator, 1: 1, pp. 1-
24,

Venuti, L. (1998). The Scandals of Translation: Towards an Ethics of Difference.
London and New York: Routledge.

Veronique, M. and Muller, C. (2015). China Online: Netspeak and Wordplay Used by
Over 700 Million Chinese Internet Users. Tuttle Publishing.

Wang, F. and Ma, Y. (2008). {#tAIVEMREESHR) 1. OMERFE) 2 5 .

Wang, H. (2003). (HEELFFRLMLEE—NEZREE) MR #dk
HE AL

Wang, J. (2008). (SCAS(IIRAT 5 AR A BdE—IRAZ 10 A1 BE /A B ik 4, <
KD L) (B BB 11

Wang, J. (2012). g L HRRHRE: NS4 BRIV EREH oK) [online]. Available
at: http://ent.sina.com.cn/m/c/2012-06-14/17543657698.shtml[ Accessed 20 December
2016].

Wang, K. (1994). The discussion of culture study in the history of translation studies.
In: Foreign Language Teaching and Approaching, vol. 4 [online]. Available at:

http://www.cnki.com.cn/Article/CJFDTotal-WJY Y 199404012.htm [Accessed 20 June
2016].

Wang, K. (1997). (EHEESCILsR) L RIgEIMERE SR AL

Wang, L. (1984). (FHEEZEIER) . (EHE) IWEREE B, 56145,

Wang, L. (2011). < Bl 7 o S04 A im] i B R R P8R4 B 2010 474 [E 2
WHEER E B BEICE MO LT CHPHTREEZAR]) 2011 458 1358 20 4.

301



Wang, M. (2006). (Fir T2, EHW—e MBS S AREERHEARMEY 1. (418
ALY .(12), pp. 76-78.

Wang, N. (2015). (HHEFE——ME51E 585 LI ERB 70D . [online]. Available at:
http://media.people.com.cn/n/2015/0721/¢397351-27338895.html [Accessed 26 June
2016].

Wang, R. (2007). { \REREEIEF FHeBl 128 Mg —<EL A A>T R R AN 20
B I CIERTEE ZAMERE 22 B 24k ) . 56 2 3.

Wang, W. (2007). (#iz18 =B R X MIE /N BIEBUR IR MERT R 1. (7
ZHNEIE AR R 1.

Wang, Y. (2003). (EiREEE 40 b ERIEE S 52(1899-1979)) J. (HHE
FE) 56 5 .

Wang, Y. (2007). C AA[ERHPESRIGE SARTEAXS (LA ) #HEmssm) . J.
G E Fhe ik (Tt akbmo ) 56 4 1.

Wang, Y. (2008). { \IHEEHIRHE SZAXT<INFEM: XUMIe>FH ke BRI 2R B )
pp- 35-37 [online]. Available at: http://www.cnki.net/KCMS/detail/detail.aspx
[Accessed 22 October 2016].

Wang, Z. (1989). The comparison of cultures in translation studies. In: Translation:

Thinking and First Drafting, 8, pp.8-10.

Waters, 1. (1994). Entertainment, Arts and Cultural Services. Essex: Longman Group
UK Limited.

Weiqing, X. (2010). {ZEAR BV PR R RPE — “AEI IR IRAE B IR ER) .
CHMEH R 50D 56 3 .

302



Weiqing, X. (2012). (b2 MBIPERIE TR EAS) I CHEEEEY , 28 5, pp.
44-47.

Wellwarth, G. E. (1981). Special consideration in drama translation. In: M. G. Rose,
ed. Translation Spectrum: Essays in Theory and Practice Albany: State University of

New York Press, pp. 140-146.

Weltfish, G. (1960). The anthropologists and the fifth dimension. In: S. Diamond, ed.
Culture in History. New York: Columbia University Press, p. 167.

Wenbo, S. (2003). Rethinking of Nida’s theory of dynamic equivalence. In: The
Academic Magazine of Hainan Normal University, April 2003 [online]. Available at:

http://d.wanfangdata.com.cn/Periodical/hnsfxyxb200304026 [Accessed 26 June 2016].

Willson, A. L., ed. (1982). On the Different Methods of Translation: German

Romantic Criticism. New York: Continuum.

Wilss, W. (1982). The Science of Translation: Problems and Methods. Tiibingen:

Narr.

Wilss, W. (1990). Cognitive aspects of the translation process. In: Language and
Communication, 10: 1, pp. 19-36.

Wu, S. and Tu, G. (2007). it B AR EEM 5B RESRIRR) . (1840-
1919) J. (HMEHIMEZEE) 25 11 1.

Xiang, W. (2014). (SZHHZEREIFM) . P EBEE MR, E—R, p. 306.

Xiao, C. (2012). Research on the “equivalent effect” of subtitle translation in Garfield
with functional equivalence theory, p. 33 [online]. Available at:

http://www.doc88.com/p-360144176531.html [ Accessed 21 October 2016].

303



Xie, S. (2007). (FEP R H M ELAFFEY LT (MY - GUERRD 5653
1.

Yan, F. (1984). (KW FHIF) . (BIEWF 78 ) . dbal: IMBEHE 5
FEH AL, 1984,

Yang, C. (2012). {\ThRe B S FHE TR B ISERP AR 1) 507 A6 . (KF
BTRZERD) . GERRPER) 5 1, SlEmNNL, FE (2014 (i
TR J PR AT IERE IR R) . CAR00z) BB, p. 174,

Yang, Q. and Rong, Y. (2012). (HLECFHSCILRTERIRIRE) ). (RS .
2012 455 18 3.

Ye, C. (2005). (X G & BRSBTS 1. CLBUTIR 254k 1
SRLEERRDY 2R 4 1.

Ye, C. (2006). it AL S FIE) .D. faM K.

Ye, C. (2016). (EPURIEE 180 F ) . _EIREANFE1E K 2 H At

Yin, Y. (2012). (IJReRiFE R s XEIEF N D) . (BX 2= R2
) 2012 32558 4 1 .

Zanettin, F., Bertardini, S. and Stewart, D., eds. (2007). Corpora in Translator

Education. Beijing: Foreign Language Teaching and Research Press.

Zatlin, P. (2005). Theatrical Translation and Film Adaptation: A Practitioner’s View.
Clevedon: Multilingual Matters Ltd.

Zhang, C. (1998). CALBIREVIAR) ). CHERBE) 25 2 1.

304



Zhang, W. and Wang, X. (2013). (DUEBGEE TG T BRI M) ..
CATALCA R 224D 26 5 %R 13 4.

Zhang, X. (2013). (H &ML HESC TR BB R R [0 47) . In: Sina Academic
Blog [online]. Available at: http://blog.sina.com.cn/s/blog _b564997e¢0101r8k1.html
[Accessed 6 June 2015].

Zhang, X. and He, Z. (2001). (iBFR3E: EHEBERERERANAY (1. (B
fRAMEY 2001 4E55 3 1.

Zhao, C. (2002). (¥l @R DU E2P 5D J. (R EBED 56 4 30

Zhao, S. and Liu, X. (2006). (FZARAE b 758 128 85 U Z B B 4 ) ..
CHRET R 2k (fh 2R ERR) Y 26 4 3, pp. 167-171.

Zhao, Y. (2004). {SCALIRBERREL RS SET) LI (PO)IAMERES4R) 26 6 .

Zheng, Y. (2011). € M [E ThRERH R EICERIT s FHe B o ER KA,
DOI: CNKI:CDMD: 2.1011.230655.

Zhu, Y. (2004). { ASCALZ#IRER R LL AR ST FPEAE I BN TE 3D I CRESME

TEAR) JES 2 .

Zlateva, P., ed. (1993). Translation as Social Action. London: Routledge.

ECRTAEA. (2016). (FLELIY, N\FANIER) . (@5 PR T IEE
RN . HigAMNEBE HARAL, p. 4.

Websites

http://baike.so.com/doc/509366-539299.html

http://dict.youdao.com

305



http://feature.mtime.com/

http://www.fun.tv

http://www.hinews.cn/news/system/2011/02/03/011964099.shtml

http://www.iqiyi.com/

https://movie.douban.com/

http://www.paper-translation.com/html/2012/6299.htm

http://v.qq.com/

http://wenda.so.com/ A RN J5 HH Kz W .

http://58921.com

Interviews

The complete transcripts of interviews are in the Appendices

1) Interview with Professor Huang Libo in April 2014 via Email

2) Interview with Prof. Liang Maocheng and Dr. Xu Jiajin on 8 July 2014 in Beijing,
China.

3) Interview with Ms. He Dan on 15 September 2015 in Shanghai, China

4) Interview with Ms. Bunny Martin and Mr. Roy Loveday on 25 October 2016 in
Surrey, UK.

306



5) Interview with Prof. Xiao Weiqing and Prof. Wang Kun on 25 June 2015 in

Taiwan, China.

307



Appendices (All the complete appendix in a separate file)

Appendix L. Questionnaire
Appendix II. Classification of the Sample Data
Appendix III. Interviews

308



Appendix I

Questionnaire

Part I: Please indicate which translation you consider to be the most accurate in relation to the original English phrase. If
you can provide a more accurate translation, please do so in the space provided:

1. Outrage in Egypt tonight as it was discovered that the Great
Pyramid of Giza had been stolen.

A) AW R B g R KRR ] — 75 5% e B BA T
(transfer, localization)

B) A ML S5 T —H M 1 HE & v 5.

