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ABSTRAKT

Preklad humoru je tématika Siroce debatovana megvisty. Nejen, Ze serpkladatel potyka se
standardnimi fekazkami pekladu, ale je také nutné, aby byla provedena lkiowd analyza jak
vychozi, tak cilové kultury pro nalezeni vhodnékwuiealentnihoifeSeni. Problematika ekvivalence
je také v praci rozebirana, vzhledem k tomu, Zernalingvisti na tuto oblast se vyrazmodliSuji.
Novou vyzvou je pro saiasné pekladatele audiovizualnifgklad. Tato prace konkretrvyuziva
piekladu serialu fatelé, coby idealni platformy pro analyziekiadatelskych metod v situacich, kde

se setkavaji dvproblematicka odstvi prekladatelskych &d.

Kli¢ova slova:

Humor, geklad, audiovizualniigklad, kultura, vychozi text, cilovy text.

ABSTRACT

Translation of humour is a topic widely discussedoag linguists. Apart from the standard
constraints of translation, a thorough analysisboth source and target cultures have to be
performed before an equivalent solution can be dodie issue of equivalency is also debated in
this thesis as opinions of specialists in the fafltinguistics differ immensely when it comes kast
matter. A new challenge that temporary translatarse to face is audiovisual translation. The thesis
deals with translation of the sitcom Friends asitfttuded dialogues provide a perfect basis for
analysing translation methods in situations, whve problematic fields of translation studies

encounter.

Keywords:

Humour, translation, audiovisual translation, cigflsource text, target text.
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INTRODUCTION

Translation of humour is a field widely discussedoag linguists. Some of them have
made attempts to come up with appropriate methbdpmroach, some of them talk about
Luntranslatability” of humour. As humour have alwgylayed an essential role in everyday
life, it is necessary to find efficient ways fort@ be transferred across cultures, especially
nowadays in the world of globalization. There arangn constraints in translation of
humour, many of which are common with translatiean saich - culture-bound terms,
grammatical and lexical differences, linguisticrns, such as idioms and wordplays, the
issue of politeness, dialects, slang, etc. All ¢heategories are not easy to be dealt with.
When they are, however, accompanied by humourtrémslator is given a multiple task.
Not only s/he has to produce a target text thaemédes the source text in the most
possible way but s/he also has to make this texipcehensible to the target audience and
entertaining at the same time. Furthermore, it teabe stressed that what might be
considered humorous in one country, can be perdeage inappropriate outside of its
borders. Humour is therefore not universal and titamslator has to possess deep
background knowledge of both source and targetumulto be able to assess the
appropriateness of a joke. When a joke does noégppond to local standards it cannot be
removed from the text completely but is shoulddg@aced by another joke understood and
accepted by target nation but still containing dhiginal message of the source text. Given

all these criteria no wonder the term ,untransléitgbemerged.

Another phenomenon that this work deals with is@dual translation. It is a new branch
of linguistics that appeared with introduction aexpansion of dubbing and subtitling.
Even though many linguists have refused to ackndgdeaudiovisual translation as
separate part of translation studies, it is aneigbat should not be ignored. Audiovisual
translation requires a whole new approach to dgatith translation so that the transfer of
language in film and cinema production can be naffieient. The chapter first describes
audiovisual translation as such and subsequentlpctises on two specific types of
audiovisual translation in more details — dubbimgl @ubtitling. Both of these methods
have their advantages and disadvantages that d@herfielaborated in the chapter. Each
method also has certain restrictions that needetdaken into consideration and these

restrictions will be together with specific exangbiescribed in this chapter.
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This paper will be divided into several chaptersvimich the main constraints of humour
translation will be defined and examined. For epbkenomenon different approaches of
translation will be introduced and the theory vk demonstrated on examples from
episodes of the series Friends. It is a very coewerchoice for such analysis as every
possible form of humour is introduced in this sitcoAnother reason for this particular
choice was the fact that Friends episodes have trapslated into several languages and
have gained a great success worldwide. This i&dh quite bizarre considering that every
country has different requirements when it comefiumour and that great majority of
humour in Friends is closely connected with Americalture. This bachelor thesis is
organized in an unorthodox way as it is not divid&o theoretical and practical part but
the practical content is directly embedded in tieoty. The purpose of this structure is to
make the definitions and strategies introducednidyidual linguists more understandable
to the reader. Dividing these parts in two sepasdments would be too complicated and

illegible, especially for those who have no forrkeowledge of linguistics.

The aim of this paper is firstly to analyse erriordranslation of humour that occurred in
Friends and then suggest possible methods of atamsithat might have produced more
effective result than the original ones. It is intpat to say that translators of Friends faced
a very challenging task and they surely deserven@eledgement for what they have
achieved. Examples of translation errors in Friestisuld not be thus seen as criticism but

as simple tool of demonstration of specific clasihes can emerge in humour translation.
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1 HUMOUR

Humour is an inevitable part of everyday life, paftevery culture and part of every
individual person. It could be said that the madkiimds it essential as the most popular
films, series, shows and books tend to be the prmsoting comedy. In linguistic fields,
however, humour is considered to be a very trickgnmmenon. Although the theoretical
meaning might be the same all around the world ptiaetical content of the word differs
not only from country to country, but also from g&m to person. As one might assume,
humour is a part of language. The basic definiteord function of language is also
commonly recognised — a way of information transieique to a human being. However,
another fundamental role of language is that itchams as a tool for revealing one's
personality. Through language not only thoughtseaessed but also inner essence of an
individual is being reflected and brought to suefads Halliday puts it: ,Language is the
medium through which a human being becomes a paliggnin consequence of his
membership of society and his occupancy of soolakt (1974, 11). There is a deep truth
in his words as it can be very often easily estadathich social group a person belongs to
based only on his/her speech. We might consideroburto be an element embedded in
that inner essence of man. Everyone finds diffetlimgs humorous; everyone has their
own taste and preferences. Talking of a good sehsamour might therefore erupt into a
contentious discussion. One of the crucial thilmggumour is that it has to be recognized
before it can be appreciated. This can be congidére very first step when it comes to
understanding humour and in many situations thalse the step in which the humour is
lost. There are some obvious ways how a joke caprégented, like using a well-know
opening phrase. Some of them were mentioned byaflder Richard (1977, 12) in his
book Aspects of Verbal Humousuch asHave you heard the one about the..., Have you
ever stopped to think whyor What got x goes y and sounds like H& calls this
phenomenon a “metalanguage” of humour and he defires phrases of fixed expressions
which has the ,[...] purpose of indicating the shii gear from the 'serious’' to the
‘'unserious' or back again [...]" (ibid., 13). Apfnam these obvious signs one can get a lot
from the intonation of the speaker as well as aatgraajority of jokes is based on
intonation. In many jokes, however, it is necesdanhave some kind of background,
additional knowledge to grasp the meaning of thamd that is an issue the following

chapters deal with, focusing on translation of humno particular.
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1.1 Categorization and translation of humour
Translation of humour is a challenge that manydiaors have to face. Not only the
appropriate translation and form has to be foundabgo the text should also fulfil the
purpose of entertainment. The sitcom Friends fatsxthme due to humour. Its success is
worldwide and translations have been made into nlemyuages. This is considered to be
something very strange to happen that even thowgbkat part of Friends humour is based
on the American culture, it has still been accejtesb many different countries. There is
innumerable number of jokes throughout all episoaled thus the translators were not
given an easy task. Apparently, however, they medaheir job well as nowadays Friends
might be thought of as the most popular sitcomllofirae. Different methods of humour
translation together with concrete examples willfbeher elaborated in the following
chapters of this paper. Regarding the categorizatfdiumour, it is not something that all
linguists would generally agree upon as the tesmelfitis very difficult to define. Taken
from a very broad perspective however, RaphaelsestW1989, 130) managed to define
three main categories into which jokes can be diidThe examples are taken from
episodes of Friends.

B [inguistic jokes — the most difficult for translation, puns and eattkinds of word-

plays are involved here

example: episode 4 (Crane et al. 1994-95)

Monica:Phoebe, do you have a plan?

Phoebel don't even have a pla.

B cultural jokes — a background knowledge is needed for their cohgreion

example: episode 12 (Crane et al. 2003-04)

(at Phoebe's wedding) ChandMfow! Aren't you gonna be cold?

Phoebel don't care. I'll be my something blue.

B universal jokes— the easiest type of jokes regarding the translaeither generally

understood or easily substituted
example:episode 19 (Crane et al. 1998-99)
Caitlin: Hey, where's the chicken?

ChandlerOh, he's in the back. The duck pissed him off, thaideggs came first.

