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General Introduction

The importance of language in human beings’ livesds not be demonstrated. It
is worth saying that it plays a major role in oweryday life even though we take it
very much for granted. Language in fact is the naaid essential means through which
people communicate whether they belong to the samde/or different communities.
The importance of language in human beings’ live®lvious as shown by Elaine
Chaika when she says:

Every social institution is maintained by languabaw, religion,
government, education, family are well set in pland carried out
with language. We use language to reveal or coramg@apersonal

identities, our characters, and our backgroundenoftvholly

unconscious that we are doing(€@haika, 1989: 2).

Hence, it appears as the main vehicle or channé&laasmission, evolution and
promotion of human culture and/or civilisation ovieme and space. This also is
buttressed by Elaine Chaika when she asserts tiiate“is no human society that does
not depend upon, is not shaped by and does ndt g#kape language” (1989:2).
Language is therefore an instrument of the humanglse perpetuity and more than

being a social mirror, is the true mirror of thextan being.

As each community has its own language, the waldiah with a variety of
languages. Nowadays, mastering only one languagd, your mother tongue, is not
enough. Then for reasons of economic and intemallexchange, people have realised
the need of going in quest of other languages adstéd confining themselves to their
mother tongues. This fact pushes people to leamaiiguage they think is important to
know. It is for example the case of Benin whereahthorities have decided to include
English in the school curriculum despite the userehch as the official language.




The importance of a language takes also into adcithnpeople who speak it.
English for example is important because it isl#mguage spoken in the United States
of America, the most powerful country in the worldis also the official language for
more than 80 countries and becomes the favouritggukege for international
communication. With the globalisation, English ispplar in many fields such as
education, business, entertainment, internatiooatigal meetings, and even personal
social interactions. The amazing rise in the pdag of English written papers year
after year makes that language preferred to angrathe in the field of science and
technology (Crystal, 1997). Briefly speaking, Esfglis today the lingua franca of the

world.

Today, the world has become a global village wimendticulturalism has become
a crucially important reality. Forcefully, we arere and more involved in each other’s
lives. This however does not exclude issues of tifenBecause identity refers to
difference, we need to bridge the different gapsween different people or

communities.

Art in general and particularly film making helpsrhan beings to produce some
of the bridges. Although the film industry aimsnad&king money, the evidence remains
that by selling films, art and culture are alsods@nd it needs the “potential” buyers
who feel comfortable buying it. Language shouldodteing a barrier between the film
producers and the spectators since you cannot arfity unless you understand it. To

make a film accessible to the speakers of ano#mgulage, it needs to be translated.

In fact, the greatest challenge for a film afterdomestic release is reaching an
international audience and being successful abroad. this process of

internationalisation, language can be one of thgomabstacles. In this case, film




translation becomes very important to break thguage barrier. Film translation has

then a major economic and social importance.

However, language and culture are deeply intertshia@d translators obviously
do not have to translate individual words out ofiteat, but whole texts. The texts are
culturally embedded and based on a community areetes, predictably shared by
most members of the source culture, which necessanges them some difficulties of
translation. Since it brings cultures into contaath one another, film translation in
particular, and the audiovisual world in generalises considerable cross-cultural
issues. Disregarding them may lead to a translagegramme which would be

inadequate for the target audience.

Translation is the exploration of the other languagd culture. “Its function is to
develop cross-cultural constructions while at tame time, it bridges and underlines
the differences” (Lance Hewson & Jacky Martin, 12%). Intercultural translation is

the indispensable factor in demonstrating the cailtifferences.

The issues involved in the cultural transfer ahBlare manifold, ranging from the
very choice of movies to be distributed to the meéing strategies employed and the
techniques used to translate culture-specific nateifhe translation of cultural
specifics in particular constitutes one of the madsallenging areas of intercultural
transfer, to the extent that cultural referencesteaditionally regarded in the literature
as being “untranslatable” (Catford, 1965; CornlB3Arson, 1988), therefore touching
on the limits of translation. Particularly interiest is the issue of the impact that

translation strategies may have on the audien@tseptions of the source culture.

When starting to investigate these issues, | wasmito Venuti’s (1998a) notions

of “foreignisation” and “domestication”, and hisagh that “translation wields




enormous power in constructing representationsr@idn cultures” (p. 67). This led me
to suppose that film translation may in fact affegttural representations to a greater
extent than other types of translation — both mway a national cinema is perceived

abroad and, more importantly, in how cultures pgeceach other and themselves.

The foreignisation/domestication model has beemeld to be a powerful tool to
conceptualise the interface between the sourcareudind the target culture. According
to Venuti (1998b: 240), foreignisation and domegtan as overall translation strategies
take place at two levels: the macro-level — witk #Helection of foreign texts to be
translated — and the micro-level, i.e., the actunathods used to translate them. For
Venuti (1998b), domestication is a natural tendeptytranslation and consists in
translating in a fluent, idiomatic, and transparevay which tends to erase the
foreignness of the source text and confirms thelsi@ad values of the domestic/target
culture. In his own words:

A fluent strategy performs a labor of acculturatiavhich
domesticates the foreign text, making it intelllgiband even
familiar to the target language reader, providinm twith the
narcissistic experience of recognizing his ownureltin the other
culture, enacting an imperialism that extends tloenidion of

transparency with other ideological discourses omedifferent
culture(Venuti, 1992:5).

As can be seen, translation in general and filmsledion in particular faces
some challenges it must take up. While some reeeg¢hink that translation should be
done based on a theory, others think that it isusetful to know translation theory.
According to the latter, translation is an art éinel translator must be considered as an
artist who puts his/her hint to make the text mweautiful. In one or the other way, one

should consider the translator as a passenger vambswio cross a boarder. By doing




this, he/she loses something by gaining another Areait is often statedtfaditore,
tradutore€’ to mean “the translator betrays”; i.e., whatettee translator does or how

excellent he/she is, he/she cannot render a takias in the source language.

The translator, as a bridge between two langudgesto master both the source
language (the language of the original text) arel tdrget one (the language of the
translated text). As it is not possible to thinkoab translating a language without
talking about its speakers’ culture, the translatoist have an idea of the culture of the

two languages. Thus translation is not an easy task

A film, as a special literary form, is an integaatiof light and sound. It is an
imitation of society and culture, and in some wayaating and talking encyclopedia of
culture and society. Compared with other mediadilreach a much larger audience.
The translation of films is therefore the promotimincross-cultural exchanges, which

express mail service, so to speak between cultures.

The translation of films is then more complex theanslating books because
apart from the difficulties mentioned above, whiale the knowledge of the two
languages and cultures; there is the image toita@eaccount. Film translation is a part
of audiovisual translation which can be definedhesrendering in another language of
any media material we can view or hear. We haverham ways of film translation:

the subtitling and the dubbing.

Shortly speaking, subtitling can be defined astéx¢ which is most of the time
posted at the bottom of the screen when viewinfyra As far as dubbing is concerned,
it can be defined as the translation of a film sécamake the audience feel as if they are

hearing the actors speaking the original languagehiich the film is produced. It then




appears clearly that film translation is more difft than the translation of a book for

example.

What are the principles and procedures of tramsiath general? What are the
problems encountered by Benin film translators? Hdw they overcome these
problems? These are some of the questions | wiltdranswer in my thesis entitled
“Film Translation in Benin Republic: Problems and Prospects.” But before
answering these questions | will expose the reaatnysl have chosen to work on such

a topic, the importance of my research, its objestiand limits.




Chapter 1: Problem Identification

1.1 Statement of the Problem

For some years now, film producers all over thelavalecided to make their
productions available abroad by translating themeAcan film producers, for example
translate their productions into French to captime French market. In Africa, this
audiovisual revolution is taken by African film phacers. This is also the case in Benin,
which is going to be the crossroads of film transfaof the West African region. As

Wolf (1947) well puts it:

Good films, like good books should be internatiomalother
words, whatever their language they have a medsagbe
whole world to read. In the case of the lattesisimple. The
book is handed to an expert who translates it.viat of the
talking film, which, although primarily visual rel on

dialogue for its salient poin{gjuoted in Morris 2005:89)?

Film translation has become a big business thegg, dad since the advent of
digital video discs (DVDs), the demand for film risdation in many languages has
notably increased. Many authors in Europe, Asia, America have been writing and
researching on translation in general and partiulzn audiovisual translation. Their

researches are based on both the technical andaldspects of the translation.

But in Africa, audiovisual translation has hardlgelm studied. This fact is
incomprehensible because we know that African aesiare flooded by American,
Chinese, French, Hindu and films from other paiftdshe world. Chinese or Hindu
films, for example, need to be translated into Emghnd/or French before they can be

accessible to African people. To the same extehgn@ian films are translated into




French to be understood by French speaking peaplthese facts pushed me to do my

research work on film translation.

With this in mind, my first thought was to do resgaon the translation of films
in Benin. However, in order to get a suitable tithe this study, | had to watch many
dubbed or/and subtitled films and my final decisiaas to focus on Beninese, Nigerian,
and Ghanaian films. The films | have chosen to ystodn be classified into three
categories. The first category is made up of a mB=se film in French translated into
English. The second category brings together Nageand Ghanaian films originally in
English and translated into French. The last categomade up of a Beninese film in

Yoruba translated into French.

| have chosen to work with films in French, Engligind Yoruba for two main
reasons. The first is due to the status of thesgulges in Benin. French is the official
language in Benin. As for English, it is an impattéoreign language that is taught in
schools and universities. It is also used for bessnand is the official language of two
neighbouring countries, Nigeria and Ghana, whiddpce most of the flms we have in
the West African region. As far as Yoruba is conee€l it is spoken by an important
number of Beninese. Gordon (2005) estimated Yoraihad its dialects speakers of
Benin at 1,147,000 people. The second reason tid #peak these three languages and

it is important | work on films | am able to undensd.

When watching a film in the original language stidi or dubbed in another one,
one notices some differences between the subttiedibbed form and the original one.
In the context of subtitling, these differences banclassified into two categories. The
first difference covers a constraint inherent iis tiype of translation which must spare
the viewers by translating the main idea withoustolcting the interest for the image.




In this case, the subtitling avoids the redundarms and does not affect the

“understanding” of the source text.

The second category shows the cultural implicattbas the process of translation
by subtitling takes away. These cultural implicati@re only perceptible by the original
speakers. Subtitles are the textual versions ofdihl®gue in a film and on television

programs. They appear in two different forms:

« either in the form of written translation of a diglie in a foreign language,
e orin the form of a written rendering of the dialegin the same language to help

viewers with hearing disabilities to follow the kigue.

As for dubbing, it refers to the method wherebyeeign dialogue is adjusted to
the mouth and movements of the actor/actress ifiltheand thus makes it familiar to
the target audience. The dubbing can be definethedranslation of a film from a
source language (SL) to a target language (TL) witiew of making the audience feel
as if they hear the actors speaking the targetulge | can conclude that subtitling

implies writing whereas dubbing implies speaking.

| am concerned here with the subtiting and dublmh@eninese, Nigerian, and
Ghanaian films. As cultures are increasingly braugkto contact with one another,
multicultural considerations are taken into accottdw do all these changes influence

us when we are trying to comprehend a text befoadly translating it?

| am not just dealing with words written in a certdime, space and socio-
political situation; but more importantly | am tagi into account the linguistic and

cultural aspects of the translated text. By focgisom films of different languages, |




would like to know if any technical difference cdube attributed to the different

features of language use in the film.

1.2  Significance of the Study

The creation of audiovisual products is currentlye cof the most visible
manifestations in the world. From documentaries T'd series, or even from
videogames to software, the interaction of cultuteshniques and languages has an
unparalleled window from which it can be shown, emstbod and spread through

audiovisual material.

Benin is very open to foreign audiovisual produasiolf you look for example
at the different television programs in Benin, yeill notice that the majority of films
or TV series come from Brazil, China, America, GhaNigeria, Burkina-Faso, and so
on. Only a few of the films broadcast on Benint&®n or sold by film distributors are
produced in Benin. We are also conscious that rabshe films we have in Benin
whether on television or in markets are not orithjnproduced in French. So | think
that it is very important to know how the films dreced in a given language are made

understandable to an audience speaking anothardgegspecifically in Benin.

It is obvious that translation and translators playcrucial role in the
transmission of such material, and in view of thitsiation, the choice of translation
modes is far to be neutral or innocent. Based @ tiis thesis explores the relationship
between translation theories and film translataming at finding better approaches to
further the cause of film translation in Benin. Jliesis can be classified into the field

of linguistics applied to translation.




The process of audiovisual translation involvesiezimg different language forms
(spoken or written) into either spoken or writtamdguage. This process can be done in

four ways:

* From spoken language to spoken language, i.e.,iclgbb
* From spoken language to written language or sirgitl
* From written language to spoken language: it isaeation.

* From written language to written language: it ilezhinserts or intertitles.

Although dubbing and subtitling remain the most elyd used modes of
audiovisual translation, other formats and variadi@re also possible in any of these
fields, such as half dubbing, voice-over, subtilfior the hard of hearing. However, in
all cases, they have one patrticular feature in comrthe translation is always subject
to specific constraints. In the case of texts tiemned to spoken languages, time and
synchrony (either with lip movement or with gesB)rare essential; and in texts
rendered into a written form, time and space (nunadbecharacters available for any
subtitle and for a specific subtitle which appédarsa specific period of time) represent

the main restriction.

Although those constraints mean that translatogsnat as "free" as they are in
translating a novel, for instance, we must beamind that the image is not always a
mere restriction. Sometimes, it is of great hegxaduse it conveys information, context
and/or meanings that the translator would not de sbexpress in the oral or written

text alone.




1.3  Objectives of the Study

Audiovisual translation (and subtitling in partiad) is a branch of translation
studies, which has been neglected until very rézefs a result of this marginalisation,
no film translator actually knew how exactly thé jshould be done. This situation has
been improving in recent years owing particuladythe European Association for
Studies in Screen Translation. Academic researshstarted in this field and several
works concerning audiovisual translation have bpehlished. But in Africa where
foreign films and TV series are numerous and reqguoiost of the time to be translated,
research on audiovisual translation has been rteglethe main aim of this research

work is then to contribute to the exploration dktimteresting field of study.

In subtitling, the most important problem encoueteby the actors is especially
the lack of space and time; the constraint in dudpbis to translate the source text so as
to match the lip movements of the speaker on theesc All these factors influence the
translation and make it very different from a lagr translation. In order to develop a
framework for the comparative analysis of the casely films, it is necessary to
address the technical constraints and solutions.olerall aims, therefore, of this thesis
are to discuss the technical elements of subtiind dubbing in movies from Benin,
Ghana, and Nigeria, focusing on both key techrieaures as well as offering a quality

assessment of the translation provided for the saghy films.

In looking at the technical issues, focusing ort g@me of the key points of
display including font, timing and insertion, antgspmlay of key features of the films
including proverbs, idioms, songs, and differemigiaages, | hope to establish whether
these elements offer any similarity either withirbetween languages. Furthermore, the
study aims at examining the quality of the tramstat offering discussion of the




linguistic and cultural issues of audiovisual tlatien. In doing this, | aim at evaluating
critically the impact of the translation on the fdiknt films and discussing the

effectiveness of translation for these films.
1.4  Scope of the Study

This work has its limitations. The first one is ttimay research deals with only
four films subtitled and/or dubbed produced in Berhana, and Nigeria. | will study
one film produced in Benin in French translated ifnglish; a film co-produced in
Benin and Nigeria in Yoruba and translated intonEre and finally two films in
English, one from Nigeria, the other from Ghanat the both are translated into
French. | am conscious that other African countsiesh as Burkina-Faso, Mali, Togo,

and others have good films but my interest is eftlms translated in Benin.

As has been said above, my research work will dake into account one
Beninese national language. The choice of Yorgbaoit done at random. The first
reason is that this language is a language of leogemunication and it is spoken in
Benin, Nigeria, and Togo. The second reason isltepeak this language and for ease

of analysis, it is important for me to have filmarh able to understand.

The majority of films broadcast on televisions ierh are translated in Benin.
These films are most of the time translated fromarfsgh, Portuguese, and English into
French. The choice of English and French as foragguages to be studied through
the films is due to the considerable importancedhsvo languages have in Beninese
people’s everyday life. French is the official laage in Benin and English is the

official language in Nigeria and Ghana, two neiginrag countries.




Another limitation of this study is that | have juse film subtitledAbeni This is
due to the fact that the illiteracy rate in Bersrhigh. It is about 68% according to the
Déclaration de la Politique Nationale de I'Alphalsétion et de I'Education des
Adultesof 2001. That means that only one Beninese out&et (1/3) can read and
write. But despite this situation, the large majoof Beninese people understand and
try to speak French. This is why film producersf@rdo dub their films instead of
subtitling them. Ever\benihas been dubbed after the subtitled version indfréto be

understood by those who cannot read” confessepgrttricer.

1.5 Overview of Other Chapters

With regard to structure, this thesis will take tf@lowing form. Before
analysing the problems related to the translatiofilmas in Benin, | will deal with the
theoretical framework in chapter two which is corsg of the literature review and the
definition of concepts. This chapter will includeetdefinition of translation, the four
major paradoxes in film translation, the transkatiprocedures, and the language
functions—both the psychological and sociologicahdtions. This chapter also
explores some contemporary translation theories #rar application in film
translation. It will also deal with audiovisual idation by giving a brief history of this
kind of translation, the different types of audswal translation, and the subdivision of

audiovisual translation.

Chapter three will present my research methodotelgizh is divided into four
sections: the interviews, the questionnaires, theeovation of film translation, and the
films chosen for the study. The chapter presergsmély | proceeded to collect the data
for my study. In chapter four, | will deal with il translation in Benin. The first section
of this chapter will present the inventory of firts about the films and TV series




broadcast on Benin television channels and thesfdwid in film markets to point out
the necessity of film translation in Benin. Aftéig, | will present the films translated in
Benin in the second section of the chapter. The @nd last section of this chapter will

deal with film translation practice in Benin.

In the fifth chapter, | will do the evaluation dfe films used as case study. In
this chapter, | will firstly present the corpus ahé synopses of the chosen films. After
this, | will deal with the different languages ilved in my study, i.e. Yoruba, Fon,
French, and English. The third section of this ¢eapill present the challenges of film
translation. Finally, | will see if the films used case study take up the challenges. My
discussion will take into account the linguisticitaral and technical aspects of these

films translation.

In the sixth and last chapter entitled “prospectsfiln translation”, | will
consider the suggestions of the different stakedrsldf film translation in Benin and
those of film viewers, producers, and directoranmprove film translation in Benin.
This chapter will also take into account my own gesgions related to the problems
encountered by film translation stakeholders amdattivantages we can gain from film
translation, specifically in the field of teachilegning a language. And finally, 1 will

give the general conclusion of my work.

Discussions about theories of translation are tdteno concerned with
distinctions between literary and nonliterary texbetween prose and poetry, or
between technical articles on physics and run-efrttill commercial correspondence.
But in order to understand the nature of tranghatibe focus should not be on different
types of discourse but on the processes and proeedwolved in any and all kinds of
interlingual communication (Bell, 1987). Furtherrapra theory of interlingual




communication should not be restricted to discussid®etween translating and
interpreting (whether consecutive or simultaneowsice interpreting differs from
translating primarily because of the pressuresiroé tand exigencies of the setting.
Some professional translators take considerablepn denying that they have any

theory of translation — they just translate.

In reality, however, all persons engaged in the merm task of translating
possess some type of underlying or covert theorgnehough it may be still very
embryonic and described only as just being "faltiduwhat the author was trying to
say." Instead of no theory of translation, there amultiplicity of such theories, even
though they are seldomly stated in terms of abildivn theory of why, when, and how
to translate. One of the reasons for so many eéiffeviews about translating is that
interlingual communication has been going on siheedawn of human history. What
is translation? What is its history? What are tia@ien theories? What is audiovisual
translation? Such are some of the questions tohnthie following chapter will try to

answer.




Chapter 2: Theoretical Framework

2.1  Epistemology of Translation

2.1.1 Definition of Translation

Etymologically, the word translation derives frommetLatin translatio (which
itself comes fromtrans and ferre, together meaning "to carry across" or "to bring
across"). The modern Romance languages use wardsafslation derived from that

source and from the alternative Latiiaduco("to lead across").

According to Brislin (1976:1) translation is a geamdeterm referring to the
transfer of thoughts and ideas from one languagmtther, whether the language is in
written or oral form, whether the languages haveldished orthographies or not; or

whether one or both languages is based on signgttasigns of the deaf.

Another expert, Wilss (1982:3), states that traimtas a transfer process which
aims at the transformation of a written source lagg text (SLT) into an optimally
equivalent target language text (TLT), and whichurees the syntactic, the semantic,
and the pragmatic understanding and analyticalgssing of the source text. Syntactic
understanding is related to style and meaning. tétaleding of semantics is meaning
related activity. Finally, pragmatic understandiig related to the message or
implication of a sentence. This definition does state what is transferred. Rather, it

states the requirement of the process.

Nida and Taber (1982:12) see translating as a psooé reproducing in the
receptor language the closest natural equivaletiteofource language message, first in
terms of meaning and secondly in terms of stylether words, translation is a transfer




of meaning, message, and style from one SLT tdthie In the order of priority, style

Is put the last. Here the things to reproduce ¢fiem is stated, the message.

Newmark (1991:27) defines the act of translatingyMeriefly. It is the act of
transferring the meaning of a stretch or a unianfjuage, the whole or a part, from one

language to another.

From all these definitions of translation, | camcide that translation is an
ambiguous term because it contains both the idéean$lation production and that of
the translation product. The lack of fully acceatbefinition of translation should not
come as a surprise, since translation is essgnaaltery complex phenomenon, and
insights concerning this interlingual activity aderived from a number of different
disciplines, e.g. linguistics, psychology, socioglpg cultural anthropology,
communication theory, literary criticism, aesthgti@nd semiotics. Translation is a

complex and fascinating task in which we have maamadoxes.

2.1.2 Paradoxes in Translation

Because of many discrepancies between the meaantystructures of different
languages, some people argue that translating pessible, and yet more and more
translations are done and done well. Translatiosimgly doing the impossible well,
regardless of the objections of such famous auther§&oethe, Schleiermacher, and
Ortegay Gasset, who insisted that translation gossible and yet did not hesitate to

have their own writings translated (Guttinger, 1@3at is the first paradox.

The second paradox of translation is reflectechexdontention that translation is
valid but paraphrase is wrong. In fact, translationolves differing degrees of
paraphrase, since there is no way in which onesoapessfully translate word for word




and structure for structure. Since languages daodiffer essentially in what they can
express but in how they express it, paraphraseeigtable. What is important is to keep

the semantic content in paraphrasing.

The third paradox is a widespread belief that taadlator should first produce a
more or less literal rendering of the source temt @ahen proceed to improve it
stylistically. Style, however, is not frost on tbake, but an integral part in the process

of interlingual communication. It must be builtanthe text right from the beginning.

One of the most surprising paradoxes of translatiom fourth and the last one is
that there is never or timeless translation. Batiglage and culture are always in the
process of changes. Furthermore, language is am ggstem with overlapping
meanings and fuzzy boundaries. The indeterminadgt@fuage is part of what must be
paid for creativity and for the new insights whiotome through symbolic

reinterpretation of human experience (Nida, 1999:1-
2.1.3 History of Translation

For centuries, people believed in the relation lkemtranslation and the story of
the tower of Babel in the Book of Genesis. Accogdio the Bible, the descendants of
Noah decided, after the great flood, to settle dawm plain in the land of Shinar.
There, they committed a great sin. Instead of regetiip a society that fits God's will,
they decided to challenge His authority and buitdwaer that could reach the Heaven.
But the plan was not completed, as God, recognigiag wish, regained control over
them through a linguistic stratagem. He caused tteespeak different languages so as
not to understand each other. Then, he scatteesd #il over the earth (Genesis 11).

“After that incident, the number of languages ias@d through diversion, and people




started to look for ways to communicate, hencelingn of translation” (Abdessalam

Benabdelali, 2006).

Researchers mention that writings on translatiorbgck to the Romans. Eric
Jacobson claims that translating is a Roman ingenfMcGuire: 1980). Cicero and
Horace (first century BC) were the first theorigtiso distinguished between word-for-
word translation and sense-for-sense translatibeircomments on translation practice

influenced the following generations of translatignto the twentieth century.

Later on, the translation of the Bible remainedjsctbto many conflicts between
western theories and ideologies of translatiomfore than a thousand years. Moreover,
these conflicts on Bible translation were intersifwith the coming of the Reformation

in the sixteenth century,

Whentranslation came to be used as a weapon in bagmalic

and political conflicts as nation states began riterge and the
centralization of the Church started to weaken ewe in

linguistic terms by the decline of Latin as a umsz language
(Bassnett-McGuire, 1980:46).

Another era that knew significant changes in taish was related to the
translation of the Koran. According to Ben Chakr@002), the early translators of the
Koran focused on its meaning. Salman El Farisijrietance, translated the meaning of
Surat Al Fatiha for Persian Muslims, who did nogalp Arabic. Ben Chakroun (2002)
states that Western libraries still preserve maaysiations of the Koran, and that some
of them such as the Greek translation of the pbgbsr Naktis belong to the third
century (BC). Besides, the Koran received a spéaiatest from the translators. It was

translated into Persian by Sheikh Mohamed Al-HaleBoukhari and into Turkish

language by Sheikh Al-Fadl Mohamed Ben Idriss Atissi.




Needless to say that the invention of printing megbes in the fifteenth century
developed the field of translation and helped i@ #ppearance of early theorists. For
instance, Etienne Dolet (1915-1946), whose henilistranslation of one of Plato's
dialogues, the phraseién du tout (nothing at all) that showed his disbelief in
immortality, led to his executiohis led to a new attitude to translation. For fingt
time, readers demanded rigor of rendering, as gdybical and religious beliefs

depended on the exact words of Plato, Aristaitel Jesus.

The seventeenth century knew the birth of manyenrftial theorists such as Sir
John Denhom (1615-69), Abraham Cowley (1618-16ABxander Pope (1688-1744),
and John Dryden (1631-1700). The latter was fanfoukis distinction between three

types of translation; metaphrase, paraphrase aitakiom.

In Asia, the spread of Buddhism led to large-saailgoing translation efforts
spanning well over a thousand years. The Tangutitenwas especially efficient in
such efforts; exploiting the newly invented bloaknging, and with the full support of
the government (contemporary sources describe itiygeEor and his mother personally
contributing to the translation effort, alongsidages of various nationalities), the
Tanguts took mere decades to translate volumes#thtaken the Chinese centuries to

make.

In the eighteenth century, the translator was coetpéo an artist with a moral
duty both to the work of the original author andthe receiver. Moreover, with the
enhancement of new theories and volumes on tramslgirocess, the study of
translation started to be systematic. Alexandeséfralytler's volumePrinciples of

Translation(1791) is a case in point.




The nineteenth century was characterized by twdlicong tendencies; the first
considered translation as a category of thought sawd the translator as a creative
genius, who enriches the literature and languagevitnich he is translating, while the
second saw him through the mechanical function aking a text or an author known

(Bassnett-McGuire, 1980).

The period of the nineteenth century knew alscethifgancement of Romanticism,
the fact that led to the birth of many theories tradslations in the domain of literature,
especially poetic translation. An example of thésaslations is the one used by
Edward Fitzgerald (1809-1863) for Rubaiyat Omarkhlayyam (1859) in which the
translator achieved largely the Oriental flavourtioé original text by using Persian

names and discreet Biblical echoes.

In advance to the twentieth century, a new pattesis set by Benjamin Jowett
(1871), who translated Plato into a simple, strdayivard language. Jowett's example
was not followed, until well into the new centunyhen accuracy rather than style

became the principal criterion.

In the second half of the twentieth century, stadim translation became an
important course in language teaching and learaingchools. What is added to its
value is the creation of a variety of methods amdiefs of translation. For instance, the
grammar-translation method studies the grammatigigls and structures of foreign
languages. The cultural model is also a witnesstlier development of translation
studies in the period. It required in translatian only a word-for-word substitution, but
also a cultural understanding of the way peoplédifferent societies think (Mehrach,
1977). With this model, we can distinguish betwdbha semantic method and the

dynamic equivalent method.




Another model that appears in the period is teseldaranslation model, which
focuses on texts rather than words or sentencéseirtranslation process. This model
includes a variety of sub-models: the interpretativodel, the text linguistic model and

models of translation quality assessments.

The second half of the twentieth century is alsarabtterised by the pragmatic
and systematic approach to the study of translafidre most famous writings and
figures that characterise the twenties are thodeaf-Paul Vinay and Darbelnet (1958),
in one hand, who worked on a stylistic comparasittgly of French and English. In the
other hand, there are Alfred Malblanc (1963), Gedwpunin (1963), John C. Catford
(1965), and Eugene Nida (1964), who is affectedtiiy Chomskyan generative
grammar in his theories of translation, and marmeis who worked and still work for

the development of the domain.

Large-scale efforts at translation were also umdert by the Arabs. Having
conquered the Greek world, they made Arabic vessioh its philosophical and
scientific works. During the Middle Ages, some shations of these Arabic versions
were translated into Latin, mainly at Cordoba imiB8pSuch Latin translations of Greek
and original Arab works of scholarship and scieheped advance the development of

European Scholasticism.

Nowadays, translation research started to takehangpath, which is more
automatic. The invention of the internet, togetheith the new technological
developments in communication and digital materiaés increased cultural exchanges
between nations. This leads translators to lookvays to cope with these changes and
to look for more practical techniques that enab&nt to translate more and waste less.
They also felt the need to enter the world of ciaggraphic translation, hence the birth




of audiovisual translation. The latter techniquésoacalled screen translation, is
concerned with the translation of all kinds of Tkograms, including films, series, and
documentaries. This field is based on computers thed translation of software
programs, and it is composed of two methods: dupkand subtitling. In fact,

audiovisual translation marks the changing erdéndomain of translation.

In short, translation has a very wide and richdmst Since its birth, translation
was the subject of a variety of research and ausflbetween theorists. Each theorist
approaches it according to his/her viewpoint aettfof research and this has given a

changing quality to the history of translation.
214 Translation Theory

Translation theory is the study of appropriate gples of translation. Based on
a solid foundation of the understanding of how laages work, translation theory
recognises that different languages encode meainingiffering forms, yet guides
translators to find appropriate ways of preservinganing, while using the most
appropriate forms of each language. Translationorthencludes principles for
translating figurative language, dealing with letienismatches, rhetorical questions,

inclusion of cohesion markers, and many other ®pracial to good translation.

Basically there are two competing theories of ti@in. According to the first
one, the theory of paraphrase, the predominantogerps to express as exactly as
possible the full force and meaning of every wond &urn of phrase in the original.
Whereas in the second theory which is known as phesse, the predominant purpose
is to produce a result that does not read likamstation at all, but with the same ease as

in its native rendering.




2.1.4.1 Paraphrase

Paraphrase is restatement of a text or passages, ather words. The term
"paraphrase” derives via the Latipataphrasis, meaning "additional manner of

expression”. Thus a paraphrase tells the readertivb@passage means.

A paraphrase typically explains or clarifies th&ttéhat is being paraphrased.
For example, "The signal was red" might be parag@gdas "The train was not allowed
to proceed.” When accompanying the original statema paraphrase is usually
introduced with a declaratory expression to sighaltransition to the paraphrase. For
example, in "The signal was red, that is, the tnaas not allowed to proceed”, the

expression "that is" signals the paraphrase thiauis.

The term is also applied to the genre of Biblicatgphrases. Here, the purpose
was not to render an exact rendition of the meanmitpe complete text, but to present
material from the Bible in a version that was tlogotally orthodox and not subject to
heretical interpretation, or, in most cases, te takm the Bible and present to a wide
public material that was interesting, entertainamgl spiritually meaningful, or, simply

to abridge the text.

2.1.4.2 Metaphrase

The term "metaphrase” was first used by Philo Jusig20 BCE) inDe vita
Mosis The Ancient Latin term for translation, metapisasa speaking across”, has
supplied English with metaphrase (a "literal,” owotd-for-word,” translation).
Metaphrase is then a translation term referrinkitéoal translation, i.e., "word by word
and line by line" translation. In everyday usagetaphrase means literalism; however,
metaphrase is also the translation of poetry imtsg Unlike "paraphrase,” which has




an ordinary use in literature theory, the term ‘apétase” is only used in translation
theory. Metaphrase corresponds, in one of the meeent terminologies, to "formal

equivalence".

In translation theory, unlike a metaphrase, whidpresents a "formal
equivalence" of the source, paraphrase correspmntidynamic equivalence" thereof.
While a metaphrase attempts to translate a testally, a paraphrase conveys the

essential thought expressed in a source text -eaéssary, at the expense of literality.

2.1.4.3 Paraphrase vs. Metaphrase

Discussions of the theory and practice of tranmhagjo back into antiquity and
show remarkable continuities. The ancient Greeksindjuished between metaphrase
(literal translation) and paraphrase. This distorctvas adopted by the English poet and
translator John Dryden (1680), who described tedimgi as the judicious blending of
these two modes of phrasing when selecting, indhget language, "counterparts,” or

equivalents, for the expressions used in the sdangpiage:

When [words] appear . . . literally graceful, itneean injury to the
author that they should be changed. But sinceat vghbeautiful in

one [language] is often barbarous, nay sometimesearse, in
another, it would be unreasonable to limit a trafos|to the narrow
compass of his author's words: 'tis enough if heoses out some
expression which does not vitiate the seid®yden, 1680:102).

Dryden (1680) cautioned, however, against the $ieenf "imitation", i.e.,
adapted translation: “When a painter copies fromlife... he has no privilege to alter

features and lineaments...” (p 104) This generahédation of the central concept of

translation — equivalence — is as adequate ashatyhas been proposed since Cicero




and Horace, who, in 1st-century-BCE Rome, famoaslg literally cautioned against

translating "word for word."

In general, translators have sought to preservedheext itself by reproducing
the original order of sememes, and hence word erdevhen necessary, reinterpreting
the actual grammatical structure. The grammaticérénces between "fixed-word-
order" languages (e.g. English, French, German)'&ad-word-order" languages (e.g.,

Greek, Latin, Polish, Russian) have been no impedirm this regard.

When a target language has lacked terms that arelfom a source language,
translators borrow those terms, thereby enrichivegtérget language. Thanks to a great
extent of exchange of calques and loanwords amenmgubges, and to their importation
from other languages, there are few concepts tieatumtranslatable” among modern

European languages.

Generally, the greater the contact and exchangehthee existed between two
languages, or between those languages and a thedtbe greater is the ratio of
metaphrase to paraphrase that may be used indtianshmong them. However, due to
shifts in ecological niches of words, a common etlggy is sometimes misleading as a
guide to current meaning in one or the other laggudor example, the English

“actual” should not be confused with the cogna&nEh ‘actuel’ ("present", "current”).

The translator of the Bible into German, Martin e, is credited with being the
first European to posit that one translates satisfdy only toward his own language.
L.G. Kelly states that since Johann Gottfried Herdethe 18th century, "it has been

axiomatic" that one translates only toward his danguage.




The great problem encountered by the translattinasfact that no dictionary or
thesaurus can ever be a fully adequate guide msladng. The British historian
Alexander Tytler, in hi€ssay on the Principles of Translati¢h790), emphasised that
assiduous reading is a more comprehensive guidelamguage than are dictionaries.
The same point, but also including listening to #poken language, had earlier, in

1783, been made by the Polish poet and grammanafryDAndrzej Kopczynski.

In 1964, Eugene A. Nida, a linguist, claimed toaape translation studies from
linguistics, since one can translate without knagpamything about linguistics at all, in
the same manner that one can speak a given landuagdy without being a student

of the science of language.

Knowledge of linguistic and stylistic charactewsti of language varieties,
however, can be of great use in translation. Witthsknowledge, one can then search
for the equivalent variety in the target langualyel out its main characteristics, and
bear them in mind in order to reproduce them, asafapossible, in the translated

version. Nida (1993:146-147) distinguishes foundasocesses when translating a text:

Analysis of the source text,

Transfer from the source to the target language,

Restructuring in the target language, and

Testing of the translated text with persons whoasgnt the intended audience.

The analysis of the source text means a detaigadnirent of both the designative
and associative meanings of the lexemes, the syatakthe discourse structures. The
process of transfer involves the shift from thirgkim the target language. Here is
precisely where the essential process of translat&es place—the content has been

“carried across.” The level of explicitness at whtbis transfer takes place is normally




as great as possible and has been detailed in tdrthe so-called “kernel” structures.

(Nida and Taber, 1969).

The process of restructuring involves the orgarmsatf the lexical, and discourse
features of the transferred text so as to providaximal comprehension and
appreciation on the part of the intended audieAttbough the testing of a translation is
somewhat different from the process of analys@ndfer, and restructuring, it is an
essential element in that it exposes so quickly@oplems which exist in a translation.
An adequate evaluation of a translation can onlyabeomplished by testing the
reactions of monolingual persons who are represeataf the constituency for whom

the translation has been made.

| corroborate with Nida’'s assertion because it emages translators to
concentrate on what is important, and to restrectbe form when it is necessary to
convey the meaning. Such an emphasis is espedtialpful in a situation in which
communication is difficult, because it is better ttansmit at least a minimal core

content, rather than to produce a formal equivalesitdoes not work at all.

The translator’s special role in society is desmliln a posthumous 1803 essay
by Poland's l'a Fontaing, the Roman Catholic Primate of Poland, poet, elopedist,

author of the first Polish novel, and translatoenirFrench and Greek,

Translation . . . is in fact an art both estimadel very difficult,

and therefore is not the labor and portion of commuands; [it]

should be [practiced] by those who are themselapalie of being
actors, when they see greater use in translatimgvtitks of others
than in their own works, and hold higher than tloeun glory the
service that they render their coun{irasicki, 1803).




The translator's role as a bridge for "carryingpast values between cultures has
been discussed at least since Terence, in the émdsrg—BCE Roman adapter of
Greek comedies. The translator's role is, howdwemo means a passive, mechanical
one, and so has also been compared to that otiah &he main ground seems to be the
concept of parallel creation found in critics s@shCicero. Dryden (1680:86) observed
that "Translation is a type of drawing after lifeThe comparison of the translator with
a musician or actor goes back at least to Samueisém’'s remark about Alexander

Pope playing Homer on a flageolet, while Homer lglihgsed a bassoon.

If translation is an art, it is not an easy onetha 13th century, Roger Bacon
wrote that if a translation is to be true, the sfator must know both languages, as well
as the science that he is to translate; and fintiagfew translators did, he wanted to do

away with translation and translators altogether.

In the hands of a good translator neither of thheseapproaches i.e. paraphrase
and metaphrase can ever be entirely ignored. Coiovetly, it is suggested that in
order to perform their job successfully, translat@hould meet three important

requirements; they should be familiar with:
» the source language,

» the target language,

* the subject matter.

Based on this premise, the translator discoversnbaning behind the forms in
the source language and does his/her best to prditecsame meaning in the target
language - using the forms and structures of ttgeetdanguage. Consequently, what is
supposed to change is the form and the code, aatl shlould remain unchanged is the




meaning and the message (Larson, 1984). Translatitdmerefore a process based on
the theory that it is possible to abstract the nmgpof a text from its forms and

reproduce that meaning with the very different ferof a second language.

2.15 Translation Procedures and Principles

2.1.5.1 Translation Procedures

Translation is a field of various procedures. Idiadn to word-for-word and
sense-for-sense procedures, the translator mag uagety of procedures that differ in
importance according to the contextual factors athbthe source text (ST) and the
target text (TT). In the present research, | wefide the most crucial and frequent

procedures used by translators.
2.1.5.1.1 Transliteration

Transliteration occurs when the translator trah&sithe source language (SL)
characters or sounds in the target language (Ba9ar,). In other words, this procedure
refers to the conversion of foreign letters inte thtters of the target language (TL).
Actually, this operation usually concerns propemea that do not have equivalents in
the target language text (TLT). In fact, many sam®lnd authorities refuse to consider
transliteration as a translation proper, since elies on transcription rather than

searching for the cultural and semantic equivahard in the TL.

2.1.5.1.2 Borrowing

Concerning borrowing, it refers to a case in whiclvord or an expression is

taken from the SL and used in the TL, but in aunaised’ form. It is made to conform




to the rules of grammar or pronunciation of the An example of borrowing is the
verb “mailer”, which is used in Canadian-Frenclerghce; here, the French suffix -er is
added to the English verb “mail” to conform to tReench rules of verb-formation

(Edith Harding & Philip Riley, 1986:57).

Borrowed words may sometimes have different semasignifications from
those of the original language. For instance, tlerddcan word tammara”, which is
borrowed from Spanish, means in Moroccan Arabidificult situation”, whereas in
Spanish it conveys the meaning of a “type of a paé®”. (Marouane Zakhir, 2008:13).
The same thing can be said about the wdlider”, which refers in French to a sexual
foreplay, while in English the term means behaviogards someone as though one
were in love with but without serious intention$hé last example is used by Bayar,

2007).

Borrowing in translation is not always justified bgxical gap in the target
language (TL), but it can mainly be used as a veapreserve the local color of the
word, or be used out of fear from losing some @& #emiotic aspects and cultural

aspects of the word if it is translated.
2.1.5.1.3 Calque

On the other hand, the term “calque”, or “true station” as Newmark (1988)
calls it, refers to the case where the translataitates the structure or manner of
expression of the source text (ST) in his/her tedim. This is the core difference
between calque and borrowing, since the lattersfess the whole word. Calque may
introduce a structure that is stranger from thgdbidanguage (TL). For instance,

“champions league”, “week-end” and “iceberg” aredisn French, though they do not

consist of such purely English structure.




More examples of calques translation are to bedanmames of international
organisations. They consist of universal words tizat be imitated from one language
into another; for example “European Cultural Corigni, “Convention culturelle
européenne; “study group”,“groupe d'étude” (Newmark, 1988). Calque expressions
consist of imitating the manner of expression & 8T in the TT. According to Vinay
and Darbelnet (1995), Canadians are accustomed st the expressiorfles
compliments de la saisonwhich is an imitation of the English expressi@edson

greetings” (Bayar, 2007).