C) Your own translation:

2. And replaced by a giant inflatable replica. There is panic
throughout the globe as countries and citizens try to protect
their beloved landmarks.

A) i AR B 5k — N E R Al . e
ShEeERR Y, & EARRET &AM EZRE.
(condensation, transcription)

B) ifi HH T —ME R R IEFE R .. tdit
AEREEMARZY, BT R RS B R E K .

C) Your own translation:

3. ...leaving everyone to wonder if the world's villains are
responsible for this heinous crime?

A) R FHTERG D B ANt 57 G 1) R R A A T b -
IR H . (paraphrase, localization)

B) ik AT N EAEAS B 8 R ax th 5 L 0 AN SR 2 R
XABIIRAT 5512

C) Your own translation:

4. I'm having a bad, bad day. It's about time that I get my way.
Steamrolling whatever I see. Freeze ray! Freeze ray! Freeze
ray!

I'm having a bad, bad day. If you take it personal, that's okay.
Watch, this is so fun to see. Despicable me.

A) S RIOERIFEIE, TRIMAE 2T, Wi —
PIRHRHRIE . R HOLER B IRER! BRER! S RIROTE
IRIRRIR, IREE UL R FR A 1A . U T, XAl
AiFgi. FARRA K E. (dislocation)

B) &R HIEE, KL, DRI —R. BITERFE.L TR
BT o BERFERE WA —V). AURITZ D BRI A
URATER L AR RIRE, RPEE, HPEEM —R. REHAIX
RWHE, WIFE. Ao, XEEMRIETF. Rk,

C) Your own translation:

5. FYI, your dog has been leaving little bombs all over my

yard...
A) W BT, ARE 2 A B 5 BLEAE Pk
AT (localization)

B) UE S — T, ARIMITEIR IR F HA R, FIALHS
o
C) Your own translation:

6. 1 know how you must be feeling. I, too, have encountered
great disappointment, but in my eyes, you will always be one
of the greats.

A) IR, BOAIRB R, 1ERZHE BRI HIK
& (EARFEFRIR B, AGE#ARZ R K. (localization)

B) ANEIRAIERZ . BB, EEZERHE
%, RARAERIRE, KiE2fEAZ—.

C) Your own translation:

7. They're saying he makes all other villains look lame.

A) AT A LA IR B AR #54R 2 (localization)
B) AT A S A5 HARIR B E b AR

C) Your own translation:

8. Assemble the minions!

A) EEEPANIIFL ! (localization)
B) & /N AT

C) Your own translation:

9. People are calling it the crime of the century and stuff like
that. But am I upset? No, I am not! A little. But we have had a
pretty good year ourselves, and you guys are all right in my
book.

A) NN B AR R AR R AEkmg?
A HSEHEMWA—T 5, BROISFWTHAR . A7
M2 eHCED S5 T . (localization)

B) A E A AL TG 2 2K . (RS HER?
A, WAL H—ril. ERATE CAHFERELFE, RATH
LFHALIEA T LT .

C) Your own translation:

10. That’s how I roll.
A) XTI R . (globalization)
B) Xt 2R M fE.

C) Your own translation:

11. We stole the Statue of Liberty, the small one from Las
Vegas.

A) FAVEME T BB LG, BRI 4B
BRARIR M - (transcription, globalization)
“ B) FATIEAM T B g, BT E I sk i 2

C) Your own translation:
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12. Okay, I wasn't going to tell you about this yet, but I have
been working on something very big! Something that will
blow this pyramid thing out of the water!

A) BFIE R IR AN AR PR SR IE R SR — UK T
P21 45 B A 9 BR B AR AR 183 LU | (paraphirase)

B) i, FRACKBATHMARMIYE, RIEFEM—1KG !
XA S & F B N FATHETRRK .

C) Your own translation:

13. He's styling.

A) B ZH LY ! (transcription)
B) flifEARIE T .

C) Your own translation:

14. And once the moon is mine, the world will give me
whatever I want to get it back!

A) —H AR TR TH, MBERZHRME, B4
[t 45 i 2 B AT AT 544! (paraphrase)

B) —E AR T, XA A A AR
— YR e %

C) Your own translation:

15. Gru to see Mr. Perkins.

A) A2 Gru KK Perkins 26 . (globalization)
B) % &R WA 4 i e

C) Your own translation:

Part I1. Please choose one answer for each of the following questions:

1.

A. Frequently B. Sometimes C.Never

In the most recent four years of your life at university, how often have you been to the cinema to see cartoon films?

Do you think the length of Chinese translated subtitles is readable?

A. Yes, noproblem B. Sometimes I find it is a problem

C. No, the length is not readable to me

3. Do you like translations that make use of traditional Chinese expressions such as idioms, proverbs, sentences from

ancient poems or archaisms?

A. Yes, I think it connects with our daily language. B. To some degree I feel it is a good way to use these expressions. C.
No, I think the use of these expressions makes the subtitles more complicated to understand.

4. Do you like translations that make use of modern Chinese expressions such as spoken vernacular and language made

popular on the internet?

A. Yes, it is part of our topical spoken language. B. To some degree I feel it is a good way to use these expressions. C. No,
1 think the use of these expressions makes the subtitles more incomprehensible.

5. Do you think the use of traditional and modern types of Chinese expressions requires subtitlers” awareness of cultural

difference?

A. Yes, I agree because language and culture always coexist. B. To some extent, I agree. C) No, cultural elements within
subtitles are unimportant compared with other narrative information.

Part I11. Open-ended question:

In your opinion, what have been what have been the main problems and weaknesses that have emerged in the subtitles of

recently released cartoon films?”
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Appendix I1

The Frequency of Using Gottlieb’s Typology in Sample
Film Despicable Me 1

1. Expansion:

No. Original Released translation | Suggested translation
subtitle
1 Hello, Mom. | MR 44 AR M, @, WRAEITER, H
Sorry, I meant X
to call, PRAT LA [, (H 2 v
but
2 FYL, your dog | RFEE{R—F, RHKM | #2BE—F, IRFIAEF P T

has  been | iy gt 5t it T ML F] | BIALHLR.

leaving - ittle | g 2yt s / 473 4 55
bombs all over RO

my yard
3 ...unless WRIL T AR WTHAST
they're dead... KNELBT L

4 Watchthis. | Wil f A REHE | WE, BHRME, H
Leave a b

message, beep.

5 They're saying | {4 J&B 1 FR AR AH Lt Agree with the released
he makes all | g f1ix s H AR E translation

=~

other villains R AT
look lame.
6 Please tell | &5 Jf S %, it 22 A1 | The expansion because of the
Margo, Edith | g k& %5 44 3| -k J7° | translation of the names.
and Agnes to %

come to the

lobby.
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2.

10.

11.

12.

13.

Paraphrase:

. 00:03:05,895 --> 00:03:08,780

FHAF 5] L 4R ii-- There is panic throughout the globe as countries and
citizens.

00:03:12,610 --> 00:03:15,040

BT I58R =I5 28 &R --Law enforcement still has no leads.

00:03:17,699 --> 00:03:20,130

AKX B BT I 3215 -- . . is responsible for this heinous crime?
00:04:13,755 --> 00:04:16,680

T2 AL K J14FF--It's about time that I get my way.
00:05:12,522 --> 00:05:16,030

... E S =R B AL EL#I--. .. They go wherever they want to go.
00:05:22,824 --> 00:05:25,580

LRI -- Anyway, have a good one.
00:08:46,945 --> 00:08:49,500

BT Kevin!--Looking good, Kevin!
00:09:11,761 --> 00:09:15,060

N NAR I A tH 40 K Z A4 H--People are calling it the crime of the century
and stuff like that.
00:09:22,438 --> 00:09:26,240

HIATASFE B T15 A %5 --. .. but we have had a pretty good year ourselves;
00:10:43,811 -->00:10:47,650

B FEIER X B4 KZ--. . to pull off the true crime of the century.
00:11:23,476 --> 00:11:27,700

A FLAR AT 2 B AT AT 2544 1--The world will give me whatever I want
to get it back!
00:11:27,897 -->00:11:33,130

TP N HT N, G ok # B K IA ! --And 1 will be the greatest
villain of all time!
00:14:11,144 --> 00:14:13,780

15 K Bl b [ K Z--that's very, very big, very important.
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14.

15.

16.

17.

18.

19.

20.

21.

22.

23.

24.

25.