Some of these categories will be further elaboratethe following chapters as part of

other problematic issues of humour translationwdised in this paper.
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2 LINGUISTIC CLASHES IN TRANSLATING HUMOUR

In translation not only an attempt is made to tianthe meaning in the most equivalent
way but sometimes it is necessary for the transtatdoransfer the linguistic form as well,
depending on the role of the text. Catford (196D, therefore defined translation as “the
replacement of textual material in one language) (8L equivalent textual material in
another language”. There are many linguistic asp&gpearing in a text and it is important
to stress that they are usually specific for eaxhvidual language therefore it might be
quite complicated to preserve them in translationless difficult cases these specific
linguistic features might be omitted and simply laged by other linguistic means
convenient for the general understanding of thé fBis is what Nida (1964, 159) calls
“dynamic equivalence”; it represents the thouglatt tfthe most important thing is for the
message to be preserved in the target languagellesmthe linguistic means that are used
to achieve this, unlike “formal equivalence” whiaims at keeping the same form and
content. The main task of a translator is thusréate such target text that would have the
exact same impact on the target audience as ibhabe source audience. Sometimes,
however, if a linguistic instrument has some patfc role in a sentence or even more
importantly if preserving this instrument is fundamtal for the contextual meaning, a
problem may arise. With reference to the sitconerkis, for example, there are many
humoristic elements which are linguistic-bound, nieg that humour is expressed through
some kind of a word-play, rhyme or collocation.simch cases Nida's theory of dynamic
equivalence is not the most appropriate methocetagplied as the main focus would be
only to keep the text amusing. If the source tdadwever, entertains by a particular
linguistic mean, not only the entertaining effeat klso the tool through which this effect
was achieved should be preserved. Naturally, tkiemteist be always adapted in translation
in order to become comprehensible to the targethwamnity but if there is a joke based on
idiomatic expression, for example, the translatoesdnot necessarily use the exact same
lexical expressions but s/he should develop a igeeablution involving the humorous
usage of a relevant idiom that the target audievmeld be familiar with. Catford (1965)
introduces a term “total translation” explainingag replacement of every single linguistic
element in a sentence by the exact same elementthe target language preserving their
phonological, textual and grammatical form. Althbu@atford's strategy would be the
most precise one in many cases, it might not beyawossible to apply, especially in

audiovisual translation where many other constsamentioned in the previous chapters
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need to be taken into consideration, such as sgndation of the lip-movement.
Therefore neither Catford's nor Nida's theories loarconsidered right or wrong as every
text needs to have an individual approach of tedimsi. Most of the time translators find
the best solutions in the combination of severahods and strategies. In Friends there are
some linguistic clashes in translation in nearlergvepisode. As it has been already
mentioned in this paper, this sitcom is based andwr; therefore the translator's priority
is usually to entertain rather than to transfeadigular form or content. Catford's theory of
finding lexical and grammatical equivalents woulat be very effective in such cases as
humour is something very specific to each culture therefore it needs a lot of adaptation
in translation if the purpose of amusement is tkdyat. There is part of Catford's theory,
however, that the translator could take advantadgand that could be very useful in
Friends translation in particular, and that is théstitution of SL phonology by TL
phonology. In Friends there are many jokes basguhonetics such as rhymes or similarity
of sounds and although it is usually not possildepteserve the same lexical and
grammatical structure, at least the effect of rmgrand sounds can be (in some situations)
assimilated. In many cases in Friends the humoristege of linguistic means is either
replaced of avoided completely for the sake ofexgserception. In the following part of
this chapter several linguistic tools of entertaaminwhich appeared in the sitcom will be

introduced and defined together with concrete exasxgirawn from the sitcom.

2.1 Idioms

Idioms are fixed expressions whose meaning canmaishally derived from the words but
whose meaning has to be learned. Every languagegsss different idioms and therefore
they are often a problematic issue of translati®aker (1992, 63) defined idioms as “[...]
frozen patterns of language which allow little ar wvariation in form [...]” and she also
added that exceptions are allowed only in ordemé&ke a joke or word-plays. She also
points out that a translator may come across setygres of such fixed expressions, some
more recognizable than others, thus the cruciablpro does not have to be finding an
appropriate equivalent in the TL but recognizing idiom in the first place. Once the
idiom is recognized the translator has to find ibuhere is any equivalent idiom in the
target language and if not, then s/he has to amallge situation in which the idiom

appears, go through the TL existing idioms and tmgrio find the one that fits into the
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context. This was, however, very simplified consiag of the fact mentioned earlier that
every language and every culture has their ownifspediomatic expressions and that
.[0]ne language may express a given meaning by medra single word, another may
express it by means of a transparent fixed exmesaithird may express it by means of an
idiom, and so on* (Baker 1992, 68). Baker (ibid2-77) suggests several methods of
idioms translation: a) using an idiom of similaraneng and form, b) using an idiom of
similar meaning but dissimilar form, c) translatiog paraphrase and d) translation by
omission. In Friends idioms are very often usedhasour tool and naturally not all of
them can be translated efficiently. Luckily for ttianslator, however, in Friends one joke
is usually immediately followed by another theref@voiding an idiom translation does
not necessarily create a gap in the situation. hane of the big advantages of Friends;
the episodes are so loaded with humour that ondeamatching them several times in a
row and still have a good laugh. It is nearly ingilbke to grasp all the jokes in just one

session. Some of the idioms examples are listemhbel

Example 1:episode 21 (Crane et al. 1995-96)

PhoebeYeah, but he did have to have a bunch of stiteneshe said that only once in a
blue moon does a dog's ear grow back so...stilirgpplo, ale mam tam prej hroZmmoc
stehi a zatim je@t nemame jistotu, Ze mu to uch@rgste, no...snad to bude dobry.]
Expression ,once in a blue moon“ refers to someghimat is very rare and in this situation
the doctor that gave Phoebe the information aboaitdog's health was obviously being
sarcastic which Phoebe didn't quite get. In my iopinthis idiom could be quite easily
substituted by the Czech expressjednou za uhersky roldlthough there are some slight

differences, it would fulfil the intended purpose.

Example 2:episode 1 (Crane et al. 1994-95)

Joey: Welcome back to the world! Grab a spoon! [Vitej Higota! Dej si do nosu
starousi']

Ross (later on in that episodéjrabbed a spoon. [Z&u si uZivat.]

To grab a spoon is an idiom usually used in a s@navhere one man is trying to convince
his friend to get over his ex-wife or ex-girlfriendls there is no such equivalent in Czech,
this idiom was simply eliminated in both cases. Traaslator could have, however, at least

chosen one phrase that s/he would be able to usahnof these situations. My suggestion
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would be for example ,Jdi do toho* in the first smmce and ,Jdu do toho” in the second
one so that there is a visible link between theg® sentences just like in the original

version.

2.2 Word-plays

Word-plays are intentional errors and changes irda«d?eople find this entertaining as
they have some learned standards of how languades\aad most of the time they can
predict and know what to expect from a languagerdAfdays, however, break these
standards and they usually take the hearer byisargkccording to Delia Chiaro (1992, 2),
“the term word play includes every conceivable wawhich language is used with the
intent to amuse” and that “the term word play coeguup an array of conceits ranging
from puns and spoonerisms to wisecracks and futames” (ibid., 4). Word-plays can be
therefore puns, phonetic errors, oddly-formed se@estructures or even creation of non-
existing words. Idioms might be, to a certain ektercluded in this category as well,

provided they would be somehow changed or adjusgdte user.

Disputes have been led among linguists about theitien and categorization of word-
plays and many different typologies have been apesl over the years. Delabastita (1996,
128) distinguishes between six types of word-plaggnonymy (see example 5),
homophony, homography, paronymy (see examples Bjtéjtextual wordplay and
portmanteau. Homography describes the situatiomwiive words are spelled identically
but pronounced differently, homophony (see exariplen the other hand, refers to the
situation where words have identical sounds bdietnt spelling. Homonymy occurs

when two words have the same sound and spellinthbtg is a difference in meaning and
in paronymy two words share close resemblancethien¢e are slight differences in both

spelling and sound.

Example 3:episode 4 (Crane et al. 1994-95)
Monica: Hey, Joey, what would you do if you were omnip@tgidey, co bysdal jako
omnipotentni?]

Joey:Probably kill myself! [Patré bych se zabil.]
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[.]

Ross:Joey, uh...OMnipotent. [Nevi co je omnipotentni.]

Joey:You are? Ross, I'm so sorry. [Ty uz jo? Rossi,domzi.]

First of all, the wordmnipotentnis hardly a word that would appear in a casuak@ze
dialogue therefore there is a high chance thaeatgnajority of the Czech audience would
not even comprehend the proper meaning of it. AAwbisd of all, there was a word-play of
paronymy in Ross' reaction as what he said could baen easily misheard laam

impotent This is a situation, however, that probably caudd have had a better or ideal

solution.

Example 4:episode 2 (Crane et al. 1995-96)

PhoebeWe went shopping for...for...for...fur! [J& jsemdh pér...par tch...pér koZich!]
In the situation, Phoebe is trying to come up witie about what she had bought in the
shops that day even though she did not go shogpialy in order to cover Monica's back.
In American English specifically, the differencegronunciation of the worder andfur

is subtle. The same could not have been, unfonatone in Czech and therefore the
whole word-play had to be omitted as the contenhigfword-play was crucial for the

understanding of the follow-up dialogue.

Example 5:episode 22 (Crane et al. 1995-96)

Ross offers Mr. Green to get him something to drgdotch in particular.

Mr. Green:Neat. [Cistou.]

Ross:Cool. [S ledem.]

Mr. Green:Neat as in no rocks. [Nechci zadnej led.]

Ross:l know. [Znena.]

Neatcan be understood in two ways, either it can nveay good, pleasardr it can appear
in a collocation with alcoholic drinks, meaningice or anything else is added to it. One

would hardly find a Czech equivalent to this typiesample of homonymy word-play.

Example 6:episode 23 (Crane et al. 1995-96)
PhoebeWe didn't do any of the romantic stuff | had plashtike having a picnic in
Central Park and coffee at Central Perk. Oh, | jget that! [Ani jsme nestihli tu

romantiku, jak jsem planovala. Jit na piknik do @aimiho parku, stavit sedkde v
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kavarre. Ne, to jsme stihli!]