2.1.5.1.4 Transposition
Another procedure used by translators is trangpaosior shift as Catford (1965)
called it. This procedure reflects the grammatatange that occurs in translation from

SL to TL. According to Newmark (1988), transpositiconsists of four types of

grammatical changes.

* The first type concerns words’ form and positioar fnstance: “furniture”, des
meubles “equipment”, des équipementdere, we see that the English singular
words are changed to plural in French.

* The second type of transposition is usually useénntihe TL does not have the
equal grammatical structure of the SL. In this cdke translator looks for other

options that help to convey the meaning of the ST.

For example, the gerund in the English expressierrdrising civilians...” might

be translated into French in two variable ways:

0 The subordinate clausesi‘vous terrorisez les civils.”

0 The verb-noun : le terrorisme contre les civils”




« For the third type, Newmark (1988) defines it d&"bne where literal translation is
grammatically possible but may not accord with treural usage in the TL."
Transposition, here, offers translators plentypassible versions. For instance, the
SL verb can be shifted into a TL empty verb pluamo

ST: J'ai parlé au parlement hier.
TT: | gave a speech in the parliament yesterday.
The SL adverbial phrase becomes an adverb in the TL
ST: D'une facon cruelle.
TT: Cruelly.

» Concerning the fourth type, it occurs when the dlaior uses a grammatical
structure as a way to replace a lexical gap. Ferddike of clarification, | have
quoted one of the interesting examples used by Newif1988) in hisTextbook of

Translation

ST: Apres sa sortie.
TT: After he'd gone out.
Here, | notice that the grammatical structure af TLT is used as a way to

compensate for or replace the lexical gap existirits linguistic system.

In short, transposition concerns the changes omgratical categories in
translation. This procedure is the most frequentiogeused by translators, since it
offers a variety of possibilities that help to avdhe problem of untranslatability.
Besides, translators mostly use transposition timely, while looking for ways to

transfer the source text into the target text.




2.1.5.1.5 Modulation

Modulation is defined by Gérard Hardin and GyntRiaot (1990) as "a change
in point of view that allows us to express the sgghenomenon in a different way."
This semantic-pragmatic procedure that changesdtegory of thought, the focus, the
point of view and the whole conceptualisation istidguished, according to Vinay and
Darbelnet (1977:11), into two types: “recorded mlatan”, also called “standard
modulation”, and “free modulation”. For the firsipe, i.e., recorded modulation, it is
often used in bilingual dictionaries. It is convengally established, and is considered
by many to be a ready-made procedure. An examphlhisftype is given by Bayar
(2007): “help-line’; “cellule d'écoute” Concerning the second type, free modulation, it
is considered to be more practical in cases whire TL rejects literal translation”

(Vinay and Darbelnet, 1977:12).

Vinay and Darbelnet distinguish between eleven gmates or types of free
modulation: “Negated contrary”, for example, israqedure that relies on changing the
value of the source text (ST) in translation froegative to positive or vice versa, for
example, “it is difficult” may be translated bgé n'est pas facite “he never lies” can
be translated byil‘est honnété It should be noted here that these exampleslafece
translations and their correctness depends on dhéext. Yet, modulations become

compulsory when there is a lexical gap in opposi{idewmark, 1988).

In addition, free modulation consists of many otlpeocedures: abstract for
concrete, cause for effect, space for time, etat,ilpersonal or active for passive is
still the most frequent and useful procedure. Aaregle of the latter is “He is said to be

serious.” which can be rendered @n“dit qu'il est sérieuk




In sum, modulation as a procedure of translatiaccucwhen there is a change

of perspective accompanied with a lexical changbertarget language (TL).

2.1.5.1.6 Reduction and Expansion

These two procedures are usually used in poorenrttxts, and lead to a change
in lexical and stylistic aspects. Expansion reterthe case where the translator exceeds
the number of words of the source language textanslation, for examplehbmme
noir”, “dark skinned man”. Here, | notice a shift frdmoun + adjective” in French into

“adjective + participle + noun”, i.e., “compoundjactive +noun.”

Further, expansion procedure also occurs whenréinslaitor tries to move from
the implicit into the explicit. For instance, “tledild cries for the game”, should not be
translated byl“enfant pleure pour le jéusince the element “pour” does not convey the
right meaning, and may mislead the reader. So, tlexetranslator should look for
another explicit meaning of the element “pour”, @hhis (in order to get),gour avoir’,

thus the example is correctly read Bsrifant pleure pour avoir le jéu

In reduction procedure, the translator is morelyike reduce the number of
elements that form the source language text. Tioisgulure should respect the principle
of relevance, that is, the translator should make shat no crucial information is
dropped in the target language text. An exampleedfiction in translation isstience
politique’, translated as “politics”. Here, the source laage adjective plus noun

becomes a general noun in the target language.




2.1.5.1.7 Adaptation

In adaptation, the translator works on changingcivetent and the form of the
source text (ST) in a way that conforms to thegwéthe language and culture in the
target language (TL) community. In general, thisgedure is used as an effective way
to deal with culturally-bound words/expressionstapiors, and images in translation.
That is, the translator resorts to rewriting therse language text (SLT) according to
the characteristics of the target language tex{TjTIMonia Bayar (2007) argues that
adaptation is based on three main procedures:rallswbstitution, paraphrase, and

omission.

Cultural substitution refers to the case wherdtéeslator uses equivalent words
that are ready-made in the target language (Tld,s&nve the same goal as those of the
source language (SL). In other words, the transktbstitutes cultural words of the SL
by cultural words of the TL. An example of cultusalbstitution is clearly seen in the

translation of these proverbs:

* You can't teach an old dog new trickse n'est a un vieux singe qu'on apprend a
faire des grimaces.
* She is innocent as an egglle est innocente comme un agneau.
In these two examples, | notice that the transtatubstitute the source texts
(STs) by expressions which are culturally spedcificthe target language (TL). For
instance, the last example uses the teagnéau” as a cultural equivalent for the word
“egq”, since the latter conveys a bad connotatidmich is imbecility, as in the example

"ne fais pas I'oeuf= "ne fais pas I'imbécilg(G. Hardin & G. Picot, 1990).




Yet, if the translator cannot find a cultural specexpression that substitutes the
cultural expression of the SL, he should resopacaphrase which aims to surpass all
cultural barriers that the ST may present. It isedohon explanations, additions and
change in word order. For instance, the Englishaptetr"Charbonnier est maitre chez
lui" has no cultural equivalent expression in Engliblus, the saying is translated as

"An Englishman's home is his castle.”

Actually, paraphrase is not only used in culturlbund texts, but also in poor
written and anonymous texts, which show omissiddewimark, 1988). Besides, the
translator should not use paraphrase in all théspai the text unless necessary,

otherwise his/her translation would be judged &emint from the original.

In short, undoubtedly, adaptation, as one of thestniatricate procedures of
translation, enhances the readability of the taiget(TT) in a way that helps receptors
comprehend the source text (ST) ideas, images,pmetsa and culture through their
own language and culture. Cultural substitutiorraphrase and omission offer various
possibilities for translators. However, paraphrasd omission are still the subject of

much debate, especially for those who defend tba af fidelity in translation.
2.1.5.1.8 Additions, Notes, and Glosses

In general, these procedures are used by transladaadd information about a
culturally-bound word/expression, or a technicaimethat is related to a specific
domain. They may occupy various places within the.tThey might be used inside the
text, and here they can be positioned between roursduare brackets, except in case
these brackets are used as parts of the sourceagadext. They are also used as notes

in the bottom of the page, or at the end of theptdraunless the chapter is too long.




Furthermore, additional information can be writes glosses in the end of the book,
with the help of number references. Yet, the lastg@dure is less favoured, since it is
an irritating and exhausting task for the readdrp inds himself obliged to go to the
end of the book every time he comes across a foneyd. Finally, the use of these
procedures depends on the readership and the defgttee gap that exists between his
language and the source language text. Besidese firecedures should not be used at
random in translation. They should better be predday a short introduction, where the
translator discusses the difficulty of the authaesms and his ways and degrees of

assistance in transferring their meanings.

At length, it is clear from the above discussioattiranslation procedures are
different in characteristics and uses. Each proeetas its own advantages that differ
according to the texts under translation. In mynam, no one can judge the sufficiency
of one procedure on the other, and it is up tardeslator to choose the one he/she sees
more practical and helpful in his/her translatiasktin order to render the source text as

faithful as possible into the target language.

2.1.5.2 Translation Principles

By definition, translation is the accurate rendgrof a document into another
language so that it is suitable for its intendedopse. Consequently, to be effective a
translation must not only be complete and accutaiejt must also reflect the correct
use of grammar, appropriate writing style, and teahlegy consistent with the subject

matter. As Carroll (2004) states, the ideal trarmheshould be:

e accurate - reproducing as exactly as possible #ening of the source text;

* natural - using natural forms of the target languisiga way that is appropriate to the

kind of text being translated;




e communicative - expressing all aspects of the nmgam a way that is readily

understandable to the intended audience.

Every translation principle treats then the esdiblient of equivalence as the basic
issue and the final target, because translatiomilsnt comparison between the
translated version and the original text. A propederstanding of the balance between
original text and translated versions is essetti@very theory. This is also true of film

translation.

Films are audience-oriented and have special cteaistics. But, like other types
of literary works, it can also draw inspiration rfitcsome current theoretical studies on
translation so as to achieve the purpose of thggnadi film and stimulate the intended
responses from the target language audience. Tineigles by Nida, Newmark,

Seleskovich, and Venuti seem to be of relevanekisdield of endeavor.

2.1.5.2.1 Nida’s Functional Equivalence and Newmai& Correlative Approach to

Translation

Although the principle of equivalence has beenxistence for a long time and
has been used on rare occasions in older transdatiowas first given that name and
formulated as a systematic translation principlethe seventies by Eugene Nida.

According to Nida (1964:48),

Language consists of more than the meaning of sigrdoad the
combination of symbols; it is essentially a codeperation, or in
other words, a code functioning for a specific s or purposes.
Thus we must analyze the transmission of a messaggms of
dynamic dimension. This dimension is especially ontgnt for
translation, since the production of equivalent sages is a

process, not merely of matching parts of utteranbes also of




reproducing the total dynamic character of the comigation.
Without both elements the results can scarcelyegarded, in any

realistic sense, as equivalent.

It is generally held that equivalence is a worgblorase that, in a specific context,
exactly corresponds to the smallest unit in theioal. But this definition is rather
vague and ambiguous. Linguistic facts prove thdulhequivalence can never be
established between two languages, for languag@ois mathematics. If a full
equivalence is impossible to obtain, then it isuratto ask to what extent translation
equivalence can be achieved. Eugene A. Nida clthats

despite the fact that absolute communication iossible between
persons, whether within the same speech community different
communities, a high degree of effective communicatiis
impossible among all peoples, because of the gityilaf mental
processes, semantic responses, range of cultupairierce, and

capacity for adjustment to the behavior patternotoer (Nida,
1982:3).

He added that “anything that can be said in anguage can be said in another”
(Nida, 1982:4). The history of communication andtunal exchanges between people
has shown the validity of Nida’'s theory, and thesenmunications and exchanges can
only occur where equivalence is established. Thadstrd of translation equivalence
requires effective communication. Translation egléwce is set up if the purpose of
communication has been fulfilled. If a word or eagsion of the target language is
considered appropriate to the same speech sitydtioan be taken as a substitute for

the corresponding item in the original text.

To achieve the purpose of functional equivalencewidark has also developed
his correlative approach: semantic translation ememunicative translation. Though

the latter always draws more attention, we shoekkenforget that semantic translation




can enable the translation to achieve equivalesseetl, and communicative translation

only becomes prominent when semantic translatis tia act.
2.1.5.2.1.1 Nida’s Functional Equivalence

Linguists and teachers of translation developed tthieory of functional
equivalent translation to spell out in detail th#etlences between form and meaning,
the differences between different languages, aaditid of practices that lead to sound
translation. Central to the theory was the prirecipl translating meaning in preference

to form.

Thus, dynamic equivalence, or functional equivadenitanslation which
corresponds to “paraphrase” is one that seekspi@sent adequately and accurately in
good target language grammar, style, and idionm,tbhewords and constructions in the

source language conveyed to the original recipients

Nida believes that the adequacy of a translatiggedéds on a great many different
factors: the reliability of the text itself, thesdburse types (from lyric poetic to grocery
lists), the intended audience, the manner in wihehtranslated text is to be used (e.g.
read in the quiet of one’s study or acted on tlagest and the purpose for which the
translation has been made, e.g. to inform, to chemwhavior, to amuse, or to sell a
product. These same factors apply not only thestased text, but also the original, a

fact which only complicates any evaluation of a&lation.

In general it is best to speak of “functional egl@énce” in terms of a range of
adequacy, since no translation is ever completglyvalent to the original. A number
of different translations can in fact representywray degrees of equivalence. This

means that “equivalence” cannot be understoogimathematical meaning of identity,




but only in terms of proximity, i.e., on the basisdegrees of closeness to functional

identity.

Such a view of functional equivalence implies difet degrees of adequacy from
maximal effectiveness on the basis of both cogmitand experiential factors. A
minimal, realistic definition of functional equivalce could be stated as “the readers of
the translated text should be able to comprehetuadtite point that they can conceive of
how the original readers of the text must have tstded and appreciate it” (Nida,
1993:118). Anything less than this degree of edaivee should be judged as

unacceptable.

A maximal, ideal definition could be stated as “tl@aders of a translated text
should be able to understand and appreciate issergially the same manner as the
original readers did” (Nida, 1993:118). The maximdafinition implies a high degree of
language-culture correspondence between sourcdaaget languages and a usually
effective translation so as to produce in receptogscapacity for response very close to
what the original readers experienced. This maxieatl of equivalence is rarely, if
ever, achieved, except for texts having little oraesthetic value and involving only

routine information (Nida, 1993:117-118).

Since films are never with little or no aesthetialue but with uncountable
aesthetic value, and films are always creating gh@urprises and suspensions to catch
receptors” attention, the maximal definition oliffctional equivalence” does not apply
to films. And the film translators aim at bridging intended audience translated films
that are closest in effect to the original onese Thinimal definition of “functional

equivalence” is just what they could adopt in themcess of translating.




Because “there is always some loss and distortiorerbal communication since
no two interlocutors ever have exactly the samegdasive and associative meanings
for the same phonological, lexical, grammaticald aiscourse features” (Nida,
1993:118), film translators have enough reasondjosa their translation to achieve
functional equivalence. However, their adjustmehbowd never be conducted at

random. Nida suggests some principles for produitingtional equivalence.

2.1.5.2.1.2 Principles for Producing Functional Eqgivalence

If a close, formal translation is likely to resutt a misunderstanding of the
designative meaning, then, certain changes mushtbeduced into the text of the
translation or the literal translation may be ne¢ai and a footnote against possible
misunderstanding must be added. In film translatiba translators have no such luxury
of adding footnotes. Thus their only alternativeéagewrite the text to avoid the likely

misunderstanding. This is the first principle.

In the second principle, if a close, formal tratista is likely to result in serious
misunderstanding of the associative meaning oftlugce text or in a significant loss in
appreciation of the stylistic values of the soutegt, it is important to make such

adjustments as are necessary to reflect the atisecralues of the source text.

The third principle consists of the fact that arseutext must be translated in
certain ways if the target texts require a numlbedjustments on all levels: phonology,

lexicon, syntax, and discourse.

The translation of films involves even more seridlifficulties, since the words

must fit the music and also the action. As Nidal wbterves:

The greatest number of adjustments in translaang the greatest

rewards for success in doing so) occurs in prepderts involving




lip synchronization for cinema and television perfances. Not
only must the length of utterances be adjustedtiritsounds of
the translated text must correspond with the fatialements of
the picture track especially insofar as lip movetseme concerned
(Nida, 1993:129).

2.1.5.2.1.3 Practical Implications of Those Princies

According to Nida, the principles for the produatiof functionally equivalent

translations have a number of very practical ingtians as suggested in the following:

e The greater the differences between the sourcetaagdt cultures, the greater the
need for adjustments.

* The greater the differences between the sourcdamgdt languages, the greater the
need for adjustments.

« The more distinctive (whether idiosyncratic or eled) the style of the source text,
the greater the number of adjustments.

* The greater the differences in social and educati@vels of the source and target
audiences, the greater the number of adjustments.

* The more a translated text is dependent on an guoying code, the greater the

number and variety of adjustments. (Nida, 1993:120}

2.1.5.2.1.4 Newmark’s Correlative Approach to Traslation

Another contemporary theorist, Peter Newmark, hageldped a theory which
echoes Nida in some way. Newmark proposes a cowelapproach to translation
which consists of two major methods: semantic tedim and communicative

translation (Newmark, 1988:47).




Communicative translation attempts to render trecegontextual meaning of the
original text in such a way that both content amdguage are readily acceptable and
comprehensible to the readership. Semantic traoslattempts to render the precise
contextual meaning of the original within the coastts of the target language
grammatical structures, and it should also be fiditto the intention of the source

language writer.

In general, a semantic translation is written & #uthor’s linguistic level; a
communicative translation at the readership’s. Sgimdranslation is often used for
“expressive” texts; communicative for “informativeind “vocative” texts. Semantic
translation is personal and individual, follows theught processes of the author, tends

to over-translate, pursues nuances of meanin@iyet to reproduce pragmatic impact.

Communicative translation is social, concentratesh®e message and the main
force of the text, tends to be simple, clear andfpand is always written in a natural
and resourceful style (Newmark, 1988: 46-48). Hasvethe two types of translation
have distinctive focuses. Newmark adds that semdrdnslation should be seen as
wholes in the process of translating. From this eeeld learn that his theory of
translation is text-centered. The approach thestaséor adopts varies according to the

characteristics of the text and the intended rexspt

Since films aim more at the response of the receptather than the original
author, it is advisable that the film translatooptia simple, clear, brief and natural
style to convey the message more fully. And duéheoconstraints of the film (space
and time), the translator is not encouraged to-tra@islate the source text. In subtitle-
translating, sometimes under-translation is unadi and justifiable so long as the
main message is transmitted. In most cases, pedwmpmunicative translation could




serve the film's purposes better compared with sgimatranslation. Therefore
equivalence of effect is also Newmark’s greatesicem, just like Nida, especially in
the case of fim translation. The film translatore fustified to rewrite and adjust the
translation according to Nida's and Newmark'’s tiesarAs Newmark observes,

In communicative translation the translator is rigyiin his own
language to write a little better than the originahless he is
reproducing the well-established formulae of ndaticeor
correspondence. | assume that in communicativeslaton one
has the right to correct or improve logic; to reglaclumsy with
elegant, or at least functional, syntactic struegurto remove
obscurities; to eliminate repetition and tautologly;exclude the
less likely interpretations of an ambiguity; to nfgdand clarify
jargon (i.e. reduce loose generic terms to ratherentoncrete
components), and to normalize bizzarreries of &l i.e.
wayward uses of language. Further, one has rightdwect
mistakes of fact and slips, normally stating wha¢ thvas done in
footnote. (All such corrections and improvemente asually

inadmissible in semantic translatiofjjewmark, 2001:42).

The disparities between language and culture ctngseontradictory relationship
between the form and meaning of language. No twalsyaither intra-lingual or inter-
lingual, bear exactly the same form and meanings pats film translators into a rather
difficult situation, because film translation, likether translating, is expressing
meanings and ideas which have already been expdréssanother language. To pay
unduly detailed attention to formal or literal egalence would result in an artificial
awkward and even misleading version in the targeguiage, which fails to achieve the
objective of film translation, that is, communicati But if the attempt to bring out the
meaning in the target language goes to an extrémeedistance between the target

version and the original would be equally unbearalflet film translation is a process




of re-creation, presenting what has already beeated in a different language. So, to a

certain degree, film translators should also talkeeffect of form into consideration.

According to my own evaluation, there is a cergmilarity between Newmark’s
communicative translation and Nida’s functional igglence (or the same response
from the target language reader). Still, | pretediscuss both theories for the following
reasons. Nida’'s theory of functional equivalenceviates us with a simple, direct, and
effective criterion to judge the validity of a peeof translation. Other theoretical
formulations seem to be less direct or less traespa However, the theory of
functional equivalence is not without problems. #te present stage of this
development, most translation theories and praogtis emphasise the free translation
aspect of the equivalence, somewhat to the neglethe literal translation aspect,

though Nida has time and again mentioned the “skgsessible” natural equivalence.

On the other hand, Newmark’s correlative approaghich puts equal emphasis
on semantic and communicative translation, seenbg tmore balanced. Following this
theory, while we stress the necessity of commuivedtanslation in rendering a film,
we will not loose the sight of the necessity of aatit translation where appropriate.
Nida and Newmark have provided theoretical supfwrthe translators to adjust their
translated texts to achieve functional equivalesee realise communicative purposes.
On the basis of equivalence, film translators alm franslating theorists have to make
a compromise to set up equivalence at the mostoppgpte point between form and

meaning.




2.1.5.2.1.5 Venut's Translator's Visibility and Séeskovich’s Hermeneutic

Translation
2.1.5.2.1.5.1 Venuti's Translator’s Visibility

After | have discussed the purposes of film traimta | will switch to the people
conducting film translation, i.e. the translato&mme theorists hold that translation is
only a distortion of the original. Since films aoé such visual sophistication, any
translation of them, however hard the translatoay tny; seems to be inferior to the
original, according to some theorists. Thus, ibften believed that the film translators’

only choice is to keep translated text transparent.

It can be easily noticed that over the past sevaaturies, the comments and
reviews on translation are consistent in praisihgerft discourse while damning
deviation from it, even when the most diverse raog®reign texts is considered. The
dominance of fluency has drawn the attention ofppeanvolved and made them
neglect other problems such as the translation&iracy, its intended audience, its
economic value, and its place in the translatoaisier. The illusion of transparency is
an effect of fluent discourse of the translatorforé to insure easy readability by
adhering the current usage, maintaining continusyugax, fixing a precise meaning

(Venuti, 1995: 1-5).
2.1.5.2.1.5.1.1 Translator’s Visibility vs. Translgor’s Invisibility

However, Lawrence Venuti argues that it is impdssiand unreasonable to
maintain a translator’s invisibility. In other warda translator tends to play an active or
subjective role in the course of translating, agdirs own interpretations. Because

translation is a process by which the chain of ifigns that

constitutes the source language text is replaced lphain of




signifiers in the target language which the traiosl@rovides on
the strength of an interpretation,” and “becausedning’ is an
effect of relations and differences among sigrsfiealong a
potentially endless chain (polysemous, inter textsabject to

infinite linkages), it is always differential andeférred, never

present as an original unifiperrida, 1982:73).

Both foreign text and translation are derivativetimat they consist of diverse
linguistic and cultural materials. The translataredy becomes visible once he does not
take fluency as the ultimate criterion.

In Trask’s analogy, translators play act as authamsd translations
pass for original texts. Translators are very maelare that any
sense of authorial presence in a translation idwsion, an effect
of transparent discourse, comparable to a ‘stubyt they
nonetheless assert that they participate in a hmggical

relationship with the author in which they repreb®ir own

‘personality’. In some sense, the translator callates with the

original author. For the sake of receptors in tatgaguage, the

translator has made himself visible awaredly or waradly
(Venuti, 1995:7).

Such is the case of translators of films. The lagguof films is life-like and
choked with cultural images and vulgarisms. Witkiew to making the language of
foreign films lucid, life-like, colourful and agrable to the intended audience, the
translator has to employ many strategies and tgaesito achieve the expected effects,
sometimes foreignising, sometimes domesticatind,sametimes omitting. It sounds as
the audience could sense the translator's vigtbibt a greater extent if they had the

chance to read or to hear the original text.

In the past years this new theory has drawn muntadtn among translation

theorists, and here | would like to venture forwarg understanding of it. At the pure




theoretical level, when the translator becomesblasihe/ she must have manipulated
the original text and shown his/her subjective nmtetations of the source language.
Often his/her interpretation may go beyond the iti@tal boundaries set for free

translation. In other words, it can be freer thiam free translation in its normal sense.
The demarcation line between the two, howeverridrbm clear in translation practice.

The value of this new theory lies in the fact titdtas shattered the traditional shackles
on the translators, so that they become bolder lee#re in translation, so long as their
work can be justified by the target language réadsnse of appreciation and by the

acceptability of their work in the target culture.

2.1.5.2.1.5.1.2 Domestication vs. Foreignisation

In Translator’'s Invisibility Venuti advocates the strategy of foreignisatian i
translating. He believes that the fluent domestigatof the source text not only
conceals the translator’s efforts in translatind amakes him unfairly invisible, but also
mops away the differences between different cututieus imposing the target culture
values on the source text. And he thinks that fmising of the source text could act
ethno deviant pressure on the cultural values @ftéinget language and could take the
intended audience to a foreign land and help tkepters get a different experience

(Wang Dongfeng, 2002:25).

However, to retain the source text’'s outlandisivdla, the translator has to rely
on the target language resources. Even Venuti adies, just like domestication,
foreignisation has its limitations and we should boast too much about it (Wang

Dongfeng, 2002: 26).




In film translation, it is hard to employ only dostieation or foreignisation, for
the language of the film tends to be complicatetieWboth strategies fail to function,

the translator can fall back on hermeneutic trdimsiado achieve intended effects.
2.1.5.2.1.5.1.3 Seleskovich’s Hermeneutic Translati
2.1.5.2.1.5.1.3.1 Hermeneutic Translation and Interetation

In films, most lines come out of the interlocutolip’s, which put the translator at
a position similar to that of an interpreter. Aatiog to the ESIT (a very loose
designation referring to professors sharing thertecal conceptions underpinning the
teaching at théecole Supérieure d’'Interpretariat et de Traductioh Paris), Danica
Seleskovich and Marianne Lederer, among the mashipent theorists, have shifted
the emphasis on the “interpretative” situation ihatvthey sometimes refer to as the
‘communicational approach’. These linguists givesadbte priority to the functional
equivalence established by taking into considenaaib the factors contained in textual
and situational contexts over the simple transapailinguistic components involved

in translation.

An extreme formulation, based on the particularecak interpretation, can be
found in Seleskovich (1976:93): “interpretation dses on the ideas expressed in live
utterances rather than on language itself; it thtrignores all attempts at finding
linguistic equivalents and concentrates on findimg appropriate wording to convey a

given point in time and in a given context.”

Hermeneutic translation or translation as hermeogus the experience of the
contradiction between two cultural worlds, whichttsd same time causes the translator

to question his own preconceptions and to assienitadse which he finds to foreign to

himself (Hewson & Martin, 1991:9).




Interpretation is a hermeneutic process of tramglatlust as Greek mythology
tells: Hermes, the messenger god, conveyed the gadsgoddesses’ oral messages to
each other, interpreters of today convey the messagocessed by them. The form
unavoidable would be changed but the main ideaveddy the hearers remains intact.
Here the interpreters give their hermeneutic tetiesh of the original text, which

proves to be acceptable and sufficient for thedrsao get the necessary information.

2.1.5.2.1.5.1.3.2 Procedures of Interpretation

The process of interpretation can be divided ihtofbllowing procedures:

« first, to understand and appreciate the sourceaute;
* then, to forget and deviate from the outer fornthef original text;
» last, to re-express the information, the communieaneaning, by abiding by target

language rules (Lederer, 1994:3).

The translator acts as a painter, not a photograpteecan just represent what he
perceives. Here, hermeneutic translation theory atrhelping the receptors (in films,

the audience) to achieve cognitive equivalenceyeocan say, a pragmatic equivalence.

To put it plainly, film translators should draw fttronal or pragmatic equivalence
as their guiding principle in treating the textfidns, and are entitled to give their own
hermeneutic translation and thus make themsehgileion account of the audience’s

response. In a sense, hermeneutic interpretatiextiesmely free.




2.2 Linguistic and Cultural Implications of Translation

Based on the fact that language is a social féet, dultural and linguistic
implications of translation are not to be neglectddny works have been done in the
field of translation in general and particularly dme implications of culture and
language in translation. But before going to tmguistic and cultural implications of
translation, It is good | should firstly talk abotlie two components of a good

translation: language and culture.
2.2.1 Language and its Functions

“A language is a particular code system, whichsgeduby a group of people or a
nation to communicate.” (Li Fang, 2010:9) Sincespite the language and cultural
differences, basic feelings and mental activitiesthe same between racial groups and

social communities, they make languages transkatabl

The functions of language are of two basic typsgchological and sociological.
The psychological functions may be described asrteans by which people negotiate
with reality, and the sociological functions can $ed to be those ways by which
people negotiate with each other. The psychologicattions may be regarded as
essentially internal or subjective, and the sogmal functions as external and

interpersonal (Nida, 1993:8).
2.2.1.1 The Psychological Functions of Language

The primary psychological functions of language @aening, starting, modeling
of reality, expression, and cognition. Performihg third function, language tends to
model reality in the four semantic classes of leggifwords and idioms), namely, 1-e.g.
girl, dog, hill 2- activities, e.g. go, run, die, watch; 3- chaeastics, primarily




qualities and quantities, e.g. evil, brave, bmitiaquickly; 4- relations, e.dgn, behind,

during, therefore (Nida, 1993:9-10).

A purpose of language is to give vent to one’s d@alings. Expressive language
may, however, be a matter of aesthetic endeavarranging words to display balance,

proportion, and symetry.
2.2.1.2 The Sociological Functions of Language

The primary sociological functions of language ttisg those functions by which
people relate to and influence one another, artheffollowing types: interpersonal,
informative, the use of speech or writing to inflae the cognitive content or state of

other people (Nida, 1993:8-13).

2.2.2 Translation, Language, Culture, and Film Translation

2.2.2.1 Relationship among Film, Translation, Langage, and Culture

A film is more than just an entertainment systeinis blso a means of expression
as well as a vehicle for cultural communicationslan imitation of society and culture.
The film has included so much of the various histdrperiods that people believe that
by watching films of various types from various @snand various countries, they can
learn many aspects of certain historical periodse Tilm is, so to speak, an acting
encyclopedia of culture and society. The transhatod films is the translation of

languages and cultures, and the promotion of acalieral exchanges.

In film translation, there exist the translationrg@oxes mentioned above. Film
translation certainly abides by the processes afstating: preparing, analysing,

transferring, and restructuring.




2.2.2.1.1 The Functions of Film Language

The language of a film also has psychological amailosogical functions, such as
expression, modeling of reality, and cognition ime tinterpersonal, informative,
imperative, and emotive areas. Moreover, the lagguaf films, unlike that of the
novels, is always up to date, lively and energelicerefore, the translation of film
language especially needs to convey cultures, ritemahether they are contemporary

or previous ones.

The language of films also serves as a tool toreteand educate people. During
the process of enjoying a film, the viewer willinuenced more or less by the plot and

the characters, which are reinforced by the languesgd in the films.

2.2.2.1.2 The Characteristics of Film Language

The language of films has its own features, justhas$ of other literary forms
does. Firstly, the language of a film is visual andlible. The film is an integration of
moving pictures and sounds, while the novel hay ensimple form: printed words.
Literary works tell stories with printed words, Wehifilms tell stories with visual and

audible symbols: light waves and sound waves.

Secondly, the film language is compact and lucidatTis because films target at
mass people regardless of their education and@gehe other hand, novels often aim
at more specific groups of people. The more au@en@lm wins the more successful
and profitable the producer and the distributof . To make it accessible to largest
possible audience, the film writer would make eveffprt to make his or her language

easy to comprehend, popular and like-life.




Thirdly, the language of film is rich and varied style, for the actors and
actresses may represent people from all walksfef Due to lack of footnotes as in
novels and the constraint of time (all the wordssimbe uttered only once and
irreversible), the requirement for film languagamsre demanding than that for novel
language. Therefore, to maintain the source langjgacharacteristics, the translators
are obliged to focus on the equivalent effectsha target language, rather than all
linguistic details. The translated version showdelually pleasant to hear, rich in style,

and explicit for understanding.

2.2.2.2 The Notion of Culture in Translation

“Translation is a kind of activity which inevitablinvolves at least two
languages and two cultural traditions” (Toury, 1988-100). As this statement implies,
translators are permanently faced with the probdérmow to treat the cultural aspects
implicit in a source text (ST) and finding the magipropriate technique of successfully
conveying these aspects in the target language {lHese problems may vary in scope
depending on the cultural and linguistic gap betwd® two (or more) languages

concerned (Nida, 1964:130).

The notion of culture is essential to considering implications for translation
and, despite the differences in opinion as to wéreldnguage is part of culture or not,

the two notions appear to be inseparable.

Discussing the problems of correspondence in tatingl, Nida confers equal
importance to both linguistic and cultural diffeces between the SL and the TL and
concludes that "differences between cultures mageanore severe complications for

the translator than do differences in languagecsira” (Nida, 1964:130). It is further




explained that parallels in culture often providecanmon understanding despite

significant formal shifts in the translation.

The cultural implications for translation are thofssignificant importance as
well as lexical concerns. Lotman's theory states ‘tho language can exist unless it is
steeped in the context of culture; and no cultae exist without having at its centre,
the structure of natural languagéotman, 1978:211-232). Bassnett (1980:13-14)
underlines the importance of this double considanaivhen translating, by stating that
language is "the heart within the body of culturthg survival of both aspects being

interdependent.

The definition of "culture" as given in th@oncise Oxford Dictionaryaries
from descriptions of the "arts" to plant and baetewultivation and includes a wide
range of intermediary aspects. More specificallyjncawned with language and
translation, Newmark defines culture as "the wayifefand its manifestations that are
peculiar to a community that uses a particular lagg as its means of expression”
(1988:94), thus acknowledging that each languagaphas its own culturally specific
features. Newmark further states that operationadlydoes "not regard language as a
component or feature of culture"” (Newmark, 1988:@50lirect opposition to the view

of Vermeer who states that "language is part aflaue" (1989:222).

According to Newmark, Vermeer's stance would imgte impossibility to
translate whereas for the latter, translating theee language (SL) into a suitable form
of target language (TL) is part of the translatooke in transcultural communication.
Culture is not only understood as the advancedlectaal development of mankind as
reflected in the arts, but it refers to all sogiabnditioned aspects of human life (Snell-

Hornby, 1988; Hymes, 1964). In practical wordin@sodenough puts:




As | see it, a society's culture consists of whettét/is one has to
know or believe in order to operate in a manneepiable to its
members, and do so in any role that they accepargrone of
themselves. Culture, being what people have tmlear distinct
from their biological heritage, must consist of #@d product of
learning: knowledge, in a most general, if relgtisense of the
term. By definition, we should note that culturenist a material
phenomenon; it does not consist of things, pedmdaviour, or
emotions. It is rather an organization of thesegsi It is the forms
of things that people have in mind, their modelp®ifceiving and
dealing with their circumstances. To one who kndiwesr culture,
these things and events are also signs signifyiagctiltural forms
or models of which they are material representation
(Goodenough, 1964:36).

It can be summarised that this definition suggéstse things:

e culture seen as a totality of knowledge and maalepérceiving things,
* immediate connection between culture and behawndrevents, and

e culture's dependence on norms.

It should also be noted that some other definiticlagm that both knowledge
and material things are part of culture. It is, &xample, the cases of the definitions
proposed by Koentjaraningrat (1996:80-81) and Hd{©67:106). According to Snell-
Hornby (1988:40), the connection between languagk @lture was first formally
formulated by Wilhelm Von Humboldt (1836). For tigerman philosopher, language
was something dynamic. It was an activity rathanth static inventory of items as the
product of activity. At the same time language s expression of culture and
individuality of the speakers, who perceive the lahrough language. Related to
Goodenough's idea on culture as the totality ofwkadge, language is seen as the

knowledge representation in the mind.




In 1973, Humboldt's view was echoed by Edward Sapidd Benjamin Lee
Whorf in their Sapir-Whorf hypothesis. This pringpstates that thought does not
"precede" language, but on the contrary thoughtoisditioned by it. The system of
honorific style used in Javanese, for example,césf¢he speakers' concepts of social

status.

Halliday (in Halliday and Hasan (1985)¥states that "there was the theory of

context before the theory of text". In other wordsntext precedes text. Context here
means context of situation and culture (Hallidag &tasan, 1985:7). This context is
necessary for adequate understanding of the tdthwbecomes the first requirement
for translating. Thus, translating a text withoudarstanding it is non-sense, and it is

impossible to understand a text without havingdeaiabout the culture of this text.

Humboldt's idea, Sapir-Whorf hypothesis, and Hallid idea have far-reaching
implications for translation. In its extreme, thation that language conditions thought
and that language and thought are bound up withnittieidual culture of the given
community would mean that translation is impossibé cannot translate someone's
thought which is affected by and stated in langugggzific for a certain community to
another different language because the systenoaftit in the two languages (cultures)
must be different. Each language is unique. Ihfluences the thought and, therefore,

the culture, it would mean that ultimate translati® impossible.

Another point of view, however, asserts the opgoditonically this also goes
back to Humboldt's idea about “inner” and “outestrhs of language. Later this point is
developed into the concepts of “deep structure” ‘auiface structure” by Chomsky
(1965). “Inner form” and “deep structure” is whatgenerally known as idea. Following

this concept, all ideas are universal. What isedé#ht is only the “surface structure”,




“the outer form”. If it is so, translation is onlg change of “surface structure” to
represent the universal “deep structure”. Accorlyinganslation is theoretically always

possible.

To sum up, we are faced with two extremes. Oneaslirhimself /herself which
of the two points of view is right. The answercaaing to Snell-Hornby (1988:41)
lies not in choosing any of the two. If the extranage put at the ends of a cline, the
answer lies between the two. In brief, theoretycdhe degree of probability for perfect
translation depends on how far the source languege (SLT) is embedded in its
culture and the greater the distance between tliereubetween SLT and target
language text (TLT), the higher is the degree obassibility of translation. Let me

move on now on how culture is taken into accourgnvtranslating.
2.2.3 Cultural Consideration in Translation

It has long been taken for granted that translateals only with language.
Cultural perspective, however, has never been Itaatp discussion. This can be seen
in most of the following definitions. The first deition is presented by Catford
(1965:20). He states that “translation is the regtaent of textual material in one
language by equivalent textual material in anotlweguage.” In this definition, the most
important thing is equivalent textual material. Yiets still vague in terms of the type of

equivalence. Culture is not taken into account.

Very much similar to this definition is that by Saty (1968) who maintains that
translation is made possible by an equivalent oligiit that lies behind its different
verbal expressions. Next, Nida and Taber (1969)a@xghe process of translating as

follows: “translating consists of reproducing iretreceptor language the closest natural




equivalent of the source language message, firsgrms of meaning and secondly in

terms of style” (p.132).
Brislin defines translation as:

the general term referring to the transfer of thas@nd ideas from
one language (source) to another (target), whettedanguages
are in written or oral form; whether the languabase established
orthographies or do not have such standardizatiomhether one
or both languages is based on signs, as with siggubhges of the
deaf(Brislin, 1976:1).
Identical with the above definition is the one preed by Pinhhuck (1977:38).
He maintains that "translation is a process ofifigch target language equivalent for a

source language utterance". In the definitions appg in the 1960s-1970s, some

similarities have been found:

« there is a change of expression from one languagadther,

* the meaning and message are rendered in the TL, and

« the translator has an obligation to seek for thmsedt equivalent in the target
language. Yet, there is no indication that cultgreaken into account except in that

of Nida and Taber.

In fact, Nida and Taber themselves do not mentias natter very explicitly.
Following their explanation on "closest natural igglent”, however, we can infer that
cultural issue is considered. They maintain that ¢lquivalent sought after in every
effort of translating is the one that is so clobattthe meaning/message can be

transferred well.




The concept of closest natural equivalent is roateldida’s concept of dynamic
equivalent. His celebrated example is taken from Bible that is the translation of
"Lamb of God" into the Eskimo language. Here "lamfymbolises innocence,
especially in the context of sacrifice. As a mattefact, Eskimo culture does not know
"lamb"”. Thus, the word does not symbolize anythimgtead of "Lamb of God", he
prefers "Seal of God" to transfer the message Isecdseal" has its equivalent in

Eskimo culture. Here he considers cultural aspects.

The inclusion of cultural perspective in the ddfon of translation
unfortunately does not continue. The last ones keepnot touching this matter.

According to the following definition,

translation involves the rendering of a source lagg (SL) text

into the target language (TL) so as to ensure thatsurface

meaning of the two will be approximately similardathe structure

of the SL will be preserved as closely as possiblg, not so

closely that the TL structure will be seriouslytdited (Bassnett-

McGuire, 1980:2).

In the following definition, Newmark does not staaaything about culture:

"translation is a craft consisting in the attemptréplace a written message and/or
statement in one language by the same message atatement in another language”

(Newmark, 1981:7). Finally, Wills defines transtati more or less similarly as: "a
transfer process which aims at the transformatfom written SL text into an optimally
equivalent TL text, and which requires the syntadine semantic and the pragmatic

understanding and analytical processing of the(8loss, 1982:3).

It is known that out of the definitions above owolye takes cultural aspects into

account, the one by Nida and Taber. This definit®mactually a specific one, rooted




from the practice of the Bible translation. By mafuit is understood that translation
should be done in every language. As the contaiteades all walks of life and culture

plays an important role in human life, culture,réfere, should be considered.

The other definitions, however, are meant to expldie experts’ view on
translation theory to be applied in the translatainall types of material, including
scientific or technical texts which are not deepigbedded in any culture. Thus, it can
be hypothesised that cultural consideration mugsaken into account if the material to
translate is related to culture. For material tlsahot very much embedded into a

specific culture, cultural consideration may noteeessary.

According to Snell-Hornby (1988:39), however, thilusion of cultural aspect
from the discussion of translation theory is duéh®view of the traditional approach in
linguistics which draws a sharp dividing-line beémelanguage and "extralinguistic
reality" (culture, situation, and so on.). The @nporary approach, according to her,
sees language as an integral part of culture. vibig can be seen in Hymes (1964) and
Halliday and Hasan (1985), for example. If it ispontant to take culture into account

when translating a text, how then are culturallyxid words or expressions translated?
2.2.4 Procedures to Translate Culturally-Bound Words or Expressions

From the previous discussion, it is known that therfect translation of
culturally-bound text is impossible. The translatimcusing on the purpose of the SL
text writing is however possible. This can be prowégth the translation of so many
literary works into other languages. Hariyanto (298urveys both groups of source
language (SL) and target language (TL) readerscantes up with the result saying that

the readers get the same impressions in term&ah#daning, message and style.