00:29:50,959 --> 00:29:52,860
#H 24 7E f5i--Pretty impressive!
00:30:47,432 --> 00:30:48,880
it % JE 2 1) X --Home sweet home.
00:36:10,797 --> 00:36:13,790
WHIXAS, 205 R TUE B3 8% --And here, of course, is the new
weapon you ordered.
00:43:23,062 --> 00:43:26,060
B 185 B AN AL B Y --1 have pins and needles that I'm sitting on.
00:55:08,977 --> 00:55:11,280
ARG 3R AL XS 44 D1 VE--Believe me, I am completely focused.
00:55:43,636 --> 00:55:46,740
T RIRIF SE A Z K--1 love everything about your plan, except for one
thing.
00:57:39,377 --> 00:57:44,170
WAFURAT AT LLELAE AT LA 8 5 1 St 1 --Now would probably be a good
time to look for other employment options.
00:57:56,811 --> 00:58:00,040
A IR IETE 5 5% 1< " ?--Can't you see that I am in the middle of a pep
talk?
00:58:34,766 --> 00:58:38,240
¥ )T RE FATTAT BAA1--. . using this and whatever else we can find!
01:22:32,620 -->01:22:37,200
{H /2 5K IHANB B % 4] % 5 --But once again, law enforcement is baffled,
leaving everyone to wonder.
01:23:35,475 -->01:23:39,180
M At B AE 5 K B 78 --and turned his whole life upside down.”
WA 7 F, 46854 --Any relation to persons living or dead is completely
coincidental.
01:23:53,117 -->01:23:55,280
BT MR ZE AN --They made him cry.
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3. Transfer:

1. 00:02:05,084 --> 00:02:07,370

- AN A A - No, no! Stop him!

- PLE] 21 ! - Go back! Don't climb!

2.00:02:12,258 --> 00:02:13,160

Ay A __Wait, wait.

3.00:02:16,804 --> 00:02:18,930

1, uifE, & uiERBN,  AN--Okay, stop, child! Stop right there.
No!

4. 00:02:59,973 --> 00:03:02,600

HEG T W N T . --.. .that the Great Pyramid of Giza had been stolen.
5.00:04:20,136 --> 00:04:22,700

PBURIGER ) R GLR 1562k --Freeze ray! Freeze ray! Freeze ray!

6. 00:05:12,522 -->00:05:16,030

IR, XMW INE S SR B ELH#L . --Sorry. You know dogs. They go
wherever they want to go.

7. 00:05:20,530 --> 00:05:21,580

FIF B !--I'm joking!

8. 00:06:50,954 --> 00:06:52,420

FINTEVRIAE A A S . --1 know how you must be feeling.

9. 00:06:52,622 --> 00:06:55,970

RN — . IEARZE B RKFMBUEK. -1, too, have encountered great
disappointment.

10. 00:07:04,300 --> 00:07:06,190

HAFAKEGEE T — 473 . --Some fella just stole a pyramid.

11. 00:08:46,945 --> 00:08:49,500

B Kevin! --Looking good, Kevin!

K B NEREF1S? --How is the family? Good?

12. 00:08:55,036 --> 00:08:56,960

KZKUf1--Hello, everybody!

13. 00:08:59,123 --> 00:09:01,340
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Y. 2! --Simmer down. Simmer down!

14. 00:09:03,503 --> 00:09:06,300

FAERATH N AZERIT 3 1 o --Now, I realize that you guys probably heard

15. 00:09:22,438 --> 00:09:26,240

HEATSE W TE AL . --.. . but we have had a pretty good year ourselves.
16. 00:09:35,785 --> 00:09:37,340

ARG T Eeft 4 2--What did we do?

17. 00:09:37,537 --> 00:09:43,430

TATMr & 7 EART 3 b #Y K Bf % 1--Well, we stole the Times Square
Jumbotron!

18. 00:09:49,340 --> 00:09:52,930

PRATTAR =2 X FH B 2= 16 7 S BR 2 I 2--Yeah, you all like watching football
on that, huh?

19. 00:09:53,845 --> 00:09:55,150

KA IEIXES . —-But that's not all.

20. 00:09:55,346 --> 00:09:58,530

BATEME T H H 5. --We stole the Statue of Liberty.
21.00:10:08,985 --> 00:10:11,660

UFIE R 2B IR AR, --Okay, 1 wasn't going to tell you about this yet,
22.00:10:27,170 --> 00:10:28,510

#114f1--Thank you!

23.00:10:48,525 --> 00:10:50,870

FATE I ) /&...--We are going to steal...

24.00:11:09,170 --> 00:11:12,470

2 1ok RATE LA 1 2,--Next, we are going to steal,

25.00:11:36,239 --> 00:11:40,340

X 5t 2 F E ) --That's what I'm talking about.

26.00:11:55,300 --> 00:11:58,810

T LEATIRER MAIEBZ XK IR --T'Il just get another loan from the bank.
They love me!

27.00:12:37,884 --> 00:12:40,610

PATATERI B A A RAFF A T ?2--Anybody come to adopt us while we
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were out?

28.00:12:41,638 --> 00:12:43,530

FAEAE . --Let me think.

29.00:12:48,436 --> 00:12:51,410

Edith! /RFEA4 i3 5L T 2--Edith! What did you put on my desk?

30. 00:13:15,296 --> 00:13:19,050

PRI, S REIHRAEE . --Well, you say that like it's a great sale day.
31.00:13:21,511 --> 00:13:24,650

PRIBHEAF 4 R SEAFAEE TS 2--Do you still think it's a great sale day?
32.00:13:54,002 --> 00:13:57,100

e, i, iR, RABLGARITHIERORE, Al A... --Hello, Mom. Sorry,
I meant to call, but...

33.00:13:57,547 --> 00:14:00,730

TRV L 7B F- . 1 just wanted to congratulate you on
stealing the pyramid.

34.00:14:14,272 --> 00:14:16,950

PRENE G, 2 RNRIEFE YN . --When you hear about it, you're going to
be very proud.

35.00:15:51,619 --> 00:15:53,220

{EXTHEAS NREN 2 — NStk . --one giant leap for mankind.

36. 00:15:59,502 --> 00:16:01,850

FRURBAFIEET LR T . --NASA isn't sending the monkeys any
more.

37.00:16:27,989 --> 00:16:29,380

XN 4400, --It's a mathematical term,

38.00:16:45,507 --> 00:16:47,060

g t,1--Oh, yeah!

39.00:16:57,185 -->00:16:59,240

BLAR RN 78 "5 2--Do you want a demonstration?

40. 00:17:04,651 --> 00:17:07,000

Gru 564 Perkins oA IAE AT LILAR T o --Mr. Gru, Mr. Perkins will see you

now.
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41.00:17:18,331 --> 00:17:20,520

BB FHX G /Nif 2k . --1'd like to see this shrink ray.

42.00:17:20,708 --> 00:17:24,680

MRAMIRT I HBE—BF A RE . --Absolutely! Will do. Soon as I have it.
43.00:17:56,953 --> 00:18:00,430

W%, Gru, REE, WEFBERNIAERZIRZL, -Look, Gru, the
point is, there are a lot of new villains out there,

44, 00:18:03,751 --> 00:18:05,680

LLfR4E%E . --younger than you.

45.00:18:14,387 --> 00:18:16,360

AT, AT . --I've gotit. I've got it.

46. 00:20:17,468 --> 00:20:20,150

MEI ) 722 5] 51 B )--Hey! Hey! What! Hey!

47.00:20:21,973 --> 00:20:22,890

A, A, Al--No, no, no!

48. 00:20:30,648 --> 00:20:34,380

PUG HAE A AN 4% 2 7T #6485 28 | --Now, maybe you'll think twice before
you freeze someone's head!

49. 00:20:38,072 --> 00:20:40,260

B FAEARE T ! --Quick! We can't let him get away!

50. 00:21:21,074 --> 00:21:22,640

K A%, --How adorable.

51.00:21:28,665 -->00:21:29,650

Ht4.2--What?

52.00:22:04,534 --> 00:22:06,180

FARTB/NF1--1 hate that guy!

53.00:22:13,084 --> 00:22:17,020

CIBMRETRAT LR FRATIHE N U5 --...and please watch over us, and bless that

we'll have a good night's sleep.

54. 00:22:27,223 --> 00:22:29.870
WA E R RAVIR A AN FR, --And please bless that someone will

adopt us soon,
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55.00:22:43,281 --> 00:22:46,520

M, FREXR. --Unicorns, I love them.

56. 00:22:51,080 --> 00:22:54,020

A P 7R JACEY) . --Uni, unicorns, I could pet one.
57.00:24:59,751 --> 00:25:01,860

Ik ELE--Whoa! Cool.

58.00:25:12,555 -->00:25:15,290

- S RN BT 9T 2-- Wait, wait! Do you have coco-nutties?
- AW, -- Yeah.

59. 00:25:47,507 --> 00:25:49,360

- f+ 47 -- What?

- PEFHLES A !- - Cookie robots!

60. 00:25:49,551 --> 00:25:51,850

- YRYEN2-- Who is this?

-, H TIE. -- Oh, forget it.

61. 00:26:23,626 --> 00:26:25,990

PRI S Z R # ? --And 1 see you have been given the Medal of Honour?
62. 00:26:30,675 --> 00:26:32,080

-, ., F. -- Me, me, me.

63. 00:26:45,398 --> 00:26:46,490

13411 --Idiot!

66. 00:27:00,246 --> 00:27:05,060

HMILZE T Debbie it )5, I NAEFIMFALRK . --Things have been so
lonely since my wife, Debbie, passed on.