This word-play can be again recognised in Ameri€nglish only as the worgsark and
perkare pronounced the same in the US. In my opirfierjdke could have been at least
partly preserved i€entral Perkwas simply translated &entrélni perk Although it does
not have a meaning in Czech, it would be cleahéoatudience that Phoebe refers to the
coffeehouse as she was pointing directly to thesgleindow where the name of the
coffeehouse was written and moreover, there woelthbe similarity in sounds park,

perk

An “intertextual wordplay” is a term defined by l@palme (1997) and it is based on
already existing phrase (like a verse, advertisingan, proverb, the name of a book or
film etc.). The phrase on which the wordplay isdzhen is called a “frame” (ibid., 141). In
Friends the examples of intertextual wordplay @ wften demonstrated on songs,
rhymes or quotes of well-known characters from Ispgkries and films. A phenomenon
that Walter Nash (1985) named “portmanteaux” dbessra situation where two meanings
of two different words are squeezed into one simgled. Nash (ibid.) also points out that
the concept of portmanteatas originally introduced by Lewis Carroll. Bothentextual
word-play (see examples 9, 10) and portmanteauxgsamples 7, 8) appear in Friends.
From translator's point of view, these two phenoaneave much bigger space for
creativity in comparison with the four types of Weplays identified above where the

translation was considerably linguistically reseat

Example 7:episode 6 (Crane et al. 2002-03)

Chandler is trying to convince Monica that he isrfier than some guy from Monica's
work so he is trying to make up jokes all the tilhebody else finds them too funny
though.

Chandler:Your new poodle could be your noodle and friedladmiccould be fricken. [Nové
boty by byly noty a smazerigek by byl smazek.]

Monica remembers of a joke the guy from her worklentne other day and starts laughing.
Phoebe is laughing with her.

ChandlerWere you there? [Byla si u toho?]

PhoebeNo, but it sounds like it was fricken funny! [N& pe to smazka@vsnesny.]

In the first part the Czech translation was quied adapted, although the lexical content
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was changed, the joke was based on the same peinicithe second part, however, was
the first joke elaborated and a homophony word-playg included therefore it was not
possible to perform a faithful translation. The fogrhony in this case was the wdritken
as it is pronounced the same wa$r@ging which is a slang expression used to stress

excitement.

Example 8:episode 6 (Crane et al. 2002-03)

ChandlerYou got a man who's a hanny? You got a manny? fCheéa@dla chivu? Takze
chivak?]

As | said earlier, it is so difficult for a trantd& to come up with a functional equivalence
of portmanteaux. In this case even the lexicaksiine was more or less preserved. Similar
example of such case is also the following one.

Eric: You...you're blurry, but you still look like Ursuldou’re Blursula. [Jsi jak v mlze,

porad ale cela UrSula. Mlhula.]

Example 9:episode 2 (Crane et al. 1994-95)

Rachel is looking for an engagement ring that selbst.

Rachel:l know | had it this morning, and | know | hadvhen | was in the kitchen with...
[Vim, Ze jsem ho &ta rano. Pak jsem ho ¢ta, kdyZ jsem si sedla na...]

ChandlerDinah? [KoS&?]

Someone's in the kitchen with Dinigha line from a famous song. My suggestion wdngdd
to substitute it with a line from some well-knowazéch song, it could be adapted this way

for example: RachePak jsem ho éla, kdyZ jsem Sla,.ChandlerZ Hradiga?

Example 10:episode 7 (Crane et al. 2003-04)
Ross is trying to convince Chandler who is dresse8anta Claus to leave the room.
Chandler:But | didn't get to shake my belly like a bowl &iljelly. [JeS& nemam plny

pupek, neni mozné, abych utek.]

The phrase that Chandler used is one of the phtgsieally associated with Santa Claus.
As the Czech community would not be familiar witiistconcept anyway having different
Christmas customs, it was not necessary to keegritp@al lexical construction and the

rhyme used instead of the original one fits theadion just as well.
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2.2.1 Methods of word-play translation

Translating word-plays presents an enormous clgdlén the translators of multimedia
texts. It requires not only perfect knowledge othbof the languages but also a great
amount of creativity. The translator cannot expedind an equivalent solution every time
and literal translation does not seem to be anpagbke option as the meaning would be
most probably lost. Wordplays cannot be, howevemmletely ignored. Their appearance
in the multimedia text is important as their redtign and comprehension gives the
receiver certain intellectual satisfaction. Deldlbas(1996, 134) has introduced the
following translation methods for wordplay:

PUN -> PUN - the ST pun is simply substituted BiLapun; it may differ from the

original text in structure

PUN -> NON-PUN - the pun is replaced by a non-pongmphrase which may save the
original meaning of the word-play but in a non-pungrway or one of the meanings of the
word-play is sacrificed for the sake of the othee;ahe pun may be also neutralized in
both meanings

PUN -> RELATED RHETORICAL DEVICE: substitution ofi¢ original pun by some
wordplay-related rhetorical device, such as repetitalliteration, rhymes, etc.

PUN -> ZERO: the text containing the pun is left ou

PUN ST =PUN TT: a pun in the TT has an equivailentihe ST

NON-PUN -> PUN: pun in the TT appears in a placemtthere was no pun in the ST, it
often works as compensation for the former omissioa pun

ZERO -> PUN: a new part of text is created contajra word-play, it has usually no other
function than compensation

EDITORIAL TECHNIQUES: explanations might appearfaotnotes or endnotes or some

comments provided by the translator might be used

2.3 Brief note on grammatical differences

It can be supposed that each language has its camngatical system applying different
rules and following different guidelines. In traasbn the grammatical structures of
sentences can be often adapted according to tlis @@l options of the target language.
Sometimes, however, when there is a grammaticalinuthe source language that does not

correspond to any rule in the target language,ablem is likely to appear. As Baker
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(1992, 86) pointed out these differences might eJerj result in some change in the
information content of the message during the m®@é translation”. An example of such
grammatical difference, often appearing in Friendsfor instance the way nouns and
adjectives are formed in English. Basically neasgery word or phrase can easily become
a noun or an adjective which is a procedure unkntawtihhe Czech speakers. There were

several clashes in translation of humour in Friaedsilting from this issue.

Example 11:episode 4 (Crane et al. 1994-95)

Chandler: Well, aren't we Mr. ,The glass is half empty“? [Fa rikam, Ze jeé u
pracloveki: Skoda]

Although Czech people would understand the conadpglass half emptythere is
probably no efficient way how imbed it in such axlsentence. If such case appeared in a
book, there would be enough space to involve thiage somehow. Nonetheless, given the
restriction of synchronisation and limited space $obtitles on the screen, the literal

translation might not be understandable enougthmtarget audience.

2.4 Other problematic issues in humour translation

There are, of course, other areas of translatianate not covered in this paper. The reason
for that is that they are too complex to be exanhingust a few paragraphs and as they are
not pivotal for this thesis, they can be only Hyiehtroduced. What is being referred to is

among others politeness (see example 12), slaegefsemple 13) or dialects and accents
of the English language. In Friends there are natuations where the British accent is

involved. As the Czech community does not distisguetween different types of accents
or dialects, it is difficult to include this phenemon in the Czech translation. Once, the
British accent was in the Czech dubbing changed ¢eneral foreign accent. The other

time the accent was omitted completely which is ae@®ery good solution as some of the

dialogues do not make sense without the presenctheofaccent. Other phenomena

mentioned above will be only demonstrated on smeekamples as their explanation, as |

have already mentioned, would require deeper aisalys

Example 12:episode 17 (Crane et al. 1996-97)

Joey:Can | see the comics? [Dej mi ten komiks.]
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Chandlerit's the New York Times. [To je New York Times.]

Joey:Ok, MAY | see the comics? [No dela maj tam &aky komiksy?]

In this context it is important to know what kindl mewspaper the New York Times is
which is information the Czech audience might laldkerefore it would be very difficult to

express the original change of degree in politeiredse Czech translation.

Example 13:episode 5 (Crane et al. 1998-99)

Ross:The world is your oyster. Kick up your heels. Pdivd town red. [Cely gt ti lezi u
nohou. Vyhd'si z kopytka. Proflamuj noc.]

Rachel:You need to learn some new slang. [Zkus mluvinate]

Only a native speaker would probably be able tsgthe usage of old fashion of these
idioms and to reach the same effect in Czech &ngilish the situation would require
finding equivalent Czech idioms of similar naturkigh could be possible but definitely
time-consuming. Rachel's line was, in my opinidrgriged for nothing. The text could

have been translated literally.
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3 AUDIOVISUAL TRANSLATION

Audiovisual translation is a topic widely discussadong linguists. There are many
disputes how audiovisual translation should bengefiand what should be the methods of
approach. Audiovisual translation happens to beadnew field in the translation studies
as it has been brought to surface especially dtleettechnical developments of the
mankind. Basically, we are talking about transtatd films in form of dubbing or
subtitling. Each of these methods needs to haviesaht approach as each of them has
different requirements and constraints. In audisaisranslation not only the translator is
dealing with the standard issues of translatioohss linguistic, ideological and cultural
barriers, but he or she is also facing the multisednstraints such as synchronisation in
dubbing or limited space on the screen in subgtlis | have already mentioned, this is a
new field of research in translation studies thaefinguists had to come up with some
name to this discipline. Nonetheless, they havelvedys seen eye to eye at this point.
Debates are lead whether audiovisual translatiarbeaeven referred to as a translation
(Munday 2008) or whether it should be considerdlderaan adaptation as Dalabastita
(ibid., 184) pointed out. Gambier (ibid.), on théer hand, suggest terms such as screen
translation or multimedia translation. Furtherm@@ne linguists even express doubts
whether special attention should be paid to thiiqadar field or not. Jeremy Munday
(ibid., 183) said that Delabastita ,[...] sees fiiranslation as an extension of translation
studies, requiring research into the specificsaashemode”. There is no doubt audiovisual
translation raises wide range of interesting qoedtiom linguistic point of view.