Based on the result, Hariyanto studied furtheraiygropriate procedures used to
translate culturally-bound sentences, words, angressions which are embedded in
Javanese culture into English using the same nibaaklation as a case. The result
shows that to translate culturally-bound words xpressions, the translator used the
following procedures: additiorgomponential analysis, cultural equivalent, desisgp
equivalent, literal translation, modulation, recsgal translation, reduction, synonymy,
transference, omission, and combination. Some, hernvare typically appropriate for

certain classification of cultural words.

Finally, it can be concluded that theoreticallyeattwhich is embedded in its
culture is both possible and impossible to traesiatio other languages. If practicality is
considered first, however, every translation issgas. The degree of text closeness to

its source culture is very much determined by tinppse of the translation.

2.2.5 Linguistic Implications of Translation

Works of translation are carried out while mosglirstic theories are sceptical
about their possibility to be carried out. Yet skation has been used throughout
history, transferring information and knowledge aas linguistic barriers, and was
confronted with no serious distrust until the midentieth century. There is an
unresolved conflict in the profession due to thermmenon of a daily abundance of

translation-in-practice and an attitude of scepiicas to its validity and reliability.

The conflict between the theories and practicerariglation is maintained and
stimulated by most contemporary scholars who cldiat the existence of translation

implies a paradox. Jacques Derrida (1985) statesctnflict as follows: "For me




translation between languages or between sexeboist dhe same thing: both very

simple and impossible in any rigorous way" (p.54).

Sandy Petrey writes in an article about the probleoh translation that:
“Translation is of course an impossible task. Noswm of any sentence in one
language can possibly capture the semantic richmésmic structure, syntactic form

and connotative allusiveness of a sentence in antdhguage”(1982:119).

Petrey's attitude is typical of the academic stodlytranslation: the stylistic
differences between languages are emphasised, aghdhe similarities between
languages, which underlie the possibility of tratiseh, are not dealt with. In a paper
entitled ‘On the Impossibility of Translationtwhich he presented at a translation
convention in 1971, Robert Payne (2005:59) writdse world's languages resemble
infinitely complicated grids, and the basic patterof these grids scarcely ever
coincide... [Except,] on some rare occasions traioslaloes succeed -- beyond all
possibility.” Following this statement, Payne afpggto provide some guidelines for
the task of translating: "Whenever we translate ctxaand accurately it is a
coincidence--in the sense of the purest accident the task of the translator is to

move sure-footedly among these accidents, he calmivtby logic” (p.68).

When an expert gives translators such an advicamiplies that sloppy
translations can be tolerated and sanctioned bpribfession. After all, how much can
be expected of accidents? For example, in a retranslation of Homer'dliad,
Achilles’ magical horses are described as folloWse chariot's basket dips. The whip
fires in between the horses' ears, and as in drea@isCape Kennedy they rise, slowly

it seems, their chests like Royals, yet, behindntirea double plume the sand curls up.”




This anachronistic translation is evaluated aseflious but numbingly powerful” in

After Babel George Steiner's (1975:209) comprehensive booutdkanslation.

But what is the cause of the scholars' inabilitg/an disinterest in finding out
what makes translation possible? Those scholarg fehmulate and disseminate
theories that deny the reliability of translatiolo, not make a technical point against its
practice. Nobody ever suggested outlawing trammsiatis a fraud, yet this should have
been the sceptics’ policy, were they consistene 3deptical scholars are satisfied with
the paradox of translation being possible in pcacind impossible in theory. Since the
existence of the practice of translation cannotléeied, the paradox may be resolved
only by refuting the theoretical impossibility afibslation and providing a theoretical

basis for the possibility of translation.

Distrust of translation is a result of a distorteelw of the nature of language, a
view that is incompatible with the possibility afihslation. This distorted view holds
that language precedes reality (by "reality” | mé@mexternal, perceivable world), that

words precede their referents.

The precedence of language over reality was cldaripulated by American
linguists Edward Sapir and Benjamin Lee Whorf ie #arly 28 century by what is

known as the Sapir-Whorf theory. Whorf summarisestheory as follows:

It was found [by linguists] that the backgroundglimstic system
(in other words, the grammar) of each languageotsnmerely a
reproducing instrument for voicing ideas but ratigertself the
shaper of ideas... Formulation of ideas is not mamependent
process, strictly rational in the old sense, byiag of a particular
grammar, and differs, from slightly to greatly, Wween different
grammars... The world is presented in a kaleiddscfipx of

impressions which has to be organized by our miadg- this




means largely by the linguistic systems in our minWe cut
nature up, organize it into concepts, and ascigpafecance as we
do, largely because we are parties to an agreeim@nganize it in
this way... We cannot talk at all except by sulisog to the
organization and classification of data which thgreement
decrees. This fact is very significant for modeniesce; for it
means that no individual is free to describe natuté absolute
impartiality but is constrained to certain modesirgerpretation
(Hyde, 1993:21)

Taken consistently, the Sapir-Whorf theory meais inguage is a subjective
agreement by a group of people to conceptualize vamndalize their perceptions of
reality in a certain way. The theory also means tha differences between languages
are differences between conceptual interpretatain®ality. The theory states that it
upholds the "relativity of all conceptual systernttsdreby excluding the possibility of an
objective conceptual system. Since each languagepigosed to describe the particular
subjective reality of its speakers, translationnaein two languages would actually be

impossible on this view.

The Sapir-Whorf theory is currently considered ¢éxtreme in scholarly circles-
but fundamentally not refuted. The view that tratish is theoretically impossible is
also still regarded as not refuted. But the SapeW theory is the result of Modern
Philosophy, specifically in the philosophy of Imnu@h Kant (1724-1804). There is a
link between Kant's philosophy and the idea thagleage shapes one's perceptions of

the world.

According to Kant's philosophy, one's consciousmesates the external world:
"the world men perceive and deal with, 'the phenmhevorld’, is a human creation, a
product of fundamental mechanisms inherent in theesire of human consciousness.”
Wilhelm Von Humboldt, a nineteenth century Germahaotar and a student of this




philosophy applied Kant's philosophy to languagen\Humboldt (1836) claims that
"language is not really learned--certainly not tatudput rather develops from within, of

its own accord, by processes more like maturatian tearning” (p.58).

This view relies on the idea of Kant's philosophgttthe innate structure of the
human mind creates an image of the external woidi@pendent of what the external
world is. Von Humboldt implies that words are ceshty the innate structure, and
concludes that language precedes the objectsdtides:

man lives with his objects chiefly--in fact, sinbes feeling and
acting depend on his perceptions, one may say sxely--as
language presents them to him... Each languagesdeamagic

circle round the people to whom it belongs, a eiftbm which
there is no escad 836:61).

Von Humboldt's view was carried further by Ernsts€leer (1874-1945), a
twentieth century Neo-Kantian German linguist. Gassadded to Von Humboldt's
view of the precedence of language over realityidliea of the superiority of language
over reality: "If language is to grow into a velei@f thought, an expression of concepts
and judgments, this evolution can be achieved anhtje price of foregoing the wealth
and fullness of immediate experien€&953:47). Writing essentially from this point of
view, Noam Chomsky (1965) expresses the idea that

normal human intelligence is capable of acquiringpledge
through its own internal resources... and it is cégpabgenerating
new thoughts and of finding appropriate and nov&yswof them in

a way that entirely transcends any training or erpee
(Chomsky, 1965:92).

The idea that language is created inside one's Inidependently of outside
experience eliminates the possibility that the ewkworld is the common source of all

languages. But a common source of all languagesrliesl any attempt to explain the




possibility of translation. Chomsky suggests tlm tommon basis of all languages is
universal phonetics and semantics, with the rethdt "certain objects of human

thoughts and mentality are essentially invarialdess languages.” To the best of my
knowledge Chomsky did not develop this idea in theection of explaining the

possibility of translation. In contrast, the linguiEugene Nida (1964) insists that
outside experience is the common basis of all laggs when he writes that "each
language is different from all other languageshia ways in which the sets of verbal

symbol classify the various elements of experierfpe34).

Nida did not provide the philosophical basis of #ew that the external world
is the common source of all languages. Such a lwasishowever be found in the
philosophy of objectivism, originated by Ayn RantB(5-1942). Objectivism, as its
name implies, upholds the objectivity of realityniI means that reality is independent
of consciousness, consciousness being the megaesaaiving reality, not of creating it.
Rand defines language as "a code of visual-audggrgbols that denote concepts.”
These symbols are the written or spoken words gflamguage. Concepts are defined
as the "mental integration of two or more units §@ssing the same distinguishing
characteristic(s), with their particular measureta@mitted.” This means that concepts
are abstractions of units perceived in reality.c8iwords denote concepts, words are
the symbols of such abstractions; words are thenmeé representing concepts in a
language. Since reality provides the data from Wwhie abstract and form concepts,
reality is the source of all words--and of all laages. The very existence of translation
demonstrates this fact. If there was no objecteality, there could be no similar
concepts expressed in different verbal symbolsrd&iceuld be no similarity between

the content of different languages, and so, ncstadion.




Translation is the transfer of conceptual knowlediggn one language into
another. It is the transfer of one set of symba@sating concepts into another set of
symbols denoting the same concepts. This procepsssible because concepts have
specific referents in reality. Even if a certainrdi@nd the concept it designates exist in
one language but not in another, the referent tsd and concept stand for
nevertheless exists in reality, and can be refetoeth translation by a descriptive

phrase or neologism.

The problem of stylistic and connotative differesitetween languages is not as
fundamental as those who are sceptical about &timsiclaim. The style of a language
functions the way spice functions on food. Languageld be stale and boring without
the flavour of its idioms and sound effects, bubmis and sound effects have no
conceptual function on their own, just as spice hasutritious value by itself. For
example, the idiom "keep your shirt on" has theceptual equivalent of "don't get too
angry" in any language. The idiomatic form has m@ho do with taking off one's

shirt.

Another example is the sound effect of alliteratiimiVictor Hugo's noveNinety
Three When Sergeant Radoub exclaims: "Everybody haanpgror has had them”, the
woman he addresses is bewildered by the sound ¢fd®had them”, because it sounds
"more like the cry of an animal than human speedh.French, "or has had thens'
"ou on en a eu'which indeed sounds like the howling of a wildrmaal. The link
between the meaning and the sound of this linbenRrench original can be explained

in a footnote in any language, however.

The sceptical view of translation claims that iyails not described but created

by language, and that each language creates itsreality. The evidence brought




forward to support this view, however, is drawn thosom the problems of translating

between modern and primitive languages.

For example, Ernst Cassirer writes that a certant@l American Indian tribe
believes that both agricultural work and ritual damake the crops grow, and that both
acts are therefore identical. The tribesmen thesefmve one word for "work" and
"dance,” a fact which makes it impossible to trateslthese concepts from their
language into English, and vice versa. This problean be resolved by observing
reality: work and dance can be distinguished bexahsy are not identical. Their
differences can be perceived easily. In transldtiogn English into the tribe's language,
a descriptive phrase can distinguish between "warld "dance.” In translating from
the tribe's language into English, it will be nesaey to find out which act is referred to.
But as a matter of fact translation is rarely confed with such a gap between the
world-views of two languages. The bulk of translatiis done between modern
languages, the world-views of which are much marelar. The majority of translation

can therefore be explained by Ayn Rand's theogoateptual equivalence.

Ernst Cassirer (1953) was doubtful about the catia between objects and the
words that designate them: "But how can such diffeae [of objects] exist prior to
language? Do we not, rather, realise them only bama of language, through the very

act of naming them?"

Cassirer's view demonstrates a common erroneousgoegtion of concepts and
words. He assumes that reality is interpreted \grbavithout a prior stage of
conceptualisation. Most people equate concepts witrds because they never
conceive of concepts as separate from words.ithp®ssible to conceive of a concept

without naming it, which is why words are necessaWprds are necessary so that we




can grasp our mental integration of two or mordauimito a concept. Without naming

the concept, man cannot hold it in mental focus.

Phases of conceptualisation are mentally expernter@sean integrated single
process. Thus it is easgr most people to believe that concepts are idahtith the
words that designate them, and that since wordsatrenal, concepts are optional too.
But only the selection of words, not of concepsshpy social agreement. The social

agreement enabl@gople to communicate their thoughts to one another

The Sapir-Whorf theoryeverses the temporal sequence of cause and effect,
because it is the conceptual faculty that organizeslux of perceptual experience into
concepts, which are then named. There is no suadg #s a linguistic faculty that

creates concepts in the form of words as the thelains.

That concepts and words are not equivalent is shoyitie fact that one word
can have more than one meaning in the same langiagh meaning represents a
different concept. Mistranslations happen when he source language one word
represents several concepts, while in the targegjulage each of theame conceptis

symbolized by a different word.

To be accurate, the translator has to identifycthrecept and the referent thiae
word in the source language represents. But iftridueslator fails to distinguish all the
different concepts that the word in the source lagg stands for, he/she will not be
able to distinguish between the various referdms those concepts stand for, and may

select a word in the target language that represbhatwrong referent.

Conceptual equivalence makes translatability ptessés | have argued. There
are still, of course, stylistic differences andtordl gaps among languages. These can

be resolved by explanatory footnotes, which aregtimate part of translation. The




direct and immediate response of the source auelisnstylistic forms and culturally
loaded references cannot be recreated for thettaugitence by these footnotes. But is
the function of translation to guarantee that #rgdt audience responmdthe same way
the sourceaudience does? Even within the source audience tvél be different
responses to the same original work, depending hen different individuals who
encounter it. |1 believe the function of translatien fulfiled when the conceptual
meaning finds its equivalence in the target langu&tpw to respond to this conceptual

meaning is up to each individual.

2.3 Audiovisual Translation

According to Diaz-Cintas, “audiovisual translatioefers to the translation of
products in which the verbal dimension is supplae@rby elements in other media”
(Diaz-Cintas, 2001: 21). Diaz-Cintas suggests tpassibilities:

* the message is conveyed only auditorily as, formgte, in songs and radio
programmes,

e or the only channel used is the visual one: cortripss published advertisements,
etc.

e or both auditory and visual channels convey thesags as in products such as
films, CD-ROMs or documentaries. Because of the afigifferent communication
systems such as images, sound (music, noise) and/etbal component (oral
production, written text), the translation of audsual materials is characterised by
particular limitations. These make audiovisual $tahon very different from

literary translation.




2.3.1 Subdivisions of Audiovisual Translation

Audiovisual translation is divided into two groupsitra-lingual audiovisual
translation in which the source language is theesamthe target language and inter-
lingual audiovisual translation in which televisiprogrammes and films are translated
to foreign languages. According to Luyken (199hg tnterlingual translation can be
either visual which is known as subtitling, or gialwhich case the whole soundtrack is

replaced (p.11).

2.3.1.1. Intra-lingual Audiovisual Translation

There are four main types of intra-lingual audioaistranslation: subtitling for
the hearing impaired, audio description for thadblilive subtitling and surtitling for the

opera and theatre.

2.3.1.1.1. Subtitling for the Hearing Impaired and the Deaf

As stated by Ivarsson and Carroll (1998), subtittesthe hard-of-hearing and
the deaf are intended especially for people witiring problems although other people
can benefit from them as well. They are preparestifipally for this target group and

are transmitted via teletext.

lvarsson and Carroll also maintain that the swdditior the hearing impaired
differ from translated subtitles mainly in that yredhere to slightly different norms for
reading speed and syntax and include additionaknmhtion (e.g. indication of who is
saying what, usually by assigning a special cololusubtitles to each of the main

characters).




2.3.1.1.2 Audio Description for the Blind

This kind of translation is an additional narratthet fits between the original
dialogue and describes everything that is seehdrfilm or on the stage. It includes for
example descriptions of actions, facial expressicttghing and scenery and helps the
blind to understand the plot of the story. As farTa/, video and digital versatile disc
(DVD) are concerned, the description has to befalyebalanced with the original
soundtrack. As for the theatre, there are usualgal people working as describers, as

the task would be too demanding for one person.

2.3.1.1.3 Live Subtitling

Live subtitling might be sometimes used during ndwsadcasts. The main
problem is that as writing at the same speed awnaaspeech is practically impossible
with a standard keyboard, even with highly devetbalebreviation programmes, special
“chord keyboards” have to be used. These allowpist to press two or more keys at
the same time, i.e. to write syllables and even l&heords instead of single letters.
Together with special programmes, which are capatbt®rrecting errors, it is possible

to obtain the subtitles in a reasonable time lfinrsson and Carroll, 1998:133).
23.1.1.4 Surtitling for the Opera and the Theatre

lvarsson and Carroll also deal with surtitles goestitles. These are often used
during musical performances, especially the opergeneral, they are the translated or
transcribed lyrics projected above the scene. Thay be used either to translate the
meaning of the lyrics to the audience’s languagetoatranscribe lyrics that may be
difficult to understand in the sung form. They aseially displayed using a supertitling

machine.




Surtitling for theatre follows the same principkes subtitling for television. The
only exception is the speed of the surtitles. As dludience move their gaze a great
distance from the actors to the display above thges the surtitles have to be even

slower than subtitles in a film (lvarsson and Clyr®98:19 — 20).

2.3.1.2 Interlingual Audiovisual Translation

The aim of interlingual translation is to make thediovisual production (films,
TV programmes, etc.) comprehensible for audiencé® wannot understand the
language in which it was made, and thus improveptissibility of exporting it abroad.
Interlingual translation, designated for all cinenevision or video, can be divided

into two groups:

e revoicing, which consists of lip-synchronised dudgfivoice-overs and narration

and

e subtitling.

Luyken (1991) describes revoicing as

...the replacement of a programme’s voice track byessian,
either of the same or new dialogue, translated iatmther
language or dialect. The visual appearance of tlwgyramme
remains unaltered from the original, but is usualiited so as to

accommodate optimum lip-synchronisatidruyken, 1991:39).

Subtitles are described by the same awthor

...mostly condensed translations of original dialogreon-screen
text) which appear as lines of text usually positid towards the
foot of the screen. The subtitles appear and desapip time with
the corresponding portion of original dialogue @xtt Some

subtitles are ‘reduced’ or they can be biling(a39).




Although these two types of production of audiosisianslation are obviously
very different, they have one major feature in canmthey interfuse linguistics,
science, technology, art and aesthetics. All tiese to be mixed harmoniously enough
so that the final result (subtitles or dubbinggasnprehensible and comfortable as much
as possible for the viewer. Any inconvenience camog the audience and thus
negatively affect the final perception of the whaladiovisual product by the target

language viewers.

It is important to point out that my research wasik only deal with interlingual
audiovisual translation. What is the history oftkind of audiovisual translation? How

does each group of interlingual audiovisual traimstefunction?
2.3.1.3 Interlingual Audiovisual Translation in the Past

Although all the production in the early years irinfindustry was silent, there
was, according to Ivarsson and Carroll (1998), iy g&rong intention to convey to the
viewers the dialogue, which is spoken by actorstte screen. This was solved by
intertitles — which preceeded today’s subtitlese Tritertitles were short texts written on
a paper and inserted between sequences of a faer lon they started to be called

subtitles.

Intertitles or subtitles in the original languagesrer removed and after the
translation they were placed again into the filnut Bhere existed even easier ways.

Sometimes a speaker translated the text simultahewmuthe cinema during projection.

But after the invention of sound film in late 192@s new serious problem
appeared as far as the translation of the dialagwencerned. According to Kautsky
(1970), the first way of dealing with this problemas multilingual filming. This means

that one film was shot several times, successiugl¥nglish, German, Italian and




French. The scenario of such a film was translatedthese languages and every scene
had to be shot four times on the same set. WhehdBractors have finished, Kautsky

claims, they were replaced by Germans, who wene itiyglaced by Italians, and so on.

But this way of film internationalisation had to lbandoned very soon. Not
only was it extremely expensive, but it was alsoyviame-consuming (the shooting
itself as well as the journey of European actorgh® United States). Furthermore,
people who did not speak any of these four languatieé not understand the film
anyway. That is why new ways of film translatiordiia be found. These new ways are

subtitling and dubbing.
2.3.2 Types of Audiovisual Translation
There are two main types of audiovisual translatsuiotitling and dubbing.
2.3.2.1 The Subtitling
2.3.2.1.1 Definition

The subtitling is a cinematographic technique wheonsists in the posting of
texts at the bottom of the screen, during the diffo of a film. It is the intimate meeting
between the oral examination, the writing and thagde. It is a particularly complex
form of adaptation, because it represents a dawdtescription: from one language to

another and speech with the writing.

Gottlieb (1992:162) defines subtitling as “a wmitteadditive, immediate,
synchronous, and polymedial form of translation.é Kfbllows Jakobson (1966) in
distinguishing between different forms of subtiglifF-rom a linguistic viewpoint, there
is intra-lingual (within one language) and intergual (between two languages)
translation; whereas technically speaking, sulstidan be either “open” (not optional,




e.g. shown with the film) or “closed” (optional,ge.shown via teletext) (Gottlieb,
1992:163; see also Baker, 1998). Gottlieb stagshtitling can be both “intra-lingual”
(and “vertical”), when the target language is tlaene as the source language, and
“inter-lingual” (or “diagonal”), when the targetriguage is different from the source

language"” (Gottlieb, quoted in Karamitroglou, 2@)0:

Film subtitling is therefore inter-lingual and opewhich means that SL
linguistic material (speech, other linguistic m&bris transformed into TL subtitles,
and that subtitles are broadcast simultaneously thi2 program. According to Shochat
and Stam (1985:41), "the inter-lingual film expeagde is perceptually bifurcated: we

hear other's language while we read our own."

2.3.2.1.2 History of Subtitling

As maintained by Ivarsson (2002), the main diffeeevas that subtitles were
not inserted between film sequences, but directty the picture. The process was
rather complicated and the results were very p&aientists in several European
countries (mainly Hungary, France and Scandinaceumtries) tried to improve the
way of inserting subtitles on the distribution cegpiof the film. Success came in 1933
when chemical subtiting was invented in Hungaryl &weden (although the first
subtitled film ever was shown in Copenhagen asyessl1929). Other techniques of
transferring the translated subtitles to film feled (mechanical and thermal,

photochemical, optical, laser).

lvarsson (2002) also claims that an important laadkmin the history of
subtitling was its emergence on TV. When televidiobadcasting started to operate, it
was only a matter of time when foreign cinema filwere shown in this new medium.

However, the showing itself was rather disappomtilh was found immediately that




subtitles made for the cinema are not convenieatigm for television. As the picture
on a TV set has a narrower contrast range thanotinat cinema screen, the subtitles

were almost illegible.

Furthermore, the ability of the audience to redatilas on a TV screen is much
slower than on a cinema screen. It thus startdumbtoecessary to produce subtitles for

TV, different from those designated for the cingiiwarsson 2002:7 — 8).

Later stages of subtitling history are describedvaysson and Carroll (1991).
As for the making of subtitles, it was done by sal/people in separate work processes.
The spotting was done by a technician who usuadg ho knowledge of the source
language. He just marked the time codes in andbatery utterance into a dialogue
list. Afterwards, these times were converted tgpacsgic number of characters. The
translator then had to fit his translation intosstnumber of characters, usually without

ever having seen the film.

Finally, another technician had the job of typihg subtitles onto the type plates
or later on, onto the computer disks from whichytiaere transferred to the film. The
final result was very often full of errors. A tung point came in the 1980s. Advances in
computer technology and new subtitling programmsvad translators to carry out
the whole process of subtitling (timing, translatend revision) on their own. They had
the film on a videocassette and thus only needeleo recorder connected to their
personal computer. Even that is now history, aadibre now stored on DVDs which

can be inserted directly into the computer.

2.3.2.1.3 Process of Subtitling

As stated by Ivarsson and Carroll (1998), a swtitkually works with a script

or dialogue list, which is provided to him in theusce language. In the best case he




obtains a post-production script which includes Wisole dialogue. If he is lucky
enough, he also has a glossary where dialect waldag, insider jokes etc. are
explained. But it is important that every such agpie list is checked. There are
sometimes mistakes and discrepancies betweendhenld the actual film dialogue. It
is always important to fit the subtitles to whateslly being said (lvarsson and Carroll,

1998:79 - 80).

According to the same authors, when the film ispgged to be subtitled into
many language versions, a master list is availaliés contains the in and out times,
prepared by a technician in the country of origgnaddition, there is a transcription of
the source language dialogue, but these are ablriddee subtitler’s job is then just to
transform it into his language. He has to obseheefrevious spotting as well as the
subtitle length. This can be very inconvenientresttanslator is not able to adjust it to

the needs of his/her language (p.54 — 57).

In case the subtitler has not got the masterHestmust do the spotting himself.
He uses specialised software such as polyscripthMacilitates the job significantly.
All subtitling systems nowadays use time codeshSutime code “provides an 8-digit
address for every frame of a videotape (or eveggenof a film)” (lvarsson and Carroll,
1998:141). In the past, when a video recorder vgasl fior subtitling, this was recorded
on the tape and when needed, it could be displd&idn new subtitling programmes it
is not necessary to use the VHS any more; the fémesimported directly into the
computer and are converted into an mpeg file. bthqurogrammes the time codes are

shown permanently.

The time code shows “hours:minutes:seconds.franiks” e.g. 01:28:15.09.

There are colons between hours, minutes and secbutibetween seconds and fames




there is a dot. “The number of frames per secopenigs on the standard: 24 frames a
second for film, 25 frames a second for phase redten line (PAL) orséquentiel
couleur a mémoir(SECAM) video and some films, and 30 frames a sécfor

national television system committee (NTSC) viddwgarsson and Carrol, 1998:141).

With the assistance of the time codes, the subtié@ spot the film and then
prepare the subtitles. During the whole proceswielver, he has to bear in mind certain

rules which should be observed.
2.3.2.1.3.1 Position on the Screen

Subtitles should be placed at the bottom of theestin order not to interrupt the
image action. The only case when the subtitle éamge its position is when something
important is shown in the part of the screen wisengtitles are inserted. These can be
for example captions. The subtitles can then beeuaither above these captions or

even to the top of the screen.
2.3.2.1.3.2 Number of Lines

There can be two lines maximum, otherwise the 8abtvould cover too much
of the screen, which would be very disturbing. Rertore, three lines would be
difficult to read in the short time available. lfere is only one line displayed, it can be

positioned either on the upper or lower line.
2.3.2.1.3.3 Text Positioning

Subtitles can be either centred or they can apgietaie left margin of the screen.
In Western Europe for example, centred subtitles wemed in the cinema while left-
justified subtitles are used in the televisionstime other countries, however, even the
TV usually displays centred subtitles. This seemnise “due to unconscious adoption of




the principle applying in the cinema, or possilgytiie fact that optical film stock was

used for the subtitles” (lvarsson and Carroll, 1498
2.3.2.1.3.4 Number of Characters per Line

The majority of sources state that there shouldhbgimally 35 — 40 characters
in each line. If there were more, the characterslavbave to be too small and it may be
difficult for the audience to read. On the othendhaf there were less, the text reduction

and omissions would be unbearable.
2.3.2.1.3.5 Typeface and Distribution

According to Ivarsson and Carroll, it is advisatiause typefaces with no serifs
such as Arial as their legibility is better thaattlof typefaces with serifs such as Times
New Roman. As for the distribution, proportionapé&g are preferable to monospace

ones as the former save space (1998:42).
2.3.2.1.3.6 Duration of a Subtitle

While spotting, it is essential to bear in mind tlaet that “subtitles which
remain on the screen long enough to be read mare dhce are just as irritating as
subtitles that disappear before the audience hdstihge to finish reading them”
(lvarsson and Carroll, 1998:67). That is why rummncerning the maximum and
minimum duration of one subtitle have been intratld<aramitroglou (2005) states
that the average reading speed of subtitles is-1B80 words per minute, which is 2.5 —
3 words per second. As a full two-line subtitle @ms about 14 — 16 words, it should
be projected for some 5.5 minutes. After the additf the time necessary for the eye
to notice that a subtitle has appeared at the mmotibthe screen, we get to the final

result — 6 seconds. Thus, a full two-line subt#l®uld remain on the screen for 6




seconds, but at the same time it should not ext@sdime, because viewers would

immediately start to reread it.

As for a single-line subtitle, Karamitroglou (200&gues that the optimum time
for which it should remain on the screen is abobtsgconds. The half second is added
because it has been proven that viewers tend tbtvaaline subtitles a little bit faster
than separate one-line subtitles. These 3.5 secamedagain not only minimum time,

but also maximum time.

Karamitroglou (2005) also introduces a rule for themimum time of a single-
word subtitle, however short or simple this wordynise. He fixes this time at 1.5
seconds. If it disappeared sooner, the viewer'sieydd not be able to recognise it, and

it would seem just like an irritating flash.

If there are two consecutive subtitles, Karamitoogimaintains, there has to be
at least a ¥4 second gap between them. This is sage®r the eye to notice that there
has been a change in the subtitles. If this break mot maintained, the viewer would
not be able to distinguish the two different suésitand would think it is still the

previous one, especially if the two are approxityatéthe same length.

All these are of course recommendations rather bzed and fast rules and the
times can vary according to the audience it isgieged to (as the reading speed of the
elderly is certainly lower than that of teenageiMgvertheless, the more these rules are

observed, the higher the quality of the subtitles.

Likewise, it is important to stick to the speed sigtency. As the viewers very
quickly get used to the reading rhythm, it shoulsyghe same during the whole film

and there should not be any deviations such asesuddceleration or deceleration of

the subtitles (lvarsson and Carroll, 1998:69).




2.3.2.1.3.7 Synchronisation

In the early days the basic principle was to syoeise the subtitles perfectly
with the speech. The subtitle appeared exactlhasame moment when the utterance
started and disappeared the moment it ended. Buattitude soon changed and this

practice has been abandoned (lvarsson and Cdre9i8:72).

The leading-in time should stick to the beginnifighe utterance. Nevertheless,
Karamitroglou (2005) argues that it is better tckena delay of ¥ of a second, as this is
approximately the time the brain needs to “procisss advent of spoken linguistic
material and guide the eye towards the bottom efsitreen anticipating the subtitle.”
On the other hand, according to Karamitroglou, lHgging-out time does not have to
stick so closely to the end of the utterance amdsihbtitle can remain on the screen
even after the utterance has been pronounced. theless, he argues that this should
not exceed two seconds, because if it remains totige viewer has the impression that

the subtitles do not correspond exactly to whakeisg said.

As for the synchronisation with camera takes ani, ddaramitroglou claims
that the subtitles should observe the major onashadignify thematic change and thus
the subtitles should disappear before them. In taseut is not particularly significant

and does not mean any substantial change, thelsudath remain on the screen.
2.3.2.1.3.8 Punctuation

Punctuation in subtitles is usually the same aany other written language
form. There are, however, some cases when pantioulies are applied for subtitles in
order to facilitate their reading to the audientkese rules have to be consistent and

logic, otherwise they could confuse the viewerkeathan help them to understand the

film translation.




Two punctuation marks essential for subtitling se&nbe hyphens and
suspension dots. These have to follow particuldestuAccording to Ivarsson and
Carroll, hyphens are used at the beginning of #abtiranslating dialogue. As this is
considered to be their main role in subtitling, @lher usage of hyphens should be

avoided (Ilvarsson and Carroll, 1998:111):

-What happened?

-He had a car accident.

The same authors stress that it is important nanito hyphens with dashes,
which are slightly longer and have a different megnThey are used in subtitling for
distinguishing between sentences uttered by aesipgtson which are addressed to

different people:

“Did you prepare the meal? — You can tell us wimat wanted to, Frank.”

Suspension dots are also treated in detail by $earand Carroll. If they are
used without spaces in the middle of a senteneeed@ns that the character is hesitating
(1998:113 — 114):

He said...that he doesn’t love her any more?

On the other hand, if a space follows, they mearcttaracter was interrupted:

He said... Yes, that he doesn’t love her.




It is necessary to repeat the suspension dotseyf toincide with a subtitle

break:

It is necessary...

...that we pay a visit to the parents

and ask if they don’'t need anything.

As for the other punctuations, the quotation maekeJamation marks, question
marks, and commas usually observe the same rulesasy other written text, while
underlying, semicolons and parentheses should b®pletely avoided (Ilvarsson and

Carroll, 1998:114 — 116).

2.3.2.1.3.9 Other Conventions

There are certain other rules which affect theidabt Although these may vary
in different countries, there is a tendency to dptinem into line. These include the use
of upper case and italics as well as some othdrcpharities (subtitling of songs or

letters).

According to Ivarsson and Carroll, upper case caruked in the subtitles to

translate shouting or exclamations which are veugll(116): CATCH HIM!

The same authors also state that the use of itialigaite common in subtitling.

They usually signify:

e speech which is not uttered by the character ogescr this can be for example a
voice from telephone, radio or TV,
* interior monologue and dream scenes,

* narrator’s voice,




e songs, and
» everything which would be written in italics in @mmal text such as words in a

foreign language or titles and names (lvarssonGardoll, 1998:118).

Songs are a specific case. If the lyrics are teded| lvarsson and Carroll argue,
it is advisable to put them down in italics. Howeuwhese authors stress that not every
song in a film needs to be translated, it only toalse subtitled if it is important for the
story or there is another serious reason. It isnemessary that the song translation
rhymes, nevertheless it should stick to the rhytfrthe song so that it is easy to read
while listening to the original. Sometimes it isoeigh to subtitle only the beginning of
the song in order that the viewer has some idea wis about (lvarsson and Carroll,

1998:120 — 122).

Very interesting is the subtitling of letters. lgpens very often that a letter is
read aloud in a film. The way this is subtitledfeli§ according to various factors.

Ivarsson and Carroll state six possibilities (1998):

* The writer of the letter thinks to himself whileitimg the text = interior monologue
— ltalics;

e The writer thinks aloud while writing the text =dille speech — normal style;

* The writer reads the letter aloud after writing=itquotation — normal style +
guotation marks;

e The writer’s voice is heard while the addresseeasling it — italics;

* The recipient reads the letter aloud — normal styigiotation marks;

e The voice of the recipient is heard while he retddsletter without moving his lips

= interior monologue — italics + quotation marks;




There are, of course, other things which might eamne problems. These are
for example currency, units of measurement, abhtewis or proper names and brand
names. It is not necessary, however, to treat theee in detail, as the film translation
of these usually observes exactly the same ruldbeasiterary translation. The same

applies for strong language used in a film.

2.3.2.1.4 Translation and Adaptation of the Subtits

It is evident that if the above mentioned rules #éinte constraints are to be
observed, subtitles have to be considerably shedten comparison to the original

dialogue. It is the subtitler’s job to decide whall be kept and what will be omitted.

According to Ivarsson and Carroll, the subtitlermstimes has to decide
between omission and paraphrase. Omission meana thilaole part of the dialogue is
left out, paraphrase, on the other hand, standmalification of the dialogue in order
to make it shorter. Out of these two, Ivarsson &@adroll argue, the former is more
convenient as it seems to be less annoying foethd® understand the original. Thus,
the sentence “Well, | just want to tell you thastygrday Jane came to our room and told
us that she has heard that everybody will haveittthe exam again some time in

September.” should be subtitled in this way:

Yesterday Jane told us

that everybody will have to sit the exam again.

Nevertheless, subtitlers usually take advantagboti these methods and use

them simultaneously (lvarsson and Carroll, 1998:87)




2.3.2.1.4.10mission

There are certain words and expressions which eamnbtted without lowering

the quality of the translation. As stated by Karaoglou (2005), these include:

» Padding expressions such as “you know”, “well” e&n be omitted as they usually
do not contribute to the semantic meaning of theramce.

e Words that are presumably known to the target lagguaudience and are
pronounced separately do not have to be necessaiytled. Such words are for
example “yes”, “no”, “sorry”, “please”, “thanks” diok”. Similarly, according to
Karamitroglou, names of the characters can be edittthey are called out. But on
the other hand, if these expressions are included larger context, they always

have to be subtitled.

2.3.2.1.4.2 Use of Simple Vocabulary

If possible, common and simple words should begore@l to unusual ones.
When the subtitler has the possibility of choodiegween several words with the same
or similar meaning, he should always bear in mimat the more common and simple
the word, the faster it is read by the viewer. Ty exception from this rule is, of
course, the case when florid language plays a péeleither in the whole film or in the

speech of a certain character (lvarsson and Cai@fi8:89).

2.3.2.1.4.3 Simple Syntax

Syntactic structures should also be simplified ashmas possible. There are very
often cases, when reduction of a complex sentemgeossible without changing the

meaning. Karamitroglou (2005) states seven padiatdses:




» Active for passive constructions:

“It is believed by many people.” => “Many peopldibee.”

» Positive for negative expressions:

“We went to a place we hadn’t been before.” => “Wmnt to a new place.”

» Temporal prepositional phrases for temporal sulbatdi clauses:

“I'll study when | finish watching this movie.” =X’ll study after this movie.”

* Modified nouns for the referring relative clauses:

“What I'd like is a cup of coffee.” => “I'tlke a cup of coffee.”
e Gapping for double verb insertion:

“John would like to work in Germany and Bill woulike to work in France.” =>

“John would like to work in Germany and Bill in free.”
e Straightforward question sentences for indicatirsgmatic requests:
“I would like to know if you are coming.” => “Aregu coming?”

« Straightforward imperative sentences for indicapva@gmatic requests:

“I would like you to give me my keys back.” => “Gaume my keys back.”

2.3.2.1.5 Subtitles Editing

As one line usually is not enough, the translafterohas to split the subtitle into
two lines. This has to be done very carefully ahd treaks should not be in
contradiction with the sense of what is being s&dch line should be logically and
grammatically compact. Moreover, according to Isars and Carroll, one subtitle
should correspond to one phrase or sentence otdsbeucomposed of several short




phrases or sentences. On the other hand, Ivarsgb@aroll argue, one long sentence

spreading across several subtitles should be ay¢i$98:93 — 96).

When the dialogue is too fast, two line subtitlese ased. Each line then
corresponds to what is being said by one charatter.beginning of such a subtitle is
always hyphenated and if it is a question and amwan the former should always be on
the top line and the latter on the second line. dihlg exception is the case when the
answer cannot appear in the subtitle before iciaadly uttered (lvarsson and Carroll,

1998:94).

2.3.2.2 Dubbing

Dubbing is the most common type of revoicing in ethive have also voice-

over, narration and free commentary.

Voice-over, narration and free commentary are tmames for approximately
the same thing: a method when the new soundtracirised out by one single person
or several people with no attempt to synchronizeligh movements with what is being
said. The original sound is either not heard atoalis audible at a very low level.
Sometimes at the beginning and at the end of achpéee original is allowed to be
heard. The difference between voice-over and narras only very slight: the voice-
over refers usually to a single monologue whilerattéon is a translation of the whole
programme. Free commentary differs from the fortmey in that it is not a faithful

translation of the original (Luyken, 1991:80 — 84).

According to Luyken, all these methods are quitepde and cheap. They are

used mainly in documentaries and other non-fegirogrammes.




23221 Definition of Dubbing

Dubbing is the post-production process of recording replacing voices on a
motion picture or television soundtrack subsequerthe original shooting. The term
most commonly refers to the substitution of thecesiof the actors shown on the screen
by those of different performers, who may be spsgka different language. The
procedure was sometimes practised in musicals wiineractor had an unsatisfactory
singing voice, and remains in use to enable theesong of audio-visual material to a
mass audience in countries where viewers do noaksplee same language as the

original performers.

Films, videos and video games are sometimes duinb@dhe local language of
a foreign market. Dubbing is common in theatricaflieased film, television series, and

cartoons given foreign distribution.

2.3.2.2.2 History of Dubbing

The history of dubbing is treated in detail by Kakyt (1970). His findings can
be summarised as follows. The evolution of dubbimglifferent from the one of
subtitling in that it varies from one country too#imer. Its origins are in the United

States, but it has been used mainly in Europe, evitérst appeared in 1936.

Kautsky claims that the first attempts at dubbirgedback to the 1930s. The
guality was very poor and it was rejected. At tlegibning, it was usually one person
(often the translator himself) who dubbed all tharacters of a film. Later, several
people started to perform post synchronisation. tBaetquality did not improve much.

The dialogues sounded unnatural, the text was m@aaighronised, the performance of




the actors was usually rather poor and as a whal@s acoustically very badly done.

All these facts were very irritating for the speota.

In the early days of TV dubbing, as claimed by Isayt only a few actors were
involved. They simply read the subtitles at the sdime when the subtitles were shown
on the screen. One actor dubbed several film ctexsad.ater on, an unsubtitled version

of the film was broadcasted, but the performanddedubbers was not much better.

The next evolution stage of dubbing was “live dulgfi In this process the
dialogue was translated specifically for this pwga@nd the number of dubbing actors
was the same as the number of characters in the Bilt the main inconvenience was
the fact that it was broadcasted live, which mehatsactors were performing only once
without any possibility of correction or change.eyhsuccessively took their turns on
one chair using one pair of earphones. All the endleey made (such as coughing,
moving the chair, putting the earphones on andawifl, steps) was heard in the dubbing.
The quality of the final product was obviously véow. It was only in 1964 that loop
dubbing started. Its quality increased progresgivelthe loop system the whole film is
divided into several parts or loops, all actors present and dub the whole loop so
many times until the director is satisfied. Thisthoel ensures high quality of the

dubbing, but is very time-consuming.

As stated by Bajerova, Skovrova and Tomicek (2004, opening of the
market for foreign films, the possibility of watcly films on video and new TV
channels in the 1990s caused a sudden rise inetimared for dubbing. New dubbing
studios appeared. As everything had to be doneastsals possible, the quality of

dubbing has dropped. This situation seems to beowng in the last few years as only




the best of these studios have survived and asxbertise of people doing this job has

improved.