67.00:27:09,631 --> 00:27:12,610

A LE FI O U 14 --It's like my heart is a tooth.

68. 00:27:39,244 --> 00:27:41,640

9k 151i5H--Well, thank you!

69. 00:27:50,547 --> 00:27:53,830

15 1Y Margo, Edith #1 Agnes 2| H[JT K. --Please tell Margo, Edith and Agnes
to come to the lobby.

70. 00:27:56,970 --> 00:27:58,580
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PG WU — g IR IE 5% ! --1 bet the mom is beautiful!
71.00:28:08,147 --> 00:28:11,350

T BT RBARMIM 7. --My caterpillar never turned into a butterfly.
72.00:28:16,281 --> 00:28:19,690

Debbie & MREEIZ 2L N . --Well, Debbie was a very lucky woman.
73.00:28:22,203 --> 00:28:23,520

Debbie 7& #E?--Who's Debbie?

74.00:28:37,135 -->00:28:39,830

IEARATT SR L Gru S62E . --Girls, T want you to meet Mr. Gru.
75.00:28:41,306 --> 00:28:43,250

A& KU FRARATT . --He's going to adopt you.
76.00:28:43,433 --> 00:28:45,880

fih /& 2 5K 1--And he's a dentist!

77.00:28:53,401 --> 00:28:57,680

W , FJE& Margo , iXs& Edith. --Hi. I'm Margo. This is Edith.
78.00:28:58,323 --> 00:29:00,060

FB /& Agnes. --And that's Agnes.

79. 00:29:00,241 --> 00:29:02,100

PIFENRBE T FRITUEVRER T !--I got your leg, I got your leg!
80. 00:29:17,300 --> 00:29:18,740

MR 2--Crowbar?

81.00:29:54,254 --> 00:29:56,110

{5 & {4 7% ?--What are you looking at?

82.00:30:07,183 --> 00:30:08,280

IE2--Yello?

83.00:30:56,524 --> 00:30:59,190

PRt e BB 2 E 3 LI A 1--You're the guy who pretended he was a
recorded message!

84.00:31:17,003 --=> 00:31:17,940

AT --No.

85.00:32:03,842 --> 00:32:04,910

XA AP 42--What kind of dog is that?
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86. 00:32:05,093 --> 00:32:07,620

B ... TAFNIE--He is a... I don't know.

87.00:32:25,155 --> 00:32:27,850

MY X B4 IE T . --Hey! It's dark in here.

88.00:32:38,126 --> 00:32:39,280

WARAITET WL, --As you can see,

89. 00:33:14,746 --> 00:33:18,430

Iy . B . RTAEREHMEAUEFT LI . --Okay. Rule number two. You
will not bother me while I'm working.

90. 00:33:25,381 --> 00:33:27,660

WAESTINE T B3 U --or sneeze or burp or fart!

91. 00:33:51,324 --> 00:33:55,610

PATEX SR E4E N,  XTIE? Agnes? --We're gonna be really happy here.
Right? Agnes?

92. 00:45:06,708 --> 00:45:09,830

4+, J\, JL...--Seven, eight, nine...

93. 00:45:10,003 --> 00:45:11,710

YR A2 % 26 HEAC 2--Why are you wearing pyjamas?

94. 00:52:46,251 --> 00:52:48,550

ATENE, LDrAR I JExK!--Let's go. Let's try another game!
95. 00:52:58,847 -->00:53:01,030

U G ARATT R TEE . --Okay, girls, go play.

96. 00:53:08,648 --> 00:53:10,860

FERN G/ NI 2R T 1--1 got the shrink ray!

97. 00:53:13,570 --> 00:53:15,700

HRAEHE --Cotton candy!

98. 00:53:34,007 --> 00:53:36,060

HI¥KFTELAR, Perkins 4, --Sorry to bother you, Mr. Perkins,
99. 00:54:15,590 --> 00:54:16,930

FERARA T A EAEF A A PH . --1 told you not to touch my things.
100. 00:54:20,178 --> 00:54:21,810

e, FRATTRE N4 P 5% 1 2--Hey, can we order pizza?
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101. 00:55:08,977 --> 00:55:11,280

MER, T EmTE. --Believe me, I am completely focused.
102. 00:56:21,257 --> 00:56:22,930

FABH. --1don't understand.

103. 00:56:37,440 --> 00:56:38,870

Al /23K...--But L..

104. 00:57:23,278 --> 00:57:25,370

FATBER T - --we have no money.

105. 01:02:25,413 -->01:02:28,090

- FAT— A #AA &) - But we're not tired!

-RE T . - Well, I am tired.

106. 01:07:49,779 --> 01:07:50,910

BABE AR S . -1 didn't like what you said.

107. 01:22:53,057 --> 01:22:56,220

A RBATEAF 5. --Tonight we are going to read a new book.
108. 01:24:39,455 --> 01:24:41,030

T ZAR. --1love you.

109. 01:24:41,624 --> 01:24:43,280

F M Z K. --1love you, too.

110. 01:25:40,934 --> 01:25:43,850

FAIRESE, JLT--I'm so proud of you, Son.

111. 01:30:34,060 --> 01:30:37,020

B2 TAET B4 TAET [A]...--Back to work, back to work! Back to...

4, Imitation:

The translation of the names

5. Transcription:

1. 00:02:57,428 --> 00:02:59,760
A 3R SR — 25 B E I BT [ . --Outrage in Egypt tonight as it was
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discovered.

2. 00:03:15,238 --> 00:03:17,500

KFHBAEFREN BRI KR . --leaving everyone to wonder, which of the
world's villains

3. 00:03:17,699 --> 00:03:20,130

A IXFC B9 R AT I 32 15 --is responsible for this heinous crime?

4. 00:04:11,252 -->00:04:13,540

A RBOTEIRFIEIA . --I'm having a bad, bad day

5. 00:05:38,506 --> 00:05:41,010

PREER IR A Z1EPR. --If you take it personal, that's okay

6. 00:05:53,062 --> 00:05:55,570

FFA4 BrZE --You've got to be pulling on my leg!

7. 00:05:59,527 --> 00:06:00,440

A N 52--Hello!

8. 00:09:15,265 --> 00:09:19,320

o NIXANE TR ? R2:1--But am I upset? No, I am not!

9. 00:09:20,937 --> 00:09:22.,240

HRAWA—T /. --Alittle.

10. 00:09:26,442 --> 00:09:29,250

PRI 2 A #C D57 # 1 1. --and you guys are all right in my book.
11.00:09:46,921 --> 00:09:48,850

X5 A2 FR I XS o --That's how I roll.

12.00:10:11,863 --> 00:10:16,420

FLSR IR IEAE SR R — UK T FE!--but 1 have been working on something very
big!

13.00:10:17,493 --> 00:10:21,710

G IMFH IR ERABIE L --Something that will blow this pyramid thing
out of the water!

14.00:11:43,246 --> 00:11:46,880

M Gru? 3 7 F 1. --Hello, Gru? I've been crunching some numbers,
15.00:11:47,083 --> 00:11:50,140

AT I 4 2B DrIX N --and | really don't see how we can afford this.
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16. 00:13:34,732 --> 00:13:39,000
PRATER A REAE i R R /N B ZE M2 A 4E . --We wouldn't want to spend the
weekend in the Box of Shame, would we? No.
17.00:14:18,568 --> 00:14:21,670
IR IFIEm, 37, FEH: T . --Good luck with that. Okay, I'm out of
here.
18.00:16:38,041 --> 00:16:39,970
Vector! #t/&®f . --Vector! That's me.
19.00:17:16,371 -->00:17:18,140

XPEWELS F1. --Well, very nice presentation.
20.00:17:27,924 --> 00:17:31,480

IRPRIEA [ R HRAT i E%2--And yet you have the audacity to ask the bank for
money?
21.00:17:32,637 --> 00:17:34,060
FRZIXFE. --Apparently.
22.00:17:39,644 --> 00:17:44,160
PRI L B B IE R (AT H R0 A5 AT 12 . --With far too few of your sinister
plots actually turning a profit.
23.00:17:56,953 --> 00:18:00,430
W& Gru X2, WA EMIRERZIRL . --Look, Gru, the point is,
there are a lot of new villains out there.
24.00:18:20,560 --> 00:18:23,450
IR, B4R . --Get the shrink ray, then we'll talk.
25.00:20:34,569 --> 00:20:36,250
&A1, Gru!--So long, Gru!
26.00:21:02,472 --> 00:21:04,400
k55 R Z0)I| fR1--Come to papal!
27.00:21:23,993 --> 00:21:25,430
X R HIA T 1--Got you in our sights!
28.00:22:23,970 --> 00:22:26,490
IRGF R A BN IR,  Edith--Great. Thanks for that image, Edith.
29. 00:25:58,601 --> 00:26:01,290
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BRI =& AT 3K --Well, it appears you have cleared our
background check.

30. 00:26:53,364 --> 00:26:56,260

X HR 2 He -4 W] 2--What in the name of... What?
31.00:27:47,043 --> 00:27:48,530

FARIEA N FF 1 1--So, so excited!