Therefore | have decided to devote one chapterydfawhelor thesis to this particular

topic.

3.1 Transfer methods of audiovisual translation
Munday (ibid., 184-5) defined several categorigs imhich audiovisual translation may be
divided:

B interlingual subtiting — they are to be seen in various forms intendedilim
industry. There are two types of interlingual stlioj and that is ,open” (cinema
and video) and ,closed” (DVD). When the subtitles apen, it means that they are
part of the film and cannot be omitted whereas edosubtitles are the exact

opposite — you can choose whether you want thetimeifilm or not
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Even

From

bilingual subtitling — a type of subtiting where there are two langsabeing
displayed at the same time. It can be seen in lngitial countries, such as
Belgium

intralingual subtitling — intended for people with hearing impairment.sergly
even the bonus parts of DVDs such as director'snoemts or deleted scenes are
usually provided with intralingual subtitling

dubbing — source language voice-track is rerecorded bgrget language voice-
track

voice-over— very often used for documentaries or interviel¥g. synchronisation
doesn't play an important role

surtiting — used in theatres, a method where subtitlesisptagied either above the
stage or on the back of the seats in the theatre

audio description — a commentary of what is happening on the stagscieen.

This method is used especially for visually impdipeople

this division, however, is something that limguists haven't quite agreed upon.

linguist to linguist there are slight diffeces regarding either terminology or the

content itself. Karamitroglou (2000, 4) presentgesal other alternatives of his colleagues

in his book Towards a methodology for the investigation of reorm audiovisual

translation For example, he says that Gambier (ibid.) intoeduthe following transfer

methods: a) subtitling, b) simultaneous subtitlicigdubbing, d) interpreting (pre-recordive

and consecutive), e) voice-over, f) narration, @nhmentary, h) multilingual broadcast, i)

surtitles and supratitles and j) simultaneous tedios, whereas Lukyen (ibid.) thinks of

subtiting and re-voicing as two main categoriesthier divided into individual

subcategories.
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4 DUBBING

Dubbing is a replacement, or more precisely reimgicof the original language on
television and cinema. All the people that haver seen both the original and the dubbed
version of a film and have the knowledge of bothtlué languages can tell the huge
difference. Not only the voices are usually congdietifferent, but the translation of the
scripts needs to undergo many and many adjustrasrits be compatible not only with the
local culture and humour but also with the lips mment of the actors. As Pilar Orero
(2004, 7) said in his booKopics in audiovisual translatigrwhich is devoted to this
specific issue, “the translator’s work is often ttw final product but a sort of draft version
which is polished and adjusted to the needs anchddsnof the medium.” In the book he
also describes the whole process of changes maole ke final dubbing version is ready
to be used. Orero (ibid.) describes audiovisumidiation as a “[...] discipline in which the

text undergoes most change from start to finish”.

4.1 Constraints in dubbing

In all stages of the process of audiovisual traimsiathere are some modifications made.
That means that what may seem as the most ingignifichange in the first stage may
result in a radical shift of meaning in the endteAftranslated text is submitted, it usually
goes to a proof-reader and eventually synchrooisats made. In most situations,
synchronisation doesn't mean that the words usellililbing translation need to have the
exact same vowels and consonants as the word ikrtglish text (which would not be
even possible to achieve). People focus ratherhenwthole image than the lips in
particular, unless the person is shown in closeAiigch can be proved on an example from

the series Friends below.

Example 1:episode 17 (Crane et al. 1998-99)

Ross: know this may sound a little... dzzzz... [VintozeiZe znit troSku...ujét.]

An interjection that Ross used in the original w@iswas substituted by a word in the

Czech version without attracting any attention. Wkiee actor is in close-up, however, the
dubbing translation should be adjusted accordingthe vowels and consonants

pronounced. In Friends there is a situation whergsRsays “hi” to his son and he repeats it

several times in a row with the camera focusing gushis face. In Czech translation they
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had to choose the word “pa” instead of “ahoj” faample, so that an open vowel appears

in the word just as it does in the source text.

The most important thing is for the sentence td stiad end at the same time as the actor's
lips. In most translating agencies there is peradhe function of a proof-reader and it is
important to stress that this person does not sadgshave to speak the original language
as their main task is to check if there are angrsrin spelling or stylistics. Therefore they
cannot be aware whether the corrections they maké ttail off the original meaning. If
we compared the roles of a synchroniser and alatanswe would find out that they have
very different targets. While the translator attésnp preserve the meaning of the original
text as much as possible, the synchroniser’s omdyity is to make the words and the lips
movement fit which means that the informative cahis very often lost for the sake of
synchronisation. Having some experience in tramgjaand knowing how much effort it
sometimes takes to find the right words and to camevith an appropriate solution, it
might be often considered a waste of energy fr@amsiator’s point of view. In my opinion,
to achieve the most accurate result the translamor the synchroniser would have to
cooperate, to make a certain compromise betweantésis. A big advantage of modern
time is the accessibility of a foreign language. sM@eople nowadays have some
knowledge of a foreign language. This fact is v@gvenient in case of directing when the
director himself understands the source text ardefbre he understands the information

that is to be transferred and can precede the {aiterrors.

There are several forms how text can be adaptedufoining. Sometimes, although the text
is changed completely, the final output remainssidu@e. | will demonstrate that on some
examples from Friends dubbing, stating the Czeastation in square brackets next to the

original sentences.

Example 2: episode 16 (Crane et al. 1998-99)

ChandlerDo you know a six letter word for red? [Nenapad@néno kaky na Sest?]
Joey:Dark-red. [Madonna]

ChandlerHow about maroon? [Co takhle Mourek?]

Monica:You are so smart. [Ty jsidpmourek]

Example 3:episode 1 (Crane et al. 1994-95)
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Rachel:l can see that, you look like you'd slept with ader in your mouth. [No to vidim,
jako by se ti zasekly zuby.]

As you can see the translated information diffecsnf the original version completely,
however, the humour is based on the same elentbatsfore no big harm was done here.

In other cases, not only the content differs, hate is also a general shift in the meaning.

Example 4:episode 1 (Crane et al. 1994-95)

Rachel:All my life everybody keeps telling me: You're aeshyou’re a shoe, you're a
shoe. But what if | don’t want to be a shoe? Whdtwant to be a purse? Or a hat?
[VSichni mi vzdyckyikali: Jsi nula, jsi nula, jsi nula. P®bych ndla byt nula? Pra@ ne
trebactverka nebo gtka nebo jednrika?]

From the Czech translation we get this negative @b we use the phrasksi' nuld when
we think less of a person and that is absolutetywitat was intended in the first place.
And the English version also sort of reflects R#sh@ersonality as she is this spoiled girl
from a rich family who is only interested in cloghgewellery, accessories, etc. In my
opinion, it wasn’'t necessary to change the scoptimstically in this case. In Czech this

metaphor would have made just as much sense akésmn English.

The hardest part in audiovisual translation is thate has to be an interaction between
image and word. In such cases, translator’'s optavesvery limited as he or she cannot
substitute or adjust the source text as they wisth they also have to respect the
synchronisation. A problem may arise when the tedos is given only the script and
therefore s/he cannot work with both the visual Hrewritten form. Some of difficulties
caused by the interaction between image and soocwairing in Friends are displayed on

the examples below.

Example 5:episode 12 (Crane et al. 1994-95)

Rachel:How can you not say that? Poconos. It's like pokmse.(tapping with her finger
on Paolo's nosgY o prece d@laj eskymaci, jasny? Nos 0 nos. N0s-0-nos.]

Example 6:episode 11 (Crane et al. 1994-95)

Coma guyNice hat! [Hezky den!]

Phoebe and Monica simultaneoudijtanks(both touching their hats)
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There were more complications that the translatar to deal with example 5. First of all,
it was Poconos, a resort area in United Stateshnthie Czech audience would be hardly
familiar with. Second of all, there was a word pl&ferring to the name of the place
mentioned before and thirdly it was the poking gesbf Rachel's. Thus the only thing that
the translator focused on was the interaction betvtbe image and word.

In example 6, | believe, synchronisation was thengfest constraint. Touching one's head
can be, nevertheless, considered a gesture ofrtegssdtherefore the impression of Czech
translation isn't completely out of the way. Howewae funny part in the English version

was that both the girls responded without knowmgshom the compliment was directed.