Besides, a new method appeared in the 1990s. litlveasinilinear dubbing —
there is always only one actor present in the etudio dubs his character continuously
from the beginning to the end of the film. If thieetttor is dissatisfied, they only have to
retake only the particular part in which they madaistake. As the unilinear dubbing is
faster and cheaper than the loop dubbing, it is pogferred by an overwhelming

majority of dubbing studios according to Barjero8ayorova, and Tomicek.

2.3.2.2.3 Dubbing Translation

As stated by Kautsky (1970), the dubbing transhat®very different from the
literary one. According to Kautsky, the main distion between them is the fact that
the translation in dubbing is not the final prodwtiich is presented to the audience, but
only a semi finished work which is then passed orthe adaptor who finishes it.
Kautsky claims that the translator usually produe@esword-by-word translation,
sometimes even with several suggestions how songetbould be translated. It is
essential that the adaptor knows the exact meadrtgat he can capture the sense and
transfer it into the target language in utterlyfelént words which enable the

synchronisation. Thus, the translation has to Ipg raev.

2.3.2.2.4 Dubbing Adaptation

The adaptor then works with the raw translation.ddes not necessarily have to
speak the source language of the original, buteifdoes, it is undoubtedly a big

advantage. Sometimes the translator and the adagdhe same person.




Unlike subtitling, the final text does not havelie reduced in relation to the
original, it has to have exactly the same lengtart and end simultaneously with the

original dialogue. Nevertheless, there are somerathies the adaptor has to observe.

2.3.2.2.5 Synchronism

Paquin speaks about three types of synchronismngiltp semantic and

dramatic.
2.3.2.2.5.1 Phonetic Synchronism

According to Paquin, “phonetic synchronism” is siyjnpnatching the lip

movements.

Phonetic synchrony is achieved when the lip movesenh the
screen actor match perfectly the sounds producethéystudio
actor, not only words, but also breathing, grumsieams, etc.
Actors do that in the studio, even if they are $iblie. They make

gestures, and get into their rolg2aquin 1998:39)

According to Paquin (1998), the adaptor has tdkdiicthese basic rules if he

wants to achieve good phonetic synchronism:

* the number of syllables of the adaptation shouldespond to the number of
syllables of the original (this contributes to ttredibility of the adaptation. On the
other hand this rule is sometimes not observedtiaatddoes not necessarily mean

that the dubbing is bad).

« The main hard and fast rule is fitting the bilabialf the protagonist pronounces

‘m”, v, “p”, “b”, “f” then the dubbing actor hado use one of these consonants

too. They are well interchangeable and the audieniet able to tell them apart.




Thus, for example, French word “pére” can be ugsmdtlie original “father”
without any problem. Kautsky (1970) argues thahé actor markedly closes his mouth
at the end of his speech although the last sourqtdreounced was a vowel, or, on the
other hand, he markedly opens his mouth after & bilabial, then the adaptor has to
conform to what is seen and not what is heard endhginal. The best way of the
adaptor to help himself/herself if he/she cannad appropriate equivalents in the target
language is to change completely the word ordeenTit is much easier to find a

matching word.

Last but not least, it is important to say that méiac synchronism should not, if

possible, be achieved at the expense of appromyatax and lexis.

2.3.2.2.5.2 Semantic Synchronism

According to Paquin (1998), “semantic synchronisméans that the new
dialogue in the target language should have theesamaning as the original.
Nevertheless, Paquin argues, there are certails edsen this is not true. This concerns
for example numerals, occupations, and so on. Whreexample the occupation is not
important for the story it can be changed in thiggalanguage in order to achieve more
convenient phonetic synchronism. Thus, it can bhd 8@t semantic synchronism is
more important than phonetic synchronism only € triginal meaning is essential for
the whole story. In other cases the meaning carslightly changed without any

problem.




2.3.2.2.5.3 Dramatic Synchronism

The last synchronism Paquin (1998) speaks abdidrasnatic synchronism.” It

is the realism with which the characters speaktarget language. What they say has
to correspond to what they do (a person shakindndéasl obviously cannot say yes and
vice versa) and the way they speak must be in daoce with what the audience
expects. A fourth kind of synchronism can be added the “nucleus synchronism”
introduced by Luyken.

Nucleus-sync concerns the fact that movementseobddy, slight

nods, raising of the eyebrows, or making gestuigays coincide

with the uttering of stressed syllables, which inguistics are

referred to as nuclei. Possibly, this parallel ocence of stressed

syllables and other movements can be seen asnttal in the

perception of speedi.uyken, 1991:160).

As conclusion to this part, | can say that filngkation faces some conflicts.
In the process of film translation, owing to thetraints on a film, there are four
specific conflicts: length vs. content; word ordsr picture order; domestication vs.

foreignisation; transliteration vs. semantic tratish.

* Length vs. Content

Though the two languages involved in a film trahstaare totally different, the
translators have to match the translated versitm tive source text. Briefly speaking, in
dubbing, the translated version must be able tatfé time space of the source text
without over-translating or under-translating thentent. In subtitling-translation, the
subtitles should be appropriate in length withoustpng the audience to skip over the

lines or boring them with simple lines which linger the screen.




« Word Order vs. Picture Order

Different languages use different word order to resp the same content.
Sometimes the difference is so distinctive thattthaslator has to rearrange the word
order in the target language. However, in film-glating, due to the constraints of

actors’ or actresses’ performance, the rearrangeshemuld and could not be conducted

at random.
* Domestication vs. Foreignisation

Film translation is a mode of intercultural exchanghe translating of films is, in
fact, the translating of cultures. Generally spegkicultural translation involves
domestication, alienation and hermeneutic trarsiatBriefly speaking, domestication
is to replace the source text cultural informatieith that existing in the target
language. Alienation (or foreignisation) is to retéhe original cultural information by
transplanting it literally. Hermeneutic renderirgyto find a compromising approach
when failing to achieve either of the above. Wigrth noting that the film audiences are
not a homogeneous group, with some favoring ongoapp and others supporting

another. If any single approach is used too oftezy may get bored.
* Transliteration vs. Semantic Translation

As we know, films are footnote-free. It is impogsilbo explain some figures of
speech on the screen as in rendering a novel. Wbefionted with such ambiguous
expressions requiring explanation, the translagéerto fall back on either transliteration
or semantic translation to help him out of the emdssment. For example, many

English names are puns, and it is hard to mainaith the pronunciation and the

meaning at the same time.
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The two main forms of film translation, translatidor dubbing or subtitling,
should take those conflicts into consideration, #redformer form is more painstaking
to produce. To achieve the functions of the origifilan such as entertaining and
educating, we need better translation, and somesggorary theories can provide the
necessary guidance. This makes me ask myselhftfiknslation can be considered as

any form of translation or if it is a language star.

2.3.2.3 Film Translation: a Transfer of Language

Although much has been written about translatiogeneral in the past twenty
years (for example, Nida 1964; Catford 1969; Nidd &aber 1974), the translation of
films has hardly been studied. The majority of vgonkhich was devoted to the
translation of films dealt primarily with dubbing.§. Rowe 1960). A limited number of
studies dealing with subtitling have been publisiredountries where imported films

are translated in this way (e.g. Welleman 1969).

It is a well-known fact that all translation, witlioexception, involves a certain
amount of distortion of the information transmittéd the source language. Each
language reflects socio-cultural concepts whichehlbgen crystallised over time, and
even the most skilled translator cannot sever guage from the society which uses it.
Farb describes translation as “a busy interseatowhich at least five thoroughfares
meet: the two languages, the cultures of the tworoanities and the speech situation in
which the statement is utterearb 1981: 227). In this respect translating #odize in
a film is more difficult than translating an argclbecause of the heavier influence of
factors connected with the social ethos on thehamel and the situational factors on the

other.
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Film subtitling or dubbing primarily conveys traasd dialogues. It is true that
dialogues are translated in literary texts too, ihuilms the translation does not have
the standing of an independent text. In the trauoslanf written discourse the reader can
decode the text in accordance with his own paaceading. He can read selectively, if
he so wishes, and having the text in front of han choose which sections he wishes to
read with greater attention. If he failed to untklamd a certain passage on his first
reading, he can always go back to it and rereadhits obviously does not apply to

subtitling and dubbing.

The problem of film translation is more perceptiblesubtitling. As far as the
viewer is concerned, subtitling is a form of simnkous translation, for although the
translator has prepared it in advance, the receptoceives the translation in
conjunction with the immediate situation in whidtetspoken message is transmitted in
the source language: he reads the caption at the 8me as the event occurs on the
screen. The translator has to take into accountfabethat subtitles are a one-time
occurrence and must be synchronised to fit botHfltve of events in the film and the
viewer's reading speed. However, subtitling diffeosn simultaneous translation in one
major aspect, as it is not merely the transferpoken discourse from one language to
another but involves “double conversion”, namelghbfsom one language to another

and from one medium to another.

This may entail - besides technical constraintsnstgng from the different
speeds with which written and spoken utterancesdamded - also the danger of
distorting the message. Obviously, a written mesgagnot convey all the subtleties of
a spoken one. Moreover, it has been claimed thaskation between different media is
simply not feasible. Catford (1969: 53) contend® the substantial features relevant to

phonic and graphic substance are absolutely differéherefore there can be no
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guestion of a phonological item being relatablehte same substantial features as a

graphological item."

Thus, translation from the spoken to the writterdim constitutes conversion
rather than translation, because it does not irvoihe substitution of items of equal
value. At any rate, even the most gifted translatornot prevent certain distortions in
the content of a message due to the transfer flemmspoken to the written medium.
Some of the difficulties of transferring “live” d@gue into a written form relate to the
nature of the graphic symbols in the target langua&gome languages script lacks
graphemes to denote most of the vowel phonemes dduises many instances of
homographs. To be sure, homographs need not nebessause ambiguity in
interpreting a written word embedded in an utteeamms the context generally supplies
the reader with clues that enable him to chooseapipeopriate interpretation. However,
when reading subtitles, which have a relativelyrsipoojection time, the viewer may

have difficulties in selecting the intended phomatal information for a written word.

It is the reason why some authors look at film gfation and particularly
subtitling as a form of language transfer (Mera9&9Diaz Cintas, 2001; 2003; and
Hernandez Bartolome and Mendiluce Cabrera, 2008itli€b (2004: 219) explains the
disagreement which exists in subtitling for twoseas. The first involves the reduction
in text, which is “something that is often not esfsel in translated texts”; this, coupled
with the fact that “to most people the term ‘tratigln’ [...] means the transfer of written
text in one language to written text in another’rksasubtitling out from literary

translation. It is this shift in medium that | ate distinguishes it from translation.

The simultaneous provision of meaning in two (or@danguages, one in oral

and the other(s) in written text, is consequentlyektively new form of language
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transfer created by film and further developed ddg\ision, video and DVD. Kilbourn

(1989; 1993), and Diaz-Cintas (2001) also refesubtitling and dubbing as a form of
“language transfer” rather than as “translatiohys the term is well-used in the field.
In fact, as Wolf (1947: 90) points out: “Subtitlinghen properly and carefully done, is
the most thankless and self-effacing task in enc#€ What is more, the film translator
IS open to criticism as the translation is, unkkiéh written translations, laid bare for the
audience to compare to the original. As Wolf (1990} further explains, “it is the only
form of translation which can be imbibed in conjuoc with its original version, and so
encounters far more criticism than would otherviisehe case This, again, highlights

the difference between film translation and litgraanslation.

In addition, subtitling is an overt type of langeagansfer, as Caillé (1960: 108)
states, “the spectator-listeners hear the origivtalst reading the subtitle and notice
mistakes very quickly.” This point is also touchenl by Kilbourn (1989: 428) “...the
translator is in a curiously exposed position ...csithe original dialogue remains a
tangible reality for the audience who will continteedraw tonal clues from what they

hear and the context in which it is said.”

Suspicions can therefore be quickly aroused ashetiver they are getting the
whole story. Thus, as stated above, film tranghaisonot the same as translating a written
text. The film translator is in a position to bamanently criticised by the audience, and
not just by those who understand the source largguag Kilbourn (1989) points out,
they are also under attack from those with littten@ understanding of the source

language.
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One major point for consideration was discusseBiag-Cintas. He states:

Subtitles involve a change from the oral to thettemi register and
entail the omission of certain elements of the in&blinguistic
message because they must respect the spatialreggcin that
the delivery of the message is predetermined bywiligh of the
screen which normally allows for no more than 33%ccharacters

per line and a maximum of two linéBiaz-Cintas, 2001: 25).

Taking this into account, it could be said thattglibg is not a true form of
translation. It is, as the above writers argue,eveiform of language transfer, where
meaning from one text type is transferred to anatdve type and another language. If |
add to all these points of view the fact that ie #@ubbing the lip movement and
gestures in the original form is more importantthiae translation itself | can conclude

that film translation is a unique type of languageasfer.

Many authors, however, as seen above, choose tthederm language transfer,
and | am inclined to agree with distinguishing filranslation and particularly subtitling

from translation by using the term “language transf
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Chapter 3: Research Methodology

A research work on film translation is particulanmyeresting because it offers
many points of analysis. The first is the analysisproblems encountered by film
translators when doing their job. The second poant take into account the problems
related to the translated films. As stated abohesé problems may be linguistic,
cultural and technical. The last point which cananalysed is the didactic impact of
film translation on teaching/learning a second @wraign language. My thesis will deal
with the first and the second points of analyses the problems translators and actors
face when translating films and the problems inttaeslated films without obscuring

the didactic perspectives of audiovisual transhatio

To reach my goal, | have interviewed some film s$tahon stakeholders,
including film directors and producers. After thishave decided to address some
guestionnaires to the audience, i.e., some petsonbom | have given some films and
their translated version to watch. | observe filmnslation stakeholders, i.e., the
translators, the technicians and the actors anmgsses doing their job. | studied four
films translated in Benin. These films afheni a film produced in Yoruba subtitled
and dubbed in Frenchies médicaments génériques: moins chers et efficacélim
produced in French and dubbed in English. Findlljaave one film from Nigeria,
namely,Snake kingdonproduced in English and dubbed in French; éfieb Loves Me
a Ghanaian film also produced in English and dubbdetench. As awhole, | have one
film subtitled: Abeniand four dubbedAbeni Les médicaments génériques: moins chers

et efficacesWho loves meandSnakekingdom
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3.1 Interviews

My interviews are firstly addressed to film trarigla actors of Benin. As stated
above, film translation actors are composed ofttheslators who translate the film to
be dubbed or subtitled; the actors/actresses wduegheir voice on the translated films,
especially in dubbing; the technician who recofius &ctors/actresses’ voice encrusts
the subtitles on the film. The main objective isktwow the difficulties each of them
faces when doing his/her job and the solutionshieefsan suggest to overcome these

difficulties.

| also interviewed film producers and directorBehin, Nigeria and Ghana who
translate their films. The aim is to know the re@swhy they translate their films and
the problems they encounter. | have then decidebb tthe inventory of fixtures. | have
made a list of film translation agencies in Berlihe directors of these film translation
agencies gave me the address of their partnerseainB Nigeria, and Ghana. By

partners, | mean the film producers who ask foir thlens translation.

However, it has been discovered that direct tam®rded interviews often
jeopardise the chance of gaining direct accessataralness of speech, that is, the
observer's paradox. As a result, the use of unstred spontaneous recorded
conversations becomes inevitable. Milroy (1980)ficors this, when he claims that
recorded interviews render a speech unnatural amddcmar the result of an
investigation. In addition to these deficiencieshs# recorded interview system, there is
the recording of spontaneously surreptitious spegadn film translation problems and

prospects.

The respondents to these unstructured spontanecsiyded speeches, i.e. the

film translation actors, the film producers andedtors, are later made to be aware of
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the recording exercise. However, the investigajgahously guards against allowing the
knowledge of the recording to mar and impede thanch of getting the wanted
information. The recordings were played back to thgpondents, for them to raise
objections to any part of the recording if necegsand this is immediately erased in
order to avert suspicions. The interviews are latenscribed and written out. The

following step of my research work is the film tsdation observation.

3.2  Questionnaires

This stage consists in distributing written quest@ires to film viewers. The
fact that there are some films in English amongfilmes | have chosen to study has
obliged me to make my own audience because | nesdetk respondents who
understood English and French. English teacherseabndary schools and some

students of the English Department of Abomey-Caliniversity were then involved.

It is important to mention that among the film veaw groups, there are some of
them who understand Yoruba and Fon languages. & rteadfilm viewers groups. Each
group is composed of fifty (50) persons and | mimen watch a film and its translated
form. I included the films | wanted to study. Aftdrey had watched the films | gave a
questionnaire to each of the informants. Per grbupose one person who was in

charge of collecting the questionnaires back for me

The questionnaire consisted of sixteen (16) questitistributed to five hundred
respondents. On the heading was an informationtpattstated that | am working on a
Doctorate dissertation on film translation in Benits problems and prospects. The
information text stated also that this was an anamnys questionnaire. The second part
of the information expressed gratitude to the redpats for agreeing to conduct the

survey, as the material on this subject in Benis wary limited. | also explained to
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them that the number of respondents was cruciaif &ad to be representative to
support the thesis. On the footnote, there werenatye and my phone numbers to

allow the respondents to contact me if they haeblems about the questions.

The questionnaire consisted of different sectiofke background questions
included the name of the respondent, his/her nalityn and the languages he/she
understood among the ones involved in my studyvas stated that the respondents
were not obliged to give me their names. The nex tjuestions were on the

respondent’s film watching habits.

The following section of questions was on the resiemt’'s knowledge about film
translation. After this, there was a series of tjaes which were connected to how
aware they were about film translation problemseyitvere asked whether or not they
noticed the different linguistic, cultural, and hedcal features of translated films. The
last three questions were about their perspecabesit film translation. At the end of
the questionnaire, there was a nota bene whicledstditat for some questions, the
respondent had the possibility to tick more thaa answer. The questionnaires for this

study can be seen in the second volume of thiarelsevork.

33 Film Translation Observation

Another instrument used as part of this study lmditranslation observation.
The aim is to know how exactly a film is translattdm one language to another.
Getting access to Benin film production and/or station agencies was not difficult
because as a film writer and director, | had alyea@t most of film actors/actresses,

technicians, and translators. | also had recomnimmdafrom theEcole Doctorale
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Pluridisciplinaire and the Department of English which helped me t@etmfilm

producers and directors of Ghana and Nigeria.

My observation mainly took place in three film tstation agencies of Benin.
The first | visited is Business Global Communicaticommonly called BG Com,
directed by Alexis Gnanguenon. | chose this filmadarction/translation agency because
of its experience in film translation. It is thelpmgency that translates telenovelas in
Benin. This agency translated a lot of films fdetsion channels. Among these films,

we haveRosalinda, La Chacala, Luiz Claritand so on.

The second agency | visited @entre International des Radios et Télévisions
d’Expression FrancophoneC(RTEF) managed by Anselme Awanou. It is the oldest
film production and translation agency in BenineThird agency visited is Harley Dass
production managed by Arley Dassi. This agencyecmlised in film translation from
English to French and vice-versa. This agency kaéed most of Ghanaian and

Nigerian films sold in Benin.
3.4  The Study of the Films

After this, | studied the chosen films by pointiagt the translation problems.
Using Toury's (1995) adequacy-acceptability moddbng with Brondeel's (1994)
equivalence model, | will discuss the overall commative and cultural effectiveness
of the translation on these films. In doing thigjrh to critically evaluate the impact of
the translation on the different films. Before gpahead, | shall clarify what I intend by

criticising the translation of the films | have dem as case study.
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3.4.1 The Definition of Translation Criticism

According to the item of “translation and criticisnm Chinese Translation
Dictionary, translation criticism means: “evaluating the @®x of translation and the
quality and value of the translated version inrallhd way in accordance to certain
criteria” (Zhou Yi, 1999:144). Yet, different cii8 may have different opinions on the

definition of translation criticism.

3.4.2 Significance of Translation Criticism

As translation has become a profession and anasitrgly scientific profession,
translation criticism undoubtedly gains a new amtispensable significance. Newmark
believes that:

translation criticism is an essential link betwdesnslation and
practice; it is also an enjoyable and instructiviereise,
particularly if you are criticizing someone els&anslation or even
better, two or more translations of the same téati soon become
aware not only of the large ‘taste area’, but thakext may be

differently translated, depending on the prefemeethod of the
translator(Newmark, 1988:184).

3.4.3 Plan of Translation Criticism

Comprehensive translation criticism has to cows fopics:

« A brief analysis of the source language text singsi$s intention and its functional
aspects;
* A selective but representative detailed comparisbrthe translation with the

original,
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* An evaluation of the translation: in the translatderms and the critic terms;
* Where appropriate, an assessment of the likelyepddthe translation in the target

language culture or discipline (Newmark, 1988:186).

Translation criticism could also be divided intavecall evaluation and detailed
evaluation. Overall evaluation is to see whether titanslator understands the source
work to its full extent, whether the translatedsien is fluent, whether the style and
essence of the source work could be presenteckitrdhslated version. Appreciation of
and contrast between different versions of traiwslafall within this category. Detailed
evaluation is criticism of language, ranging frorards, phrases to clauses and sentences.
Though detailed evaluation seems trivial, it is besis of translation criticism and of

great significance.

3.4.4 Principles of Translation Criticism

Zhou Yi summarises six objective, reasonable, amgbartial principles of

criticism on the basis of linguistics and semiatics

* Logical assessment;

* Quantitative and qualitative analysis;

e Semantic analysis;

e Sample analysis;

» Contrast between versions and translation;

» Appreciation of successful translations (Zhou ¥992:145-146).

The language of films is uttered language. Mosthef scripts are words out of
the actors’ and actresses’ mouths. Because theoiciiéors are always switching, there

is no such consistent discourse as the novelseldrerthe evaluation on details is more
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practicable, reasonable and convincing. Film tnsh criticism tends to focus more
on the words, phrases and clauses rather than ole\dng passages. It is interested in
the film’s characteristics such as explicitnesglilaility and life-likeness. Meanwhile, to
make the criticism more convincing, different vers are often contrasted. Examples
will also be cited to illustrate this. My corpus égemposed of four (4) films dubbed
and/or subtitled from Benin, Ghana, and Nigerias iimportant to mention that all the

films used as case study are translated in Benin.
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Chapter 4: Film Translation in Benin Republic

Benin is a West African nation on the Gulf of Guandetween Togo, to the
West and Nigeria, to the East. It is bounded bykBar Faso and Niger to the North.
The Republic of Benin was given that name only9i3. Historically, it was one of the
West Africa long-lasting kingdom, that of Dahom&gp the Republic of Benin is not to

be confused with Benin, a state of Nigeria.

The population of the Republic of Benin is estindagd 9,056,010 inhabitants
according tolnstitut National de la Statistique et de I'’AnalySeonomique(INSAE,
2010). Benin is a multilingual country where mohar sixty languages are spoken
(Capo 2007 and Tchitchi 2007). French is the daffitanguage in Benin. But other
foreign languages such as English, Spanish, Ger@amese, and Portuguese are
taught in Benin schools and universities. The nragbrtant of these foreign languages
is English which is taught in some private nursang primary schools. In the next
section, | will present the audiovisual space manant within such a sociolinguistic

context of Benin.
4.1 Film and Audiovisual Space in Benin

The audiovisual space in Benin is made up of fietélevision channels and
more than ten (10) film production agencies. THevision channels are€ffice de
Radiodiffusion et de Télévision du BE(®RTB), La Chaine 2LC2), Golf TV, Canal
3 Bénin andCarrefour TV It is important to mention that ORTB is a puliktevision
whereas the others are private channels. ORTB, BoH, TV, andCanal 3 Béninare
located in Cotonou, the economic capital city, &adrefour TVis located in Bohicon,

143 km from Cotonou. My research work will only ¢alkito account ORTB andanal
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3 Béninbecause they have a great audience in the papulaticording to a survey of

Radio France International@RFI) in 2011.

Film production agencies are also part of the @tigual space of Benin. There
are many film production agencies among which weeh&entre International de
Radio diffusion et Télévision d’Expression Franocopd (CIRTEF), BG
Communication, Gangan production, Laha producti@Qentre de Réalisation de

Matérial de Communicatio(CRMC), and so on.

4.1.1 Films in Benin Television Channels

Films have an important place in Beninese telexisidere the word “films” is
used in a broad sense. It puts together TV seste) operas, and documentaries. On
ORTB channels, for example, they have allotted femn(6) to eight (8) hours per day
for films on eighteen (18) hours of broadcastingrddl am interested in the origin and
the source language of the films. But before goaigead, | need to do a brief
presentation of the television channels involveaniy study, i.e., ORTB and Canal 3

Bénin.
4.1.1.10ffice de Radiodiffusion et Télévision du BEn{®RTB)

ORTB is a public institution with social, culturabnd scientific characters
endowed with the legal personality and with a friah autonomy. The current
development of ORTB is the result of a long proc@$® organs created one after the
other was added, at the same time, the progresspm®vement of the technical means.
From the first broadcast programme oin medium wawesl953 to the satellite

broadcasting today, the road has been long.
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The first organ created on ORTB is the radio. Thst fradio program was
broadcast on March 7, 1953, in a country still untithe colonial administration,. The
radio alone reigned over the national media lan@sd¢ar some time. After a series of
negotiations, the television started broadcastimdpecember 30, 1978. At this period,

rare were the African countries which could bodgiassessing a television station.

But the extension of ORTB continues. In 1983, thgao grew rich of a new
member: radio Parakou. The inception of this staisathe outcome of a long process to
take into account the population of North-Benin evhhas difficulty in receiving the
programs of Radio Benin. Then, comes Atlantic FIWMis channel was created in

Cotonou to insure the nearness of the populatigngort.

ORTB mission is to produce and to broadcast prograsnof general interest,
radio and TV programmes interested in the politiedonomic, and socio-cultural
concerns of Benin. So, ORTB contributes to theilfant of the right to information

and the freedom of expression provided in the conisin of the Republic of Benin.

Apart from the news, the organs of ORTB supply thther services in
broadcasting audiovisual production and commurocatiThe national television is a
channel of ORTB which is in charge of broadcastiafpvision programs for the
population. Its programmes are highly varied. kaafcasts magazines, documentaries,

entertainment programs, and so on.

4.1.1.2Canal 3 Bénin

The constitution of December 11, 1990 makes ohbgdor the Beninese people
to build a state based on the rule of law andorea pluralistic and participative

democracy. This decision favoured in 1997, thehloftseveral press organs and private
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broadcasting audiovisual media, logical result led taw N ° 97-010 of August 20,
1997. It is this liberalisation which gave birth €2 in 1997, Golf TV in 2004, and
Canal 3 Bénin in 2005. It is important to point the fact that ORTB covers almost all

the country whereas the private stations cover Goipnou and its area.

Canal 3 Benin settled in Cotonou, has given a namendsion to the Beninese
broadcasting through the decoration of its setp@smanent concern to balance the
information, its wild running in the scoop, and @o. All these aspects help Canal 3
Bénin to be one of the most watched televisionBafin. Canal 3 Bénin is a part of the

“Fraternité” press group which comprises a newspaper and @ radi

4.1.1.30rigin of the Films Broadcast in Canal 3 Bénin andORTB

Table 1: Films broadcast o@anal 3 Bénirchannel from 2008 to 2012

TELEVISION | FILM BROADCAST ORIGIN SOURCE
CHANNELS LANGUAGE
CANAL 3 | LaFille duJardinier Mexico Spanish
BENIN El Diablo USA Spanish
Mon Amour, Mon PéchgMexico Spanish
Rédemption Brazil Portuguese
Rivales The Philippines English
Shree India Hindi
Main Teri India Hindi
Coeur Brisé Mexico Spanish
Tinsel Nigeria English

Source: Canal 3 programme service.
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Table 2: Films broadcast on ORTB channel from 2008 to 2012

TELEVISION | FILM BROADCAST ORIGIN SOURCE
CHANNELS LANGUAGE
ORTB Sah Sandra Cote d’lvoire French
Jacob’s Cross South Africa English
Saga des Héritiers Céte d’lvoire French
La Chacala Mexico Spanish
La Belle-Mére Mexico Spanish
Luna Colombia Spanish
Vaidehi India Hindi
Le Roman de la Vie Brazil Portuguese
Un Palace pour Deux | Brazil Portuguese
Au Cceur du Péché Brazil Portuguese
Frijolito United States/ArgentinaSpanish
Tourbillon de Passion | Venezuela Spanish
India, a Love Story Brazil/India Portuguese

Source: ORTB programme service

It can be concluded from the two tables that only (2) films from the thirteen

(13) broadcast on ORTB are originally produced rien€h i.e., 15.38% whereas all the

films on Canal 3 are not originally produced inrie. This fact pushes the necessity of

film translation in the country in order to enapkople to understand the films.
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4.1.2 Necessity of Film Translation

4.1.2.1 The Film—a Special Literary Form

The year 1895 witnessed the birth of the first fimhistory in France. From then
on, over the past one hundred years, the film maengone drastic development and
has become a very important part of people’s ddagy As mentioned previously, the
film is more than just an entertaining systemslaiso a means of expression as well as

a vehicle for cultural communication.

4.1.2.2 The Position of the Film in the Literary Cicle

The film has experienced several periods in it@se of growing. It has drawn
inspiration from painting, and also imitated theyplBefore the birth of films, plays

were of great significance to people. How couldei®? Shakespeare explains:

For anything so overdone is from the purpose oyipta whose
end, both at the first and now, was and is, to ha&lwere, the
mirror up to nature; to show virtue her own feafs®orn her own
image, and the very age and body of the time s fand pressure
(The tragedy of HamleAct 3, Scene 2).
For a long time, plays were used for the purposedafcating illiterate people.
Later, the roles of plays have gradually shiftedoathe shoulders of films. Nowadays

people turn more and more to films for experienchigtory, savouring life, and

learning to reflect on them.

However, for a long time the film could not gairfaér position in society. Even
until the 1950s, most critics considered it no mttran a variety show. People have

doubted whether it has much artistic value. Soreerikts worked their way to remove
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the public’s prejudice on the movies. American fiimeorist John Gasner commented in
the prelude to the first American film scripts seri“film scripts could be regarded not
only as a new literary form, but also as a veryongmt art form.” The French critic
Alexandre Asternvk (1948) predicated in “Cinecamepen”: “In the near future, the
film is most likely to create such works which meglue the same as Faulkner's and
Marlow's fictions, and Sartre’s and Camuel’s prdsath in the content and the thought-

provoking effects” (Winston, 1983:1-3).

The prosperity of films has proved their prediciotWith the boost of film
technology and the media, film-making now has stowkchievements on an
unprecedented scale. It not only adopts the skillsovel-writing, such as the story-
telling structure, metaphoric description, and mogoe, but also builds up its own
features such as the combination of sounds andscedoich the novel lacks. Moreover,
a film is capable of giving wider publicity to vats kinds of novels, from classical
novels such as Shakespeare’s plays, to contempbestgellers like Tolkien'She
Rings of the LordOnly after the releasing of those revised filmd thie original novels

become better known or even globally fascinated.

4.1.3 The Significance of Film Translation

During the process of film-promoting, the trangatiof the original films

undoubtedly plays an indispensable role. As Laweerenuti states:

The violent effects of translation are felt at hoasewell as abroad.
On the one hand, translation wields enormous poinethe
construction of national identities for foreign ttuwks, and hence it
potentially figures in ethnic discrimination, gedpoal

confrontation, colonialism, terrorism, war. On tl¢her hand,
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translation enlists the foreign text in the maimtece or revision of
literary canons in the target-language culturegribing poetry and
fiction, for example, with the various poetic andarnmative

discourses that complete for cultural dominancetha target
languagg(1995: 19).

In our age, the film, as a specific form of litens and audiovisual art, is bound to
have promising prospects. Accordingly, it is ofarsignificance to study and develop
film-translating. At present, films produced in Brj take the leading role in the film-
producing industry. Thus, the translation of Erfglidms is a field worth of attention
and study. This thesis concentrates on the techsiqand strategies employed in

translating films in Benin and the relevant crgiai.

4.1.4 History of Film Translation in Benin

The broadcasting of telenovelas draws the necestitym translation in Benin.
Film translation begins in Benin by the dubbing Of series on HIV/AIDS from
French into Benin local languages. It is the filmguction agencZentre International
des Radios et Télévisions d’Expression Francop{@RTEF) which did it in 1998 to
allow Beninese population to be informed about tilisess and to know how to
preserve themselves from it. After this, some fdmduction and distribution agencies
have realised that they can translate films instgfalduying translated versions. This
began by the dubbing of the telenovBlasalindain 2000 by BG Communication. This
experience has been followed by many others, maBeign the crossroads of film

translation in West Africa.

Estimated from 70 to 100 million CFA francs for @&pisodes of each title,

telenovelas are very expensive to purchase. Tadevishannels, not having the means
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to cope alone, generally come together with comupatiuin agencies for the

dissemination of these TV movies to the delighadvyertisers.

Along with television, communication agencies dre iain players in the sector
of telenovelas. Four agencies (BG Communicationrkietea Media Afrique, Top
Showbiz and La Commerciale) occupy the market fachsTV movies typically

acquired in two formats.

The first option is to buy the film from a distritow licensed by the producer:
International Televisa (Mexico), TV Azteca (Mexic@lobal TV (Brazil), Caracol TV
(Colombia) and Vision-Vene (Venezuela). Distribstavho hold the rights for Africa
with the French are in France or in Cote d’lvolfEhis option is too expensive” says
Ben Morou, the managing director of Marketia Mediftique, a film distribution

agency.

The second approach is to directly buy the origueabion of the film from the
producers and translate it into French or anotheguage. This formula results in "a
tedious job," say experts. "It takes six monthspass a 26-minute film but it is
economically better than buying the translatedigar noted Alexis Gnanguéenon, the

managing director of BG Communication.

Once purchased, the telenovelas are broadcast erbdbkis of well-defined
partnerships. In the first type of partnership, t@mmunication agency that has
acquired the film's distributor buys from the clingsspace of the film. On revenue

generated by advertising, the agency grants a fathe diffuser.

Under the second type of partnership, the broadcasfrees to place its program

schedule in the series and receives in return staotial portion of the revenues. There
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are no official figures on the revenue. But adgems must be between 300 000 FCFA
and 500 000 FCFA to broadcast an advertisementh&se prime times. When some
soap operas are broadcast over more than twelvehsjoone can imagine what a
profitable industry telenovelas are. Some advegjseverwhelmed by these exorbitant
costs, prefer to buy their own films. The Globals&gm of Mobile Communication
(GSM) operators, Moov and Libercom have tried tbemula in 2008 with a bonus

exclusive presence of advertising space.

In any case, everyone wins in the market of Bealanbvelas. Communication
agencies make their butter; television channels ady have enough to fill their
programs with an extra pride audience but also nm&eey. Telenovelas are not the

only genre of films translated in Benin.

4.2 Films Translated in Benin

Many films are translated in Benin, mainly filmsifin Benin, Nigerian, Ghana, and
telenovelas. Before going to the film translatitself, | want first of all to deal with the
different films that are involved in Benin film tralation industry. The first point of this

development is devoted to Beninese films.

4.2.1 Films in Benin

Although no recorded actual short or long featui@stage from the country dates
back to the early 1910s and 1920s. Benin has onfgdent years developed a name in
the cinematographic world. In 1954 the first Besmdilm was shotLumiere des
hommeg1954) of an unknown director was the first shd fninutes) directed and
produced in Benin. The next known Beninese prodads another short calleglanvié

mon village directed by Pascal Abikanlou in 1966. Abikanldsoadirected the first
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feature film ever Sous le Signe du Vaudo(dnder the Sign of the Voodoo)" in 1974.
The film describes the exodus of the rural Beninintoy to the cities. Richard de
Medeiros debut short filhe roi est mort en ex{Ll970), which restores the truth on the
exile of King Behanzin at Blida. His next filllouveau Veni1976), confronted the
generations and mentalities of Beninese administraErancois Sourou Okioh directed

Ironu (1985), a daring film about the possibilities of tpposition in Benin.

To date, Jean Odoutan is the only Beninese filmmakeo has successfully
broken into the film industry. He writes the scriplirects, produces, composes the
music for, and acts in all his films. Jean Odouwtaacted his first feature fillBarbecue
Pejoin 1999 and presented it during the Milan festina2000. He also acted in several
films between 1983 and 1995. In 1991, he workedamsassistant director before
becoming a director himself. He made several vidgms and four short films. After
producing his second long feature fil@jjb in 2000,Mama Alokais, together with_a

Valse des gros derrierghis latest feature film.

The only actor with international recognition is@pn Hounsou. He might be the
first African black actor to make it in to the Hphood front mall. Hounsou had played
a Masai warrior who joined Lara Croft for part cérhadventure in the Tomb Raider
sequel. Hounsou has played several prominent blesrin his 12-year career, including

Horus fromStargate Cinqué fromAmistad and Maximus' friend Juba @ladiator.

Other young directors of interest are Sanvi Panihb laes Oubliés du bon Dieu
and Idrissou Mora Kpai witlsi Gueriki, la reine-mereN'Diaye Adechoubou made a
French produced documentary on Cotonou. Sanvi Pafsmuheads the management
team oflmage d'Ailleurs- the only cinema hall in France that projectquely African

films. At the Panafrican Film and Television FeatifFESPACO) in a joint effort

124




between Nigerian and Beninese film producers, ailm@mema was launched, touring
the major cities of Benin and other west coastcdain countries. In 2002 Cotonou, the
economic capital of Benin hosted thestival International de Cinéma et de Télévision

pour I'Enfance et la Jeunes@eCTEJ).

Nowadays, films likeAbeniandAfica Paradishave revealed the potentialities of
Benin in film-making. The creation of the film festl Quintessencéy Jean Odoutan

has greatly helped the emergence of young filmcthrs.

4.2.2 Films in Ghana

Formed from the merger of the British colony of t@®ld Coast and the
Togoland trust territory, Ghana became the firsintry in colonial Africa to gain its
independence in 1957. It is limited by the RepublidBurkina-Faso to the North, the
Republic of Céte d’lvoire to the West, and the Rémuof Togo on the East. Ghana is
the second industry of film making in Africa aftsiollywood, the film industry of

Nigeria.

Ghana's film industry called Ghallywood dates ashbiack as 1948 when the
Gold Coast Film Unit was set up. In 1971, the Ghiitia Industry Corporation was
created as a corporate body but ceased to exiat back as 1996 when it was divested
and a greater percentage of its equity holding vgetd to Malaysian interests. Long
before the divestiture, the Corporation had stopipedproduction of black and white
films as from 1990. The laboratory itself was noigerly functional and was limited to
the cleaning of black and white negative films asmime positive films. Some
internationally recognised filmmakers have comeamfrGhana. Ghana's best-known
filmmaker is Kwah Ansah of Film Africa fame whosead films, Love Brewedn the

African Pot(1980) andHeritage Africa(1988) won more than twelve (12) awards.
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In 1999 the Ghana Film Awards was instituted tonaeledge the efforts of
distinguished crew and cast. Notable among theesntihat were nominated and which
won awards werd\ Stab in the DarkandRipples Both were directed by Veronica

Quashie, a graduate of the National Film and Tselewilnstitute (NAFTI).

In recent times there has been some collaboratetwden Ghanaian and
Nigerian crew and cast with a number of productiogisg turned out. Among these co-
productions werdVebandLost Hope which received nominations at the Ghana Film
Awards. Though Ghana shares borders with Francapherghbours, so far there has
not been any co-production to hit the Ghanaianescr&his has been attributed to the
lack of funding as well as to language. Ben Musartrof Ghana, vice-president of the
Video and Film Producers Association of Ghana instiAAdrica, spoke about a video-
boom in his country. These efforts of networkinghaother African countries to sell
products were a cheaper way of making and markéilimg. Many film makers used
their own family members as actors in films to proel videos which were very
popular. The videos were shown in humble venue$ s garages, churches, and

community halls.

Since the late 1980s, a booming video feature iildustry evolved in Ghana.
Established professional film makers initially mbe initiatives of non-professionals
and their use of the medium of video with suspicidiet, when they noticed the
extraordinary success which these productions m&hiana and realised that screening
these films in local cinemas could generate swfitifunds to sustain a viable video
film industry, they also turned to film production the video format. Moreover, in
order to improve the productions made by untraiednd, gradually, self-trained film

makers, the Ghana Film Industry Corporation (GFfi@red editing services and other
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forms of advice to film makers in exchange for tight to show the film in its own

cinemas in Accra. Gradually, production networkd agstems of distribution evolved
and since the beginning of the 1990s, each yeartsawelease of about fifty video
movies made by private and GFIC producers. The GH€ sold under the divestiture
implementation programme. Some famous actors iecMdnVicker, Kofi Ajorlolo,

Emmanuel Armah, Nadia Buari, and Jackie Aygemang.

4.2.3 Films in Nigeria

The Federal Republic of Nigeria, with 152,217,3dhabitants (Kluge, 2011) is
the most populous country in Africa. It has Beninits Western side, Niger to the
North, Chad to the North-East and Cameroon to #sé &nd south-east. Its population is
extremely diverse with well over 250 ethnic grougmne numbering fewer than 10,000
people. Ten ethnic groups including Hausa-Fularoyuba, Ibo, Kanuri, Tiv, Edo,
Nupe, Ibibio and ljaw account for nearly 80% of ttweal population. Most of its
population is concentrated in the southern pathefcountry, as well as in the area of

dense settlement around Kano in the north.

The cinema of Nigeria grew quickly in the 1990s @0680s to become the second
largest film industry in the world in terms of nuertof annual film productions, placing
it ahead of the United States and behind the Inflianindustry. According to Hala
Gorani and Jeff Koinange formerly at CNN, Nigeriasha US$250 million movie
industry, churning out some two hundreds (200) osdéor the home video market

every month.

Nigerian cinema is Africa's largest movie industryterms of both value and the
number of movies produced per year. Although Nagerilms have been produced

since the 1960s, the rise in affordable digitamiilg and editing technologies has
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stimulated the country's video film industry. Thggétian video feature film industry is
sometimes colloquially known as Nollywood, havingeh derived as a play on

Hollywood in the same manner as Bollywood for Hirfidims.