32.00:27:58,763 --> 00:28:00,790

R ETRIIRMHIRSN N . --1 bet the daddy's eyes sparkle.
33.00:29:54,254 --> 00:29:56,110

{5 & {4 7% ?--What are you looking at?

34.00:29:56,297 --> 00:29:57,450

# K!--Boo-ya!

35.00:30:02,387 --> 00:30:03,320

&+ !--Take that!

36.00:31:28,306 --> 00:31:33,090
MIATTHEX LU TR IR — 25k, /3R AT1 7% 4318 Annie IE 415
--When we got adopted by a bald guy, I thought this'd be more like Annie.
37.00:32:17,480 --> 00:32:18,920

BANEFER . --1t's fragile.

38.00:33:38,436 --> 00:33:39,720

Y I 1 --very!

39.00:34:24,274 --> 00:34:27,190

] — T, 1X 452 4 Th2--Question. What are these?

40. 00:34:46,963 --> 00:34:48,570

TP 3224 58 1--Okay. I'm on it.

41. 00:36:54,299 --> 00:36:56,670

YRAEDE H ##ME?2--Do you want to explode?

42.00:37:11,065 --> 00:37:13,730

F R ZERAE. --The dentist thing is more of a hobby.
43.00:37:49,437 --> 00:37:52,720

M AEADLA T T, A T !--It is just a toy. Now stop it!
44. 00:40:15,959 --> 00:40:17,950
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FAEA =)o --I think I can live with that.

45.00:42:55,285 --> 00:42:57,700

Gru RAES , JFRIR™H . --You're going to suffer the wrath of Gru!

46. 00:45:04,038 --> 00:45:06,520

il 71 £ BIWE )L 7 ? --Tic Tacs! Where was 1?

47.00:45:36,404 --> 00:45:38,730

EwAWENIE, RASER o --Super-cool stuff, you wouldn't understand.
48. 00:45:55,131 --> 00:45:58,260

254K 52 HL K. --Here you go, 52 big ones.

49. 00:48:37,502 --> 00:48:38,950

I 405 T 1--Don't do that!

50. 00:50:27,946 --> 00:50:29,320

PRAFIEFRATTHEE SR K . --You've gotta let us play for it!

51.00:52:01,206 --> 00:52:03,010

NG IRMEF W . --Somebody's got a frowny face.

52.00:52:03,166 --> 00:52:05,500

FATAGE T AR b Pk T 1--We can't afford any distractions!

53.00:53:54,611 --> 00:53:57,030

A5, Gru, H-FEE. --Well done, Gru. Rather impressive.
54.00:54:17,091 --> 00:54:20,010

PV 7 U FRERRATUE Y — W 1 - --I told you, I told you. I've told you a
thousand times.

55.00:54:26,851 --> 00:54:29,610

... WFIE, PR, fFNE,  BEARAIAEAER] R 2. --Just... Fine, fine, fine,
whatever. Just get back in there!

56. 00:55:13,523 --> 00:55:14,620

XA 4~ E N !--That guy is huge!

57.00:56:25,720 --> 00:56:30,400

XA RWRC A ERIEIX AT, BRI 4 &, --You've been at this
for far too long with far too little success.

58. 00:58:42,899 --> 00:58:44,700

WeAth 4 75 EA 4 E2472--Who needs the bank?
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59. 01:02:03,725 -->01:02:06,910

H R AT F 0. --The moon is as good as ours.

60. 01:02:45,433 -->01:02:49,938

WRAE AT — B W W [ v K . --And without a bedtime story, we'll
just keep getting up and bugging you.

61.01:03:47,954 --> 01:03:49,640

IX tH §E Hi i ?--This is literature?

62.01:06:21,149 --> 01:06:24,290

%5 H #1617 1--become the man who stole the moon!

63. 01:06:30,408 --> 01:06:34,340

WRIRTIATF, EHFAR. --If you don't do something about it, then I will.
64.01:17:04,542 -->01:17:07,820

SRR e VRl A A i KR 4y )L T 1--When I get in there, you are in
for a world of pain!

65.01:23:27,634 -->01:23:30,290

e 1S 3 O R EME %K 1k . --thought he was happy as he could be.
66.01:23:53,117 -->01:23:55,280

BT M RZEAS . --They made him cry.

67.01:25:43,978 -->01:25:46,850

AN B YIE --You've turned out to be a great parent!

6. Dislocation:

The translation of the lyrics of songs

7. Condensation:

1. 00:09:09,342 --> 00:09:11,560
Apparently, it's a big deal.
RHASEAR A
2.00:11:43,246 --> 00:11:46,880

Hello, Gru? I've been crunching some numbers,

W, Gru? Ff 7R
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3.00:13:00,990 --> 00:13:04,210
So, how did it go, girls? Did we meet our quotas? Sort of.
W4, FEPRTERAFE AR IhARAT? B4,
4.00:14:08,308 --> 00:14:10,950
Just so you know, Mom, I am about to do something that's very, very big,
very important.
AR, W, REAERER —IHEURBIHI K5
5.00:20:30,648 --> 00:20:34,380
Now, maybe you'll think twice before you freeze someone's head!
PG PRAE N ik A2 22 T SE AR 4
6. 00:20:38,072 --> 00:20:40,260
Quick! We can't let him get away!

PR AR T .
7.00:21:01,346 --> 00:21:02,270
You missed me!
PREFT
8.00:21:23,993 --> 00:21:25,430
Got you in our sights!
X REEAEE 1!
9.00:21:55,733 --> 00:21:58,040
Too small! This is too small for me!
RANTVIERANT!
10. 00:25:44,170 --> 00:25:47,320
I'm going to need a dozen tiny robots disguised as cookies!
B PIGE LT AME R LS A
11. 00:26:13,283 --> 00:26:15,730
Thank you for that. I love reading.
P, LA EEZA
12. 00:26:23,626 --> 00:26:25,990
And I see you have been given the Medal of Honour...
RAFE R = ...

13. 00:26:37,432 --> 00:26:41,240
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...and you can hold your breath for 30 seconds?
...... RESF AR 30 £0?
14. 00:26:41,436 --> 00:26:43,040
It's not that impressive.
RAR— Bk o
15. 00:26:53,364 --> 00:26:56,260
What in the name of... What?
X HR A Le A ]2
16. 00:30:04,556 --> 00:30:06,250
You done been shrunk!
fRoedE 1!
17. 00:30:09,227 --> 00:30:11,130
I got the shrink ray, all right.
TR e 2045 N 2R T
18. 00:30:18,319 --> 00:30:20,050
Don't make me laugh! No.
BIE T A
19. 00:30:23,283 --> 00:30:26,220
and P.P.S., by the time I'm done with him,
PG SERHEEBLLS,
20. 00:30:33,251 --> 00:30:37,240
Look at you, a little tiny toilet for a little tiny baby...
BARNEIL, LRI RE RN .
21.00:30:51,436 --> 00:30:54,260
So, this is, like, your house?
X, MAATRK?
22.00:32:57,812 -->00:33:00,280
You will not touch anything.
ANHERIEAE AT 2K P4
23.00:37:11,065 -->00:37:13,730
The dentist thing is more of a hobby.
FERZRBENM.
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24.00:37:14,402 --> 00:37:16,720
In real life, [ am a spy.
R IE BB A2 )R
25.00:40:15,959 --> 00:40:17,950
I think I can live with that.
TASNEH.
26. 00:40:22,090 --> 00:40:26,170
Yes, but they are very old and highly unlikely to blow up.
i, AENCEZ/AREIE T .
27.00:40:37,814 --> 00:40:41,310
Well, then it's going to be a long night for you, isn't it?
WA, ARBIBRIEE R INER T2
28.00:40:45,947 --> 00:40:49,730
Because there are literally thousands of them.
X LA R 2 R
29. 00:43:23,062 -->00:43:26,060
I have pins and needles that I'm sitting on.
A NEROE S iR
30.00:51:41,978 --> 00:51:44,980
She hit that. I saw that with my own eyes.

TR WHED T .
31.00:51:45,148 --> 00:51:47,820
Hey, buddy, let me explain something to you.
mH, I, MG URREEE
32.00:54:49,624 --> 00:54:54,090
No, no, no! No, I'm sorry. It was a little attempt at humour.
A A A, AR R B RN ER— T
33. 00:55:16,276 --> 00:55:19,000
What are you doing? I told you to stay out of here!
PRI BRARATTUE 1 )3 k!
34.00:55:37,255 --> 00:55:41,020

No need to continue. I've seen quite enough.
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Mt 1. Y.
35.00:55:41,176 --> 00:55:43,480
- But my plan...

- Is a great plan.
- AR
- IR %
36. 00:55:43,636 --> 00:55:46,740

I love everything about your plan, except for one thing...
THRIRGE, SEPhALH.....
37.00:56:23,343 --> 00:56:25,560
Let's face reality, Gru.
TR BLSEIE, Grus
38.00:56:30,683 --> 00:56:34,820

We're gonna put our faith, our money, into a...
PTLMRAT E BTt ...
39.00:57:11,099 --> 00:57:13,820

Well, I am here to put those rumours to rest.
PARAF T E R — T
40. 00:57:25,530 --> 00:57:28,030
So how will we get to the moon?
HRIE 255 HWe?
41. 00:58:34,766 --> 00:58:38,240
...using this and whatever else we can find!
....... e T RE FATTRT EARY!
42.00:59:36,870 --> 00:59:38,800

Mom! What are you doing here?
W AREARKT?
43. 00:59:50,466 --> 00:59:54,940
And here, he's all dressed up in his Sunday best.