Another inconvenience of dubbing is the substitutid voices. When there is an audition
for a role, the director has usually a very spedifiage in mind of what the actor should be
like and his choice is determined not only by thiitees and looks of the participants but
also by their general charisma in which voice plkay®ry important role. Therefore it
seems to me that replacing the voice means chasgmething very fundamental. With
reference to Friends again, there is a huge adapiait Janice's (Chandler's girlfriend)
character only due to the change of her voicenénBnglish version she has a very loud
and annoying way of expressing herself and thimes of the key features associated with
her character. | was merely surprised when | haddchine Czech dubbing for the very first
time and found out that there isn't much resemigldndanice's original voice. At that
moment half of her personality was removed as barewvas what she was generally
recognized for. Although her voice really is anmgyand sometimes even a bit
exaggerated in the original version, it is simplyoashe is and what makes her
distinguishable. One of this reasons for this modifon might have been the fact that
Czech people consider the American way of exprgdsitoe a little overreacted, which it
surely is in comparison with the Czech intonati&mg the production was simply too
careful about the intensity of Janice's voices important to realise, though, that it was
irritating even for the American society and thereflowing her voice to such a great

extent was not really necessary.
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4.2 Advantages and disadvantage of dubbing

Dubbing has both its advantages and disadvant@yesof the dubbing advantages is that
it provides blind and visually impaired people witie possibility of “watching” films.
Furthermore, it kind of helps to preserve one's culture considering that many elements
have to be localized, i.e. replaced by other elésneorresponding to local standards. This
was, actually, one of the major reasons for crgatinbbing as | am going to explain in
more details later. Not every country put dubbimgise, though. First of all, dubbing turns
out to be much more financially demanding in corgmar with subtitling. And second of
all, preserving the source language of a film dbotes to the general awareness of the
nation of other cultures and languages. Based orowy experience | can say that in
countries where subtitling is used instead of do@pppeople have notably better English
than people in dubbing countries. A great provirgneple of this is Belgium - Brussels to
be precise. The population there is basically @idnto two individual but co-existing
cultures — the Flemish, speaking Dutch and the hMalsepeaking French. Not only do they
have their own languages, but also e.g. univessitie TV channels. From the very first
moment you come in touch with these two communitfesi have to wonder how come so
many of Dutch people have such good knowledge gli&im while the French rather lag
behind them. And the answer is clear as soon astywouon the TV. One can hear no
Dutch dubbing there, all the films, sitcoms, docuotages, etc. are broadcast in the
original language. One can witness the same wheyngh to Croatia and | myself find it
very convenient as a foreigner to be able to watelir TV as I've been spending there
every summer for the last couple of years. Otbentries that prefer subtitling to dubbing
are also Cyprus, Greece, Japan, the Netherlandsig@h and the Scandinavian countries
(Gil Ariza 2004). As | see it, these people fromnsoubbing countries have a great
advantage over the other countries, especially Wtiglish becoming the universal
language of the world. People nowadays spend festum language courses and parents
put their children in language schools from thesrywearly age hoping their child will
acquire the second language more naturally asrdssa and scientists promise. In the
book An Introduction to Languagéromkin et al. 2003, 27 can be found that “any
normal child, born anywhere in the world, of angiad geographical, social, or economic
heritage, is capable of learning any language ticiwhe or she is exposed. The differences
we find among languages cannot be due to biologszeons”. How much easier, however,

would it be if these children could just watch thiivourite fairy tale in English? They
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would not mind not understanding the languagerat &t such young age as they focus
more on the images on the screen rather than thikeespvord and eventually would be
becoming more and more familiar with the langudgemy opinion, exposing a child to a
language, as was said in the previous statememtnsnereating such environment for the
child where the language appears naturally and ofcsi regularly. Therefore, due to the
increasing need of knowledge of English, and alse t economic and aesthetic reasons,

dubbing might be in the future overshadowed byidiaf.

4.3 Brief note on development of dubbing

The purpose of dubbing nowadays is different framtimes of its origin. In 1930's when
dubbing started to appear in western countriesHileace, Italy, Germany and Spain, it had
mainly politically and cultural reasons (Altman,9B). In France, for example, they were
only trying to protect their own language from fgreinfluence, especially American.

Italy, Germany, and Spain, all of which faced cadtuoycotts in the mid-1930s and were
ruled by fascist governments, only allowed dubbedions of foreign films. As early as
1929, Benito Mussolini's government decreed tHdtlads projected on Italian screens
must have an Italian-language sound track regardieahere it was produced (ibid., 149).
Spain also established strict quotas regarding itepalmost all of which were dubbed

(Gil Ariza 2004). As dubbing industry grew over mamars, it gained a tradition. There
are no such restrictions nowadays concerning tigukge on the screen but still, dubbing
remained very popular in many countries. Whethirithabout what the population
demands or whether is has something to do witintheence of big dubbing industries,
can be only argued. It is said, however, that dugldbalisation some of the dubbing
countries might consider the option of exchangiaghdng for subtitling. Whether people
would appreciate or criticize this is a questioasiBally there are two groups into which
the audience is divided — supporters and objectiodsibbing. Objectors are usually people
who have the knowledge of the source language amaloserve how immensely it
sometimes has to be changed for the sake of dubblrege are, however, also people who
despite not understanding the language prefer tohvaafilm non-dubbed, saying that they
simply like hearing the original voices belonginghe actors. The group who is in favour
of dubbing includes either children who have treghlith fast flow of subtitles or people

who claim to enjoy a film more when it is in thewother tongue. | have decided to make a
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small survey regarding the preferences of todaretion when it comes to dubbing and

subtitling which is to be found at the end of tthissis.
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5 INTERLINGUAL SUBTITLING

5.1 A word on history of subtitles

The history of subtitles dates back to 1903, whindans nowadays subtitling has more
than a hundred-year tradition. Karamitroglou (208d,), however, calls these beginnings
rather an attempt at subtitling: ,The first attenwpds in 1903 with what is nowadays
conventionally called 'intertitles' or 'insert ¢igl. At the time, these terms meant something
totally different from what they mean today: anemitle or an insert title was a
replacement shot for a part of a film that contdimerbal information in the original
language. For example, if an American silent mavés shown in France and contained a
scene where the contents of a handwritten lettee wesible on the screen, this scene
would be re-shot in France with the equivalent kariten letter in French”. He also says
that in 1909 the United States made first attenpsroduce subtitles as we know them
today. A turning point in subtitling was when a genient method of inserting subtitles
was invented in Hungary, which is still applicableen nowadays. It was the low-costs that

made it interesting even for other countries.

5.2 Constraints of subtitling

Subtitles are an inevitable part of every film prodthat is intended to be exported to other
countries. People usually think of them as of pld& without ever realising the
complicated process that precedes. At first sighéeéms very simple; people not involved
in this field probably consider it to be an ordydranslation from one language into
another. From linguistic point of view, howeverotwgsues always being distinguished as
two separate units, having their very own ruleangards and definitions, suddenly blend
together. What | am referring to is a spoken antew language. Anyone who has ever
strayed into the territory of linguistics knows, ftre even knowing what the term
linguistics actually means, that it is studied fréimese two different perspectives. What
happens when these two very different units haveotperate side by side? The answer is

simple; a whole new branch of study has to be dhiced — audiovisual translation.

To apply my theory in practise, when subtitlestaing created, there are many limitations

that have to be kept in mind. Firstly, spoken faia language has to be transferred into a
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written one, and moreover, in a way comprehendiiethe target audience. In spoken
language one uses, without even realising it, @fi@xtra material not really necessary to
be included, although necessary for the speakexpcess thoughts fluently. The difference
between spoken and written language can be alsortdrated by an example from the
book An Introduction to Languag@-romkin et al. 2003, 413) where there is a readrd
frequency analysis of one million words of writtemd spoken American English originally
presented by Ktera and Francis. The most frequent words occuinngritten text were
the, of, and, to, a, in, that, is, waand he, taking 25% of the overall corpus, while in
spoken language the winning words wérand, the, to, that, you, it, of, and know
composing nearly 30% of the speech. Anyway, refgrtio my point, subtitling is a
transfer from spoken to written language, which msethe structure of the sentences has to
be adjusted notably as they should be as simpt®ssible to make it easier for the reader
to follow. Karamitroglou (1998) listed several medls how complex syntactic structure
can be produced:

B active for passive constructions: E.g. “It is ibeéd by many people.” (30
characters) => “Many people believe.” (20 charamter

B positive for negative expressions: E.g. “We wend place we hadn’'t been before.”
(41 characters) => “We went to a new place.” (28rahters)

B temporal Prepositional Phrases for temporal gibate clauses: E.g. “I'll study
when | finish watching this movie.” (46 characters) “I'll study after this movie.”
(28 characters)

B modified nouns for the referring relative clausesy. “What I'd like is a cup of
coffee.” (33 characters) => “I'd like a cup of ce#.” (25 characters)

B gapping for double verb insertion: E.g. “John \dolike to work in Germany and
Bill would like to work in France.” (73 charactersy “John would like to work in
Germany and Bill in France.”; (54 characters)

B straightforward question sentences for indicapva&gmatic requests: E.g. “I would
like to know if you are coming.” (39 characters) ZAre you coming?” (15
characters)

B straightforward imperative sentences for indigatpragmatic requests: E.g. ‘I
would like you to give me my keys back.” (41 chaeas) => “Give me my keys

back.” (21 characters)
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Not always, however, are shorter structures prefeidometimes, the spoken text might be
edited in a way that the written text is longethe result for the sake of comprehensibility:
B coherent phrase grouping for syntactical scramgblE.g. “That a man should arrive
with long hair did not surprise me.” (60 characters “It did not surprise me that a

man with long hair should arrive.” (63 characters)

When attention is paid to subtitles one can sektligse are nearly no speech fillers, such
asuh, um, you know, anyway, liketc. Nonetheless, even when focusing on thetksbti
one does usually not stop noticing the speechtofaon the screen, therefore subtitles do
not appeal unnatural to the audience as they avayal somehow combined with the
acoustics.