Over the years, the Nigerian movie industry hadwed developing and getting
better, until the advent of the video, wherebypiéd up, but the products were only on
video. Recording on celluloid began to recede. fdoession was perhaps occasioned

by the cost of producing real movies in the Amaearicantext: on celluloid.

Film making is beginning to come alive again atiedead period of about ten
years. At one time, Nigeria was a leader in localdpction in Anglophone Africa. A
colonial film unit was set up in 1947, but untieth960’s little more than documentaries
were produced. Then came Nigeria's first film proiilon companies, Latola Film
(1962) and Calpeny Nigeria Ltd. In 197&dngi’'s Harvest, based on Wole Sonyika’s
play, was produced by Calpeny and directed by AcaeriOssie Davies. This was the

first flowering of local film in the 1970s and 1980

Directors used English and local languages, esipecvaruba. During the
1980s, Nigerian films started circulating through®est Africa and further abroad.
Sanya Dosunmu, Jab Adu, Ola Balogun and Eddie Ughdmead the list of Nigerian
filmmakers with Ade Foloyan, Moses Adejumo Olaiyterbert Ogunde followed by

Bankole Bello.

The birth of the greatly successful Yoruba languBiges, sometimes wrongly
called “folklore” films, date back to 1976. Ola Bgun, with two features to his credit,
wanted better links with his audience. His firdmfi Ajani Ogun was incredibly

successful, not only with Yoruba-speakers (mora tb& million) but also with the rest
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of the country. AfterAjani Oguncamelja Ominira co-directed by Ola Balogun and
Hubert Ogunde in 1977. The film makers were frusttaby the high cost of film

production because the movies were recorded ounlaell

Two films were produced in 1998wins of the Rain Foredity Odion Agboh
and A Place Called Homdédy Mahamood Ali-Balogun, which was in competition

FESPACO 19990n the Edgevon the short film prize at FESPACO 1999.

With foreign exchange problems and the popularith@me movies on video,
most indigenous film producers have now turned tking videos, usually of poor
acting, filming and production quality, but whicéllswell. VHS copies are handled and
marketed by distributors, who make them widely e and affordable. The video

boom has left the film industry neglected.

The first international forum of the Nigerian videand cinema held in Lagos
from 32" May to 2% June 2001 has gathered more than four hundred (di@@rian
professionals. The objectives of the forum wergiesent to the French and African
professionals the abundance of Nigerian productaord enable the Nigerian
professionals to establish contacts with theirifpreounterparts who would assist them
in reaching the international network of productaond distribution. On the occasion of
the forum, director and distributor, Mr. John Ril§ptedia for Development Trust) in
Zimbabwe, and Nigerian director and distributor Mrunde Kelani (Mainframe
productions) have signed an agreement on thelisin of their respective films. On
the whole, 650 films whose quality is often averaaye produced each year in Nigeria.
In ten years, the explosion of this sector createdrly 4000 jobs and generated a

turnover in the year 2000 of 420 million francs @Xgom).
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4.2.4 The Telenovelas

A telenovela is a limited-run serial dramatic p@@ming popular in Latin
American, Portuguese, and Spanish television progriag. Telenovelas are a distinct
genre different from soap operas, for telenovelgehan ending and come to an end
after a long run (generally less than one yearg fBtenovela combines drama with the
19th centuryfeuilletonand the Latin American radionovela. The mediumbeen used

repeatedly to transmit socio-cultural messagesbgrporating them into storylines.

Due to the similarities between the telenovela #red American soap opera, the
telenovela format is also colloquially known as $pénish soap opera”. While most
English language soap operas can continue indgfialmost all telenovelas run for a
predetermined duration. They are usually shown diveix days a week and run for an

average of 120 episodes.

4.3 Film Translation Practice

In this part of my study, | want to have a looktba agencies involved in film

translation in Benin and the process of film tratish in Benin.

4.3.1 Film Translation Agencies

Many agencies are involved in film production anstribution but only a few
translate films. Among the agencies doing film $lation, are BG Communication,
Harley Dass Production, Laha films Production, @ahtre International des Radios et
Télévisions d'Expressions Francaig€dRTEF). My choice is justified by the fact that
the first, i.e., BG communication is the only inri8e that translates telenovelas. As far
as Harley Dass Production, Laha Films Productiowd @IRTEF are concerned, the

films used for this study are translated by thegmaies.
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4.3.1.1Business Global Communication (BG Com)

Created in 1997, Business Global Communication comynknown as BG Com
is led by Alexis Gnanguenon. As other communicatagencies in Benin such as
Marketia Media Afrique (Mmedia Afrique) and La Corariale, to quote just a few,
BG Com is involved in film distribution. But becausef the high cost of dubbed version
of telenovelas, BG Com has decided to translatéelleaovelas on the spot. It is in 2000
that they did their first experience in telenoveizbbing withRosalinda a Mexican
film. Since then, BG Com has dubbed a lot of teletas among which we have

Chacalg Luiz Clarita, Le Coupableand so on.

Telenovela dubbing in Benin has revealed some talamong the Beninese
actors. The most known are Tola Koukoui who hadddlfive different men'’s voice in
La Chacalaand Kombert Quenum for being able to dub five alercharacters in the

same film.

4.3.1.2Harley Dass Production

Harley Dass production is an agency which dubs @lanand Nigerian films
from English into French. This agency is managediygy Dassi. Its first experience in
Benin began in 2006 with the Nigerian filnAtlanta” To do the job, Arley Dassi
contacted ¢ompagnie Chaslie a theater group led by Elaine Chagas. This first
experience lasted less than a year (from March 200Becember 2006) to have the

dubbed version of the two partsAtianta

This was just a beginning since today; Harley Dasxluction has conquered
Nigerian and Ghanaian film producers for their fitubbing. Arley Dassi confessed

that its agency is also implicated in the film diition after the dubbing. This is to
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help the film producers to have more benefits bgeeatuis expensive to have a dubbed
version of a film and if they realise that the Falerversion is not sold, they can stop

dubbing their films.
4.3.1.3Laha Films Production

After years of collaboration with Ghana in videtnfiproductions, Nigeria has
discovered another partner in the neighbouring &mip economic capital of Benin
Republic. The man at the heart of that partnerghipne of the country's young and
successful businessmen, Abdel Hakim Amzat. Hisifasion with the art of motion
picture has made him the biggest private investdhe arts in Benin Republic through
Laha Films Production. Benin Republic might be aditionally dependent on France
and neighbouring countries for economic survivalf Bmzat's desire is not just to
produce popular video films for his country peopleit also to borrow from the

Nigerian model of home videos.

It is for this reason that his first fillAbenj produced in 2006, was used as the apt
example of the Nigeria-Benin Republic collaboratigieni earned eight nominations
at the 2007 edition of the African Movie Academy @&wds (AMAA) held in Nigeria in
March. This film producer, Abdel Hakim Amzat, saye vision he has in mind for
African cinema has successfully germinated. He {fgeria's most celebrated
cinematographer, Tunde Kelani, to shoot and ditieetfilm as collaboration between

Kelani's Mainframe Productions and his own comp&ajpa Productions.

He acted the lead role and got an array of Nigegiah Beninese actors to star in
the cross-border love story between the two coemtiivhen approached, Abdel Hakim

Amzat confessed: "We achieved a loibeniin kick-starting our vision," he said. "But

132




the story was important. Part of my life story wast, and | think that many people

would have seen themselves in the film."

After Abeni, Laha film production has produced a lot filnmsang which aréd cha
Alifin, Assou Gbo, Mami Ambiance, Tangny Pomgyd so on. Met he said to be
inspired by the two great Nigerian artists, Huliggunde and Adeyemi Afolayan, who
typified the progression of the Yoruba artists fréwe theatre to the cinema. "As a
youth who was always involved in music at the Qiuorachools and later on the scene
in Cotonou, | will always owe my inspiration to Qgie and Ade Love (Afolayan).
With their unique combination of music and dramiagyt represented the greatest
expression of art to me," he said. That, perhagdass why Amzat, who had produced
a number of the new generation music groups in B&apublic, like the rap group -

H20, has recorded his own version of Ogunde's doaridto the 1979 filnAiye

4.3.1.4Centre International des Radios et Télévisions dijEgssion Francophone

(CIRTEF)

Created in 1995 and having a unit of post-produ¢t@RTEF has become the
headquarter of the training center and film promuctfor West Africa. It has for
objectives to develop the cultural identity and #ukicational needs of Africa, while
strengthening the endogenous capacity of the Afrtetevisions. As such, it promotes
the production and the post-production of spedifcafrican broadcast films, to fill the
inadequacies at present observed in this domaRTEF has produced more than six
hundred movies of any genres (documentaries, eédnahtmovies, fiction, dubbing,
subtitling, etc). Most of these movies are produoedcoproduced with national or

international institutions such as: UNESCO, URTe tEU, FAO, TV5, CFI, private
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producers, the national or international televistbiannels, etc. CIRTEF has produced

films in many fields such as development, healtivjrenment, education, and so on.

For example, in development series, we have assefisix films ordered by the
European Union with the English version of each moValking about education, we
have a documentary fiction ordered by UNESCO-Aamahe children’s schooling in
rural areas entitled.’éducation: un trésor est caché dedadisected by Rissikatou
Moustapha-Babalola. In the environment field, | daitk aboutUn trésor dans la
poubelledirected by Mariette-Chantal Mélé which won thedgl prize of the jury in

FESPACO 2007.

4.3.2 Films: from the Source Language to the Target Langage

This part of the study will deal with the proce$sadilm subtitling and dubbing in

Benin.

4.3.2.1Process of Film Subtitling in Benin

Within the subtitling world, methods and procedwasy considerably according
to studio and/or client. Standard procedure isantérm which is really applicable to
this field and most studios would seem to have ldgeel their own procedures over the
years. During my survey on subtitling, | noticedufanain methods, which will be

outlined below.

In a world where technology is constantly advancisigidios must be flexible
enough to adjust their services and their straseigiehe needs of the client. Here, | will
attempt to analyse the advantages and pitfallfeffdur strategies | have identified in
the light of problems arising from developmentsdigital versatile disc (DVD) and

satellite broadcasting. As the lack of standargisatin subtitling extends to
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terminology, | will use the terms the subtitlinglstholders employ in-house to describe
what they do.

Pre-translation: Translation of dialogue list before creation obstles.

Adaptation: Separation and adjustment of pre-translateditéxtsubtitle units.

TC-in / TC-out: The time code at which a subtitle begins and ends

Coding or Spotting: Capturing of TC-in and TC-out for all subtitles.

LTC: Linear Time Code carried on an audio channel.

VITC : Vertical Interval Time Code, carried in the imagéhin the interval between
frames.

Simulation: Screening of film with completed subtitles.

Import : Transformation of adapted text into subtitle fatm

Export: Transformation of subtitles into text format.

The four methods | have identified are as follows:

* Pre-translation — Adaptation — Spotting

* Pre-translation — Spotting — Adaptation

* Adaptation — Spotting — Translation

» Translation/Adaptation — Spotting

Regardless of the method, each project undergboee-atep verification process.
First, the subtitle file is read by a native speak&hout watching the video. This
allows for easier identification of incoherence antakes in spellings or punctuation
in the subtitles. It is preferable that the persarrying out this stage has not seen the
video previously, to maximise the identification iocoherent phrases and minimise
interference from the original. However, this ist raways possible, especially in a
small company where the employees usually carry mate than one part of the

subtitling process for each project.
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The second step in the verification stage is sitiarlaHere the film is screened
with the completed subtitles to check for any exroverlooked during the previous
stages. The subtitling programme they use allowstlbtitles to be projected on screen,
simulating how the completed subtitles will looRpinions vary as to the ideal person
to carry out this stage. Some believe it is bdterfinal editing to be carried out by
someone with no knowledge of the source language,similar reasons to those

outlined above for step one.

Knowledge of the source language can often interf@ith the reading and
processing of the target language text. The sKilllistening and processing one
language while reading and processing another tgiezd concentration. The danger is
that understanding of the source text can resudttype of “suggestion” whereby small
mistakes can be missed. This is obviously even mabeeproblem where the translator
performs the simulation. When the final stage isried out by someone with no
knowledge of the source language, this problenvisdaed. However, if the first stage
of the verification process has been carried oortainghly, it is arguably better to have
this final step performed by someone who understdahd film they are watching, in

this way mistakes in translation can be identified.

4.3.2.1.1 Pre-translation — Adaptation — Spotting

In a process akin to that of the dubbing scripusidjr, a pre-translated script is
adjusted or adapted into subtitle units before dpsipotted. This strategy is adopted for
a variety of reasons. It may be that the clienviges the translated script to be used for
subtitling, or that, time constraints mean the aljalke list must be translated before
spotting is carried out. A typical example wouldthat the client provides a dialogue

list but no videotape for an urgent project. Hehe, subtitler has two choices: wait for
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an appropriate tape to arrive before beginningattegmpt to gain time by having the

dialogue list translated.

Working within a word-processing package, or disett a subtitling programme,
the subtitle adjuster can then adapt the translatito subtitles, checking meaning and
summarising where necessary. If the text has bewd-mrocessed, it is then imported
into the subtitling programme and the TC-in and d@-for each subtitle is captured,

before verification.

4.3.2.1.2 Pre-translation — Spotting — Adaptation

A variation on the first method is to spot the filoefore adapting the pre-
translated text. Here, the subtitler first captutes TC-in and TC-out for each subtitle,
thus identifying the subtitle units and later adagpthe translated text to fit, again either

working within subtitling software or in a text donent which is later imported.

The advantage of this system is that the subtidentifies the “real” units of a
dialogue, and will not be distracted by the quantt information conveyed when
making the decision as to where a subtitle willibeand where it will end. For this

reason, the spotting stage will tend to be muctefaghen using this method.

Of course, this also has its consequences. Whetirgpprecedes adaptation of
text, the subtitler is less likely to search fdeatative solutions to avoid excessive loss
of information. Experience has shown that althoitgis possible to adjust the time
codes in the following adaptation stage, subtitieesless likely to do so than they are to

adjust adaptation in the spotting stage when thegss is reversed.

In addition to the time gained, the advantage dhlibese methods is that they

allow for the use of freelance translators with previous subtitling experience. The
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translator requires only a PC, video, and monifbe adaptation stage also provides for

additional checking of the translation.

However, this method also has its disadvantagestlyias is also often the case
with translations for dubbing, the translator has neal control over the finished
product. The constraints of subtiting mean thatimaf the translation is rewritten and
summarised during the adaptation stage. From tiva pb view of the subtitler, this
method also has its downside. The scripts or dusolists provided by clients are
notorious. Often they contain text which does myear in the film or worse, they are
missing text which appears. These discrepancies lragg gone unnoticed at the pre-
translation stage. In the case of combined corttinamd spotting lists which contain
suggested subtitle units for translation, oftethatspotting stage, they find that the text

IS too short, that more subtitles are not only gadesbut necessary.

4.3.2.1.3 Adaptation — Spotting — Translation

When subtitling a project into various languagdse tmethod employed is
somewhat different-Here, the subtitles are created and spotted iotigenal language,
and thertranslated into each language. There are two ni@matives. The text of the
original language subtitles can be reduced to rtgpading speed consideratiotisys
spoon feeding the translator to some extent a®o tb summarise the dialogues and
what information to omit. Alternatively, the tesan be cut into subtitle units containing
the entire text spoken, leaving tdecision of text reduction to the translator. le th
latter case, the translatorgssen a maximum number of characters for each el

accordance witlthe time it will be on screen.
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After the subtitles have been transcribed and/@pteti and spotted, they are
exported to a text document containing the TC-id di€C-out, the duration of the

subtitle, the text to be translated, and if appadpr the maximum number of characters.

The advantage of this method is that subtitles lobantranslated into various
languages simultaneously, without the need to samoh language. In the world of
subtitling where deadlines are often unreasonahlyts especially when subtitling
DVDs, this can be done by freelance translatorkingrfrom home and needing only a
PC, video recorder and monitor. The translator das more say in the finished

product, choosing how to summarise informationahdt to omit.

But this method also has its disadvantages, net tha time which is often lost in
transcribing the original text. For example, theediors’ commentaries often included
in DVDs, where the viewer can choose to watch ilhewhile hearing explanations and
anecdotes from the director instead of the origsmaindtrack, very seldom arrive with a
dialogue list. The subtitler therefore has to teailie the entire text before it can be
translated. Of course, the option exists to haedrdnslator work by ear, but this is not

an option they consider.

Another disadvantage of this system is that théagyit constraints of languages
differ, and the translator is able to decide theit®uof each subtitle; he may decide to
separate the subtitles differently in a way morprapriate to each language. However,
when working with short deadlines and into multitdeguages, the ideal situation of

each subtitle file cannot be created by a trangkatbtitler.
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4.3.2.1.4 Translation/Adaptation — Spotting

In this method, the job of the translator and thietiler is combined. Translation
and adaptation is performed simultaneously befpating or the translator first spots
then translates and adapts. The advantage hdratisrie person performs all stages of
the process and has the option of finding the Isesition within the constraints

imposed by the medium.

Unfortunately, the fact is that very few translataombine the skills needed not
only to translate and summarise, but to decideherunit of information and sound to
comprise each subtitle. In Benin experience, saiestators who perform very well
when translating pre-spotted subtitles, have bemmd incapable of learning the
technical skills required to identify and spot stétunits. Deciding when to use
dialogue or when to use one long subtitle or twortgn is not only complicated but
subjective. Although there are some rules in slifgitwhich cannot be ignored, other

issues are more flexible and a matter of indiviguaference.

In my opinion, the last of the four methods outtireove leads to the creation of
the highest quality subtitles. However, it wouldalseem to be the least common
method used, mainly due to the lack of subtitliogperent translators with real technical
knowledge of procedures, lateral thinking skillddahe ability to find more than just

lexical solutions.

Ideally, a team of professional subtitlers/trarsiat with combined native
knowledge of all target and source languages wbeldble to eliminate many of the
most common errors and problems encountered intléudpt Subtitling is essentially a
team effort. When all members of a team are ablgetborm all parts of the process,

this allows for multiple checks through each stagean ideal scenario a translator
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translates and adapts a film which is then spditedomeone whose first language is
the source language to identify translation errfanglly undergoing the two stage check
performed by someone without source text knowletlgpinpoint unclear or incoherent

translation.

4.3.2.2Process of Film Dubbing in Benin

Film script translation for the purposes of dubbiagone of the most peculiar
disciplines within the field of translation. For erthing, the text delivered by the
translator is not definitive; indeed it is not eveme of the final phases of the overall
project. The translator produces a text which wékve as the starting point for a
lengthy and complex process during which the teilltpass through many hands and

operations, which may be more or less respectfth@briginal translation.

Film dubbing process comprises several closelyelihghases, which must follow
an established order and rhythm, something akia psoduction line. If one of these
phases is delayed or runs into problems the elmieemay be affected. Also, so many

different people are involved that problems do tendccur.

Although the main steps of the dubbing process laasically the same
everywhere, it may change depending on the couetgm depending on the studio. In
this part of my study, | will analyse the Beninesality, which may, to a greater or

lesser extent, differ from that found in other cioigs.

The dubbing preproduction process starts whenlt@etcusually a film producer
or distributor, sends a copy of the film to the g studio. Normally, this copy,
known as the master, comes accompanied by thenatigcript to facilitate translation,

and by a set of instructions on such issues asexXample, whether songs are to be
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dubbed, whether screen inserts are to be subtaled,whether certain dubbing actors

should take certain roles, and so on.

The head of production sends a copy of all the n@teeceived to the translator,
who is almost always independent of the dubbingdisturhe translator usually works
from two originals, the film itself and the writtesaript. Very often however, the written
text can be quite different from the actual filmhi§ may be because the script is the
preproduction copy as opposed to the definitivepecause it is a less than perfect
transcription. In other words, the translator mageive an incomplete script, one which
differs from the original or, in some cases, napgct all, in which case he or she will

work exclusively from the film.

Once the translation is complete, it is usuallpuih not always, sent to a proof-
reader. Some film translation agencies have their ceaders and language specialists

and this revision phase is a sine qua non; otheseter, may dispense with it entirely.

The next phase is synchronisation of the transldigldgue so that it matches the
actors’ mouth movements and the other images aglglas possible. Sometimes, it is
the translator or proof-reader who carries outsiyrechronisation, although very often it
may fall to an actor or the dubbing director. Tlyachroniser, like the proof-reader,
must try to ensure that the modifications do nadystoo far from the meaning of the
original text. He may have to eliminate superflucfsrmation or add additional sound

effects, such as the background noise for a folatiatich or a hospital emergency ward.

Once synchronised, the text now goes to the premudepartment, where it will
be given the final touches before dubbing work begirhis phase consists of physical
preparation of the translated and synchronisedpts@d as to facilitate dubbing.

Depending on the type of product — whether a fidnseries or documentary — there
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may be some variations, but the process is bagital same. The production assistant
first divides the text into takes, i.e., segmerfta to eight lines when there is more
than one participant, and up to five when therenly one, in accordance with agreed
procedure. Also, when the scene changes, the takere matter how short it is. The
TCR (Time Code Record), which appears on the scis@mted at the start of each take
and the takes are numbered. Then a chart is dravaetting out how many takes each
character appears in, the actor who is to dub hilagacter's voice — a decision usually
taken by the dubbing director — and how the takesta be organised into dubbing

sessions, i.e., when each actor has to come ifoamdw long.

Organising a dubbing session is a sort of jigsagz|a) and calls for a distribution
of takes and actors into general sessions so asmplete the dubbing work in the
minimum time and at minimum cost. There are marmyofs conditioning the dubbing
session, including whether the recording room &lakle or not, whether the actors are

available or not, the actual difficulty of the taketc.

Once all the sessions have been organised, thstaadsdraws up a schedule,
which serves as a guide to the director; settingtmitime when each actor will arrive,
the character (s) he or she is to dub and the takes recorded. On occasion, the client
asks for voice samples from two or three dubbirtgrador given characters in the film,

and then choose the one they find most suitable.

On the day of the dubbing session, the directott &il the material now in the
recording room, tells the actors the characterg #ne going to dub and how he wants
them to do it. The director’s task, in additionstegpervising the actors’ performance and
avoiding all errors, especially errors of pronutiola or content, is to ensure that all the

planned takes are dubbed, leaving no loose endatéor

143



Before the dubbed product is sent to the cliertiag to receive another language
check. If there are any errors, the particularrragt in which they occur has to be re-
recorded. Now the only remaining task is to adduibtitles to the dubbed material,
should there be any, and to carry out the final, &t is, coordination and fine-tuning
of the image and sound between the various chaonelghich the dubbed voices have
been recorded. The dubbing process is highly coxtplen, and involves a great many
factors. It is virtually inevitable that the traagbn initially delivered by the translator
will undergo modifications. Indeed, film translatidgs probably the discipline in which
the text undergoes most change from start to filAdithe stages of the process involve

manipulation to some extent of the text submittedhe translator.

As already pointed out, after the translator subrtiie completed translation, the
text may be sent to a proof-reader and then magngodsynchronisation. These two
phases involve modifications of the text, which stmes may be necessary and

sometimes not particularly so.

It must also be born in mind that in most casegheethe proof-reader nor the
synchroniser understands the original languageaAssult, there is a risk that the
changes introduced may differ from the originaltidk could be said that form is a

priority in both cases, while content receives ealkss attention.

Examples of the changes that may be made by tref-prader or synchroniser
include such simple changes as replacipgr ‘favor (s'il te plait) meaning “please” in
English with “sisplau” so as to have the sourgland the @/ of “sisplad coincide with
the & and the/ of the original ¥'il te plait’ and eliminating thef/ of “per favof, said

the dubbing director of BG Com.
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Another example is the English phrase “what do yomk?” which can be
translated in several different ways in FrendQu'en penses-&1', “Quel est ton avi¥,
and so on. However, the synchroniser will probalgyfor “Que proposes-fi to make
the English é/ coincide with the finalt and u of “tu”. Similarly, the most natural
translation of the English “Don’t talk like a foolrould probably be Ne dis pas des
bétises, however, a version such ablé sois pas ridicule(don’t be ridiculous) would

echo the last syllable of the original without angnificant change in meaning.

When proof-reading and synchronisation is compleébe following step is
dividing the text into takes. Of all the stageghe process, this is undoubtedly the one
which most respects the text in terms of contesdpde the fact that in physical terms it
is systematically broken down into segments. Inotthe there need not be any
modification of the translated text at this phaseesthe text is accepted and worked on
as a complete unit, without analysis of qualityappropriateness; although, the person
in charge of marking the takes is unlikely to urstiend the original language of the
film. This is the phase in which most formal erroes be detected — omissions by the

translator, mismatch between text and image, arahso

The text may also be modified during the final dagbphase; if synchronisation
was not carried out by the director, he may wishmiake certain minor changes in
keeping with personal taste or because there avesein addition, the actors may also
change the text, through improvisation or becadgdfficulties with a given phrase or

word. However, all changes are subject to the threcapproval.

In conclusion, film dubbing is a highly complex pess comprising many stages.
And although those working in this process forneant, their work tends to be carried

out on an individual basis. Particularly unusuahis way the product of the translator’s
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work is often not the final product but a sort a&fd version which is polished and

adjusted to the needs and demands of the medium.

4.3.2.3 Partial Conclusion

Thus, it can be said that both subtitling alubbing are influenced by several
constraints which make both kinds of translationywdifferent from the literary one.
This is because the constraints are very diffefentthese two techniques, the final

results are also very different.
From this point of view, there are two thirigat have to be taken into account:

* the length of the target language version and

» the fidelity of its meaning.

As for subtitling, the length is always reduceccamparison to the length of the
original, but the meaning has to correspond tootiginal as much as possible, because
the audience can notice any minor discrepancy. dame the dubbed version has the
same length as the original, but it is not necestastick to the exact meaning. What is
important is only the plot-carrying meaning. In ethwords, if the adaptor needs to
modify the dialogues in order to match the lip moeats, he is perfectly allowed to do

SO.
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Chapter 5: Evaluation of Some Films Translated in Bnin

In this chapter, | do the evaluation of the filmsed as case study. First of all |
will present the corpus and the synopses of timasfil choose. After this, | will deal
with the different languages involved in my studg,. Yoruba, French, and English
languages. The third part of the chapter will pout the problems of film translation in

Benin through the films used as case study.

5.1The Corpus

The corpus of my study comprises (4) films produgedenin, Nigeria, and

Ghana. All these films are subtitled or/and dubipelerench or English in Benin.

5.1.1 Presentation of the Corpus

A work on film translation and the analysis of féoh sequences appears
particularly interesting to me from the point oewi of teaching/learning of cultural
competence - competence that all learners musiracqinis work should indeed make
it possible to also consider the differences camogrthe area of reference, as well as
on those concerning the management of the inteypatgelation and the system of
communication and, possibly, bring a light on thiwdes and/or the representations

relating to a group.

The semantic search for loss between the transtatddoriginal version should
thus provide a tool allowing the learner to beccamere of what its communication
system has as arbitrary and relative. My corpumaged on four (4) filmsAbenij a film

in Yoruba subtitled and dubbed into Frenchs medicaments Génériques: Moins Chers

147




et Efficaceds produced in French and dubbed into English eé&//ho Loves Mand

Snake Kingdorare all produced in English and dubbed into French

5.1.2 Synopses of the Films

A synopsis of a film can be defined as the sumnsaguence after sequence of
the scenario of this film. The synopsis helps thaders to understand a film without

watching it. Here are the synopses of the fivediimvolved in my study.

5.1.2.1Abeni
Abeni is a two-part film produced in 2006 by Laha Filmo@uctions in

collaboration with Mainframe Productions. It is iorfant to mention that Laha
Productions is located in Benin and managed by Amzsbdel Hakim whereas
Mainframe Production is located in Nigeria and clieel by Tunde Kelani. The film is
co-written by a Beninese, Francois Okioh and a hége Yinka Ogun and directed by
Tunde Kelani. It took place in Benin and Nigeddneniwon the prize of the best music
at Zuma Film Festival 2006Abeni is originally produced in Yoruba; subtitled and

dubbed into French.

Abeniis a melodrama about the story of two adolescé&kanni and Abeni who
felt in love with each other. Akanni was a Beninbsg and his father was the gateman
in Abeni’'s father's house in Nigeria. Abeni’'s fathdid not appreciate the relation
between the two teenagers because of the socssd dlference. On Abeni’s birthday,
Akanni had a fight with the son of Abeni’s fathefieend. This made Akanni’s father
lose his job and he came back to Benin with hisilfanBack in Benin, he enrolled
Akanni in school. Akanni has succeeded at schoolreas had a good job. He was also

a singer in his spare time.
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One day, after work, he went to a restaurant tehawnch with some friends.
There, he met Abeni who was in Benin to do reseatdbentre Songhai. Sixteen years
have passed. They realised that they still lovér edlser. Akanni’s father was dead but
his mother did not agree with this relation becasise did not want her only son to

suffer.

Akanni has taken two weeks’ leave and went to séenAin Nigeria. But
unfortunately, Abeni’s father (Chief Bello) has oceto see his daughter and introduced
Ogagu as the son of his best friend and businesxiate. He met Akanni in Abeni’'s
house and was disappointed because he was arramgmayriage between Abeni and

Ogagu.

Chief Bello offered a lot of money to Akanni andked him to leave Abeni.
Akanni refused and Chief Bello decided to use atyatns to get Akanni out of his
daughter’s life. He pretended to accept the ralabetween the two lovers because
Abeni threatened to commit suicide if her fathefigddl her to marry Ogagu. He

invited Abeni and Akanni to have a dinner and aftethem a present.

But after leaving Abeni’s father’'s house, Akannisaarested because the police
called them out and found drugs and alcohol in Alserd Akanni’'s car. Akanni
claimed his innocence but nobody believed him. Akavas thrown in prison. Abeni’s
mother, aware of the power of her husband and tesipility to make Akanni
executed, decided to ask the help of an old frigilder, a police officer. They found a

solution to help Akanni but Abeni must accept tamp&®gagu.

On the wedding day, Abeni told her parents thatfshgot the wedding ring at

home and she must go to bring it. At the same meénfd@nni felt ill in prison and
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must go to the hospital. Abeni’'s mother and thacgobfficer helped the two lovers to

run away from Nigeria and they came to Benin.

After this, the police officer who was the fiandéAbeni’'s mother before she got
married with Chief Bello asked her if the subjebe swanted to discuss with him
twenty-five years ago was about Abeni. Abeni’ motbenfessed then that the police

officer is actually Abeni’s biological father aneédged him not to break her family.

Chief Bello suspected his wife to have helped Alsard Akanni to run away and
promised to make her life unbearable. A year afdreni gave birth to a child. Her
mother told a lie to her husband and came to Bemisee Abeni. Chief Bello whose
dream was to punish Akanni and Abeni for the huatidn of the weeding day decided
to come to Benin and find them. After the descoiptof Akanni to a friend of his, this
one took him to Akanni and Abeni’'s house. He wapissed by the beauty of the
house. He was not sure that Akanni can build sutiowse. There, he saw Abeni's
mother and the new born, his grandson. Abeni'sefatinally accepted the relation

between Akanni and Abeni.

5.1.2.2Les Médicaments Génériques: Moins Chers et Efficace

Les Médicaments Génériques: Moins Chers et Effeaca film of thirteen (13)
minutes produced in 2008 by CIRTEF/Benin for thestV&frican Regional Program
for Health. Directed by Modeste Houngbedji, thiorsHilm tells the story of Ali, a
seller of doubtful medicines. He asked Ami, medsirseller at the village hospital to
help him sell his medicines. Ami refused because ¢xpiration dates of these

medicines are illesible.
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Mariam, Ali's wife was sick and Awa, a woman froimet neighbouring house
gave her some medicines to take. Mariam was pregmahlost her baby. Furious, Al
invited Awa to the police. Awa declared that she baught the medicines she gave
Ali's wife at Boubacar's shop. Ali was confused aese he was the one who gave
Boubacar the medicines for selling. Ali decidednthe run away but he was caught up

by the police and put in jail.

5.1.2.3Who Loves Me

Produced in Ghana in 2010 and directed by FrangkhR&arase Who Loves Més
the story of Chantal. After the death of her pasenta car accident, she was charged to
run all the family’s enterprises and lived with ledd grand mother. Chantal became a
notorious business woman but was condemned to destiuse she had heart illness.
One day, when having a business lunch at a restaubavid, a drawer met her and
thought she was the woman he wanted to pass kisnith. He drew immediately

Chantal, sent her the picture and left the restdu@hantal felt into tears.

At her office, during a meeting, Chantal had a hatiack and was sent to see her
doctor. When leaving the hospital, she saw a womatathe pharmacy who had not
enough money to buy medicines. She helped the womais woman was David’s
mother. On her way to house, Chantal saw her dpaiatoure at all the crossroads of

Accra. Her grand mother was proud to see that @hhat a secret lover.

Chantal did her best to meet David and revealet sha will die soon. This
revelation broke David’s heart. David's mother wafappy to see her son suffering
thus. She decided, after medical tests to offelhkart to Chantal that saved her once so

that David, her unique son could live.
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Actually, David's mother had a cancer and she aasl than three months to live.
David did not know it. When his mother addressent lai letter, he knew what she
wanted to do. He wanted to stop her but it wasl#&®. His mother had committed

suicide. Her heart was removed and was transpldaot€tantal with success.

After Chantal’s recovery, she and David organisddaat for their engagements.
But this day, there was an unexpected guest, Rk is in fact the fiancé of Chantal
who disappeared without sign of life, years aga@kRisked to help Chantal to manage
the enterprises because her health is even fraglen Chantal, still in love with Rick
asked to break her engagements with David agaistsoag sum of money. All this was
not appreciated by Chantal’s grandmother that eecitb organise a stratagem to

discover who of the two loved Chantal.

Chantal made a relapse and was driven to the labsBihe was declared dead.
Her twin sister Jasmine, who was living abroadjluhén unknown of Rick and David
came back to manage the family’s enterprises. Radtens then to woo Jasmine by
pretexting her resemblance with Chantal. But aDfavid, Chantal is irreplaceable. By
Chantal’'s death, he did not only lose his belovat diso his mother, since Chantal

carried the heart of this one.

Rick who believed that David wanted to remove Jasnfiiom him threatened to
kill him. Rick was arrested by the police and Dagtisicovered that Chantal had not died

and had no sister. Chantal and Jasmine are oniarsdme person.

5.1.2.4Snake Kingdom

Snake Kingdom is a seventy-five (75) minutes filmdguced in Nigeria in 2010.

Directed by lkenna Udo-Igwe, this film is the starya religious conflict which took
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place in Umueke village. In this village, everyboalgrships the snake Ichieke and all
the members of this tradition are able to becorsaake whenever they want. But one
day, Ochukwu, an ancient member of this traditidmwecomes a Christian comes
back to the village with all his family for the ddys. With the pastor of his church, he
went to greet the King with a gift. The King's nmsters did not agree with this gift
because it was a drink without alcohol. Ochukwu hiuw that the king only takes
alcoholic drinks but he told them that as a Chaistihe could not give such a drink to
anybody, even the king of the snake kingdom. Timg kold him that he will see the

anger of gods.

The anger of gods comes very quickly. The pastay want to see the king with
Ochukwu died mysteriously. Nchioma, Ochukwu’'desisn —law died after a snake
bite. She was a mother of twins and there is agddhe village river she could not fetch
water and she did it. The most important probler@dfukwu is that Julie, his daughter

has a love affair with the prince, lkena.

Julie’s parents as well as lkena’s did not agreth whis relation. Julie was
avoided to go out but Ikena becomes a snake aitd k. Julie gets pregnant without
knowing that lkena can become a snake. The priracewarned, by his father the king
that he would rather marry Ikechi, his fiancé ifvaants to be the following king of the

snake kingdom.

Ilkena planned to run away with Julie. They wenone of his friend’s house. In
the room, Julie saw a snake and shouted. Immeglidtedna also became a snake.
Afraid, Julie ran out of the house and went todherch. There she lost her pregnancy.
Ikena tried to convince her back but she had tdogck to Lagos for school and has

promised to marry Jonathan, a Christian, accortirtger parents’ will.
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5.2 Presentation of the Languages Involved in the Corpu

As said above, four films are involved in this stuélbenj a Yoruba film subtitled
and dubbed in Frenclhes medicaments génériques: moins chers et efficadérench
film dubbed n EnglishWho loves mend Snake kingdomtwo films produced in
English and dubbed in French. Three languagesareitivolved in this study: Yoruba,

French, and English.

5.2.1 The Yoruba Language
5.2.1.1 Ife and the Rise of Yoruba States

Dates for the foundation of the city of Ife varytht is generally accepted that
an urban settlement on the present site existed y2&rs ago. Ife has always had a pre-
eminent religious position for all those who novil teemselves Yoruba. It is the place
of origin of the nation. Before the rise of thetstaf Oyo, it was also the political centre
of Yoruba land. It was certainly a flourishing atit and political centre from the 11th

to the 15th centuries.

The primacy of the city of Ife is embodied in thgtmof Oduduwa descending
from heaven at the behest of his spiritual fathler@, the sky god, to Ife. He created
dry land, founded the city and eventually sent prahces (seven or sixteen of his
children or grandchildren, depending on the vepsitm form settlements in the
surrounding region. Their connection with the royale was legitimised and

symbolised by the possession of beaded crowns.

The number of Oni or rulers of Ife since Oduduwadigputed, ranging from 48

to over 400. Ife appears to have always existethersame site. Evidence comes from
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an examination of the town walls, the stone monumanthe vicinity and increasingly

from the archaeological record.

5.2.1.2 Origins

Yoruba is the language spoken by a set of peopWestern Africa. Its native
name is ‘Ede Yoruba’, that is the Yoruba langudgee language has its origins in the
Yoruba people, who are believed to be descenddr@sloduwa, the son of a powerful
god calledOludumare They refer to themselves a®rmo Oduduwag’ which means
Oduduwa’s children. The Yoruba people originatemirfrthe Western Nigeria. Places
where the language is spoken are terniedYoruba, the Yoruba land. The Yoruba
lands span across the western region of Nigera fiar south-western of Lagos state
to the mid-western Kwara state cutting across ostegies including Ekiti, Ogun, Oyo,
Osun and Ondo. Yoruba lands extend beyond the laoigsdof Nigeria into nearby

countries like the republic of Benin, Togo, and reaktern Ghana.

The language is the pride of the Yoruba people oittr 22 million speakers. The
language has also been noted to be spoken in righf countries such as Benin and
Togo. Traces have also been found in Sierra Ledreenit is called ‘Oku’ and in Cuba
where it is called ‘Nago’. It is argued that trac¥ghe language can also be found in

communities as far away as Brazil.

5.2.1.3 European Incursion

The first contact by Europeans with this part & WWest African coast was by the
Portuguese in 1472, followed soon after by visit®8enin City itself, for the purposes

of trade. This was initially in peppers and ivoloyit was soon replaced by the far more
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lucrative trade in slaves, both directly from Bemind via the island of Sao Tome'.
Other ports were established along the coast ddin@dollowing two centuries, within

the region of Yoruba influence, at Lagos and Baglaas well as in the Niger Delta.

The Atlantic slave trade, a crucial element in sloecalled three-cornered trade
between Europe, West Africa and the eastern sedbwmfathe Americas, grew and
flourished between about 1500 and 1800 into a tbroggration of at least 11 million
people. It is impossible to over-emphasise thestatphic consequences the removal of
this number of able-bodied people from West Afriees had on the economy of the
region. It affected the Yoruba states as well &thal other regions. All the states were
either capturing slaves, dealing in slaves, suffefrom the political instability which
resulted from slave-raiding or becoming debilitateyg the reduction in productive
population, both male and female, which slave-regdirought about. The break-up of

the Oyo Empire in the early 19th century destadilithe surrounding states.

Before the abolition of slave trade, the Yorubapleavere known asAkus by
the Europeans. The name was derived from a comnood @ften used when greeting
in Yoruba language. For exampkkt arp”, which means good morning ofku osan’
which means good afternoon. The common ‘eku’ saanithe greetings was the basis

for this name (Akus).

5.2.1.4 Yoruba Language Varieties

Yoruba land is not a country, although the numbe&rpeople now calling
themselves Yoruba is greater than the populatiomarfiy countries with a seat in the
United Nations. No one really knows how many Yordbare are. There may be as

many as 22 million speakers of the dialect of tlweuba (Kluge, 2011: 2).

156




The vast majority live in the south west of Nigerdmut a considerable number
makes up one of the major cultural groups in thighi®uring Republic of Benin (not
to be confused with the City of Benin). There alganclaves in Togo, particularly
around the town of Atakpame. A considerable nunadbgreople around the world can

also claim Yoruba ancestry.

Due to the tribal variation among the Yoruba pepphe language also has
various dialects. Roughly speaking, Yoruba has deardialects spoken among the
various tribes in Nigeria. However, these dialezs be broadly categorized into three
types based on their geographical location. Norésst¥ oruba (NWY) is spoken by the
Yoruba people from Lagos up north to Osun statd, tanough areas like Abeokuta,
Ibadan and Oyo. Central Yoruba (CY) is spoken enwestern central areas of Nigeria
in places like Ife, Igbomina, Ekiti and Akure. SltEEast Yoruba (SEY) is spoken in the

mid south eastern parts of the country, in aré&s@ndo, Owo, and parts of ljebu.

Due to the different pronunciations in each diglebe vowel system in each
dialect is dissimilar. However, currently only omé these variations is used for
purposes of writing and literature. It was devetbjre 1884, by a Yoruba man called
Samuel Crowther. He translated the Holy Bible fribra Standard English version to a
comprehensive Yoruba version. Afterwards, his weds accepted as the standard for
Yoruba language among all the different dialectsulstantial body of literature exists

in the Yoruba language including newspapers, boarkd pamphlets.
5.2.1.5 The Yoruba Language in Benin

The following information is taken from Parrinder{d947) article entitled

Yoruba-Speaking Peoples in Dahomeywhich he relates the history of migration of
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the Yoruba people from modern Nigeria westward B&min. According to tradition,

hundreds, perhaps even thousands of years age,Wasra migration of Yoruba people
westward, perhaps from the region of llesha (OyateStNigeria). During the last
century or two, there have been other waves of gremis from Nigeria, this time Egba

people from the region of Abeokuta (Ogun State).