XK, il 2 2L ALFE
44. 00:59:55,680 --> 00:59:57,820
He looks like a girl!
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HEAD L2
45. 00:59:57,974 --> 01:00:01,070
Yes, he does. An ugly girl!
B AT T A
46.01:01:27,188 -->01:01:31,370
I guess Gru must just have one that looks exactly like it!
B Gru XAt A7 il FIE !
47.01:02:09,814 -->01:02:11,250
Come on now, it's bedtime.
R BT
48.01:02:20,825 --> 01:02:25,260

This is beddie-bye time, right now. I'm not kidding around. I mean it!
B T, ARITIE, HE
49.01:02:37,133 --> 01:02:40,900
The physical appearance of the “please” makes no difference.
HEARBAT.
50. 01:06:06,968 --> 01:06:12,490
I was thinking, maybe a heist is a Tuesday thing, right?
B TEARE, HAE?
51.01:06:21,149 --> 01:06:24,290
...become the man who stole the moon!
...... AYSRER )
52.01:10:10,128 --> 01:10:14,160
I don't go to little girls' dance recitals!
WA NEEAT 4~
53.01:13:31,704 --> 01:13:33,150
I can make it!
ARAT I
54.01:14:07,282 --> 01:14:09,610

Can we just wait a few more minutes?
REFFSE— /N2

55.01:22:29,117 --> 01:22:32,190
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...and the moon has been returned to its rightful place in the sky.
...... Hc&ma T .
56.01:22:32,620 --> 01:22:37,200

But once again, law enforcement is baffled, leaving everyone to wonder,

HiE, REKIAAUR, SERIERE,
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Appendix 11T

Interviews

1) Interview with Professor Huang Libo in April 2014 via email
Brief Introduction to the Interviewee

Professor Huang is based in the School of English of Xi’an International Studies

University. His main interest is the study of corpus-based translation studies.
Interview Topic

How to collate an appropriate corpus for this research

Scholar’s Suggestions

Professor Huang’s reply mainly covers: 1) suggestion on attending a relevant training
course or workshop; 2) searching online in order to find a useful corpus to be

referenced by the researcher.
Transcription
Q = questions asked by the researcher; A = answers from Professor Huang

Q: Dear Professor, I am happy to write this letter to you! I am a first year PhD student
in the University of Salford. I am now undertaking research on the discussion of
translated animation film subtitling. I plan to use a corpus as the primary research tool
in my research in order to analyse the translation strategies and issues from a selection
of 15 animation films. I would like to ask for your advice on choosing a proper type

of corpus. Thank you very much for your help!

A: Dear Ms Jin, thank you for your letter! Since you are just starting your study, I
recommend you to learn the main types of corpus in translation studies first. Every
year, in Beijing and Shanghai, there will be relevant summer courses or training for
learners. You may want to join in one or two of these studies to gain a basic
understanding of corpus. You may also search online or buy access to the online

library of Beijing International Studies University to see their recent constructed
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Chinese-English parallel corpus. This may give you some useful help. I wish you

good luck in your study!

2) Interview with Professor Liang Maocheng and Dr. Xu Jiajin, 8 July 2014, Beijing,
China

Brief Introduction to the Interviewees

Professor Liang Maocheng is a teacher, researcher and professor at Beijing
International Studies University. His study interests are corpus linguistics, computer

languages, second language acquisition and language comparison.

Dr. Xu Jiajin is a researcher at the same university in Beijing, whose study interests

are applied linguistics, corpus linguistics and corpus-based discourse construction.
Interview Topic

Suggestions that practical scholars in the field of corpus study can offer to the

researcher in order to construct a parallel corpus for this specific study.

In order to seek an effective and innovative research methodology for the current
research, the researcher referenced relevant papers and books on the study field of
AVT and she found that the tendency within translation studies research has been
towards applying a corpus in recent years. However, the use of this method in subtitle
translation is seldom. Then the researcher obtained permission from her supervisors to
attend a summer course on the topic of corpus in translation studies. On this course,
the researcher learned about different types of corpora and got to know their different
functions from the teaching of the two famous scholars in the area of corpus study.
Besides listening to the course content, the research got the chance to interview the
two scholars in order to get suggestions on choosing the applicable type of corpus in

her specific research.

Scholars’ Suggestions

In the course of the conversation about how to construct a suitable corpus for this
specific study, the interviewees offered a great deal of useful advice, which enabled
the researcher to build up her own corpus in a purposeful and focused way. The main
elements of this advice were as follows: firstly, they encouraged the researcher to seek

practical input from the Shanghai Translated Film Studio, the official company for
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translating exported films into China; secondly, they recommended naming this
specific corpus as a “self-built parallel corpus for a special purpose”, in view of the
usage and scale of the corpus; thirdly, in the next phase of the research work, they
encouraged the researcher to continue inputting more data into the corpus in order to
obtain more effective and objective data results; lastly, they recommended
transforming the data results into value measurements with a practical application to

help real-world subtitlers produce subtitles of a more effective and reliable quality.
Transcription

Q = questions asked by the researcher; A1 = answers from Professor Liang; A2 =

answers from Dr. Xu

Q1: Good afternoon, Professor Liang, Dr. Xu. Thank you for accepting this interview.

Could you please briefly introduce yourselves first?

Al: Good afternoon. Thank you for your invitation. I am the keynote speaker on this
summer course. | am a teacher at the Beijing International Studies University. In
recent years, Dr. Xu and I joined a research group on the topic of corpus study in
linguistics and translation Studies. On this summer course, we will introduce the main
types of applicable corpus in language studies and will help you to find out the

appropriate type of corpus for your specific studies.

A2: Good afternoon. I am happy to accept this interview. I was invited to attend the
teaching of this summer course because of my particular experience in building up
corpora for the language studies’ purposes. I am a team member in the research group
of corpus studies in the University of Beijing International Studies. Professor Liang is

my colleague.

Q2: Thank you. After attending the first day of this course, I found that the use of
corpus in language studies is very important and helpful. To discuss the use in

translation studies, what are the main types of corpora?

Al: According to the current situation in China, there are three main types of corpora
in translation studies: 1) corpora for English learners; 2) parallel corpora and 3)

English corpora for special purposes.
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A2: Yes, | agree with Professor Liang. And we will introduce these types of corpora
in the following days of the course. If time permits, we will give you a chance to take
a look of the corpus we just built up in the last year, which is called the Chinese-

English parallel corpus.

Q3: I am now doing research on the topic of animation film subtitling translation. I
need to compare the original subtitles with their corresponding released translations.
So, I would like to ask your suggestions for finding an appropriate corpus to use in

my study.

Al: Film subtitling translation is a new tendency in translation studies in China. It is a
good point, I think. Since you need to do many comparative works, I recommend you
to use a parallel corpus. Unfortunately, however, there is no English-Chinese film
subtitling parallel corpus at this moment, so you probably need to build up your own

corpus for your own specific purposes.

A2: I also recommend you to search for relevant parallel corpora, both in China and in
the West. The big one built up by the University of Lancaster will be worth
referencing. The review of these corpora may also help you to identify applicable
software in building up the parallel corpus. Maybe your special purpose corpus will
be enlarged one day by other scholars and this kind of corpus will be well developed

in China.

Q4: Thank you very much for your suggestions and encouragement! I will try my best
to accomplish this meaningful and hopeful task. Do you have any suggestions on
collecting effective data? I am worried about collecting unofficial data from the

Internet.

Al: This is an important concern. Since you are based in Shanghai, you may apply to
visit the Shanghai Translated Film Studio, one of biggest translating films companies

in China, which may offer you something useful.

A2: You may also search on some official websites like Sheshou, Douban, iqiyi. They

are legal websites and relatively reliable.

Q: Thank you very much for all your suggestions and your time! Your advice is very

helpful! Many thanks!
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A: You are welcome!

3) Interview with Ms. He Dan, 15 September 2015, Shanghai, China
Brief Introduction to the Interviewee

Ms He Dan works at Shanghai University of Sport; she is a teacher in the School of
Arts and Media. Her study interests are film-making, photographing and film editing.

She is a practical film-maker with over seven years’ experience.
Interview Topic

How many Chinese characters are suitable for an audience to read in one line of a film

subtitle?
Scholar’s Suggestions

“The acceptable and readable length should be around 18 to 23 characters in each
frame of a film; then, if divided into two lines, no more than 18 characters in a single
line. However, when the subtitle is over 18 Chinese characters, the subtitler needs to
make a line and a half to put in the whole content. Furthermore, the maximum number

of subtitle lines in one frame should be no more than two”.
Transcription
Q = questions asked by the researcher; A = answers from Ms He

Q: Hi, Ms He. Thank you for agreeing to this interview! Please could you introduce

yourself?