Secondly, there is a limited space on the screesrentine subtitles appear, that means not
only fillers, but sometimes also whole parts ofteanes that are not fundamental for the
context understanding might be omitted. Karamiwag(1988) defined two other word
categories that might be elided from the text besjpadding words that have been already
mentioned, i.e. tautological cumulative adjectiadskrbs, such ageat big, super extra,
teeny weenyetc., as they can be usually substituted by alesivgrd equivalent and
responsive expressigrns.g.yes, no, ok, please, thank you, soaythey are comprehended
by majority of people, especially as far as Eurgpeoncerned. Karamitroglou, however,
stressed that this does not hold for slang equitslef these words, however, suctyap,
nup, okey-dokeyetc. as their recognition might be problematic.

Thirdly, as far as the flow of subtitles is conanstudies have shown that human brain is
capable of absorbing only certain amount of infdramaper concrete intervals. According
to Karamitroglou (1988), the average reading spaesubtitles is 150 — 180 words per
minute, which is 2.5 — 3 words per second. A fuibdine subtitle usually contains about
14 — 16 words, that means the length of its appearaon the screen should be
approximately 5.5 seconds. Once the time necedsarthe human eye to notice the
subtitle is taken into account, it can be claimeat 6 seconds is the appropriate lasting of
subtitle projection. It is important, however, tlitashould not exceed this limit as it would
result in automatic re-reading of the lines andttitaw the attention away from the screen.
And lastly, the translation itself cannot be fotgat Following all the rules and facing all
the constraints mentioned above, the translatrsis to manage to transfer the message

effectively. From my experience, subtitles are vafitgn more precise than dubbing as for
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translation. Although both dubbing and subtitlirevé their constraints they have to deal
with, dubbing has the disadvantage of synchromsatirherefore there are situations,
where subtitle translation can preserve the origieatence whereas dubbing translation
has to use a solution that corresponds to the tipement and that frequently trails off the

original meaning.

A big disadvantage of subtitling is that it drawse® attention away from the screen. A
film is not based on the dialogues only. Everybadyamiliar with the term non-verbal

communication but not everybody is aware of the fhat a great part of the dialogue is
expressed through it, especially in comedies oosis, such as Friends. Unfortunately, the
image and text on the screen cannot be perceivallgat the same time. Especially when
the dialogue is long, the reader might feel a pnessf not having enough time to read all
the lines and thus pays minimum attention the actdhis notably devaluates the

enjoyment of the film.

Modern technologies brought frequent occurrencnwdteur subtitles. Nowadays, anyone
with an internet access can download a film wifieiw minutes. As soon as a new film
comes to the cinemas, it doesn't take too longreefas illegally spread all over internet,
being downloaded by millions of people. It is nes@eyg to realise, though, that subtitles
available on the internet are usually of a very tpyality and contain many errors and do
not always follow the guidelines for subtitlingughdownloading such product is not

recommended to people who want to have a proparexme from the film.

5.3 Final word on dubbing and subtitling

It cannot be said which of these methods, whethbbithg of subtitling, is better or more
efficient. They both have their advantages, disathges and constraints they have to face.
From my point of view, it would be always subtitiminning this battle. | would always
rather go for cut sentence structures rather thaongplete change of the scripts. | cannot
say, nevertheless, whether | would be of that sgpm@on under different circumstances.
Not having the knowledge of the language and bkingght up in a different culture, my
perspective might differ immensely. In Britain, #xample, where politeness and

directness of speech are important issues of latiggi short sentence structures used in
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subtitling might cause a bit of an embroilment.ri@ea Czech person myself, | don't find
such types of sentences offensive, rude or inapatep having some background
knowledge of Great Britain's population, howevarah see that this might be a problem.
Therefore everyone has to decide according to eey own preferences whether to watch
a film dubbed or subtitled.
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6 ISSUES OF AUDIOVISUAL TRANSLATION

6.1 Globalisation vs. localisation

As it implies from the previous chapter, audioviswanslation is not a translation as we
know it. Much more things have to be taken intostdaration from lip-movement and
screen space restrictions to coherence of the spaked and the images. Very often a
major shift is done to the original version of nmkdia production in order to adjust it to
different target culture conventions and custons.tife branch of audiovisual translation
has not been properly developed so far, there@epproved methods of how to deal with
the translation. Many linguists are, however, beogmaware of this phenomenon and
some of them, such as Gambier and Gottlieb (208&aye made attempts to find
appropriate solutions. In their bodMultiymedia translation: concepts, practises and
researchthey brought up a question of globalisation vsalzation. Not every product of
film industry can be exported to other countri@stlly, it has to be proved as successful in
the place of creation and secondly, it has to Italde for translation into other languages.
Films, shows and most importantly sitcoms thatudel too many features of one particular
culture would probably not have high chances ohiggi popularity anywhere else as the
foreign audience would simply not be able to grhalf of the contextual meaning. One
example of such case could hétle Britain, a widely popular sitcom in the United
Kingdom. It is basically a parody of British peopled situations that only the British and

people with the inevitable background knowledge lwafamiliar with.

In Gambier's and Gottlieb's (ibid.) book a questias raised what criteria there are for a
message to be suitable for translation. The answvasrthe following: “For a message to
appeal to an international audience it must fumctioan efficient way in an international
context” (Gambier et al 2001, 9). They also mergwihis is not related to genre in any
way as in the past all kinds of genres that origidan one geographical area became
successful outside the borders as well, such a&rerican Western (ibid., 9-10). There is
also Aristotle's point of view defined in the bo@garding the former question. According
to the book “Aristotle distinguishes six levelsafdience appeal: plot, character, language,
theme, spectacle and song [...]” (ibid. 10), alltibése features being considered to be
crucial for the success. Not including culturaltéeas does not therefore necessarily mean

that the result will be welcomed by the internasilbaudience.
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Returning once again to the original point, locaiian is a process commonly used in
audiovisual translation; it means that one cultuedérence is being modified to a similar
cultural reference familiar for the country where the film is exported. This will be

demonstrated on the examples below:

Example 1:episode 4 (Crane et al. 1994-95)

Rachel:Who is FICA? Why's he getting all my money? [Keld-in.4~? Pra¢ mi bere
vSechny penize?]

FICA means Federal Insurance Contribution Act andeu its authority Social Security
payroll taxes are collected. As Czech Republic ggsss a similar system of handling

taxes, it was not difficult for the translator teadl with this issue.

Example 2:episode 1 (Crane et al. 1996-97)

Chandler:From now on | get the dates and you will havetéy iome on Saturday nights
watching Ready.. Set... Cook! [Od/tbudu chodit na rande ja a ty bude’dt doma a
koukat na Vaim, vais, vaime!]

Ready.. Set... Cook is a well-known cooking gamewsin the US; although the Czech
adaptation is not completely equivalent, is it ustindable for the Czech audience and

thus the original message was successfully tranesfer

Due to globalisation, however, the line of dispabetween individual cultures is slowly
narrowing. Another question is therefore raisedceoming the necessity of adaptation. A
great part of television and cinema production inguto Czech Republic comes from the
United States. Over the years, the Czech populadmuired certain knowledge of the
American culture, thus features that would have todoe adapted few years ago, can stay
preserved nowadays. In the sitcom Friends for eXampt too many adaptations are used,
most of the time the source culture referencesedtteer preserved in the translation
(example 3, 4, 5) or omitted completely — substidiuby neutral expressions and structures

(example 6).

Example 3:episode 16 (Crane et al. 1998-99)

Joey:l had a dream...l don't want to talk about it. [J@l takovej sen...Nechme to plavat.]
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Chandler:Oh, come on! What if Martin Luther King had salidht? [Ale no tak, jak by
tohlesekl Martin Luther King?]

Although Matrtin Luther King is a figure of Americdmstory, his famous 'l Have a Dream’
speech is known all over the world. The translaét@refore supposed that no adaptation

had to be done.

Example 4:episode 16 (Crane et al. 1998-99)

Garry the copi am not just going to take you out for doughn[Asnebojte, nezvu Vas na
koblihy]

The police officers in America are generally knodor liking doughnuts. This is a

stereotype existing for time immemorial. Even thoufis could be not applied on the
Czech policemen, Czech people are somehow familihr this fact as it has appeared
throughout many films and sitcoms of American picithn that were introduced to Czech

Republic.

Example 5:episode 4 (Crane et al. 1994-95)

Ross:Oh my God, is today the twentieth, October twémki¢Proboha, dnes je vazrR0.
Fijna?]

Joey:What's wrong with the twentieth? [Co se vam nanezda?]

Chandler:Eleven days before Halloween, all the good cossuane gone? [Zbyva jen par
dni do Halloweenu, vSechny dobry masky jsou rozghen?]

Halloween is not a traditional holiday in the Czeéebpublic, although it's meaning and
activities connected with it are widely recognizadeurope. In recent years this holiday
has been gaining more and more popularity in the@ean countries and the up-coming

generations might as well become part of annuzk-r-treating.

Example 6:episode 10 (Crane et al. 1994-95)

Chandler:I'm sick of being a victim of this Dick Clark tady! [UZ n¥ nebavi byt o#ti
televizniho silvestral!]

Dick Clark is an American moderator known espegifdir his show Dick Clark's New
Year's Rockin' Eve that has been aired every Near'¥dve since 1972. In the Czech

translation this part had been avoided and subestitily a more general description.
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There is another phenomenon connected with the Xear's Eve and that is the New

Year's Eve Ball; it is ball made of Waterford Catsand placed high above Times Square
in New York City.