The immigrants spread from the ethnically mixed roef Porto-Novo (Benin
Republic), near the Nigerian border, northwardirtgkn Sakété, Pobe and Kétou. From
there they spread right across the ancient kingdbbomey, reaching the towns of
Dassa-Zoumé, Save, and Kilibo. “From here the Yaraktend up to the limits of the
‘cercle’ of Savalou” (Kluge 2011:122). There areem\scattered groups in the area of
Djougou and of Bassila, which, neighbouring the dkali language area, marks an
approximate limit. Descendants of these first immanngs called themselvesSha or
“Itsha” which might still be seen from the names of sofeir principal towns, such
as Dasha (Dassa),Sha-be(Save),Sha-bé-lu(Savalou), oBa-shida(Bassila). “From
Bassila the Yoruba spread east to the edges oBé#mniba tribe, where the frontier
Yoruba villages are Alafia and Tchaourou, both narbeing Yoruba formations”
(Kluge 2011:122)The ethnologist Gordon in 2005 estimated all Edeakprs of Benin at

1,147,000 people.

In Benin, the Yoruba language, together with AjariBa, Dendi, Ditammari, and
Fon, was selected in 1992 by the government fgelacale non-formal adult education
(Direction de I'Alphabétisatior1992). Since Yoruba is linguistically close to Bes
Ede varieties and serves as language of wider caoneation for those communities,
non-formal adult education programs among the Hskech communities are also
conducted in Yoruba, presupposing that all Edelsysavould be able to benefit from

the already existing Yoruba language developmettitaracy efforts.
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Concerning Yoruba literacy, a variety of materiate available. Already in the
1970s and 1980sDirection de I'Alphabétisation et de la Presse RardDAPR)
published literacy materials in Yoruba, includingsat of primers, a guide to the
transcription of Yoruba and a book with stories.1893, DAPR revised the set of

primers from 1975 and published an arithmetic book.
5.2.2 The French Language

French is descended from Vulgar Latin, the verracuhtin (as distinguished
from literary Latin) of the Roman Empire (see Lalamguage). When ancient Gaul
(now modern France) was conquered by the Romatieid® and ' century B.C., its
inhabitants spoke Gaulish, a Celtic language, whiah rapidly supplanted by the Latin
of the Roman overlords. In the 5th century, thenksa a group of Germanic tribes,
began their invasion of Gaul, but they too were anised. Although modern French
thus inherited several hundred words of Celticiorignd several hundred more from

Germanic, it owes its structure and the greatergdats vocabulary to Latin.

By the 9" century the language spoken in what is now Framae sufficiently
different from Latin to be a distinct languageidtcalled Old French and was current
from the 9th to the 13th cent. The earliest extawt in Old French is th®©aths of
Strasbourg,dated 842. Of the various dialects of Old Freretgncien (the north-
central dialect spoken in Paris and the region radat) in time became the standard
form of the language because of the increasingiqalliand cultural importance of
Paris. French from the 14th through the 16th centsrknown as Middle French.
During this period many words and expressions Wwereowed from Latin, Greek, and
Italian, and a group of French poets, the Pléiadepuraged the French to develop and

improve their language and literature.
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The modern period of French began in thd" Téntury. In 1635 the French
Academy was founded by Cardinal Richelieu to mainttae purity of the language and
its literature and to serve as the ultimate judiggpproved usage. While the vocabulary
and style of Modern French have been influencednbyements such as romanticism
and realism, structurally French has changed caatipaly little since the Middle
French period. Standardization of the French laggu®as been aided in modern times

by more widespread education and by the mass media.

French is the third-most widely spoken mother tanguthe European Union. It is
also the third-most widely understood languagehim European Union, after English
and German, and is one of the three working langsiag the European Commission,

again, along with English and German.

According to the Constitution of France, French basn the official language
since 1892 (although previous legal texts have maadficial since 1539). France
mandates the use of French in official governmelipations, public education except
in specific cases (though these dispositions atenoifgnored) and legal contracts;
advertisements must bear a translation of foreigrda: In addition to French, there are

also a variety of regional languages and dialects.
5.2.3 French Language in Benin

Over fifty languages are spoken in Benin. Of thoseench is the official
language, and all the indigenous languages aredared as national languages. French
was introduced during the colonial period. Freremmgliage learning was a priority for
the colonisers and this is clearly stated in thiec@f Journal of French West Africa by:

“The French language must be imposed to the biggesber of native speaker and
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acts as lingua franca in all the West African Fhenolonies. Its learning is obligatory

for the new chiefs” (1924:309-316, my translation).

This objective of the colonisers has not changedceSthe Constitution of
February 1959, the French language has been pramdaas “official language.” This is
also highlighted in Benin Constitution of Decemld®90. In this respect, it plays a

major role in public and politic affairs and Benses take it for granted.

5.2.4 The English Language

5.2.4.1 Origins

English is West Germanic language that arose inldBdgand south-eastern
Scotland in the time of the Anglo Saxons. It hasrbeidely dispersed around the world
to become the leading language of internationatadisse, and has become a lingua
francain many regiondt is widely learned as a second language and asech official
language of the European Union and many Commonkwealtintries, as well as in

many world organisations.

Historically, English originated from several dieti® now collectively termed Old
English, which were brought to the eastern coasthefisland of Great Britain by
Anglo-Saxon settlers beginning in th® &entury. English was further influenced by the

Old Norse language of Viking invaders.

After the time of the Norman Conquest, Old Engli#veloped into Middle
English, borrowing heavily from the Norman-Frencltocabulary and spelling
conventions. One of the incoming Germanic tribes W@ Angles who moved entirely

to Britain from their previous home. The etymolagfithe words 'England’ (from Engla

161




land "Land of the Angles") and English (Old Englignglisc) are derived from the

name of this tribe.

Modern English developed with the Great Vowel Stiifit began in 15th-century
England, and continues to adopt foreign words feowariety of languages, as well as
coining new words. A significant number of Englisbrds, especially technical words,

have been constructed based on roots from LatirGradk.
5.2.4.2 English as a Global Language

Approximately 375 million people speak English hsit first language. English
today is probably the third largest language by Ibeimof native speakers, after
Mandarin Chinese and Spanish. However, when comipimative and non-native
speakers it is undoubtely the most commonly spdkeguage in the world, though
possibly second to a combination of the Chinesguages (depending on whether or

not distinctions in the latter are classified amgfuages” or "dialects").

Because English is so widely spoken, it has ofteanbreferred to as a "world
language,” the lingua franca of the modern era,vamite it is not an official language
in most countries, it is currently the language hadten taught as a foreign language.
Some linguists believe that it is no longer thelesiwe cultural property of "native
English speakers,” but is rather a language thaabisorbing aspects of cultures
worldwide as it continues to grow. It is, by intational treaty, the official language for
aerial and maritime communications. English is dficial language of the United
Nations and many other international organizatiomduding the International Olympic

Committee.
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English is the language most often studied as eigorlanguage in the European
Union, by 89% of schoolchildren, ahead of FrencB2#, while the perception of the
usefulness of foreign languages amongst Europesa®8% in favour of English ahead
of 25% for French. Among some non-English spealtagopean Union countries, a
large percentage of the adult population can ca®ver English - in particular: 85% in
Sweden, 83% in Denmark, 79% in the Netherlands, B6Rbixembourg and over 50%

in Finland, Slovenia, Austria, Belgium, and Germany

Books, magazines, and newspapers written in Engligh available in many
countries around the world. English is also the tmmmmmonly used language in
sciences with Science Citation Index reporting atyeas 1997 that 95% of its articles
were written in English, even though only half bém came from authors in English-

speaking countries.

The impact of the English language globally hasettmes had a large impact on
other languages, leading to language shift and éveguage death and to claims of
"English Language Imperialism”. English itself i®w open to language shift as
multiple regional varieties feed back into the laage as a whole. For this reason, the

'English language is forever evolving'.
5.2.4.3 Dialects and Regional Varieties

The expansion of the British Empire and since Waxdr 11 the influence of the
United States has spread English throughout thieeglBecause of that global spread,
English has developed a host of English dialects English-based Creole languages

and pidgins.
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Two educated native dialects of English have wideeptance as standards in
much of the world—one based on educated southeitrsiBand the other based on
educated Midwestern American. The former is somegicalled BBC or the Queen's
English, and it may be noticeable by its preferefme"'Received Pronunciation”; it
typifies the Cambridge model, which is the stand@ndthe teaching of English to
speakers of other languages in Europe, Africajnd&n subcontinent, and other areas
influenced either by the British Commonwealth orébgesire not to be identified with
the United States. The latter dialect, General Araer which is spread over most of
the United States and much of Canada, is moreéalpithe model for the American
continents and areas (such as the Philippineshthat had either close association with

the United States, or a desire to be so identified.

Apart from those two major dialects, there are mame other varieties of
English, which include, in most cases, several atbties, such as Cockney, Scouse
and Geordie within British English; Newfoundlanddlish within Canadian English;
and African American Vernacular English ("Ebonicafyd Southern American English
within American English. English is a pluricentfamguage, without a central language
authority like France's Académie Francaise; andetbee no one variety is considered
"correct” or "incorrect" except in terms of the egfations of the particular audience to

which the language is directed.

Scots has its origins in early Northern Middle Esigland developed and changed
during its history with influence from other sowscdut following the Acts of Union
1707 a process of language attritition began, wheseiccessive generations adopted
more and more features from Standard English, sgudialectalisation. Whether it is

now a separate language or a dialect of Englistetéescribed as Scottish English is in
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dispute, although the United Kingdom government remgepts Scots as a regional
language and has recognized it as such under thep&an Charter for Regional or
Minority Languages. There are a number of regiodalects of Scots, and
pronunciation, grammar and lexis of the traditionf@irms differ, sometimes

substantially, from other varieties of English.

English speakers have many different accents, wbftdm signal the speaker's
native dialect or language. Within England, vaaatiis now largely confined to
pronunciation rather than grammar or vocabularyth&ttime of the Survey of English
Dialects, grammar and vocabulary differed acrossctbuntry, but a process of lexical

attrition has led most of this variation to die .out

Just as English itself has borrowed words from mdiffgrent languages over its
history, English loanwords now appear in many laggs around the world, indicative
of the technological and cultural influence of $jseakers. Several pidgins and creole
languages have been formed on an English base, asidamaican Patois, Nigerian
Pidgin, and Tok Pisin. There are many words in Bhgtoined to describe forms of

particular non-English languages that contain & teyh proportion of English words.
5.2.4.4 English Language in Benin

English teaching is promoted as an important stibje8enin secondary school
curriculum. However, nowadays students feel gréacualties and show less interest to
its learning. Only a handful of students can atjuabmmunicate in English after
completing the secondary school. In consideratibnthe importance of English
language today, Benin government in the nation&drme of education policy has

decided to experiment English teaching in primatyo®! curriculum in 2001. Owing to
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the decree n°0034/MEPS/CAB/DC/DEP/INFRE-D/SP ofdbet 4, 2001, the Ministry
of Primary and Secondary Education advocated tper@rentation of English teaching
in 30 pilot schools, in urban as well as rural are@he objective in term is its
generalisation, and then leads Benin primary scho@d bilingual system: a French-

English speaking system.

With regard to the importance of English today,sacdecision is worthwhile
because pupils will certainly gain more by learnihg language early. The Education
Law 2003-17 of November 11, 2003 in its article 8shclearly prescribed that
“Teaching is mainly dispensed in French, in Engliahd in national languages” (my
translation). In such a perspective, English teagriprogram in primary school has
been conceived and tried out in some primary sshodhfortunately, still at the
experimental stage, the project seems to have &gsmmdoned but some private primary
schools continue to teach English. The educatian#horities should think about the

reintroduction of English in primary school to ma&eninese students competitive.

5.3Some Problems of Film Translation in Benin

5.3.1 Problems in Subtitling

With the rapid developments in high technologyhbiatsoftware and hardware,
in recent years, more and more information has lgesented in or transferred to
audio-visual formats, such as films in digital vadeisc (DVD) or video compact disc
(VCD) formats, and that has increased the interbstereen technologies, language and
culture. Amongst these media, subtiting is a kechhique for facilitating
communication with viewers and has recently beedelyi discussed, especially in

comparison with dubbing.
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Inter-lingual subtitling encompasses the commuiocatrom one language into
another and from spoken dialogue into written cosdd translation which appears on
the screen. This corresponds to what de Linde and(K999) have to say in their book,
that “the amount of dialogue has to be reduced aetrthe technical conditions of the
medium and the reading capacities of non-nativguage users” in its attempts to
“achieve something approaching translation equn@dewhen conducting subtitling”
(p.45-46). Accordingly, | assume that the inforraatin the source language may be
different from that of the target language withemlingual subtitling, and this kind of
translation process from oral to written languageyrhave more to do with technical

factors, when compared with traditional text tratish.

In order to adapt to the requirements of the tatgeguage and culture, the
constraints of film subtitles translation shouldthken into account. Though sometimes
the application of reduction may cause some cultaeancy, it is a must in accordance
with target culture and it will make the subtitleasy to understand for the viewers.

Omission is then used to emphasise a much monearglenformation.

Subtitle translators usually adopt the followingagtgies and techniques under the
above principle: simplifying the original text, e#ging the original meaning and text
feature with the excerpt of the original languagalafjue and highlighting the core
component of the dialogue. To maintain subtitlesl a@mlogue simultaneously, the
translator ought to delete the information whichl wot affect the story plots. Now, |
look at how technical and linguistic challenges &ised inAbenj the only subtitled

film used for this study.
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5.3.1.1Technical Problems in Subtitling Abeni

This part deals with the technical issues and mytare is to explore the ways in
which the technical constraints in subtitling aeald with by the subtitlers iAbenj the
film chosen for this study. In order to do thiswill look at the points outlined below
from chapter two regarding the display and timihghe subtitles. As stated previously,
this display issues include the way the subtitbedk lon the screen and the length of time

for their display.

To look at these display issues, | will consideg tjeneral presentation of the
subtitles in the film; discuss how they look in tiilen with regard to their position on
the screen, the size of the font and the typefkoe.typeface, | will pay particular
attention to the length of the lines, the line spgcthe height of the letters so as to
discuss their legibility and readability. At thedeaf this part, | will look at how much
of the screen subtitles actually take up. The amof@inthe screen subtitles take up is
important because some authors consider subiitles intrusive, no more than “un mal
nécessaire” (Caille, 1960; Nornes, 1999; Diaz-Gin001), and the choice of font

influences just how intrusive the subtitles actpalle.

Another aim of this part is to assess how easysti#itles can be read, and
compare this to the timing with a view to establghether the choice of font, the on-
screen action and the linguistic density of thetileb affect the length of time the
subtitles are displayed. | will then examine howddhe subtitles are displayed on the
screen and the gaps between each subtitle. Assdisgdun chapter two, there is a three
seconds rule, which means that, in general, itstake average six seconds for the
spectator to read two lines of subtitled text;dae line, it is estimated that it takes three

and a half to four seconds (Karamitroglou 1998;zBtantas 2001). Specifically, | am
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interested in whether this rule is adhered to, @hdther the font size, the density of
information presented or on-screen action affestile at all. Logic would dictate that

the smaller fonts, or fonts which are more visualiynplex, need to be displayed for
longer time because they are more difficult to reat this leads to a larger reduction
in the text. Furthermore, in scenes where thera reat deal of on-screen action
accompanying long speeches, it is important thattédxt remains on screen for less
time, and for scenes in which the dialogue is miagrguistically complicated, the

subtitles remain on screen for longer time to emsuifficient reading time. Bearing this

in mind, | will analyse the subtitles @fbeni looking at the average display times, and
the display time for specific scenes of interest, arder to see whether these

suppositions are correct.

5.3.1.1.1 General Subtitle Display

Abeniis a video compact disc (VCD) release in which ghbtitles are presented
centred on the screen with the bottom line of time-land the whole of one-line
subtitles presented in the bottom wide-screen bpraied the top line of two-liners
hovering just above this boarder. This top lineJuding the leading between the letters
and the widescreen border, takes up approximat#yo8the picture. The letters are
bright white. They have a relatively large heighitth short ascenders and descenders.
These shorter ascenders and descenders are cowpledarger height and small
counters of the letters, meaning that the legybi$itslightly reduced, although the words

are still readable. The figures below illustrates situation.
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4

quandfvoudrais-tuime voir?
T

Figure 1. Example of one-line subtitles Figure 2. Example of two-line subtitles

(CD1, part 1, TC: 00:48:19). (CD2, part 1, TC: 00:29:05).

nyitée, papa

Figure 3. Examples of two-line subtitles and legibility efibtitles against different
colour backgrounds. (CD1, part 1, TC: 00:04:31 a@d 00:04:42).

With two-line subtitles (figures 2 and, 3ere is no consistency with the line
lengths; sometimes the top line is longer, somediines the bottom line that is longer.
It would, however make more sense in this film &vdr only one-line subtitle as it is

displayed on the figures 1, and this would also erthle subtitles less intrusive.

When two speakers are presented in ondlsubite lines are centred on the screen
as it is showed in the figure 4. When the two pessspeeches appear on the screen at
the same moment, each line is presented with admyphthe start to differentiate this

from a two-line subtitles (figure 5).
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Mmoniportier 2

Figure 4: Example of two-line subtitles (CD1, part 1, Ta:04:35).

Figure 5. Example of turn taking (CD1, part 1, TC: 0015).

Another issue with the display of the sidsi in Abeniis a clash between image
and written information on the screen. As for thbtgles, they are not on the picture of

the person who is speaking (figures 6 and 7).
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Figure 6: Example of clash of image with on-screen inforiorat

(CD1, part 1, TC: 00:24:31).

dame que jlaivu tu peuxipartiri nous te
oi, c'est taifemmed rejoindrons

Figure 7: Examples of subtitles which are not on the righeaker (CD1, part 1,
TC: 00:23:58 and CD1, part 1, TC: 00:46:07).

5.3.1.1.2 Display of Specific Features

In general, pauses, continuations and unfinishateeees are found in almost all
subtitled films but inAbeni they have been hardly used. Pauses are frequerittgn
into scripts to provide emphasis; they are uset betplot devices and characterisation,
and so need to be represented in the subtitleh &bpses and commas are devices
which are commonly used to show a pause or anigh&d sentence. The film used for
this study has hardly used punctuation marks. ldiigses are used to show unfinished
sentences (figure 11). As for continuations orgeay no punctuation mark was used;
even capital letters are not used to show the beginof sentences (figures 8 and 9).

This makesAbenisubtitles difficult to read because the spectdtmgs not know when
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the subtitles continue and where they stop evesoihetimes the subtitler has used

interrogation mark for questions and exclamatiomkni@ show a surprise.

= . . \ ad T -
‘ fes ] e i
™ cette fille en corsagefieuge
e e I I T

Figure 8 Example of sentence without capital Figure 9: Example of a continuation without

letter and full stop (CD1, part 1, TC:1843). comma (CD1, part 1, TC: 00:20:01).

;ﬂ %,

i,7je demande
réesfAkanni RN ]

je penselsincérement que..

Figure 11 Example of unfinished sentence  Figure 12 Example of a pause

(CD1, part 1, TC: 00:59:00). (CD1, part 1, TC: 00:59:45).
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The figures above (8, 9, and 10) indicate that euia® is used to show the
continuation of a subtitle imAbeni and those ellipses are only used here for the
unfinished sentences. As for commas, they are gbyaised as they would be in

‘normal’ written language as punctuation.

All the pictures above relate to the display of stitles and I think that despite
the inconsistencies and the problems | have higtdy the technical issues do not
adversely affect the subtitler's ability to makelgar to the audience what is going on.
What is evident from the finding thus far is thiaerte are limitations to just how the
subtitler can present the more subtle linguistimcwnication, since the key features of

the film which are songs or written information aue subtitled.

5.3.1.2Linguistic and Cultural Problems in Subtitling

It was stated above that language and culturengeerielated, so the linguistic and
cultural issues of the translation Abeni will be studied simultaneously. My research

points out different problems which can be claesdifas follow:

Problems related to omission of terms in the seistit
» Translation with semantic loss in the target langya
* The problem of the translation of proverbs;

e The problem of language mixing;

« Grammatical errors in the translated text

5.3.1.2.1 Omission of Terms in the Subtitles

In this study, omission can be defined as the trdeal dropping of terms or

elements which are considered as redundant andrfleigoes. In fact, it is in
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subtitling translations that omission attains gglpin use. Nonetheless, there are two

kinds of omissions in translation: reduction andd@nsation.

On the one hand reduction consists in omitting Ement in the target text
because it is regarded as redundant, or even mistealn reduction, the translator
reduces the number of elements that form the soaroguage text. This procedure
should respect the principle of relevance, thatis,translator should make sure that no

crucial information is dropped in the translation.

One the other hand condensation procedure entaithiping a more economical
text in the target text without changing the megni the original text. IMAbeni, the
film used as case study, | have found thirty-eigbticeable omissions which can be

classified according to the following typology:

« Omission of data which are not always easy to laémsn an economical way.
These omissions do not affect the “understandirighi® original text.

* Omission of expressions with a loss in the traesglaéxt which would have allowed
by inference a better comprehension of the staitugition. These omissions could
have allowed the explanation of some terms.

« Omission of some superfluous softeners (in theitbedb version at least) which
correspond to empty units in taking into accouet¢bntents. What these softeners

bring, according to the sense relates only to thaeagement of the relation.

After these types of omissions | have a fourth typlated to some omissions
which are not noticeable when watching the filmbeede omissions do not have any
lexical or grammatical materiality, but remove arghof identity of the source culture.

I call them invisible omissions and they are maflehe songs used in the film. To
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illustrate all these omissions, | have listed s@ramples fromAbeni related to each

kind of omission and these examples are in thermel@. The examples are numbered.

5.3.1.2.1.1 Omission with Economy of Subtitles

It corresponds to the omission of superfluous teattaving the economy of the
subtitles as illustrated in the following examplésxample IEmi nan non be, aman oti
di dandan ki 04. translated into French a®©ti, mais tu n’as pas le choixndicates
the omission oEmi nan mn be. In fact, the ideal translation should Bddi-méme je le
sais mais tu n'as pas le chdixThe omission of the expressioMbi-méme je le
sais..” does not have any influence on the understandirteobriginal text. It is the
same remark with the examples 3, 6, 9, 11, ando12 ¢ol.2). The non translation of
the expressions such @ma wa...in the 3' example,0O se pataki ju...in example 9,
K’olorun de sanu mi, kion ma ko t'iwvwn ba t'emi...in the 14" example, and .abi nkan
miran...in example 12 do not prevent the understandinthy@imessage because these
terms can be considered as superfluous. As for pbeaé) the omission of the repetition
of ...iwo Akanni, Akanni iw... in French is due to the fact that this expressgon

redundant.

In example 2Aman, inu mi ki dun bi mo ba bki ke, tori pe won kodran mi ;
Abeni nikan ¢ feran mi. translated into French aarfe visite chez eux me rend triste. lls
ne m'aiment pas, sauf Abénthe condensation ofAbeni nikan lo eran mi...translatable
into French by C’est seulement Abeni qui m’aimé.meaning “It is only Aleni who
loves me...” does not remove anything to the comprsioa either the term lo. feran
mi... can be considered as redundant. That is the #angewith examples 4 and 10. But
the full translation of example 10 would have péted to the audience to know that

Chief Bello, Aleni’'s father was surprised by the attitude of Akamtio refused the
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amount of money he gave him to go out ofeAls life. The translation of .eniyan ni
mo pee. which in French becomes “.ejcroyais que tu étais un homtmeaning “...|
thought that you were a human being” would havedutkithe audience to realise that for
Chief Bello, a normal human being cannot refuskeicome rich because of his/her love;

he then concluded that Akanni was “an animal.”

It is also the case with examples 5, 7, and 8.flilhéranslation of the example 5
may have allowed the target audience to understatdChief Attiba, Ogagu’s father was
greatly disappointed by the way his son behavee@. grioposed translation has omitted
the expressioBi lo ti lp ba eyi pade? Ab$e ap ran yin b ile iwe pap ni? translatable
into French as Ou vous étes-vous rencontrés? Est-ce qu’on vousvayés a I'école
ensemble?The translation of this expression would haveefuhelped the audience to
understand that Chief Attiba thinks that Laku, Qgadriend had negative influence on

Ogagu.

The omissions of the expressiofwa, o0 M ohun ti osele? in the 7 example;
and ofKi lo sp? andSe ipade per pada wa ¢ ara yin nP? in example 8; despite the fact
that they do not remove anything to the meaninthefspeech cannot help the viewer to
understand that Akanni was embarrassed by thetisitu@nd he wanted Awa to
understand him. As for Awa, it is not understanddbl her to lose her fiancé two weeks
before the weeding, be it for “a first love”. Thésgreatly expressed i lo sp? meaning
“What have you said?” andi lo ns jade I'enu? translatable as “What are you putting

out of your mouth?”

All the omitted words or expressions in the trateslatext in this section do not
prevent the understanding of the source text. Tbétie’s objective here is to shorten the

subtitles to make them easier to read on the scidevertheless, the full translation of
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some of these words or expressions may have hégedudience to better understand
some aspects of the film. In the next section, hivta deal with the omission of terms or
expressions which remove some meaning to the uadeliag of the target text, which in

this case is French.
5.3.1.2.1.2 Omission with a Loss in the Target Langge

This omission removes elements which could havewatl the non initiated
witness to infer the direction of a term or theiaitonal context. Sixteen from thirty-two
examples found i\beni belong to this type of omission. In the first exdenof this
section which corresponds to example 13 (p.1, yah2the French translation of Chief
Bello’'s speech asjé¢ ne veux plus vous voir ‘icithe target audience could not
immediately understand that Akanni’s father has tlost his job. The omissions bfio
ke eti e ki 0 glv... and ..eni ke ni yin...remove something from the understanding of

the target text.

In the following exampleXi eyan geonmo je bayi? se abi jonk lo ge g ni?
translated into French aguel diable a fait cec?” and ..eyan buruku wo lo gemp mi
je bayi?translated asQuel abruti a fait cela a mon fil§?the audience could not infer
what is meant byceci’ or “celd’. The omission of .ge ... in these two examples do
not allow the viewer to know thatcéci’ and “celd’ refer to “ge g” which can be

translated into French byrordre’; meaning “to bite”.

The examples from 16 to 20 (pp.1-2, vol.2) concHre discussion between
Akanni and his mother when he brought Abeni hontee $peech of Akanni’'s mother
Bello! omo Bello ko yi ? translated ad4 fille de Bello? does not clarify all the aspects
of the situation in which the speech was made irul¥a. In fact, Akanni’'s mother knew
that Chief Bello is powerful and it is not possilite Akanni and Abeni to make him
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accept their love. This is expressedBstlol And to this, she added omp Bello ko yi?
meaning “...isn't Bello’s daughter?” This expresskd surprise of Akanni’'s mother to
see Aleni. The anxiety of Akanni’s mother continues wittaenples 17, 18, 19, and 20.
The non translation of the examples 18 and 20 warehrespectivelyrin pa yin? and
Akanni! Heeee! o dara, ko buru. Hun hun!cgawme yi! in the original version
remove something to the understanding of the viewsr does not understand Yoruba.
When Akanni’'s mother asked At and Akanni where they met, they laughed. With
the translation oérin pa yin? translatable into French aSéla vous fait riré meaning
“It makes you laugh”, the non initiated viewer wduhave inferred that Aimi and
Akanni’s laughter may turn into tears if Chief Beiee them. This thought of Akanni’s
mother has been reinforced when she #&anni! Heeee ! o dara, ko buru. Hun hun!
awon omp Yyi ! translatable asAkanni! Ben! Ce n’est pas grave. Ah! Ces enfarits
the 19 example, the translator has omiti#&ana @ to ba yatranslatable into French as
“On en reparlera aprés This omission in the French subtitles may make audience
think that Akanni has ignored his mother’s quesatout his reunion with Admi. This
removes a part of Yoruba culture in which a gootlidctannot ignore his/her parents,

especially his/her mother.

As for examples 21 and 22 (p.2, vol.2), they areualihe discussion between
Awa and Akanni after she has discovered that Akaasilied when he said that he was
going out with a friend. In fact, Akanni had an appment with Algni and when they
went to the club, some of Awa’s friends saw therhisTis only perceptible in the
speeches of Awa. In example 21, she saio he bo se ri I'ara mi igba ti awn ore mi
on o fun mi pe o &rin fobinrin?” In the original version, it is clearly understbthat
Awa got her information from her friends who werethe club when Akanni sang a

song dedicated to Abeni and his love for her. Thadlated text isSais-tu ce que j'ai
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ressenti?. The ideal translation can for example I8afs-tu ce que jai ressenti quand
mes amies m’ont dit que tu chantais pour une ferhmie® omission of .igba ti awn
ore mi on 9 fun mi pe o &in fobinrin? prevents then the target audience from
understanding how Awa has had the information.sltthe same problem in the
following example, i.e. example 22 in which thegamal text isAkanni, ohun k’ohun to
ba wa I'arin iwp ati omen obinrin yi, mi o t# fe bere ni pa ¢; mo & fe ko tan s’itz, ko
pari s'ibe. The translation of this text into French &e"“toute fagon, je veux que cela
cesse |&.is ambiguous because one can ask himself/hess®lf is meant by the word
“celd. For example, it can be thought thatetd’ means that Awa does not want
Akanni to sing again for Admi, which is not true. In the Yoruba version, itciear that
Awa’s will is that Akanni forgets about A&hi. This will is greatly expressed bphun
k’ohun to ba wa I'arin iw ati omp obinrin yi, mi o té fe bere ni pa ¢; mo & fe ko tan
S’ibe, ko pari s'ike. translable into French aQuelque soit ce qu’il y a entre toi et cette
fille, je ne veux pas savoir; je veux simplemerd ga finisse la, que c¢a cesséhe
proposed translation does not help the target vigwenfer all the aspects of Awa’s

speech.

The fact is the same in all the remaining examplethis section. In the 4
example (p.2, vol.2), the omission @fjbon mi la ® ro re ni bi d in the translated
version makes the target audience lose a part afibéo culture. This sentence,
translatable into French a€’est de mon grand frere que nous parlon$’ imeaning
“It is my senior brother we are talking about hérebuld have allowed the target
audience to know that in Yoruba culture, it is intpat to consider ones’ in-law.

Akanni must not then ignore the opportunity to mesku, Awa’s only brother.

The non translation of the $6example (p.2, vol.2), does not tell the target

audience that Chief Bello has understood that Abanpther knew something about
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the plan of Abeni to run away on the day of her dueg with Ogagu. This is expressed
by “je ka de le lIbhun, wa gbami bga!” meaning “let us go back home, you will know

who | am!”

The full translation of the last example of thictgan, i.e., example 28 on page
two of the second volume of this research work nhaye helped the audience to infer
the situational context of the sentence. Here, Akawmas talking about his stay in
prison. The sentence “des repas qu’un chien ne pourrait mangérin. the subtitles
appears out of sense because there is no link eetthés sentence and the previous text
which is “....de nombreuses detentions des innocelsth the full translation of the
original text which is Ti ¢ ba ri ohun ti wn fun ni g, ¢ ko tie le fun aja ¢.” translable
into French asSi vous voyiez ce qu’'on nous donne a manger, \@psuvez méme pas
le donner au chief.the audience will understand the situation inahitthis sentence is
taken out. In fact, the problem about this sentaadeofold. The first is what | have
already developed and the second problem is tmsl&i@d text itself. It is clear that
there is a nuance betweettes repas qu’'un chien ne pourrait marigend “des repas
gu’on ne pourrait donner a manger a un cHieift Akanni, a human being in this prison
was obliged to eat this meal, it means that a @dogatso eat it. But it is not everything a
dog can eat that we give him. Then, instead ofdes.repas qu’un chien ne pourrait
mangef, the sentence “.des repas qu’on ne pourrait donner a manger a uierth
would have better expressed the intention of Akanrthe original language. Let me
now go to the next type of omission Atoeni, the omission about the relation between

the characters in the film.
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5.3.1.2.1.3 Omission of the Relation between the &tacters

As stated above, this type of omission is aboet nbbn translation of some
superfluous softeners which correspond to emptysum taking into account the
contents. What these softeners bring, accordingh&o sense, relates only to the
management of the relation between the charadtetbe first example of this series,
the omission of Baby translatable aschéri€’ in the target language may appear
superfluous but it is important to express theti@ship between Abeni and Akanni.
The omission in the 3Dexample (p.2, vol.2) of iyawo mi kekere..which can be
translated into French as ‘ma petite chérie.!..erase the close relationship which

existed between Abeni and her father.

In the following example, the translation into Fekrof ...oko mi, ma fekun she
rarel'ese.Sanu mi. as “...ne te tue pas de chagrin, jeune daomaits the expressions
oko mi and sanu mirespectively translatable améa chérié and “aie pitié de mof.
Despite the fact these exressions do not removthiagyto the understanding of the
original text, they may have help to infer the tielaship between Admi and her

mother. The use of the expressigeiLthe damkein the subtitles is not appropriate.

As for the last example (31) of this section, itee 339 example (p.2, vol.2), it is
not as such a case of omission. It is rather aramskation. The text is fully translated
but instead of using the second person singuid@r ds it in the original text, the
translator has used the second person ply@is. This distorts naturally the intention
of the author in the source text to show that CBilfo and Chief Attiba are very close
friends. The following section of my analysis isoabthe translation of the text with a

semantic loss in the target language.
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5.3.1.2.2 Translation with Semantic Loss in the Target Languge

Before | deal with the analysidf the examples in this section, it is important fo
me to say what “semantics” is. According to Wikigedthe free encyclopaedia,
“semantics is a branch of linguistics dealing witfe meaning of words, phrases and
sentences.” The study of the semantic loss of angivord, phrase or sentence can be
understood as the study of the loss of the meanfiigis word, phrase or sentence. This
section is composed of nineteen examples fromilimeAbeni. It goes from example 33
to example 51 (pp.2-3, vol.2). The difference bemvehis section and the one on
omission is that all the examples here are futipstated. The problem with them is that
the Yoruba language audience and the viewers whootlainderstand Yoruba cannot

have the same comprehension of the text.

In the 3% example, the original text &rifi nla si ni bie ba b si ke. translated as
“Donc c’est impoli de rater l'occasion.”The target audience can wonder what
opportunity could Akanni miss if he did not go tdoéni’'s house. An example of
translation can beC’est impoli de ne pas y allerin the following example, the
translation 0By ya mo le gbagbe.as “A moins que joublie.”’.is not appropriateBo ya
mo le gbagbe..means “It can happen that | forget...” whereAstioins que j'oublie.”.
means “Unless | forget...” It is then clear that trginal speaker and the target language
speaker do not have the same understanding oéxpi®ssion. It is the same thing with
the third example in which the Yoruba the sentené&o na ma ri pe anfani nla lejfun
e lati wa nibi. is translated into French as cammega, tu peux t'associer avec €uXhe
Yoruba version in English corresponds to “...you nmkrmstw that it is a great advantage
for you to come here.” whereas its translated farta French means “...like that, you
can associate with them.” The association of Akamitih the high social status could

perhaps come from the fact that he has friends gntlbem but the important aspect
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which can be drawn from the original text is theridship Akanni could have with the

high social status children.

As for examples 36 and 37 of the corpus, the tea@dl version is a restricted
meaning. In example 36 (p.2, vol.2), the werdnkois translated aschiert in the target
language. In facteranko means “wild animal’” whereaschiert means “dog”. If we
consider the dog as a wild animal, the meanindpisfgentence from Yoruba to French is
restricted. It is the same case with example 37, (l.2) in which fe dinet meaning

“the dinner” is used to nan@hun g meaning “meal”.

There is a problem of mistranslation with examplés44, and 50 (p.3, vol.2). In
example 41, the original versige ki nwa l'ak la ti ma gbee? translatable as “Ese que
je viens te chercher ce sdlt is rendered into French agé€' vais t'espéret. The
translation ofAwa, wo mad as “Tu continuesin the 44" example is not appropriate. For
example, the translator could have translatedsiigencee asAfva, tu peux partif The
problem with the last example of this series ist tteere is language mixing in the
subtitled form. The wordnain Yoruba meaningrhamari in French has not changed in

the target language and this cause some undensgadgidficulties to the target audience.

As far as the remaining examples of this secti@encancerned, i.e., examples 38,
39, 40, 42, 45, 46, 47, 48, 49 and 51, they hase alproblem of mistranslation but here,
the mistranslation is more perceptible than inghevious series. The more relevant are
examples 39, 40, 45 and 48. In thd"3%ample, Ogagu’s mother's statememha.ma
yan ju tiore ¢ bo ba ya.in the original text is translated in the substlgs “..ton ami
devra chercher un logemeht he target audience will think that Ogagu’s mattel not
want Laku, Ogagu’s friend, to stay in their housefact, she said that she would find a

room for Laku after because she did not know thgaagd was coming with a friend. In
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the following example, the Yoruba wof@oco is rendered in the subtitles a€dco.”
Cocoin Yoruba means “tarot” whereasdcd in French means “coconut”. These two

words are false friends.

In the 4% example, there is a problem of the subject ofwed. The sentence
Wo, awn ore mi wa milg I'ana. Won ri ¢ bose nfi arare se yeye I'ori podium I'ana nitori
omp iranu kan.is translated into French adés amis étaient la-bas la nuit derniére,
chantant pour une fille bonne a riérrom the French version, one can think that iswa
Awa'’s friends who were singing for Abeni whereaghe Yoruba version, it is clear that
the singer is Akanni. Then, instead dflé¢s amis étaien la-bas la nuit derniére, chantant
pour une fille bonne a riet.the translator could have saiiMés amies étaient la-bas la

nuit derniére et t'ont vu chanter pour une fillenoe a rieny’

The translated version of example 48 is meaningbessmause the sentencée”
devrais épouser Ogagau pour sauver le cou de AKahas no meaning in French. In
fact, what is expressed by &t in this sentence is her anxiety about the plafkanni’s
lifesaving which consists pretending to marry Ogafjoeni knew that if the plan failed,
she would be obliged to marry Ogagu otherwise atirefr will get Akanni killed in the

prison. The next point is about how proverbs eapdlated irAbeni subtitling.
5.3.1.2.3 The Translation of Proverbs

| would like to widen my analysis to a particularoplem: the translation of
proverbs. The initiated witness feels sometiméschk in the subtitling which can take
on variable phenomena. It is well known that prbgeare related to the cultural
realities of each community. A proverb can brielflg defined as a short saying or
sentence that is generally known by many peoplé¢hef same culture. The saying

usually contains words of wisdom, truth or mor&iattare based on common sense or
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practical experience. It is often a descriptioradbasic rule of conduct that all people

generally follow or should follow.

This interdependence of proverbs with the cultdra given community or people
makes the translation of proverbs very difficuls for the Yoruba people, a proverb is
considered as everyday fact. This iscommonly egaeksin the language in the
statementAibo oro la n® fun ome olu abi, which can roughly be translated as “we
speak to a good child in half word.” In other wqgrdsYoruba cannot speak without
proverbs; even the simplest thing is often expiéismugh a proverb. In the film under
study, | found twelve proverbs among which nineeveanslated. This finding appears
to be an improvement to the findings of Moustapladdola (2012) where only one

proverb was translated into English out of thintyefin Yoruba.

For the analysis of this section, | divide the empnto two groups. The first
group is composed of the proverbs which are tréedlanto French. The second group

is made of the proverbs which are not translated.

As far as the first group is concerned, it is mafiaine examples: 52, 53, 54, 55,
57, 58, 59, 60, and 62 (p.3-4, vol.2). Example Sictvin Yoruba iBi waju kose lo, 0
ye keyin o se pada si...is translated into French a€éla demande une action
énergétique.” This translation, despite the fact that it take® account the context in
which this sentence is put is not appropriate. Pnesrerb can find its equivalent which
is Si I'on ne sait pas ou I'on va, I'on doit savoiradi I'on vientin French. In the
following example, the translation 8&p nla kinse eyan nlaas ‘L’argent ne fait pas le
Bonheur’, even if it is close to the original may have bémnslated as."habit ne fait
pas le moine.”The translation of “.oju inu I'awpn agba ma fi riran.”. as “...les

personnes agées voient avec les yeux de lintérieuin the 54" example has no
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meaning in the French culture. This proverb can.ef@ample, be expressed by les

personnes agées ont un sixieme sehs

The subtitle Tu agis comme un aveudlgiven by the translator foDhun ti o
nwa b ni sokoto, ohun lo ndl’ enu sokoto yi in example 55, could be better expressed
by “Pourquoi cherches-tu au loin ce qui est pres d&'itwiFrench. Similarly, examples
57, 58, 59 and 62 could respectively be expresgetNi confions pas notre gigot de
viande au chdt “La riviere ne saurait oublier sa sourge' Pourquoi tiens-tu a me
contrediré?” and ‘Fais ce que doit, advienne que poutr# is important to mention
that the translation | propose for example 59 isedaon the context because the
equivalent of this proverb does not exist in Frendie best of this section is the right
translation of the 6D example given by the translator. The Yoruba veré®@logbo ati
ekute loro emi atie” translated asrfous étions comme chien et ¢hiat a great feat
because the translator may have been confusedelitaral translation of this proverb

which is ‘nous étions comme le chat et la soliris.

As for the second group of proverbs in which weehaxamples 56, 61 and 63,
they have not been translated. All of them are phlbng sentences and the translator
has chosen to simply omit them. | want to deal neith a fact which makes film

translation in general and subtitling in particulary difficult, that is, language mixing.
5.3.1.2.4 Language Mixing

Language mixing is also referred to as code-mix8gmne scholars use the terms
"code-mixing" and "code-switching" interchangealdgpecially in studies of syntax,
morphology, and other formal aspects of language tfifem, code-switching and code-
mixing refer to two different phenomena. Othersuass more specific definitions of

code-mixing and code-switching. Hence, for Bokarti$89):

187



Code-switching is the mixing of words, phrases setences from
two distinct grammatical (sub) systems across sertéoundaries
within the same speech event... (while) code-mixisg the
embedding of various linguistic units such as aHix(bound
morphemes), words (unbound morphemes), phrasesclandes
from a co-operative activity where the participamsorder to infer
what is intended, must reconcile what they heah wihat they

understandp.37).