A: Hello, Ms Jin. My name is He Dan, a young teacher in the Department of Sports
Media of Shanghai University of Sport. I mainly teach film-making and photography

courses.

Q: I know you also have practical experiences in making films at our university, such
as every year’s New Year’s Gala and interviews with popular teachers of Shanghai

University of Sport.
A: Yes. I started this work when I was a sophomore at this university.
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Q: As of this year, you have over five years’ experience in making films. Do you also

make subtitles for your films?

A: Yes. Each film-maker on our team can do every job when making a film. Making

subtitles is one of the important parts of our post-production.

Q: Ok. I would like to ask for your advice about the ideal length of Chinese subtitles

in a single line.

A: Ok, when I was a student, I learned from a textbook that the acceptable and
readable length should be around 18 to 23 characters in each frame of a film. And in
the context of my practical work, 1 agree with this referenced range of numbers.

However, I always try to make my subtitles brief and simple.

Q: Fine. I also find that subtitlers sometimes use two lines to show a long subtitle, do

you think that is applicable?

A: According to my experience, if divided into two lines, no more than 18 characters
in a single line. However, when the subtitle is over 18 Chinese characters, the subtitler
needs to make a line and a half to put in the whole content. Furthermore, the

maximum number of subtitle lines in one frame should be no more than two.
Q: Ok, I see. Thank you very much for your help!

A: I am happy to give you help.
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4) Interview with Ms Bunny Martin and Mr. Roy Loveday, 25 October 2016, Surrey,
UK

Brief Introduction to the Interviewees

Ms Bunny Martin is a project director and a trainer in a youth centre. She is also a
practical film-maker with over 15 years’ work experience. She also trains young
people in making animation films during their school vacations in a local community

centre.

Mr. Roy Loveday is an audiovisual engineer and a manager in a cinema. He has over
10 years’ work experience in animation film-making. He is also a trainer in a local

community centre.
Interview Topic

How many English characters/words are suitable for an audience to read in one line of

a film subtitle?
Scholars’ Suggestions

Ms Martin suggests no more than 15 words in a single-line subtitle and emphasizes
the fact that it is important to put humour into the subtitles in order to give the
audience a sense of fun. The use of slang, Bible stories and popular expressions are

primary cultural memes in subtitles.

Mr. Loveday suggests the ideal length of a single-line subtitle is about 11 English
words. When making animation films, he prefers to use colloquial expressions in

order to make the subtitle brief and simple.
Practitioners’ Suggestions

For the first question, the two practitioners have different ideas. However, both
practitioners emphasized that the readability among the audience is their standard

when creating subtitles.

The second question asked about investigating the cultural components in the source
language. If these are noticed by the producer, when the subtitlers translate the

subtitles in to the target language, the translation of culturally specific terms in the
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source culture should not be neglected. The answers from the interviewees validate
another of the hypotheses outlined in this thesis; therefore, an awareness of cultural

components is essential in the subtitle translation.
Transcription

Q = questions asked by the researcher; Al = answers from Ms Martin; A2 = answers

from Mr. Loveday

Q1l: Good afternoon, Ms Martin, Mr. Loveday! Thank you for taking part in this
interview. I am a PhD student studying translated animation film subtitling. May I ask

you to give a brief self-introduction first?

Al: Good afternoon, Ms Jin. I am glad to take part in this interview. My name is
Bunny, I am a project director in a youth centre and have been a practical film-maker
for over 15 years. I also train young people in animation film-making with Roy. As

you see, we are now preparing the new run of training for the coming week.

A2: Good afternoon! Thank you for your interview! My name is Roy, I am Bunny’s
colleague. I will later teach animation film-making to a group of young people. I am
also a manager in a cinema and an audiovisual engineer. I have over 10 years’

experience in animation film-making.

Q2: Thank you both. Since you are doing animation film making and training, I would
like to ask you about your experience of making subtitles. Please talk about the ideal

length of a single-line subtitle in English.

Al: No more than 40 characters with spaces and punctuations. My own estimation
about the number of English words in a single-line subtitle should be around 15
maximum. However, I should emphasize that my estimation should only be a
reference for experienced subtitlers, as they ought to judge its validity visually
according to their own experience. Otherwise, subtitlers need to follow the regulation

of 40 English characters in each single line strictly.

A2: Based on my experience, taking the factor of the age of the audience in animation
films into account, I advise the ideal length of a single-line English subtitle to be

within 11 words.
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Q3: Do you prefer to use slang and English humour in your animations?

Al: Yes, I like to use colloquial expressions and some typical English expressions in
subtitles. I think these can make people have more fun, and make the language more

approachable and similar to their real-life language.

A2: Yes, I agree with Bunny. The use of typical local expressions can attract
audiences. In the making of animation films, I also encourage my trainees to make
subtitles by themselves. These young people prefer to use oral and authentic language
they are using in their real life. This makes the animations vivid and real. By the way,
I guess the translation of English subtitles should try to keep the original language

features for the target audience, then they will know us more.

Q4: Yes, thank you for your suggestions. I agree with you. The use of typical
expressions in a language is one way to deliver the original culture. The subtitlers
should try their best to use authentic expressions as much as possible. Since an
animation film is typically an entertaining and humorous film genre, the subtitles in
this kind of film need to be simple and colloquial. Yes, for translators of subtitling,
keeping the original humour is meaningful but changeable. We are not always
keeping everything as in the original; we need to keep a balance between the
audience’s ability to comprehend and the loyalty to the original author of the film.

Thank you for your time!

Aland2: You are welcome!
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5) Interview with three subtitlers from the Shanghai Translated Film Studio in
September 2015, Shanghai, China

Brief Introduction to the Interviewees

The subtitlers were happy to share their working experiences with the current
researcher; they wished the following comments to be anonymously recorded,

because they regard their work as team efforts.

Mr. A is aged 37 years and has worked as a subtitle translator for 11 years since he

received a master’s degree from university.

Mr. B is aged 48 years and is a team leader of a subtitle translation group. He has a
habit of paying attention to the grades and comments from netizens on their translated

films.

Ms. C is about 30 years of age; she is a young subtitler, but has over five years of
experience. Her experience helps her to be quick-minded and highly efficient in her

subtitling translation work.
Interview Topic

Discussing awareness regarding the use of Chinese traditional expressions and

popular expressions in the subtitlers’ work, related to their own work experience.
Practitioners’ Suggestions

The practitioners recommend using culturally loaded expressions such as traditional
expressions and popular expressions in subtitle translation. On the one hand, they
hope that the use of these types of expressions makes foreign films more
approachable to Chinese audiences; on the other hand, they believe this is a way to
develop and inherit Chinese culture. The three practical subtitlers have different ways
of learning and collecting up-to-date popular expressions, always keeping an eye on
the quality of their translation. They believe the use of culturally loaded expressions

makes their translated film more satisfying.

Transcription
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Q = questions asked by the researcher; Al = answers from Mr. A; A2 = answers from

Mr. B; A3 = answers from Ms C

Q1: Good morning! Thank you for accepting this interview. I am a PhD student in the
field of subtitle translation in animation films. My interview question is, do you agree
with the use of culturally loaded expressions, such as traditional expressions and
popular expressions in film subtitle translation, e.g., idioms, vernacular words and

popular Internet expressions?

Al: Good morning. I am happy to talk about my experience. Yes. I think it is an

effective factor to use culturally loaded expressions in my translation.

A2: Yes, I also pay attention to the use of these typical expressions. I think these

language expressions make the translation vivid and real.

A3: For English animation films, most of the subtitles are dialogues and episodes. The
use of these expressions can help me to find solutions to translate in an oral and

sometimes rhythmic way.

Q2: Thanks. Can you please share with me your experience of learning and using

these types of expressions?

Al: I began using traditional Chinese expressions in 2005, which was my second year
of working in this company. I carried out a survey in certain cinemas, finding that
audiences had a more enjoyable experience when they read and heard Chinese
traditional expressions in a foreign film. From that time, in order to meet the
audience’s preference, I began to notice the use of such kinds of expressions. For
young audiences, they are in the process of learning Chinese idioms and archaisms in
school, so when we use these expressions in animation film translation, they may feel
that the film is accessible. And for us adults, we have language customs in terms of
using traditional expressions, such as idioms in our daily communication, so the use
of this type of expression in translated subtitles is greatly acceptable. Thanks to Baidu
[the biggest online search engine in China], in the process of my translating, Baidu

helps me to immediately correct and confirm some expressions I am uncertain of.

A2: I always try my best to use traditional expressions and popular expressions in my

translation as much as possible. One more advantage I found besides the one Mr. A
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just mentioned is that the use of idioms can make shorter and more vivid translations
than direct translations. And the use of popular expressions makes the overall
translation more localized. We now have a new tendency in film translation, which is
localization, which seeks to make the translation more like local language and closer
to the local culture. I agree with this tendency. Film products are commercials, and
part of our duty; we should make sure our translation is welcomed by the audience. |
also have a habit of looking at online feedback from audiences about translated film
subtitles, concluding that the turning point in the development of translated film

subtitling occurred with Garfield [2005].