Rachel:The ball is dropping! [RInoc je na spadnuti!]

In the past hundred years at 11:59 the ball begindescend together with the down-

counting of millions of people. As there is no sucidition in the Czech Republic, the

translator took the same steps as in the previcaspgle.

The integration process of the world causes ttelitpation is no more as widely needed
as it was several years ago. People are becomirgand more aware of other cultures
and there are not so many adaptations required @y question is whether the target
audience would not still prefer localisation tolgdisation even despite being familiar with

all the source culture references. Many nation® leways been very patriotic after all.

6.2 Formal and dynamic equivalence

There are many areas concerning cultural differgrsgch as sport, literature, cinema and
television, holidays and traditions, and theredsvay a translator could avoid them in
his/her career. To make the text understandaliteettarget reader/viewer, it has to be
coherent. Mona Baker (1992, 219) introduced a wathprehensible explanation to this
matter in her bookn Other Words, The coherence of a text is a result of the inteoac
between knowledge presented in the text and tleersaown knowledge and experience
of the world, the latter being influenced by a e#yiof factors such as age, sex, race,
nationality, education, occupation, and politicadl &eligious affiliations”. In translation it

is therefore important to know the target group endnderstand the purpose of the text. If
the main aim of the text is to amuse, then thermé&dion in text is not the primary thing to
keep in mind, the most important factor is for tfanslated text to stay just as well
amusing, that means some parts of the text mighhheged or even omitted completely.
On the other hand, if the text is educational dtwetent should be always preserved and if
it is necessary for the coherence of the text, sofoemation might be even added such as
an explanation of a term or feature that the tacgktire is not familiar with. Nida (1964,
159) defines this as formal and dynamic equivalewtere ,formal equivalence focuses

attention on the message itself, in both form antent [...]” and dynamic equivalence is
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more receptor-oriented. In addition to dynamic eaglénce, Nida claims that ,the
relationship between receptor and message showdddsantially the same as that which
existed between the original receptors and the agesgibid.). Jeremy Munday explains
this with the following metaphor: , The message twabke tailored to the receptor's
linguistic needs and cultural expectation [...Joriétheless, as Baker (1992, 246)
pinpointed, it is not always that simple: , It isry difficult indeed — for writers and
translators alike — to judge what the average re@adg or may not have at his/her disposal
in terms of background information. Moreover, ie thajority of cases, the translator is
likely to be not as knowledgeable as the writerrather as ignorant as the average reader,
so that the translator's judgement is further haetpby his/her own lack of knowledge”.
Thus it is very often necessary for the translaaato some research in the field of the topic
concerned in the text so that he/she can makeahslation coherent for the target group.
Translators are therefore sometimes being teasg¢avith years of practise not only they
deepen their language skills but they also becgeeialists in many professional and

scientific fields.
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7 CONVENTIONAL METHODS OF TRANSLATION
Munday (2008, 56-58) mentionéao general translation strategies in his book where

originally identified by Vinay and Darbelnet - “drt translation” and “oblique
translation”. Altogether these strategies compiseen procedures, direct translation
covering three of them — borrowing, calque andditéranslation — and oblique translation
covering the further four procedures — transpasjtimodulation, equivalence, adaptation.
The terminology, however, differs from linguist timguist. Newmark (1988, 81), for
instance, distinguishes between translation methodstranslation procedures saying that
"while translation methods relate to whole textgnslation procedures are used for
sentences and the smaller units of language”. Nelwribid., 45-47) introduces the
following eight translation methods:
B word-for-word translation — source language word order is preserved and the
words are translated literally, usually out of @xtt
B literal translation — grammatical constructions of the source textcareverted to
their nearest target language equivalents, lexweailds being again translated
literally
B faithful translation — an attempt is made to produce the precise contextual
meaning of the original text
B semantic translation— similar to faithful translation only account ofetlaesthetic
value of the source language text must be takencionsideration
B adaptation - which is the least constrained form of translatineed mainly for
plays (comedies) and poetry
B free translation —the translated text is produced without the styem, or content
of the original
B idiomatic translation - it reproduces the message of the original but Setod
distort nuances of meaning by preferring collogsmk and idioms where these do
not exist in the original
B communicative translation —an attempt is madéo transfer the exact same
contextual meaning from the source text to the efargxt in a way that is

comprehensible to the target audience

The translation procedures proposed by Newmar#.(iB2-91) are the following:
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B transference - process of transferring a source language (SL) worad target
language text (TT), it includes transliteration

B naturalization - SL word is first adapted to the normal pronunciatithen to the
normal morphology of the target language (TL)

B cultural equivalent - it means replacing a culture-bound term (CBT) ia 8L
with a TL one
functional equivalent - it requires the use of a culture-neutral word
descriptive equivalent -in this procedure the meaning of the CBT is skortl
explained
componential analysis -SL word is compared to a similar TL word
synonymy —an alternative of the TL word, it has nearly thene meaning
through-translation - it is the literal translation of common collocatsy names of
organizations and components of compounds. It tsmlee called: calque or loan
translation

B shifts or transpositions -it involves a change in the grammar from SL to i[lis
used when no grammar in the TT corresponds tortkeused in the ST

B modulation - it occurs when the message of the ST is reprodurctte TL text in
order to become compatible with the current norimb@ TL

B recognized translation -it means that the translator "normally uses tliiaf or
the generally accepted translation of any instindl term”

B compensation -it occurs when loss of meaning in one part of atesee is
compensated in another part

B paraphrase -CBT is explained in this procedure, explanatiom@enore detailed
than that of descriptive equivalent
couplets -it occurs when two different procedures are comdbin

notes -additional information in a translation
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8 CULTURE-BOUND HUMOUR

In sitcoms and other comedic shows it is twice @l Ito stick to coherence. Not only the
humoristic part should be transmitted but also tbatent of the message should be
somehow preserved as it very often corresponds tivéhaction on the screen; however, it
has to be considered thoroughly which of these ®l@aments should have priority.
Sometimes humour must be sacrificed for the sakefofmation and vice versa. As it has
been mentioned above, it is important for the fetns to know the purpose of a text.
Having the sitcom Friends as an example, it carsdd that the main function of the
dialogues is to entertain. A great majority of teikcom is, however, based on culture-
bound humour and that is the main source of traufie the translator. Not only he/she
has to come up with an appropriate solution for ttenslation and keep the text
humoristic, the translator also has to realize Wwhetthe translated text will be
comprehensible to the target culture. If not, @erahtive solution needs to be found but
once again, it is not so simple. In cases whereetli® an entertaining culture-bound
reference related only to one particular scene @amant, then it can be easily substituted,
adapted or even omitted. Nonetheless, if this cedbound reference is somehow crucial
for understanding of the context or for the furtderelopment of the story, then it has to
be preserved. The script of the sitcom Friendsnidoubtedly a masterpiece of comedy.
The translator does not, however, possess an aslsyas it absolutely essential for him/her
to have perfect knowledge of not just the langulagealso of the source and the target

culture.

Mahmoud Ordudari (2007) cited in his articleanslation procedures, strategies and
methodsMalcolm Harvey, who defined the culture-bound teras references to concepts,
institutions and personnel which are unique for paeicular culture and he introduced the
four following techniques for their translationnittional equivalence, formal equivalence,

transcription or borrowing and descriptive or setplanatory translation.

B functional equivalence -it means using a term in the TL culture whose fiancis
similar as of the one in the ST
B formal equivalence or ‘linguistic equivalence’ —every word is translated

individually
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B transcription or 'borrowing’ (i.e. reproducing or, where necessary, transtitega
the original term) - if the meaning of the ternuigderstood, it may be used without
any further explanation unlike in cases where Tltuca is not familiar with term

B descriptive or self-explanatory translation —only general terms are used in

translation. it uses generic terms

The previous categorization is, however, very nar@and audiovisual translation in
particular would require a much more detailed appho Saeed Samakar (2010) used
definitions introduced by Jan Pedersen. Pedersom avere into details and he divided the
culture-bound terms into two main types, intraliisgje and extralinguistic, the latter one
including SL and TL oriented strategies. The solarguage oriented strategy has three

other subcategories:

B retention - the most source language oriented strategylesmeat from the source
language penetrates into the target text; thenetiaculture-bound term can be
marked off from the rest of the target text

B specification— it means leaving the culture-bound term in iiganslated form, but
adding information that is not present in the seuext, making the target culture-
bound term more specific than the source culturbdderm; this is done in one of
two ways — explicitation or additiorexplicitation could be seen as any strategy
involving expansion of the text, or spelling outydlming that is implicit in the
source text; this strategy would be however nobably possible in audiovisual
translation due to dubbing and subtitling constsinn addition is the added
material hidden in the source culture-bound term, part of the sense or
connotations of the term

B direct translation — similar to literal translation, further dividethto two
subgroups — calque which might sound strange getaudience and shifted direct

translation which refer to such terms that aregaced by the target culture

The target language oriented strategy can be aigded into the three following
subcategories:
B generalization— a culture-bound term referring to something uaics replaced by

something more general (see example 11)
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B substitution — source culture-bound term is replaced eithea bifferent term or a
paraphrase which does not have to involve a cultotend term; this strategy might
be divided into two groups: cultural substitutiodgaraphrase

= cultural substitution — source culture-bound term is replaced by tacgétre-
bound term (see example 10)

= paraphrase— source culture-bound term is rephrased, eitirelugh reduction to
sense or by complete removal of all culture-bowerthtusing a paraphrase that fits
the context instead (see examples 8 and 9)

B omission— source culture-bound term is simply left outt being replaced (see

example 7)

Example 7:episode 20 (Crane et al. 1995-96)

Monica: Go Knicks! [Rozbijte je!]