It can be simply put that code-mixing refers to tmé&ing of two or more
languages or language varieties in a speech, wheoske-switching is the use of more
than one linguistic variety in a manner consisteitih the syntax and phonology of each
variety. For the purpose of this study, both codetmg and code-switching refer to the
same phenomenon: the use of more than one languaggpeech. It is the reason why |

choose to use language mixing to name the two phena in the filmAbeni.

It is obvious that language mixing in the subtitleersion of Abeni is only
noticeable in the source language text, the targethere being rendered in a written
form. In Abeni, the original language, Yoruba, is mixed with FignEnglish, bngbe,
and Gungbe languages. This mixing creates somdepngbto the translator because
he/she does not know which of the two languageshkedould take into account in the
subtitles: the original language (Yoruba) or thegyéd language (French). Normally, the
original language being Yoruba, if there is a specanother language, the subtitles
should be in Yoruba. IAbeni, the subtitler had not respected this rule. He hasen to
translate into French the speeches in the miximguages, but all these kinds of
speeches are not translated. This is whileni, we have two language mixing aspects:
the language mixing with subtitles in French and lBinguage without subtitles. We

have seventeen examples without subtitles and eigihtsubtitles.

188



Talking about language mixing with subtitles, they composed of only two
languages: Yoruba and French. We have five examphesich the language spoken is
only French (examples 81, 84, 85, 86 and 87) arektin which the speakers mixed

French and Yoruba (82, 83 and 88). All these examate on page 5 of volume 2.

As for the mixing language without subtitles, thanslator had translated them.
This is the case of examples 66, 67, 68, 69, 74 7nhdp.4-5, vol.2). The first four
examples of this series are originally in Englisheneas the following is ingagbe and

the last one in Gungbe.

With regards to examples 64, 65, 70, 71, 72, 73,775 78 and 80 which are in
French, the translator would have chosen to whiéesubtitles in Yoruba. As far as the
76" example which is a mixing of Yoruba and Frencle, timnslator would have written
the subtitles in French as he did in the exampke88 and 88. | will now deal with the
last problem | have noticed in the subtitled versid the film Abeni, the grammatical

errors in the subtitles.

5.3.1.2.5 Grammatical Errors in the Subtitles
Grammatical errors are about the mistakes we havbda subtitles. IPAbeni, |
have identified forty-seven grammatical errors. Bdoetter illustration, | have pasted

some pictures in which we have some of these errors

nous avons rejoint la hute
classe sociale

Figure 13 Example 102 (p.2, vol.2) Figure 14: Example 109 (p.6, vol.2),
(CD1, part 1, TC: 00:23:38). (CD2, part 1, TC: 00:04:21).
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il .wveut un lien"solide comme
le marriage

Figure 15 Example 116 (p.6, vol.2), Figure 16. Example 122 (p.2, vol.2)
(CD1, part 1, TC: 00:47:07). (CD2, part 1, TC: 00:05:19).

As can be seen in figure 13, we have a prolaéthe verb use. In fact, the verb
“embauch@&is used as a reflexive verb, but it is not. Tlugrect text is thenJe suis
embauché par une grande société de comptabilitéfigure 14, the subtitler miswrote
the word ‘hauté and intead of Nous avons rejoint la haute classe sociatine can
read ‘Nous avons rejoint la hute classe socialks far as fifure 15 is concerned, it is
written “...ma bagarre avec ce brute le jour de ton anniveesaifhe problem here is
with “ce brute.”“Brut€’ in French is a feminine word and the demonsteatdjective
corresponding to it iscette.” As for figure 16, the wordarriag€’ is written with a

double “r" intead of one “r” as it is recommendaddrench.

5.3.1.3 Conclusion on Film Subtitling

Subtitling is a complex task, and does not jusbiwe the provision of a film
dialogue in written captions presented at the bottd the screen. It is a discipline
which began in the early 1900s and at that time degoted to only television
programs. Subtitling films is further complicateg the myriad of cultural issues which
the subtitler has to attempt to include in the ileist From the study dibeni, it can be

noticed that subtiting seems to be a very subjecthatter and that there are few
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consistencies even when subtitling from the samguage (see examples 81, 84, 85, 86
and 87 of the annex pages). Subtitling must besk wehich may benefit from some

standardisation even if subtitlers need to havie tven creative freedom.

5.3.2 Problems in Dubbing

As in subtitling, the problems in the dubbed filosed as case in this study are of
three kinds: technical, linguistic, and culturalerd also, linguistic and cultural
problems have been analysed simultaneously. Myysisabf the cultural aspect in the
translated text here has taken into only accoumffitm Abenibecause the other films
under study, i.eWho loves meSnake kingdomand Les médicaments génériques:
moins chers et efficacémve been translated from one foreign languagadather. As |
cannot pretend to master French or/and Englishuradf | have preferred to base my
cultural analysis orAbeni, the only film in the national language. At thedeof the
section, | have also compared the two translatesidaf Abeni, the subtitled and the

dubbed versions.

5.3.2.1Technical Problems in Dubbing

The technical problems in the studied films aremoherousSnake Kingdorand
Who loves melo not have any technical problem. #as Les médicaments génériques :
moins chers et efficacethe most important technical problem lies in thet that some
actors who are speechless in the original versiergaven additional speech or speeches
which are part of other actors’ speechees. In thgesl for example, Ali and the driver
are given additional speeches. As for Rissi inestagshe is given a part of Ami’s speech.
As far asAbeni is concerned, some of the general information at@ifilm is not given

in French.
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5.3.2.2 Linguistic and Cultural Problems in Dubbing

The linguistic and cultural analyses of the filnsed as case study have been done
through the translated texts criticism which acoaydo Newmark (1988:186) cover
five topics: the analysis of the source text, tlamglator's method, the comparison of
the translated text with the original, the evaloatiof the translation, and where
appropriate, an assessment of the likely placéefttanslation in the target language
culture or discipline. Here, only the first thre@ms, i.e., the analysis of the source text,
the translator's method, and the comparison oftéxts are taken into. As for the
assessment of the likely place of the translatiothe target language culture, | cannot
study it because all the films | have chosen aaastated either into French or into
English, two foreign languages. By comparing therse text with the translated one, |

will point out the problems of translation whicbbserved in them.
5.3.2.2.1. Source Language Texts Analysis

As stated aboveles médicaments génériques: moins chers et efficaca
sensitisation film produced in 2008 @entre International des Radios et Télévisions
d’Expression Francophon€CIRTEF). This short film is written and directday
Modeste Houngbédji and translated from French English by Communication and
Business Company (CO.BU.CO), a translation andrpnégation agency. As for the
second Beninese film used in this study, Abeniit is translated from Yoruba into
French by Sébastien Davo. The two English filmstho$é study are translated into

French by Harley Dass production.

Modeste Houngbedji who is the authorlafs médicaments génériques: moins
chers et efficacetgext is well known in Benin cinematographic worlss film writer

and director, he acts in almost all his films. Thast known of his films i$esenfants
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sorciersproduced in 2002. Here, as in all his writings,ddste Houngbedji has chosen
to make the message simple and clear. The autimbeistion is to show the drawbacks

of medicines sold in the streets for both the bsiyed the sellers.

The language in the filmhes médicaments génériques: moins chers et efcac
Is simple, natural, informal, and non-technicalmikt all the sentences of this script are
simple sentences. Further, it contains no metaphorglioms, and no culturally-bound

words. All these factors make the text easierdodiate into English.

Francois Okioh and Yinka Balogun who are the agldAbenioriginal text are
well known in the film writing sector of Benin amtigeria. The intention of the authors
of this text is to put the spectators in the déflyy of a Yoruba family. The language in
this film even if it appears simple, natural, inf@l, and non-technical is very difficult
to translate because it is full of proverbs andrfiging of the original language with
languages such as English, French, and even Famgb&ungbe, two Beninese local
languages. The authors surely wanted to make limehfimoristic by putting together

people of different languages who tried to makendelves understood.

As for Who loves madts author used a simple language to put theeagédi in the
daily life of Chantal, a young, beautiful, and risloman who had some difficulties to
know whom of her two courtiers really loved hereTlanguage here is formal with few
idioms and no-culturally bounded words. This madddranslation easier than tBeake
kingdom The intention of the author here is to put thecsators in a village in which
tradition was very important. The language usedhisrmal and the text is full of
culturally-bound words and expressions which someti made the text untranslatable.

This made the translator to be imaginative andibd to find ways to fill in the gaps.
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5.3.2.2.2 Translator's Method

The translator’s intention ibes médicaments génériques: moins chers et efficace
was to reproduce the precise contextual meanintbeobriginal text. This is expressed
by the English title given to the film which Generic medicines: at an affordable cost
and efficient The translator has attempted an accurate andahatarsion of the
original. Even if it seems to be a literal translaf the semantic aspect has also been

taken into account.

As far asWho loves mds concerned, the translator has done a semantic
translation which puts out the naturalness of thgirmal text. Most shifts or additions
from the source language to the target languagaarenformity with the norms of the

target language and do not require innovative esgioes.

With regards toSnake kingdom the translator goes from word-for-word
translation to sense-for-sense translation. Howdferintention of the source language
text’'s author which was to show a religious confliic Umueke village has been

attempted by the translator.

Abeni’s translator has tried his best to make the authintshtion known to the
audience even if there are some mistranslations. disappearance of the language
mixing of the original text in the target text hasde some stages misunderstood. This
means that inAbeni, everything was important, even the title is meghil. The
translator here has used two main proceduresrslate the text: calque and adaptation.

Some cases of under-translation and over-translatwe also been found.
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5.3.2.2.3 Comparison of Target Language Text withdairce Language Text

The comparison of the target texts with the souecgs has helped to highlight the
problems of the translated texts. This comparisaked into account the title and
problems related to grammar. It helps me to saythénave have under translation, over
translation and/or some possible mistranslationghi texts of the films. For the
discussion and analysis of all these points, | ptado it film by film. First, | discuss

Les médicaments génériques: moins chers et efficace

5.3.2.2.3.1Les Médicaments Génériques: Moins Chers et Efficace

In every film, the title is the audience’s firstntact with the film. One can decide
to watch a film only because he/she thinks ite t&lattractive. The title of a film is then
very important as it is the first element of motiga. If the original version of a film

has an attractive title, its dubbed version shaidd be.

In Les médicaments génériques: moins chers et efficmetitle is suitable as a
sensitisation film. If this film was to be soldgetiproducer can have some difficulties to
find buyers because the title is too long and mas attractive. Short title as easier to
bear in mind and it is important to remember thie ©f a film we want to buy or to
recommend to someone, and it is difficult to remembng titles. Its English version,
Generic medicines: at an affordable cost and effitiis only the literal translation of

the original.

e  Grammar

The punctuation is preserved in the text, keepgtences as units of translation
even if in some sentences, the punctuation hasgeldafrom the source to the target

language. This is the case@&s médicaments venus de chez les Bfaircghe fourth
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stage (p.7, vol.2) which is translated as “The mieds have come from the White men
country.” Here the interrogative sentence of tharse language text has become an
affirmative sentence in the translated version. 3drae thing occurred in the fifth stage
(p.8, vol.2) in whichS'il vous plait grand frere, trouvez-nous quelqiese contre le
palu. is translated as “Please brother, can you giveugething against malaria?” Here,
it is an affirmative sentence which is translatedirgerrogative. In stage 9 (pp.9-10,
vol.2), the interrogative sentent&mportant, c’'est que ta femme s’en sorte bienon
becomes affirmative in the target language text mndthen translated as “What is

important now is your wife’s recovery.”

The last punctuation problem ires médicaments génériques: moins chers et
efficacesscript refers to the use of the interjections “@n™ah”. If these interjections
are used, the sentence is exclamative; this méans they are omitted or added in the
target text, they change the punctuation in théesee. It is for example the caseRas
d’inquiétudein the second stage (p.7, vol.2) which in thedgaitgnguage is “Oh, don’t
worry!” Here the addition of the interjection “otiias changed the punctuation which
goes from a full stop (.) in the source languagartexclamatory mark (!) in the target
text. In the following example that &h, jai pas dit ¢ca translated as “I've not said
s0.”, we have an inverse situation. In this exanexfigacted from stage 4 (p.7, vol.2), it
is the original text which is exclamative. The diele of the interjection “ah” in the

translated version has made this sentence affivmati

Another grammatical problem in the dubbed versibrihes film is about verb
shifts or additions in the translated text. In thésies, we have for example, the sentence
Il N’y a rien dedanstranslated as “Nothing.” in the first stage. lage 8 (p.9, vol.2), the
sentencdespérons que nous serons livrés ce geirendered into English as “We’ll be

supplied this evening” and in stage 10 (pp.10-1dl,2y we haveAller aux toilettes.
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which is translated as “To toilet”. In these thes@mples, we have verb shifts. As for
the sentencdllez, au lit in the third stage (p.7, vol.2) translated asrff@oon, let's go

to bed”, we have a verb addition.

Finally, we have some problems of under translaitiotine film Les médicaments
génériques: moins chers et efficacés.stage 9 (pp.9-10, vol.2), Ami said’avais
raison de refuser ton affaire pour un pagnEhis sentence is translated as “I was right
for having turned out your offer.” This translatibas missed the phrapeur un pagne
and hence does not point out that Ali had giveniacloth to Ami to make her accept
his business. Another under translation is abceittbrdchef in the tenth stage (pp.10-

11, vol.2). This word is simply rendered as “sir”.

* Lexis

Lexis refers to the meaning of a content word thepends on the nonlinguistic
concepts it is used to express. Here, | have pbiote some words whose translation is
questionable if we consider the lexical meaningislimportant to note that as the
translator has chosen to do a literal translatmmtliis film, | have found only three
words with lexical problems. The first one is therd belle in the fourth stage
translated as “queen” instead of “beautiful”. le tame scene, we have the waiffdire
rendered in the dubbed version as “concern” instédbusiness.” In fact, the use of the
English word “concern” is ambiguous because the dwtzoncern” can also be
understood in French amtuiétude. The last example is about the translatiorgoél

as “who” in stage 10 instead “what.”
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5.3.2.2.3.2Who Loves Me

The title Who loves mehas been translated into French\asi amour The
original title is not translated by its standardiieglent which could b&ui m’aime?It
can be seen from the translation that the transhate chosen to give here a descriptive
equivalent of the original title. This techniquesismetimes chosen by some translators
to capture the attention of the viewers. Now, kdiscuss some grammar points in the

film.

e  Grammar

The first observation is that punctuation has beeserved in the translation of
Who loves me?Only one sentence has changed from the intersaafiorm to
exclamative in the text. It is “Do you hear whatdad?” in stage 4 (p.13, vol.2), which
has been rendered asrtends ce qu'il dit, s’il te plaft'by the translator. The translator
has chosen to highlight the plea of Chantal's gnaoitier whereas the source text seems

to consider Chantal as the responsible of herafine

Some compound sentences of the English text haz@eetwo simple sentences
in the French version. This is the case for theeswe “Why is every single morning you
have to ask me the same question when your makeam has the job to make you
beautiful?” in the first scene which becomé®lrquoi faut-il que chagque matin tu me
poses la méme question? Le travail de ta maquidleast de te rendre belfeln the
translated text, the adverb “when” disappears aedativerbial clause “when your make-
up team has the job to make you beautiful” becoamesdependent clause in the target
language text. Another example is found in stagg.32, vol.2) where the complex-
compound sentence “The livelihood of thousandsaafiy who depend on their job in

this company at in the palace and you bring somedree doesn’t know anything about

198



the key cases of subsidiaries to run because ofgmaown 40%?” become&.é gagne-
pain de ces milliers de personnes qui dépendetd d@bilité de la société est en jeu et
vous voulez mettre quelqu’'un qui n'y connait rieangl la gestion a la téte de
I'entreprise? Qui n'a aucune expériertcA cause de vos foutus 40%?Pere, the source
language text sentence becomes three sentencesséete translator has added the
sentence Qui n'a aucune expérienek The last example regarding grammar is about
sentences that have changed form from the sourtgudge to the target one. For
example, in stage 34 (pp.30-31, vol.2), the afftmeasentence “Chantal, do you realise
that by the grace of God you have a second chamdevd” becomes Chantal, ne
réalises-tu pas que par la grace de Dieu, tu asdmgxiéme chance de vilygvhich is a

negative sentence.

The enterprises’ namd€C, Diamond Conglomeratelrhank Hotel and Inkoom
Hospital are not translated even if the later is rendesetirkkoom Hopital.” As for the
acronymMOU, it is translated asatcord d’ententé The fact that the names have not

been translated does not affect the understanditigg dilm.

Another related problem is about some words that sangular in the source
language and plural in the target language. We lrapeimand” in the fifth stage (pp.13-
14, vol.2), “doctor” in stage 23 (pp.23-24, vol.apd “action” in the 28(p.24, vol.2). If
the translator had paid more attention to the stifjerson of the verbs, he would have
inferred that these words are not used in pluralfok “make-up team”, the translator has
rendered it asrhaquilleus€ The problem is that the collective word “teandshnot been
taken into account. Maybe the translator has taksnaccount the person of the verb that
is in singular in the source language text becdtessm” being considered as a unit

always has its verb in the third person singular.
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The last grammar problem | have found in this filnrabout the use of the French
language. In stage 41 (pp.32-33, vol.2) for exampls said J'ai jamais vu quelgu’un
d’aussi fort comme ta sagunstead of Je n’ai jamaisvu quelqu’un d’aussi fort comme
ta sceur The negation form fi¢’ has been omitted. In the same scene, we have the
sentencelt y a beaucoup de chosgs’on doit en parlet instead of 1l y a beaucoup de
chosesdont on doit en parler: We have also the sentencBémandeles’ instead of
“demanddeur.” In stage 46 (p.35, vol.2), we haved' réalité en fait, c’est qu'il néa
restait que a peu prés trois mois a viviiestead of “La réalité en fait, c’est qu'il ntui
restait que a peu prés trois mois a viVreéhe last example is the wordlémeé used to
mean probléme. In fact, the intention of the translator here viagput out the audience
in the world of Rick who is a rude and vulgar evielne is rich, always well dressed, and
with body guards everywhere. Moreover, the translaas shown that going in the film
is of everyday life and thus the conversation amihegcharacters should not appear too

formal whatever their status. | want now to deahwtfe lexis inWwho loves me
* Lexis

According to Collins English Dictionary (2003), lexis is the totality of
vocabulary items in a language, including all forimaving lexical meaning or
grammatical function. Simply speaking, it is thengeal sense of a word without
taking into account the context in which this wagdised. In translation, the sense of a
word can be sharpened, i.e. more specific from siherce language to the target
language or broadened. When the sense is broad#eeayord used in the source

language is more specific than the one used itrdmslated text.

In stage 4 (p.13, vol.2), the word “people” is reratl by the translator as

“collaborateurs. The word ‘collaborateurs” used by the translator is more specific than
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“people.” The sense of “people” here is sharpeittad.also the case of the word “child” in
stage 5 (pp.13-14, vol.2) which is translated fdke:” As for “woman” in this stage, it is
rendered asduelqu’un” Here the sense goes to a more specific to argeore. The sense

is then broadened. There is also the word “frigndstage 6 translated aslfe.”

* Metaphors

According to Wikipedia, the free encyclopedia, aaphor is a literary figure of
speech that describes a subject by assertingttisatan some point of comparison, the
same as another otherwise unrelated object. Metdphtben a type of analogy and is
closely related to other rhetorical figures of spedhat achieve their effects via
association, comparison or resemblankce translation theory, metaphors are not
normally translated but expressed by their equitalén the target language. We have

four examples of metaphorsWho loves me?

The first one has been found in stage 3 (p.12,2yolhere we have the
expression “...leading the company straight to wateendered asconduire la société
droit dans le muf. It is a cultural metaphor, the rendering of whistexcellent, taking

into account the way it is used in the target lagguculture.

In stage 31 (pp.27-28, vol.2), the sentence “Hawme Ipst your mind?”in which
we have the metaphor “to lose ones mind” is trdedlas As-tu perdu la téte?Here,
it is a standard literal translation of standardtapkor. This is also the case of the
sentence “Want you throw it by the windows?” tratetl as Veux-tu la jeter par la

fenétr@” in stage 34 (pp.30-31, vol.2).
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As for the sentence “I was lost in this world...” stage 42 (p.33, vol.2)
rendered asJ'étais errant dans ce mondé.in which we have the metaphor “...lost in

this world...” the translation is excellent.

* Under-Translation

We have under-translation when the translation wxais less expressive than the
source language text. In stage 4 (p.13, vol.2ef@mple, we have the sentence “How
are you?” rendered by the translator aaltit. This translation is poor because the
doctor, apart from the usual greetings, would warknow how Chantal feels after her

admission to the hospital.

In stage 6 (pp.14-15, vol.2), through the sentéritiee ressemble a une fille
que jai vue aujourd’hdi the source language text has lost some predsvaimen
compared to the source language text which is ‘1Bbks like a friend | met this
afternoon.” The first is that for David’'s motherh&htal is not only “a girl” because
she considered her as “a child” as she said iffittestage. Secondly, she has not

only seen Chantal but they got on well and Chamaalhelped her.

In stage 31 (pp.27-28, vol.2), the sentence “I darihd giving him all that | have”
is translated asJé lui donnerais aisément tout c&cthe problem with the target
language text here is that the audience cannot wif@t is meant byceci” “Je lui

donnerais aisément tout ce que j'aiould be more expressive.

In stage 33 (pp.29-30, vol.2), we have the senté8od have to be in this aspect
of your life and then we will manage the compargetber.” Which is under-translated.
It is clear through this sentence that Rick wantebe implicated in the management of

Chantal’'s company. The translated textdfin de m’impliquer dans tous les aspects de
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ta vie et...et de mieux t'aider dans les nombreug#escde taché.does not clearly

point out Rick’s will to manage the company.

As for the sentence “How can Chantal die?” in stéfj€pp.32-33, vol.2), it is
more a complaint about the death of Chantal thgaifmg on the way she died as it is

the case in the French version which@Mmment ma soeur Chantal est-elle nirte

In stage 44 (pp.33-34, vol.2), the sentence “I doemember confirming that.”
is rendered asJe ne me souviens pas avoir pris un tel rendez:vdgsording to the
target language text, Chantal was not informed Rieit had invited her. In fact, from

the source language text, she was informed bubhas@ot accepted.

The last example of under-translation is from st#g€pp.35-36, vol.2) in which
the sentence “Jasmine, what | want, there is nodrecan give me.” is translated as
“Jasmine, ce que je veux, tu ne pourras jamais ndemeer! The translation of ‘no

one’ as tu’ made the target language losing part of its power

* Over-Translation

We have over-translation when the translator addsesinformation which are
not in the original text and by this, he/she makies target language text more

expressive than the source language text.

In stage 4 (p.13, vol.2), we have the sentence s§lga people to do certain
duties for you.” Its translationD’élegue des pouvoirs a des collaboratéussmore
expressive than the source language text. Thelatansby choosing to use the word
“collaborateur$ for “people” instead of §ens has made the target language text

more clear than the original text.
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In stage 5 (pp.13-14, vol.2), the sentence “You'tdbave to thank me”is
rendered asC’est & moi plutot de te remercierHere, the translator goes beyond the

idea of the author of the original text.

In stage 7 (p.15, vol.2), we have “Drive.” transthtas Attends, arréte-toi,
roule.” This translation fills in some gaps of the soumegluage text. The spectators
of the original version of the film could ask thexh&s why the driver has chosen to

stop the car. “Drive” appears then as an injunction

In stage 8 (p.16, vol.2), the sentence “Can | hayepen?” is rendered by the
translator as Pourrais-je avoir mon crayd?i The translation has corrected a mistake

of the source text because in the film, David waskimg with a pencil, not a pen.

In stage 15 (p.19, vol.2), “You want?” is transthtas ‘Je le ferai.” The
guestion put by Chantal in the original version was$ necessray because David said
that he was available at “anytime” she wanted ®tse if she gives him a call. The
rendering in the target language appears a bettavea Chantal could have given: “I

will do so.”

In stage 18 (p.20, vol.2) “Mr Potins” is rendered e D.G” In fact, Mr
Potins does not refer to anyone known in the filnis the first and unique time this
name is mentioned. As foD'G”, it has been already mentioned in the stage 18 (p.

vol.2) as “the general manager.”

In stage 23 (pp.22-23, vol.2), the sentence “hasd to hear what the doctor
has said.” is rendered a€"est dur de savoir que celle que tu aimes va mariun
jour seulement, c’est ddrThrough the original text, the spectators coulahk that
the doctor had said something about David’'s actidenfact, David's concern was

about Chantal and this is clearly expressed inrdreslated text.
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In stage 37 (pp.31, vol.2), the target language tdasmine est partie en
Hollande il y a quelques année’ gives more information about where Jasmine was,

compared to the source language text which is “lrestaft the family a time ago...”

* Possible Mistranslations

Mistranslation can be defined as the errors ofsledion we have in a translated

text. To illustrate this, | have made a list ohsktion errors itwho loves me

Stage 2 (pp.11-12, vol.2): “...the officials of Diand Conglomerate” is translated
as “..les officiers de Diamond Coglomerdt&he rendering of ‘officials’ asdfficiers’

is erroneous. “Officials” can be translated &mttionnaires or “dirigeants”

Stage 3 (p.12, vol.2): “My 40% share in Diamond @lomerate has given me the
right to have a huge input on who runs some of fobsecurity”. The translation of this
sentence asMes 40% d’action dans Diamond Conglomerate me daimo& a un
regard sur la gestion courante des brasserid&ls something wrong. What does
“brasserie% stand for. A possible translation can bde's 40% d’action dans Diamond
Conglomerate me donne droit a un regard sur laigastourante de certaines affaires

pour raison de sécurité.”

Stage 8 (p.16, vol.2): “Stop treating me like algthplease” is rendered as
“Arréte de déranger ma concentration s'il te plafistead of ‘Arréte de me traiter

comme un enfarit

Stage 9 (pp.16-17, vol.2): “It is not because yewaying it now, but because |
know my son.” is rendered afarce que tu le dis maintenant, mais parce que je
connais mon fil§ The omission of ‘not’ in the translated text hamde this one

misunderstood.
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Stage 10 (pp.17-18, vol.2)Jé préfere avoir des regrets pour ce que tu n'as
pas fait is the translation of “Or you rather prefer tovkaregret about what you
didn’t do?” “Ou préférerais-tu regretter ce que tu n'as pasaitould be a better

translation.

Stage 11 (p.18, vol.2): “1 p.m” is translated &2l instead of 13h”

Stage 19 (pp.20-21, vol.2).Jé ne voulais pas te faire ¢a. Je suis vraiment
désolé is the translation of “I'm not ready to talk aldat please.” instead ofJé ne

Suis pas prét pour en parler, s'’il te pldit.

Stage 19 (pp.20-21, vol.2): “What we can’t change,leave it in the hand of
our creator.” Is rendered abléus ne pouvons pas changer, nous la laisserons ldan
main de I'Eternel.”instead of Ce que nous ne pouvons pas changer, nous le l@isson

dans la main de I'Eternél.

Stage 32 (pp.28-29, vol.2): “Do you think that |wa not even give you my
heart; | could not do something?” is translateiRenses-tu que si moi j'étais au pays
avec le ceeur que j'ai, face a ta maladie, je neva@irien fair@” instead of “Penses-

tu que je ne donnerais méme pas mon coeur, queferais rien?

Stage 33 (pp.29-30, vol.2): “I don't go anywhereis’tendered asTu ne vas

nulle part..” instead of Je ne vais nulle part...”

Stage 43 (p.33, vol.2):Pas si fatiguée que ¢a, hein! On est encore poéte
tirer un coup, n'est-ce pas ? Alors, sors de moli Is the translation of “Now, | want to
take a bath; before | come back, | want you oungfbed, ok.” instead ofMaintenant,

je veux prendre un bain et je ne veux pas te rgtraia mon retour, est-ce clait?

206



¢ The Use of Tenses

Even if the tenses of the verbs in the originak em to have been generally
respected by the translator in the target textrettere nevertheless some noticeable
changes in the use of tenses is parts of transtafimm the source language to the
target language. In stage 3 (p.12, vol.2) for edamiie sentence “My 40% share in
Diamond Conglomerate has given me the right...” amdgtated asMes 40% d’action
dans Diamond Conglomerate me donnent drdithe verb of this sentence which is in
the present perfect tense in the original texerglered in the simple present tense in the

French text.

As for “I give you the one your money can afford’ stage 5 (pp.13-14, vol.2)
translated asJe vous ai servi ce que vous pouvez gaybe tense goes from the
simple present tense in the English text to thegpasmposé in the target language text.
In the two cases, the change of tense is justiiErhuse depending on the context, the
present perfect in English can be rendered in simgksent or passé composé in
French. It is the same remark with “A child who Heesen blessing from the mother’'s

breast never be cursed” translatedldsrifant qui est béni de sa mére ne souffrira’pas.

As far as “I'm looking for the man who gave you thartrait the other day” in the
7" stage (p.15, vol.2) rendered in Frenchds<$uis a la recherche de 'homme qui vous
a donné le portrait la derniére fdiss concerned, the change of tense from the pteter
of “gave” to the passé composé af donné does not appear acceptable. According to
the context, it could be rendered by using the-plues-parfait and becomege' suis a la

recherche de ’'homme qui vous avait donné le partaaderniere fois.
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e Translation of Proverbs and Idiomatic Expressions

The only idiomatic expression found in thho loves me7s “Consider the pros
and cons before putting all your eggs in the saasidt.” It is translated a$'il te pait
Chantal, considere le pour et le contre avant ddtnadous tes ceufs dans le méme
panier’ As for “the cat has got his tongue”, it is anddiatic expression rendered in
French as it a donné sa langue au chatThe translation of the two sentences is

acceptable.
+« Omissions and Additions

In Who loves mewe have omissions of words, expressions, or seasein only
seven stages whereas we have additions in thinig. dlearly explains why in almost all
the stages, the French text is longer than theigéinghe. The omissions in general do
not prevent the understanding of the translated bgxthe audience. Here are the

omissions found in this film:
Stage 12 (p.18, vol.2): “What is my timing of tommw?”
Stage 15 (p.19, vol.2): “Take care.”
Stage 19 (pp.20-21, vol.2): “Trust me” and “Becatls®e is nothing to do.”
Stage 31(pp.27-28, vol.2): “What do you have wign ow?”
Stage 32 (pp.28-29, vol.2): “There is only one lbve
Stage 35 (p.31, vol.2): “What?” and “Yes, she isicritical condition.”

Stage 47 (pp.35-36, vol.2): “Your bag.”
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As for additions, they are words or expressiongridweslator has added to the target

text. They are

Stage 1 (p.11, vol.2)Bonjour grand mamahand “Comment vas-tii?

Stage 3 (p.12, vol.2)Qui n’a aucune expérience ?”
Stage 4 (p.13, vol.2)C’est important.”

Stage 5 (pp.13-14, vol.2)Ma fille!”, “ De rier?, “Mon enfanit, “: Eh Dieu!”, and

“Il N’y a pas de quoiOk, ony va.”
Stage 6 (pp.14-15, vol.2)Oh, mon Dieu!”
Stage 7 (p.15, vol.2)Oui madame.”
Stage 12 (p.18, vol.2)Allez, fais comme je te dis.
Stage 13 (p.18, vol.2)A'la prochaine.”

Stage 15 (p.19, vol.2).Ca me fait plaisir.”,“Comme tu veux... Quand tu veux, et

c’est parti’, and “merci a toi”

Stage 19 (pp.20-22, vol.2)J"aimerais te voir heureu¥% “Ca va”, “ Merci.”,
“Celle dont je t'ai parlé, “parce que Dieu en a décidé autreméntOui !”, “Dieu!”,
“Qui!”, “Oh, mon Dieut, * Maman, que puis-j&, “Je l'aime et je la regarde
mourir; mais il n'y a rien a faire, rien que je mge faire’, “ je I'ai peinte pleine de

vie”, “ Je suis désoléé

Stage 20 (p.23, vol.2):0h, que c’est si bead,!“On y va’, “Oui, ravie de vous

revoir, mamar’, and ‘Merci, au revoir”
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Stage 23 (pp.23-24, vol.2)Jé ne peux rien faire maintenant, je n’en peux ,plus
maman. Fais quelque chose, s’il te plait, oh mdihand “je veux mourir. Si elle s’en

va, je meurs.”
Stage 24 (p.24, vol.2)Excuse-moi un instant, j'arrive, d’accord?”

Stage 26 (pp.24-25, vol.2):.Dé la part de ta mere.”"Une lettre?”, “Oui.”,
“Pourquoi une lettre” and “Calme-toi, calme-toi...Attends un moment, soit ®itte

plait, comporte-toi...”
Stage 28 (p.25, vol.2)Tu as entendu ?”

Stage 30 (pp.25-26, vol.2)Tl es sérieuse?and ‘Va-t-en, va-t-en! Je ne veux plus

jamais te revoir, va-t-efi!

Stage 32 (pp.28-29, vol.2)Toi, colle-moi la paix, qu'est-ce que tu me veuta a
fin? Qu’est-ce que tu veuk?' Chantal, ce que tu as fait dehors ne te suffit pasu

dois te comporter mieliX “ Réfléchis,, and “Reconnais-tu le vrai amout?

Stage 32 (pp.28-29, vol.2)Etoute, il n’'y a qu’'un saint qui peut faire ca e¢st

exactement ce que je stiahd“...de toute mon ame, de tout mon esprit.”
Stage 33 (pp.29-30, vol.2)...ou plutdt dans peu de temps...”

Stage 34 (pp.30-31, vol.2).Jé suis adulte et aux yeux de la.Idi “...une vie

digne”, and “...une femme de maoeurs légeres? Je ne peux pas tbsiamis pour tdi
Stage 37 (p.31, vol.2). " me laissant seule gérer les affaires de la famille

Stage 39 (p.40, vol.2):Excusez-moi.”
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Stage 41 (pp.32-33, vol.2)Jé la vois autrement mais ¢a aurait été mieux ssvo

étiez ensemblé

Stage 44 (pp.33-34, vol.2)QU’'est-ce qui ne va pas avecqi“Alors en ce qui me

concerne, tu peux mettre ton invitation ou je pense

Stage 45 (pp.34-35, vol.2)J"ai révé d’elle tous les jours ; je nous ai vusndde
futur entrain de vieillir ensemble. C’est pur caeqjai fait ce tableau afin que ces réves
durent pour toujours, “ C’est ¢ca ma vie, tu comprends ? Je I'aime et persare peut
prendre sa place, je te le jure. Je l'aimerai...jusgla mort”, “Les tableaux, n’est-ce
pas ? Ces tableaux te font penser a &Jlé®ui.”, “Tu sais, je ne I'oublierai jamais...
elle ne me quittera jamais; Dieu méme ne le voymds...jamais, jamai§ and “Je...je

vais dehors.

Stage 49 (p.37, vol.2):0k, laisse-moi aller régler ¢a; t'inquiéte pas. @a aller,

ok?
Stage 51 (pp.37-38, vol.2)Mettez-le bien dans votre téte et...” and “Batérd
Stage 54 (pp.38-39, vol.2)Et toi, tu te calmes, d’accord ? Calme-toi!”

Stage 55 (pp.39-40, vol.2)Jé t'en prie...” “...et actuellement, elle n'est plus’l

“Toi aussi, ce n'est qu'une passate.

Stage 56 (pp.40-41, vol.2):.L& seul moyen pour vraiment savoir ce que tu

ressens.”.

Now, | want to evaluat&nake kingdomanother film chosen for this study.
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5.3.2.2.3.3nake Kingdom

Just adVvho loves mePwant to compare the original text 8hake kingdorwith
the target text. The main characters of this file: dkena who is the king’'s son, Julie,

Ochukwu’s daughter, and Pastor James.

The French titld_e royaume du serpegiven toSnake kingdornby the translator
is very close to the original. It is a literal tedation of the original title which respects

the structure of the French language.
e  Grammar

The punctuation has been preserved frmake kingdonto Le royaume du
serpent However, we have some sentences in which thetpaticn marks have been
changed. In stage 15 (pp.52-53, vol.2), the sertéAnd you will be ready to undergo
the rage of Ichieke.” is translated d&stu prét a subir la fureur de Ichiék&ln the 16’
stage (pp.53-54, vol.2), the affirmative sententevant you go to sleep.” becomes
“Pourquoi ne vas-tu pas dormirin the translated text. In these two exampleshave
affirmative sentences renderd as interrogativestdge 26 (pp.58-59, vol.2), it is the
interrogative sentence “You refuse to succeed nie®’ has been translated a3'ést
toi qui va me succeédér an affirmative sentence. The last example of feries is from
stage 43 (p.68, vol.2) in which an exclamatory eece, mainly “You know that that
god is not powerful than Ichieke!” is translatesl “¢oulez-vous dire que ce dieu est

plus puissant que IchiéRE an interrogative sentence.

Apart from punctuation problem, | have found Bnake kingdom other
grammatical problems. The first is about the usprohouns. In stage 5 (p.44, vol.2) for
example, the translator has not been consistentnweeadering the speeches of

Ochukwu when he was speaking to pastor Uche. Sorestithe “you” of the original
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text is translated astd” as in “Oh, comment vasttpasteu?P” or in “Ma femme va
prendre soin ddoi, je sais ce quéu veux!; and sometimes by “vous” as inVbus
mémevoussavez que, I’'homme doit toujours penser a sesn@sgsi on ne veut pas étre

alliéné’”

The second problem is about the use of the taagejulage. In stage 3 (p.43,
vol.2), we have Tu vois combien gros était son vefitidere the word order of French
is not respected. It must b&Ud vois combien son ventre était gras stage 28; we have

“Préviens luri’ instead of préviens la.”

* Lexis

As stated above, lexis deals with the general sehseword without taking into

account the context in which it is used.

The sense of words is sharpened in:

Stage 5 (p.44, vol.2): ese palagealais royal, this: “ce cadead

Stage 2%pp.57-58, vol.2): closefiancée”

Stage 27 (pp.59-60, vol.2): leavéuit” , the eyes:la malediction”

Stage 44 (pp.68-69, vol.2): thamésaventure”

As can be seen, in all the words mentioned abteetranslated words seem to be
more explicit than the words of the original tdkiwve take for example, “ese palace”, we
do not know what the word “ese” refers to. But tigb the translation, one can

understand that “ese palace” is used to name thg flalace.”
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*« Qver-Translation

As it is previously stated, we have over-transtatidhen the target language text

is more understandable than the source language tex

Stage 8 (pp.47-48, vol.2): “....from the festival tthdll get down.” is rendered

as “...de la répétition pour le festival.

Stage 27 (pp.59-60, vol.2): “I'm not ready to begmant.” is translated agée suis

presqu’a trois mois de grossesse

Stage 28 (p.60-62, vol.2): “My father is going.Papa va me tuer.Here, the

translator has completed an incomplete sentence.
» Possible Mistranslations
By mistranslation, | mean the errors we have inttheslated text.

Stage 1 (pp.41-42, vol.2): “I don’t also know hawvthank you.” is translated as
“Tous ceux qui m'ont aidé a remercier ton manstead of Les mots me manquent
pour te remercief.As for the sentence “I'm saying this is because yand your late
husband used to doing idole practices. You dida't@church”, the translation ige*
suis entrain de dire tout ceci parce que toi et fea mari aviez I'habitude de vous
adonner aux pratiques occultes bien que vous alliaglise’ | think that “Je dis ceci
parce que ton feu mari et toi avez I'habitude dasvadonner aux pratiques occultes.
Vous n’alliez pas a I'églisecan be a better rendering. The translator hadtedhihe

“not” of “You didn’t go to church.”

Stage 3 (p.43, vol.2): “This is not a matter ofgdace” is translated agtie ce

soit des jumeaux ou un seul enfahinstead of ‘Ceci ne devrait pas étre un problem.”
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Stage 6 (pp.44-46, vol.2): “I ‘m happy to hear froyou all that every
arrangement had been concluded for the thank gi@sigval to our great god Ichieke.”
is translated asJé suis content de vous voir tous ici. Est-ce quéet les dispositions
sont-elles déja prises pour la féte d’action deagr&n I'honneur de notre grand dieu,
Ichiéké ? As for “take an egg and show the usual respeobur god Ichieke!” its
rendering as dgenouille-toi et rends notre hommage habituel &endieu Ichiek® is
not appropriate. A possible translation can Beehds un oeuf et rends I'hommage

habituel a notre dieu IchiéKé!

Stage 7 (pp.46-47, vol.2)Girls, | can see you all ready now. Now listen...” is
rendered asLes filles, j'ai une bonne nouvelle a vous annend.e comité souhaiterait
gu’'on fasse bien et souhaite que nos costumestdoiem repassés, que tout soit...
This translation has no link with the original te¥t went to give my father food.” Is
translated agle devrais préparer & manger pour mon oncldgre, we have confusion
by the substitution of “father” by “uncle.” Theslaexample of this scene is the sentence
“Pastor Uche is not even sure if he is a Christam traditionalist.” Its translation as
“Pasteur Uché ne montre méme pas s'il est chrétietaalitionaliste, even if it seems
to be very close to the original has the group h& word “...is not even sure...”

mistranslated. It can be rendered asie.sais méme pas..