A3: I always have two particular reference books by my side when working: 300
Ancient Chinese Poems [by Zeng Guoli, published in 2010 by the Publishing House
of Jiangsu Province] and Chinese Idiom Stories [by the Shanghai People’s Fine Arts
Publishing House in 1952, published in 2007). Although these two books belong to
the teenage reader group in China, they are very helpful in my practical work. I think
they are suitable for me because my translation style pursues simple but effective

expressions.

Q3: Thank you very much for your invaluable shared experience!
Al,2 and 3: You are welcome!

Postscript

In the answer from the second interviewee, there is a mention of the turning point in
the history of translated animation films in China. This turning point is the translation
of the 2005 film Garfield. Starting with this translated animation film, more and more
scholars, practitioners and netizens have become aware of the use of typical
expressions from popular language. The researcher carried out an investigation into
this specific historic turning point in order to find more evidence to certify the

importance of using popular expressions in current animation film translation.

According to the research, in this film, the translated subtitles comprised more than 34
per cent of expressions, which were culturally loaded Chinese words, including
traditional expressions and popular Internet words. Over 32 per cent (2,810 out of
8,769) of netizens (net citizens) stated that they had noticed these expressions, while

60 per cent (168 out of 281) indicated their preference for these kinds of expressions.
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It also needs to be mentioned here that the researcher searched online, on reputable

Chinese academic websites, such as www.lunwengikan.net and www.cnki.net, where

she found 23 papers from the past five years, which discussed the translation in
Garfield, in which the two main discussion points were traditional expressions and
popular Internet expressions. For instance, in Xiao Cong’s dissertation (2012:33), he
emphasized the success of using culturally loaded expressions in the subtitling of
Garfield 2. Meanwhile, for Tian Weijun (2013:39), the purpose of subtitle translation
is to help the target audience comprehend the film, so the culturally loaded
expressions with some specific strategies in the subtitling may have positive effects
on enabling the target audience to understand the purpose. Meanwhile, Wang Yuwei
(2008:36) pointed out that “a good quality of subtitling translation can definitely help

the exported film win popularity in its foreign markets”.
Further Opinions Indirectly Made by More Practitioners

Besides the three team mates’ practical comments, the leaders of the team, all of
whom are famous subtitlers in this company, expressed similar ideas in their
interview at the Shanghai ACME Translation Co. Ltd. The team leader, Mr. Gu
Qiyong, along with his teammates, finished the subtitle translation of Garfield 2. His
idea of putting many popular expressions into the film translation made this film’s
subtitling a hot topic at that time in China. Audiences commented that “this
translation of the film really moved the inner heart of the audience” (Gu Qiyong, cited
in Wang Xiaojing, 2012). However, he also emphasized the “degree” of using this
kind of expression in subtitle translation. He worried that the excessive use of this
kind of expression will also arouse the dislike of the audience. Another practical
subtitler named Lu Yaorong shared her experience of subtitling, stating that subtitling
should obey the original meaning of the language and culture, such that subtitlers are
not required to rewrite or recreate too drastically. They should find an equivalent as
much as possible, or consider how to use culturally loaded expressions to highlight

meaning in the subtitling.
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6) Interview with Professor Xiao Weiqing and Professor Wang Kun, 25 June 2015,

Taiwan
Brief Introduction to the Interviewees

Professor Xiao works at Shanghai International Studies University, whose main
interest is audiovisual translation. She is one of the famous keynote speakers in the

series of summer courses in translation studies at her university.

Professor Wang works at Shaanxi Technology University, whose main interest is

translation studies from the perspective of intercultural communication.
Topic

High-graded animation films and the component of the quality of subtitling in these

films.
Scholars’ Main Opinions

Based on her opinions and experience, Professor Xiao from Shanghai International
Studies University, whose main interest is audiovisual translation, said that higher-
marked animation films in the Chinese market are bound to be of good quality when it
comes to the translated subtitles. Audiences will probably rely for the most part on the
translated subtitles to comprehend unfamiliar cultural elements in a film, such as the
names of some characters, the customs and some of the humour. If the subtitlers
neglect the translation of these culturally loaded expressions, the film may lose some
of its impact. Meanwhile, Professor Wang, who works at Shannxi Technology
University, shared her research results with the current researcher, both of whom had
conducted a questionnaire survey with cinema audiences. For her part, she found that,
in her investigated film types, animation films will attract more young people in the
age range of 15-30 years old. Moreover, this age range will pay more attention to the
quality of the translated films when they watch exported English-language films and
the quality of the language when they watch Chinese imported films. This age range
also places an emphasis on the importance of using culturally loaded expressions in
the film subtitles, because they considered that this kind of expression can make the
translated films more acceptable to the target markets and elicit a spectator’s sense of

familiarity with well-established national cultural-linguistic patterns. Moreover,
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because they are generally a group of citizens in China, who received or are receiving
a good education, they have a high expectation about the quality of the language in a
film. And because their daily lives are characterized by online activities, they are the
sort of active participants to grade the films they watch, writing down their personal
comments online on certain websites and expressing their own feelings about the
films they have watched. According to these investigations, the researcher can now
conclude that the grades and the specific comments in the mentioned websites
arguably show the importance of the quality of subtitling to a film, as well as the fact
that culturally loaded expressions are able to increase an audiences’ satisfaction with a

film.
Transcription

Q = questions asked by the researcher; Al = answers from Professor Xiao; A2 =

answers from Professor Wang

Q1: Good afternoon, Professor Xiao and Professor Wang. I am happy to meet you in
Taiwan. Taiwan is beautiful; it is my first time to come to here. Is this your first time

here?

Al: No, I’ve been here once for casual traveling. I like this beautiful island as well.
And this time is more meaningful for me because I can share my study with my peers

like you two.

A2: Yes, this is the first time I have been here. Ms Jin, did you know we arrived here

on the same flight?

Q2: Really? How amazing. We took the same flight to attend the same conference and
share similar study interests! And Professor Xiao, I actually met you and talked with

you once on the 2013 summer course at your university.

Al: Yes. I remembered. You told me that you just started your PhD study in Britain,

and asked me if your research topic was effective.

A2: Yes. I saw you in the passengers’ waiting area in Xi’anyang International Airport.
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Q3: I am very appreciative that I can meet you two for a second time at this
conference. This will be very helpful for my research study. May I ask, what is the

importance of the quality of translation in translated animation films?

Al: I have been teaching on a translation course by using audiovisual materials for
over five years. According to my observation, the quality of the translated subtitles is
a key point when my students discuss the quality of a film. Because they are English
major students, studying and analysing the quality of the translated subtitles is also a
part of their main task. They may pay more attention to this aspect, rather than the

aspects of story line, frames or music.

A2: I am always accompanied by my 11-year-old son when I watch animation films at
the cinema. For the two types of translated animation films in China, the original
English audio but translated Chinese subtitled ones and the translated Chinese audio
and visual ones, I always choose the first type for the purpose of improving my son’s

English proficiency.

I think the audiences of my son’s age will rely on the translated subtitles to
understand the film, so it is important to make a good quality translation in subtitles
for this type of audience. For me, because of my major and the difficulty level of the
subtitles in animation films, I usually comprehend the film by listening; the translated
subtitles are less important to me. However, | may also have an interest in reading
these subtitles because of my profession; I always want to check the accuracy of the

translated subtitles.

Q4: Yes. Different types of audiences may have different degrees of needs when
using the translated subtitles. In my study, I also like to investigate the opinions
expressed in the majority of translated animation films in China. Do you have

suggestions on the majority group of this genre of films?

Al: According to my previous questionnaire survey, the majority of audiences for
English translated animation films comprise young people, the age group of my
college students. And over 90% of my students are fans of this genre of films. They
may also habitually write their comments about the quality of the films they watch on

relevant websites or online forums.
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A2: 1 also conducted a similar survey with my students in three cinemas. The result
was that this kind of film may attract more young people in the 15-30 age range
compared with other types of translated films in the Chinese market. When I
interviewed some of my students, their general view was that they think that
translated animation films are always funny and interesting, that the main characters
are adorable and that these films always educate people or encourage people in life.
They also like this kind of film because it is a good way to practise their English
listening comprehension and improve their ability of English-Chinese interpretation.
Most young people will choose to watch the animation films with the original English

audio soundtrack but with translated Chinese subtitles.

Q5: Thank you. My last question is about whether you think the use of traditional
expressions, such as idioms and archaisms, and the use of popular expressions, such
as slang and popular Internet words, are helpful for emphasizing the importance of

cultural components in subtitle translations?

Al: Yes. I agree that these kinds of culturally loaded expressions should be used as
much as possible in film translation. They can make the translation more vivid and
attractive to the audience. Most English animation films are interesting and funny, so
I think the use of popular expressions may keep or imitate the original humour to a
good degree. For the use of traditional expressions, as you mentioned, idioms and
archaisms embody Chinese traditional culture, while their unique word formation can

help subtitlers to make more succinct subtitles.

A2: Yes, I agree too. We have a language custom of using idioms and popular
Internet memes in our daily life. The use of these expressions in film translation is an

authentic way of translation for the target audience.

Q6: Thank you very much, both of you! Your comments and experiences will be

invaluable to my research.

A1l and 2: You are welcome!
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