Stage 16 (pp.53-54, vol.2): In this scene, | hauafl two examples, “Have you
already prayed?” and “I will when | awake.” Thaeaespectively translated agu’
dors déja?” and ‘Je suis un peu fatiguénstead of ‘As-tu déja prié?"and ‘Je le ferai
quand je me réveillerdil will deal now with the translation of proverlasmd idioms in

Snake kingdom
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* Translation of Idioms and Proverbs

There are many proverbs and idiomatic expressioSmnakekingdom In general,
they are well translated. In stage 15 (pp.52-582yowe have three proverbs. The first
is “A goat that does not ask where the father wefitgo the same way.” which is
translated asUn mouton qui ne sait pas la ou est allé son pprenant le méme
chemin’ This proverb is incomplete in the two languagesduse it is neither French,
nor English. In fact it is an African proverb whitill translated can be equivalent to “a
goat that does not want to undergo the same @ituas his father must ask where the

father went first.”

As for the second proverb in the same stage, “Tae who brings ill wood to his
house should expect the visit of the lezards.”tragslation asUn homme qui amene
chez lui des bois gatés doit s’attendre a des tZais acceptable. The third proverb is
made in fact of two different proverbs that ref@ithe same idea. The translation of “A
man who throws to the water should expect to gdt ke a hunter who is going to
touch the dog house of the bees must expect tingsstif the bees.” ad.’homme qui se
jette dans I'eau doit s’attendre a étre mouilluatchasseur qui va toucher la niche des
abeilles doit s’attendre aux piglres des abeillés.not bad but it would be better to

link the two proverbs bytbut commginstead of the coordinating conjunctioet:

In stage 26 (pp.58-59, vol.2), the proverb “It iyothe fool that can go where it
is forbidden” is translated aS€ ne sont que des imbéciles qui vont la ou ilrgstdit

d’aller.” The translation is acceptable.

In stage 31 (p.63, vol.2), the sentence “What hegpbned has happened.” is
rendered through the proverh€' vin est déja tiré, il ne reste qu’a le bofreby the

translator. This is an excellent translation.
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As far as idiomatic expressions are concerned, awe lan idiom in stage 25
(pp.57-58, vol.2). It is “if it is the will of Godyou and | have to see it as wises.”
translated asSi telle est la volonté de Dieu, qui suis-je poue ¢ contraire? “To see
it as wises” is an idiom. Its translation agui‘ suis-je pour dire le contraif® is a kind
of explanation of the idioms, its equivalence beiidpus devons l'accepter avec

sagessé

* Omissions and Additions

In Snake kingdomas inWho loves nf& the French text is longer than the English
one. We have text additions in almost all the stayge have also some omissions

which are:

Stage 2 (pp.42-43, vol.2):“...but you refuse.”

Stage 3 (p.43, vol.2):“Thanks for coming.”

Stage 5 (p.44, vol.2):*You are welcome.”, “Thanlkuygery much.”
Stage 6 (pp.44-46, vol.2): “Don't.”

Stage 7 (pp.46-47, vol.2): “He’s just come with daighter. Her name is Julie.”, “Take

it to what will be changed. What do you think?”
Stage 11 (pp.49-50, vol.2): “What’'s wrong?”
Stage 13 (pp.50-51, vol.2): “We can go on”
Stage 19 (p.54, vol.2): “Please take heart.”

Stage 25 (pp.57-58, vol.2) :“Good evening.”
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Stage 27 (pp.59-60, vol.2):“Can’t you see it?”, “Waeve to be away and...”
Stage 28 (pp.60-62, vol.2):“Are you hearing me?”
Stage 31 (p.63, vol.2):“Come here, come here.”
Stage 37 (pp.65-66, vol.2):“How do you behave that?”, “| have to go with you.”
Stage 41 (pp.67, vol.2):“What is this?”
Stage 44 (pp.68-69, vol.2):“| have to go with you.”
The additions are:
Stage 1 (pp.41-42, vol.2)Etoute-moi...”

Stage 4 (p.43, vol.2)Cela mérite d’étre célébré. J'ai voulu que vousesoious ici...

Buvez seulement.”

Stage 5 (p.44, vol.2):".sion ne veut pas étre alliérié

Stage 6 (pp.44-46, vol.2)Ochukwu, pasteur, merci beaucoup, merci, prenéegesi

mes bien aimés.”, “ Soit le bienvenu mon frere.”

Stage 7 (pp.46-47, vol.2):0k, c’et bon, ¢a va ; Ok, c’est bon, ca va.”, “ Sda

bienvenue, bonne arrivée.”

Stage 8 (pp.47-48, vol.2)Ou est-ce ?”, “ La voiture est garée la-bas ? Ikéha
devrais aller a la riviere prendre un bain, il faites chaud ; qu'en penses-tu ?”, “

Comment ¢ca va ?”, “ Demande-|Ui.

Stage 10 (p.49, vol.2omme tu le veux”, “Je serai avec toi tout de stjteS’il

te plait, faut pas mettre long.”, “...tu m’as séduite

Stage 1Xpp.49-50, vol.2)“Tu es furieuse !”, “... je vais le voir.”
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Stage 13 (pp.50-51, vol.2)ésus-Christ, chérie nous sommes enfin arrivé€h,
oui ! nous sommes arri Absolument.”, “Mon frére,naiemerci beaucoup. Nous sommes
arrivvés par la grace de Dieu”, “Ne vous inquiétpas, pasteur James”, “D’accord,

chérie, entre d’abord.”

Stage 14 (pp.51-52, vol.2)“ Regardez-moi c¢a.”, “ pardon, laissez-moi le
passage.”, “ Ne I'écoute pas, quand elle verra temséquences, elle comprendra. Elle

ne connait rien.”

Stage 15 (pp.52-53, vol.2YMon amour, je ne sais méme pas d’ou ils sont sdrti
“Pourquoi seraient-ils fachés ?” “Le ciel et la tex ont été donnés grace a son fils

unique notre seigneur.”
Stage 16 (pp.53-54, vol.2)je suis fatigué...”
Stage 19p.54, vol.2)“C’est exact.”, “Arréte ca.”

Stage 21 (p.55, vol.2): “franchement mes parents doivent me demander a la

maison.”, “ Ikéna, pourquoi tu te comportes comrag’c

Stage 25 (pp.57-58, vol.2)...mais ce n’est pas vrai.”, “Julie n’est pas la?",La

simple raison.”, “Bon, tu me rejoins donc commededais d’habitude.”

Stage 27 (pp.59-60, vol.2)Ecoute, souviens-toi de notre pacte.”, “Il faut qun

trouve une solution.”, “Je suis désolée, pardonn&srpardonne-moi,”
Stage 28 (pp.60-62, vol.2Mon Dieu, tu me fais honte.”

Stage 29 (p.62, vol.2jas-tu dit sans raison? Il y a cing ans que lkénar®i avons

commencé par sortir ensemble.”, “Maintenant, il usé le mariage.”, “ il se rendra
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compte de ses bétises.”, “ Calme-toi...Ca va. Allezt'en fais pas. S'il te plait, ca va. Ne

tinquiéte pas, calme-toi ma chérie.”

Stage 30 (pp.62-63, vol.2):Comment va-t-on partir d’ici ?”, “Doucement,

doucement.”, “La fenétre ?”

Stage 31 (p.63, vol.2):Es-tu slre de ce que tu me dis?” “Jai discuté awde.”
“Je vais la tuer et subir les conséquences.”, “Maisn, chéri. Tu ne peux pas dire une

chose pareille.”
Stage 32 (pp.63-64, vol.2)vVenez vous asseoir, venez.”

Stage 33 (p.64, vol.2)Commence par quitter.™, Comme je l'ai dit”, “oui il va se

coucher maintenant.”
Stage 34 (p.65, vol.2)Jé t'en prie je t'en prie.”

Stage 35 (p.65, vol.2):Du moment ou il sort, on l'arréte “Occupez-vous de

Ikéna, je m'occupe de la fille. Il ne faut pas di¢e’échappe”
Stage 38 (pp.66-67, vol.2)QJuand je serai parti.”
Stage 39 (p.67, vol.2)lUn homme ne peut pas combattre un dieu
Stage 40 (p.67, vol.2)Qu’est-ce tu di®” “Eh ! vas dedans.”

Stage 41 (p.67, vol.2):Serpent ? Allons a I'extérieur. Allonsty “ Pasteur,
pasteur, viens.”, “Frére Ochukwl. “Ce n’est pas normal. Entonnez, entonner un

chant de combdt

Stage 43 (p.68, vol.2)Que voyez-vous de nouveaiu
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Stage 44 (pp.68-69, vol.2)ll*faut simplement repartir en ville pour continuet
oublier tout ce qui s’est passg' ...t'informer.” “ ... je suis allée chez toi et on m’a dit
gue tu es icf “... mais quelqu’un t'attend au dehors:Ne t'en fais pas, je vais le faire

venir. Viens, je vais te parler un instdnt.Julie, Julie ! attends, “je t'ai vu.”

It can be noticed that none from these omissiofeciathe understanding of the
source text. As for the additions, if some lik& ‘On ne veut pas étre alliéné.atd
something to the understanding of the original,tendst of them are useless, and even

meaningless.

5.3.2.2.3.4Abeni

Abeni is the last film used for this study. The fil&beni has not changed title
from the original to the dubbed version. This nasngiven to girls whose parents made
a lot of sacrifices before having them. In YoruBdoeni means “to implore before
having.” If the translator has chosen to mainthim $ame title for the dubbed version, it
is surely because he has faced some difficultidsat@ an authentic and so expressive
title in French version andbeni being one of the main characters of the film, bhe h

decided to maintain the same title as in Yoruba.

¢  Grammar

The dubbed version @&beni’s punctuation has respected the source text éven i
some sentences the punctuation marks have chahigexigh all the text, | have found
only eight sentences which do not respect the piation of the original text. This
punctuation change can be classified in four categoThe first is made of affirmative
sentences that are translated as interrogativabidrcategory, we have two sentences.

In stage 1 (p.69, vol.2), the senterfeanni, rantioro ti mo ® funo. is rendered as
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“Akanni, tu as bien entendu mon corf&elt is also the case of Mduge pe o o gbagbe

mi. in stage 23 (p.84 vol.2), translated &s ‘m’as donc pas oublié&?

In the second group in which | have found thredeseres, we have interrogative
sentences which become affirmative in the targejuage. These sentences are o
se ni ba m? in stage 10 (p.73, vol.2) translated @sif; j’ai peur.”; Ewo ni ti tiju mig?
found in stage 27 (pp.85-87, vol.2), rendered@e fi’est pas une affaire de hohtand
in the 28 stage (pp.87-88, vol.2),Tt1 a I'air un peu triste, on dirait In the translation

of Ki lo wa de & fi tutu bayi?

As for the third and fourth categories, they ar@den of exclamatory sentences
which become interrogative in the translated text gice versa. In stage 17(pp.77-78,
vol.2), we havepmo yen niyen! translated as Ce n’est pas la fille-la? This is an
example of exclamatory sentence which becomegagative in the translated text. As
for the sentenc®h mi o le gbagbe Abeni! found in the 2% stage (p.84, vol.2), its
translated version is Comment pourrais-je t'oublier, chéfé Here, it is an

exclamatory sentence that is rendered as inteivegat

Some other grammatical problems have been foutiteitranslated text @fbeni.
These problems are related to some errors in theithe target language, i.e. French.
In scene 15 (pp.76-77, vol.2)for example, we ha&erghai Institut’instead of Projet
Songhdi in the target text. In the same stage, we haleerfe suis jamais allénstead
of “je n'y suis jamais all@ In the 17" stage (pp.77-78, vol.2), Akanni’s mother said to
him “ma chérié intead of ‘mon chéri, although Akanni is a man. The last example is
from stage 30 (pp.89-90, vol.2). In this scene, hege the sentenceotii, je va..”

instead of bui, je vais..”
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* Lexis
Lexis refers to the general sense a word has witheng used in a sentence. In
stage 14 (pp.74-76, vol.2), we have the wbng translated asgrande” in the
target language. In stage 18 (pp.78-80, vol.2), hage the expressioh ati 6
rendered asjtimeaux,’and in stage 46 (pp.101-102, vol.igpo is translated as
“chanvre indien.”

¢ Under-Translation

As stated above, under-translation refers to gestation of words or expressions
by less expressive ones. In stage 1 (p.69, vORBJin nla si ni & ba b sibe. is
translated asCe ne serait pas gentil que tu n'y ailles pjds.fact the wordarifin does
not mean “kindness” as it is expressed in the laded text by gentil’ but “lack of
respect.” As far adMaman, inu mi kii dun ti n baplsibe tori won ko tran mi, Aleni
nikan lo tran mi. is concerned, its translation dd&man, je n’aime pas aller dans cette
maison ; a part Alni, les autres ne sont pas gerititeas reduced the meaning of the

word “ife” to “kindness.” This word in fact means “love” 8ike.”

In stage 19 (pp.80-81, vol.2), the translationsofwa ri kpe se wa yi se pataki
gan ar? as Tu vois comme notre boulot est intéres®artas rendered the word
“pataki’ as “interesting” instead of “important.”In stag® (p.84, vol.2), the translator

has omitted the word “ten” in the rendering of tphrase Le jour de ton

anniversaire..”

In stage 48 (pp.102-103, vol.2, si joko si lp la taro, a tie understand gbogbo
ofo te pa lataro. has been rendered addus on est assis la depuis le matin et vous

bavardeZ, reducing then...a tie understand gbogbefo te pa lataro to the word
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“bavarder! A possible redering could be “ an ne comprend méme rien a toutes vos

incantations:

In stage 49 (p.103, vol.2), the sentence Abeni na ni. has indirectly answered
the officer’'s question to know if Almi’'s mother has come to continue a conversation
they had to do twenty years ago. From this anstverspectators of the original version
of Abeni could infer that Abni is the officer’s biological daughter. The tar¢gmiguage
sentence C’est pour Abni” has dropped out this meaning in the target laggua

In stage 62 (p.114, vol.2)n fe wo bi ani quarter owo tawa bim. is translated as
“lIs veulent savoir si nous avons suffisamment é&atgur notre compte, pour ce qu’'on
demand€ Here, the translator has rendered the word “mwarby “suffisammerit
which is too vague. A possible suggestion couldllseveulent savoir si nous avons le

guart de la somme d’argent que nous leur demantions.

In stage 100 (pp.142-143, vol.2), in the sentengbe“est la, dedar®, the
translator has renderaga as “elle”, leading to a confusion because in thevipus
statement, there are two characters that the welld’ “‘can refer to: Abni and her
mother.

The last exemple of under-translation is from sthg@ (p.144, vol.2)in which the
sentencé\bi ilu yi ni Tomiwa ti & fe yawo n? is translated ad.ti aussi, il va ramener

une Béninoisé&.The word ‘ui” is used instead of Tomiwa as it is in the sousé.

* Possible Mistranslations

Now let us deal with the translation errors | foundAbeni In stage 16 (p.77,
vol.2), Kilode ti won n ro bayf? can be translated as “ why are they speaking like
that?” not ‘Pourquoi est-il aussi agif® meaning “why is he so restless?” proposed by

the translator.
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In stage 18 (pp.78-80, vol.250,000 Nairass translated as250.000 FCFA.In
stage 34 (p.92, vol.2), the sentenbrsmmy,se pe wn ti nseto ba mase se igbeyaw®
andBabae ti se gbogbo eto sié, eyi to kan ku ni pe, kw$une¢ are not appropriately
rendered by the translator though the sentendésman, tu penses que papa est
sincér®” and ‘Sinon il n'aurait pas demandé la main de la fille son meilleur ami

pour toi.” “Maman, tu dis que papa a déja tout préparé pour mamniage?” and “Ton
pere a déja tout préparé, il ne reste qu'a tinfem could be more appropriate

suggestions.

In stage 36 (pp.93-95, vol.2), the senteAbeni, a 0 gbadura wi pe gbogbo nkan
won yin ko bag I ehin wa.is rendered a&\b¢ni, nous ne voudrions pas que notre éléve
déraille, tu comprend®’ A possible translation could bébeni,nous ne souhaitons pas

que toute notre richesse disparaisse apres fous.

In the same stage, the senteNt®efo awo, mo gbal oja, koda papa, mapfoku!is
translated“J'ai été plongeur, balayeur et jai lavé méme demsdavres. A possible
translation could beJ'ai fait la vaisselle, j'ai été balayeur de marchgj'ai méme lavé
des cadavre$

The sentencébeni ti yato si iwp, Abeni ti ju e lo pupp, ko si ninu sawawg! in
stage 37 (pp.95-96, vol.2) is renderedAdsni n'est pas de ton rang et nous ne
pouvons pas la sacrifier pour tdiA suuggested translation iAbeni est nettement
différente de toi, Admi n’est pas de ta classe socidle!

In stage 48 (pp.102-103, vol.Z),de I' ofo la pa; owe ti mo pagn ni pe lofo 0.is
translated a&S’il avait su tout ce qui s’est passé avant qu'araeive la!” instead of
“1I dit qu’on prononce des incantations; ce sontpesverbes que j'ai dits qu’il appelle

incantation”
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In stage 56 (pp.108-110, vol.2v yin Ogagu nha ki ge omp gidi. is rendered as
“Ah bon, c’est ce gu’ils for’ A possible translation can b&étre fils Ogagu méme
n'est pas un bon enfahfThe sentenc8awo lo tise nse ¢? In stage 61 (p.113, vol.2) is

translated asPourquoi tu fais ¢a?” instead of Qu’est-ce que tu &

In stage 93 (pp.136-138, vol.&Kj lo de tie lo sise jibiti, four, one, nine?and
baba, sa fun mge okan ni alagbaru ¢! are respectively rendered ‘akt pourquoi les
gens vous traitent-ils d’escrocs ?’and “Considére-moi comme Il'un de tes
mercenaires “Pourquoi avez-vous choisi I'escroquerie comme tit&/and ‘Pere,

considere-moi comme un de tes servitéuwsuld be more appropriate translations.

In stage 100 (pp.142-143, vol.Zg ibi nile Akanni tie nwa? istranslated asDonc,
tu vois! Nous parlions tous du méme Akanmstead of Est-ce ici la maison de
Akanni dont tu parles?As for Hein, o np be bo lo die di¢! in the same stage, it is

rendered asMais cela n’a pas l'air.” “ Cela a bien I'ait” could a better translation.

In Abeni, | have found fifteen mistranslated sentences.spite of all these
mistranslations, the film remains meaningful to thedience. | will now deal to the

trnalation of metaphors iAbeni.

* Metaphors

As previously statednetaphors refer to a figure of speech that dess@bsubject by
asserting that it is, on some point of comparigthe, same as another otherwise unrelated

object. In Abeni, | have found seven metaphoric expressions &sllistlow.
Stage 15 (pp.76-77, vol.2Yi o tii lokun brun: “ Je suis sans engagement.”

Stage 17 (pp.77-78, vol.2ro po nnuwe kbo: “C’est une longue histoire.”
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Stage 18 (pp.78-80, vol.2).maa Iz ka bieye...: “...commencer a te pavaner...”

Stage 30 (pp.80-81, vol.2): ka gbe ohung ale wa f'ologbo.: “ ...laisser disperser ce

gue nous avons construit durant tant d’années.”
Stage 37 (pp.95-96, vol.2gi imu ti ji na s’ori.;: “On ne mélange pas I'or é¢ plomb.”

Stage 63 (pp.114-115, vol.2):mo ba ta si agbanrin, koeyko muemo wa s’ile mi. *

elle doit faire ma volonté, elle n’a pas le choix.”

Stage 96 (pp.138-140, vol.2ywo lo kan mi ninu oku iya adele?: “Qu’est-ce que jai

faire dans vos histoires de famille ?”

All these metaphors are well rendered even if taeslator has not used the same
style because only the example in stage 37 has tmwtered through an equivalent

metaphor.
+ Translation of Proverbs and Idioms

Abeni contains many proverbs and idiomatic expressidimese proverbs and

idioms are in most of the cases well rendered byrdnslator. The proverbs are:
Stage 1 (p.69, vol.2Aso nla kii seniyan nla: “L’habit ne fait pas le moiné

Stage 4 (p.70, vol.2Biwaju o se lp, 0 ye kehin Se pada st “Si on ne sait pas ou

on va, on sait au moins d’ou on viént.

Stage 17 (pp.77-78, vol.2pju inu lagba maa fi riran oju inu lagba maa fi an:

“gquand on prend de I'age, le sixieme sens se dgvelop
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Stage 28 (pp.87-88, vol.2dhun ti 0 ba wwnmode g, ko le run nu.“J’ai pris ma
ferme décision et je 'assumetgR8a); Ohunto nwa b ni sokoto, ohun lo mbl' enu

sokoto: “Ce que tu cours chercher loin, tu I'as a ton H@8b)
Stage 30 (pp.89-90, vol.2ndo o glade gbagbe orisun.

Stage 48 (pp.102-103, vol.Bi no ba ku, afi eru bo ju, bgede ba ku a fiomo re
rokpo.: “Quand le feu se dissipe, il se transforme en cemprand le bananier meurt, il

laisse la place a son rejetdn

Stage 55 (pp.107-108, vol.2Z:I'agemp ti bi omo re tan, ai v jo ku spowo yin!:

“Ca fait votre probléme.

Stage 63 (pp.114-115, vol.2):I'ota kan o gbde ma yin ni yin ki yin “As-tu

oublié que c’est notre unique enfant ?”

Stage 87 (pp.133-134, vol.2die dami I'okun, emi na oofl’ eyin : “On ne rend

pas le mal pour le mal.

Stage 100 (pp.142-143, vol.2% ¢ mp pe eyin ni d’akulp; b’omede o bati ku,

agba ni da: “C’est I'ceuf qui se transforme en poussin.
Stage 101 (p.143, vol.2){kan eni o sa le pe meji, ki nu o bi ni.

We have twelve proverbs in this film; six are remdethrough their equivalents in
French, the ones of the stages 1, 4, 28b, 48,r8I71@0. As for those of the stages 17,
28a, 55, and 63, they are rendered through adaptatis far as the proverbs of the

stages 30 and 101 are concerned, they have be#ieaivy the translator.

With regards to idioms, we have the following:
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Stage 36 (pp.93-95, vol.2Ki lo de ti mo wiru, to nwir@ “Qu’est-ce que tu me

racontes la ?
Stage 43 (pp.99-100, vol.Zplogbo ati ekute Bro te mi a tie.

Stage 92 (p.136, vol.2)5e pe baba yin o ti jawl'anu oro yi lati jo yi?: “Ton

mari n’a toujours pas mis de I'eau dans son Vin?

Stage 96 (pp.138-140, vol.Ato dup pe oda yye mi sik fun araye, o dsp asiri
bo mi. : “Je te suis reconnaissante de ne m'avais praiment couverte de hohtese
lo ko mi si ta biomo ojo mejo : “merci vraiment de n’avoir pas révelé ce secegl

aurait pu détruire mon foyer.”

The idioms of the stages 36 and 96 have been retidegmantically in an
appropriate way. The one in stage 43 has simplyp bedtted although its equivalence
in French exists and i®tre comme chien et chiaThe most interesting example is the
one in stage 92 in which a non idiomatic statenteag been excellently rendered

through the idiomatic expressiométtre de I'eau dans son vin

¢ Other Problems in Abeni

There is a particular problem related to dubbedigarof Abeni. The translator
has chosen to have a film fully translated intonEke and this is not without
consequences on some scenesbehi. In fact, we have language mixing in this film. If
some of the passages in which the original langu&@euba) is mixed with other
languages (French, Englishorigbe, and Gungbe) can be considered as inappmpriat
some are very important because they point outatiethat the characters Abeni are

from different countries and each of them trieshow his/her identity.
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In stage 20 (pp.81-82, vol.2), the characters, Qgagl his friend Laku were in a
restaurant in Cotonou. They speak only Yoruba amgligh whereas the waiters in this
restaurant can only speakrfgbe and French. Each of them tries to make himself
understood by making some gestures that are mdassg we are in a monolingual

environment as the one of the dubbed versiofbahi.

The aim of the author of the original text Albeni by mixing languages in stage
31 (p.90, vol.2) is different. In fact, in this g&g Shade, Agni’'s friend wanted to show
Akanni who is a Beninese that she could speak Rrefais is why instead of greeting
him in Yoruba she chose to do it in French and #sigect is removed in the dubbed
version. The humoristic aspect of a Yoruba speaker is trying to express herself in

French is lost in the dubbed versionAdini.

As for stage 56 (pp.108-110, vol.2), Awa’s fatheanted to speak Gungbe with
Awa because he knew that Ogagu’s father did noerstand this Beninese language.
The answer of Ogagu’s father has given to this gggessa kind of humour that has

disappeared in the dubbed version.

The last problem i\beni is about the songs of the film. If in the othém& used
in this study, the non translation of songs has ranhoved anything to the
understanding of the message; some songs in Albemnaaningful. The spectators of
the French version &tbeni who do not understand Yoruba language have cbriaist

something; and | think some important parts ofgtwegs should have been translated.
5.3.3 Partial Conclusion

The study of the subtitled and the dubbed versainsbeni has enabled me to
closely analyse the version which conveys betteiiritention of the original text. From

the analyses of the two versionsAdfeni, 1 can conclude that dubbing should not be
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seen as a rigid kind of phonological translationwihich the source text is translated
sound by sound. It is only designed to give theregapion that the actors whom the
audience sees are actually speaking in the tasggjubhge. In using informal and

colloquial language, it tends to be more "natuealtl spontaneous when compared to
subtitles. It also involves many stages besidesahianguage transfer and a number of

additional factors might contribute to the quabfithe dubbing.

To answer the question “subtitling or dubbing?’simple words, one could say
that the choice of one or the other approach isgusatter of preference of the country
for which the film is being produced. However, @#ncalso be added that such a choice
implies "cultural, ideological, and linguistic" ifigations as it has been pointed out by

some studies (see Ballester 1995, for instance).

One might say that subtitling is more "authentisiice it does not hide the
original sound. It is also much faster and a moexpensive process. However, from

the audiences' viewpoint, it requires more cogaigffort when compared to dubbing.

It should be also noted that the dubbing processlves less compression of the
message and demands less cognitive effort. Onttiexr band, it can be fifteen times
more expensive than subtitling due to its char&ttes and also takes much longer to

perform.

Talking about different countries, Gottlieb (199485) clarifies that subtitles
tend to be favoured for traditional reasons in 8Sosavia, The Netherlands, Belgium,
Portugal, Greece, Israel, Egypt, and throughoutttad world. By contrast, dubbing is
"the standard method of translating film and ted®n in a number of European

countries such as France, Germany, Italy and SigBinés, 1995:10).
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It is also important to consider that dubbing cam $een as a way of
"naturalising” an imported film and, at the samadj somehow minimise its foreign
and its possible influence by completely concealihg original dialogue. If both
subtitling and dubbing have their pros and consatvelan be said about the prospects of

film translation in Benin?
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Chapter 6: Prospects of Film Translation in Benin

The prospects of film translation in Benin are taldf The first prospect is
about the improvement of film translation and theand will deal the advantages of

film translation.
6.1  Film Translation Improvement

Before going to the improvement of film translationBenin, it is important to

point out the necessity to improve the qualityra films produced in Benin.
6.1.1 Improvement of Film Industry of Benin

Benin lacks films of good artistic and technicalality. As far as the artistic
guality is concerned, it is greatly due to the fd@t almost all the actors involved in
film making in Benin have learned the job on thetsghey did not go to a cinema or
theatre school because there is none in the couvitiseover, cinema or theatre school
in a foreign country is very expensive for the ager student to afford in Benin. It
cannot exist film industry without good actors. WHeasked Abdel Amzat Hakim, the
manager director of Laha Film Production why he ttagsen to co-produdbeni with
some Nigerian actors and film makers, he said besause of lack of talented artists

and film technicians in Benin.

As for the technical quality of Benin film industrhe gap is going to be filled in
since there is now a school in which students enl audiovisual jobs such as
journalism, film writing, film production, film diection, sound taking, and photography
direction. This high school is calldastitut Supérieur des Métiers de I'Audiovisuel
(ISMA) and has begun its activities in 2006. Butilunow, there is nothing about

audiovisual translation studies as it is the casgGhana with National Film and
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Television Institute (NAFTI) which was established 1978 by the Ghanaian
government as a public Institution of Higher Eduwmatin Film and Television
Production. In this high school, students are tawyerything related to audiovisual
jobs, including translation that started in 2008isTinstitute has translated many films
among whichLes Bobodioufs the most popular TV series in Francophone Afdacd
Wambi.The two films are produced in Burkina-Faso anddhlebed versions have been

shown aftFestival Panafricain du Cinéma de Ouagadou@geaSPACO) in 2007.

6.1.2 Improvement of Film Translation in Benin

The films translated in Benin are subject to twairmproblems: technical and
linguistic problems. My concern here is to suggeshe ideas to help film translation

stakeholders to overcome these problems.

To improve the linguistic quality of film translafh in Benin, Beninese
educational authorities should think about thentreg on audiovisual translation. If film
translators are well trained, the quality of trenslated text will be better. These films
should be on digital versatile disc (DVD) insteddvideo compact disc (VCD) as it is

now the case in order to offer many different chsito the audience.

If you take an American film on DVD for examplegetisame film produced in
English is subtitled in English, dubbed and suliitin French. The audience, with the
single DVD can choose to watch the film by listenbo the English voice without or
with subtitles (in English or French), or he/sha choose to listen to the French version
without or with subtitles (in English or French), @ read only one of the subtitles

without the sound. All this is possible on only d»¥D. If Beninese film translation

234




stakeholders and educational authorities takehae suggestions into account, film

translation development can have many advantages.

6.2 Advantages of Film Translation
Film translation should be developed in Benin foany reasons. Dubbing for

example should be developed for five main reasons:

According to Anselme Awanou, the managing direabiCentre International
des Radios et Télévisions d’Expression Franc8&RTEF), the cost of dubbing a high
quality film or TV series is generally between 5a@0% of the production cost of the
same fiction. As a result, investments in dubbirighilead to a dramatic increase in the

volume of Beninese productions available for breatiag or distribution.

However, many TV professionals consider subtitiag not suitable for
broadcasting. For television programmes, dubbingghly recommended, especially in
Africa because of the high rate of illiteracy in mgacountries. Dubbing is "the art of
illusion”, said Ben Morou, the managing director Mérketia Media Afrique, a film
distribution agency. A dubbed version looks muclrerfamiliar to the audience than the

subtitled version.

Some popular imported TV programmes might be dulivé&knin, providing job
opportunities for many under-employed actors. Thialready the case for telenovelas.
During the past years, different telenovelas wenbbed in BeninLa Chacala for
example dubbed by BG Com was then re-exportede dime French version done with

African voices was purchased and broadcast byrchreroadcaster.

235




No other continent has so many languages as Affledobing is a powerful
means of crossing language barriers. The shortsfibn AIDS awareness series
Screenplays from Africhave been dubbed into dozens of local languages,ding

Yoruba, fongbe, Mina, Bariba, anddddi; some Beninese local languages.

Some researchers think that one can use audiovisrdlation in general and

particularly subtitling to foster the acquisitiohaosecond or foreign language.
6.2.1 Language Learning through Translation

It is common knowledge that the use of language the making of humankind
and that language acquisition and usage can takeiffament forms, each of which
plays an important role in one’s personal and caltidentity. Specialists of different
areas have not, however, come to a consensus e toleal approach to language
teaching and learning and language teachers chbdek on theories and techniques
which will support their choices whichever the aggwh to be taken. Robert Tuck
(1998) in his article Translation — still tabo®” lists some of the most common
approaches teachers have turned to in their peaciicey are undoubtedly numerous
and varied, covering from the Direct Method, to tR#ructural/Audio-Lingual
Approach, to Communicative Approaches, Humanistipprdaches, the Natural
Approach, Chomskian Cognitive Approaches, the Lax#gpproach, only to mention a

few amongst the most popular.

All tested and tried, these last decades have geeebb and flow of different
methodologies and teachers have come to retutrosetwhich best suit their particular
needs. Teachers’ approaches to language teachengjuatie often dictated by their

students’ needs and profiles as well as by theirking environment and their own
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experience as language learners. Taking it asmigeethat, in normal circumstances,
the natural acquisition of the mother tongue comiéis no need for formal education —
it is part of the overall process of growth — tlesue of language learning gains
importance when one speaks of the learning of doréanguages. Most people learn
these at school, under rather unnatural circumsetaand often leave school with formal

knowledge of the intricacies of such languagesnatlt little fluency in their real usage.

For decades, before the surge of teacher traimiogr@mmes based on many of
the theories and approaches referred by Tuck (19883t foreign language teachings
were done through translation (Malmkjaer 1998).retr®ugh in the last decades of the
twentieth century there was an effort to move awayn translation as a language
learning/teaching strategy and to take languagmilegiteaching towards functional
and communicative approaches, nowadays, teachersodonger sceptical about using
their students’ mother tongue as an aid to thehiagwf a second or foreign language
and have come to terms with the fact that trarmsiais, in fact, a “learner-preferred

strategy [...] an inevitable part of second languagguisition” (Stoddart 2000: 1).

This is true if | take into account the large amoah“translation” people carry
out even within their own mother language, whenetlere is a need for the
interpretation and clarification of meaning, andsthg when they are confronted with
texts in foreign languages, ranging from the gomasupermarket shelves, to news and
programmes on television. In these less converitieaaning environments, people of
all ages are often unconsciously transferring betweifferent linguistic and cultural
codes, comparing and decoding, inferring and drgwieanings that are only theirs,

because these are the result of personal translataresses. What comes as obvious is

237



that each of these experiences leads to languageirlg opportunities, all based on

translation efforts, far from the traditional clessm setting.

6.2.2 Language Learning through Subtitling

One of the greatest changes in learning scenedmaght about by the advent of
television. One may now say that with the mass edarriers have fallen and global
communication facilities brought about new meanitogthe very concepts of language
and translation. Whenever the button is turnedTdh,viewers are forced to sharpen
their senses to adjust to the specificities ofeddht types of texts which call for
different interpretation skills. People are oftaken on roller coaster rides along images
and sounds that come and go at a pace that caaradteoed, often making the greatest
of efforts to keep in track with the multitude afrss to be decoded. Understanding
comes with multiple translation efforts which afethe more demanding if the verbal
component comes in a code that is not fully madteaeforeign language. Different
countries have taken to different language transd@rtions — dubbing or subtitling —
in order to make foreign spoken programmes acdestbtheir audiences and, in so
doing, different opportunities are given to viewersuse audiovisual texts as a means

for language awareness and acquisition.

Conventional educational systems have found theuresfulness of audiovisual
materials and have gradually brought them intoctaesroom, most of the times to add
“colour” and variety to lessons on different sultgecThey have also been used in

language learning situations and have become sitegetools.

One of the main reasons for introducing audioviswahslation for language

learning/teaching lies in the fact that students given the opportunity to think about
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language within an enjoyable holistic approach. @ahmisement element that is often
connected to audiovisuals and the novelty in disdag new meaning conveyers

proves Robinson’s premise right:

As teaching methods move away from traditional wiel modes,
learning speeds up and becomes more enjoyable ap@ m
effective; as it approaches a subliminal extrentedents learn
enormous quantities of material at up to ten tinhes speed of
traditional methods while hardly even noticing ttregy’re learning
anything: to their surprise, however, they can qrenfcomplicated
tasks much more rapidly and confidently and acelyahan they
ever believed possibi997: 3).

The complex make-up of audiovisual texts and tleei§ipity of language transfer
between different languages and codes allows fogremmmous range of activities that
enhance language awareness and increase commumicathpetence. Exercises can
range from the receptive skills to the productikdlss and can take the form of gap
filling exercises, gist summaries, note taking, aodabulary expansion, among many
others. In each instance different aspects of laggwsage is exercised and if, in each
case, time is given to the analysis of the chatey@guage undergoes in each instance,

greater language awareness is inevitably gained.

It has become obvious that through subtitled filstsidents can improve their
language skills. In all, | tend to agree with Radain’s “shuttle model” for translator
training; when | defend that audiovisual transkatican serve didactic purposes. |
believe that if students are made to think abaxitae a multilayered complex that can
be systematically taken apart to later be put llagkther, they will acquire knowledge

that will speed up their linguistic performance.
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As we have seen, language is far more than ver@sc Language learning
cannot be limited to the acquisition of vocabulamrd the mastery of grammatical
structure. Audiovisual translation, when dealt witha systematic and yet creative way,
can offer innumerable opportunities to improve Uisic competence. It can be

concluded that subtitling has three main advantages

I Improving reading skills,
i. Boosting foreign language skills, and

ii. Facilitating easy and cheap international prograohange.
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General Conclusion

Film translation is a complex task. In this stuthhave pointed out two major
types of film translation: dubbing and subtitlimgch of them interfers with the original
text to some extent. On the one hand, dubbing @svknto be the method that modifies
the source text to a large extent and thus maKamitiar to the target audience through
domestication. It is the method in which "the fgredialogue is adjusted to the mouth
and movements of the actor in the film" (Shuttleth@and Cowie, 1997: 45) and its aim
Is seen as making the audience feel as if they steming to actors actually speaking

the target language.

On the other hand, subtitling, i.e., supplying angilation of the spoken source
language dialogue into the target language inah@ fof synchronised captions, usually
at the bottom of the screen, is the form that sltbe source text to the least possible
extent and enables the target audience to experibecforeign culture and be aware of

its ‘foreignness' at all times.

Dubbing is considered as film domestication whemaasitling is considered as
foreignisation. Domestication is here understoodtramslating in a transparent, fluent,
'invisible' style in order to minimise the foreigrgs of the target text" (Munday, 2001:
146). The result is that all foreign elements assirailated into the dominant target
culture, thus depriving the target audience of ialucharacteristics of the source
culture. To put it differently, domestication isetlpproach that favours and privileges
the target culture over the source culture, movihg author/creator towards the

reader/audience.
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As for foreignisation, it is an approach to tratiska which can be described as
"sending the reader abroad," as Munday puts it{2087). It is a method which assumes
that the translated text does not 'pretend' to beomrginal (as is the case with
domestication) and where the foreign identity a¢ dource text is highlighted—which
makes the ideological dominance of the target oeltumpossible. Foreignisation
privileges the source culture, and it evokes aeseh&therness,' emphasising the foreign
nature of a film. Therefore, it is subtitling thaintributes to experiencing the flavour of
the foreign language, its mood and the sense dffereht culture more than any other
audiovisual translation mode. This is mainly dudhe fact that the original soundtrack
and dialogues are not tampered with, as is the icadabbing. Moreover, "hearing the
real voices of the characters not only facilitateslerstanding in terms of the specific
dialogue or plot structure, but gives vital cluesstatus, class and relationship” (Mera,
1999: 75). Although there are significant cuts he tength of the dialogues due to the
intrinsic nature of subtitling, much of what is i@an be compensated for while hearing

the original version in source language.

The films used as case study have pointed out reehnical and translational
problems.When watchingAbenj the only subtitd film involved in this study, | have
noticed that in addition to some mistranslations and gratcal problems, film
subtitling elementary rules such as fifteen chamsc second or with a line for two
seconds, have not been not respected. As far akibieed films are concerned, the rules
about lips movement match have hardly been respe®&eninese films translation
stakeholders should make much effort to give tar fm@ductions the required quality to

make the products reach international standards.
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But before having a well dubbed or subtitled filinjs important to have good
films. Film industry of Benin is inexistent whenmpared with the film industries of
Nigeria, Ghana, or Burkina-Faso. On a televisiomnctel, | heard Pierre Vikpon,
commonly callecéléphant mouilléa well-known Beninese film actor complaining that

he is not known abroad.

In fact, éléphant mouillévith his friend Simplice Béhanzin ali&pi wobahoare
two Beninese actors and they are greatly appretiayeBeninese audience. But their
films cannot cross Benin borders for many reasdi& most important reason is, as
eléphant mouillésaid it himself, that “they do not use internatiolenguage in their

productions.”

As for Pipi wobahg he said that film is different from theather. etencluded by
saying that Beninese actors should be trained lon riiaking. But this will be only a
beginning because the produced films should be ptedn How can this be possible if all

the cinema rooms in Benin are closed?

The authorities in charge of culture should thiblowt the re-opening of cinema
rooms. Translation in this case will help Beninéibas to reach the foreign audience.
Each country cultivates a different tradition artslating films and subscribes to one of
the two major modes: dubbing and subtitling asafafilm translation is concerned. The
decision as to which film translation mode to che@sby no means arbitrary and stems
from several factors, such as historical circumstantraditions, the technique to which
the audience is accustomed to the cost, as wahake position of both the target and

the source cultures in an international contextgfr1995).

243



In this study, | have shown that both dubbing auobtifing are important in
Benin. Dubbing is important because apart fromett@enomic advantage, it involves the
recruitment of actors, it also allows reaching aajmumber of people than subtitling

does, since 68% of Beninese population are illieera

As for subtitling, apart from its low cost, it cdoster the acquisition of a
second/foreign language. The support, in spitetoffictional character, contains an
authentic language. It makes it possible to seeuserstand native people who speak
and behave in a way close to reality (even if hecglists distinguish basic differences:
turn of word respected, narratives ellipses spetdithe cinema and the literature, etc).
By retro translation, listening, the handling ahd tomparison of the various versions of
the same extract, the viewers can access haverdpraducible comparative approach

between two linguistic codes and two manners ofapgnding "reality.”

Foreign language teachers must support the adquisdf a communicative
competence. The cultural end is intrinsically retato the formative end. The language,
at the same time as the expression of a culturtheioccasion of contact with another
civilisation. Language teaching must thus aimhat ¢énrichment of the cultural horizon
of learning and this is possible through transldieds because in films we can see

native speakers act and behave as in their eveliday

Thus, this work on film translation and the anatysé linguistic and cultural
problems of some translated films will make it pbksto rebuild the implicit which
creates complicity and welds the communication.rhieg a second/foreign language

must then be understood as learning a second/foceiiture.
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At the end of this analysis, the interrogatmmfilm translation makes it possible
to go beyond the opposition between the classngfuage and the natural environment.
Language learning through translated films can helput together the form and the
sense. Commenting on translation, Cordonnier (J18&8es that the work of rewriting
of the translation is not a translation of the laage, but of how the speech makes use
of the language. It is an interval which is coiladthe relation between two cultures,
between what the other’s text says, and what | nikesay in mine, and a relation of

cultural and imperceptible tension between languwagespeech.
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