Richard:It's the college playoff. [Je to Skolni turnaj.]

Monica: Then, go Vassar! [Aha, tak zlomte vaz!]

Richard:They're not in it. [NaSi nehrajou.]

Monica: Ok, then just go! [Doke, tak uz bz!]

The translator supposed that the Czech audienc&lwot be familiar with the American
names of teams and players; therefore they wergledyan the translation. Nevertheless |
do not find the Czech version too coherent. In rpynion it would be better to either
substitute the references by names recognized éyCitech audience or to retain the
original names, supposing that most people in ountty would know the basketball team
the New York Knicks and that they would figure @it Vassar is probably a name of a

college.

Example 8:episode 20 (Crane et al. 1995-96)

Monica: Not to sound too Florence Henderson but dinneonsthe table. [Drahousku,
nechci ¢ rusit od zabavy, ale vere je na stole.]

Florence Henderson is a famous American actressiagér and to an American citizen
her name evokes many connotations for sure. ThelCaedience would not probably be
familiar with this name, thus it was elided in th@nslation but there was a light nuance of

the originally intended sarcasm in the expressdi@mnousku
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Example 9:episode 18 (Crane et al. 1995-96)

Pheobe:l have to go because I'm late for my Green Eggs$ ldam discussion group.
Tonight it is about why he would not eat them otran. [Musim jit, protoZe jdu na
skupinovou terapii. Probirdme pfaejist vejce ve viaku.]

This translation is completely out of context. Bgudund knowledge is needed on what
Green Eggs and Hammeans; it is one of best known English-languagklen's books.
The main character called Sam-I-am is trying tcspade the other unnamed character in
the story to try green ham and eggs suggestingriatyaf places where the unnamed
character could eat them such as house, car,biogeor train. The other character always
refuses to do so starting with wordsould not, would not. Rather than preserving part of
the information from the source text, the tranglasbould have found a functional

equivalent — some kind of nursery rhyme or shantysbf the Czech origin.

Example 10:episode 1 (Crane et al. 1994-95)

Phoebe (singing)Raindrops on roses and whiskers on kittens, blisshed sleighbells
and something with mittens, lalala something anddhes with strings... [Podivej kiz’ko,
mactek spi, zaki ma hoticko aficka svy, lalala, v chaloupce bdi...]

In the scene Rachel is sitting on a sofa breatimragpaperbag, trying to calm down as she
had just run away from the altar. There were twanfuelements in the English version;
firstly the song comes from the legendary mus&alind of Musiand it is sung in a scene
where one of the main characters, Fraulein Masidrying to cheer the children during a
storm. And secondly Phoebe gets the lyrics totallpng. In the Czech translation
something that might remind of a lullaby was crdatecould be said that the main feature

was transferred, even though the translation isquivalent.

Example 11:episode 11 (Crane et al. 1994-95)

Coma guysSo, the Etch-a-Sketch is from you, guys? [Takishbialka je od vas?]

Etch a Sketch is a toy for drawing which was adyuatported to Czech Republic as well,
however no specific name is associated with it. iMedps this situation is that the toy is
shown on the screen therefore at least people vehfamiliar with it are lead on the right

track.
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9 DUBBING VS. SUBTITLING: SURVEY

| did not want my bachelor thesis to be based onpergonal point of view only and
therefore | decided to realize a small survey. @me of this survey was to find out the
preferences of temporary generation regarding pit®m of dubbing and subtitling. The
age group of my focus were people from 15 to 26syedage, the number of respondents
was 168 and the information concerning educati@hlanguage skills of the participants is

displayed in the graphs which are to be seen iappendix of this thesis.

According to the survey 74.47% of the respondemslavappreciate if the Czech Republic
became a non-dubbing country that means all telegasould be in the original language
with subtitles and 90.07% believe it would helpnthéo improve their language skills.
68.09% of the questioned also think that non-duiploiountries possess a great advantage
in learning foreign languages.

What people considered to be the biggest disadgantd dubbing were the errors in
translation and differences between the sourcetlamdarget text, on the other hand, the
biggest constraint in subtitling seemed to be tsutbing effect of subtitles on the screen.
Even despite this fact, however, 75% of participastill preferably watch films and other
television programmes in the original language (wlleere is such option) and only

21.99% give priority to the dubbed version.

This survey shows that people who prefer subtittigubbing nowadays outnumber the
group in favour of dubbing. This might have beeuseal by the fact that most of the film
and cinema production imported to Czech Republatiser of British or American origin
and the knowledge of English is presently remankaigher than it used to be. In the
future, subtitling could therefore at least pardplace dubbing, not only due to educational

but also financial reasons.
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CONCLUSION
The thesis starts with the definition of the teramour as such. This chapter highlights the

importance of translator's perfect background keolwé of both source and target culture
when translating humorous text. If this knowledg@ot sufficient, the translator might not
only get translation wrong but s/he might not ebenaware of the appearance of humour
in the text. The first step to successful transtatf humour is thus its recognition within
the text which might be quite complicated if theseno sound stage. Several methods of
approach were introduced in this chapter and thppropriateness of usage in Friends
translation was further debated. Later on, diffetarguistic clashes that might appear in
humour translation were defined, such as idioms\aodl-plays. Based on observation,
when an idiom appears in Friends it is usually tadit The reason for this might be the
fact that it would be too complicated to look far @iomatic expression in Czech which
would be equivalent and, moreover, in which theegaining effect would be preserved.
Omission of an idiom is not usually even observgdhe target audience as the flow of
humour in Friends is very fast, one joke being irdrately followed another one.
Translation of word-plays provides wider range afsgbilities in comparison with
translation of idioms which is proved on individuedtracts from Friends. Several types of
word-plays are presented together with possibletienls of their translation. The issue of
translation of politeness, English dialects anchglas only briefly commented on as
explanation of these phenomena would require mwegpelr focus and as they are not

fundamental for this thesis, they are not discugsedore details.

Although all methods of transfer of audiovisuahstation were defined, only two of them
were elaborated as they are the ones used in Briemalslation — dubbing and subtitling.
Both dubbing and subtitling are influenced by salepnstraints which make these types
of translation different from the literary one. Asmplies from the thesis, there are many
situations in which the textual content could bsilgaransferred but it has to be changed
completely only due to synchronisation. Anotherngigant constraint of audiovisual
translation is the need of interaction between nagd sound. This was, again, more
closely displayed on several examples from Frighdsbing. Although the translation can
be sometimes more precise in subtitling, theresaree negative factors as well that have
to be taken into consideration, such as limiteccepan the screen or the disturbing effect

that does not enable the audience to focus onntlhga. To gain an objective picture of
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what are the preferences of the Czech communitynwheomes to the choice between
dubbing and subtitling, a small survey was doné¢hi scope of this thesis. The survey
focused on the age group from 15 to 26 and thdtsesave shown that 75% prefer the
original version to the dubbed one. 72,6% of theigpants would also appreciate if
Czech Republic became a non-dubbing country. Simlgtitcould therefore at least partly
substitute dubbing in the future considering its naly educational but also financial

advantages.

The last part of this thesis deals with the terrwbajisation, localisation, formal and
dynamic equivalence and culture-bound terms. Ortbeokteps crucial for the translator is
to realize whether a term needs to be localizedady that means whether it has to be
adapted to local standards which are familiar & trget audience. Nowadays, with the
world becoming more and more integrated, it migifggen that translators will experience
troubles in the judgement of what is recognizedthy target culture and what is not.
Deeper knowledge of countries which most of the find cinema production is exported
from, such as America or England, might reducentheessity of adaptation and thus the
source text could gain more resemblance to theettdext. The concept of formal and
dynamic equivalence is explained in the paper fpmimt of view of several linguists. The
output of this chapter is that no method can besicened to be the most appropriate one.
The translator has to assess the situation and tspese create a mixture of several

approaches at once to achieve the best result.

Both audiovisual translation and translation of lbumundoubtedly deserve attention of
temporary linguists. Multimedia are nowadays theinmsource of information and

entertainment and therefore they very easily imftge people's ways of thinking and
expressing. Multimedia might become the main sowoiffceorpus in the future and that is
why the development of multimedia translation sdolé under constant supervision of

specialists.
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Dubbing vs. Subtitling: Survey



APPENDIX: DUBBING VS. SUBTITLING: SURVEY

Na filmy, senaly, apod. se pfednostné divam

Bv pdvodnim znénl s titulkami: 110 (65.48%)
Os dabingem: 42 (25%)
Bv pdvodnim znénl: 16 (9.52%)

Zdroj: httpeYdabing-vs-titulky vyplnto.cz

Myslite si, Ze zemé, kde televizni stanice vysilaji v pivodnim znéni
maji vwhodu oproti ostatnim zemim po jazykove strance?

Bano 109 (64.88%)
Onevim: 36 (21.43%)
Ene: 23 (13.69%)

zdroj: httpefdabing-vetitulky vyplnto.cz




Prali byste si, aby Ceske televizni stanice vysilaly v originalnim znéni s
titulky?

Bano: 122 (72.62%)
Ene: 46 (27.38%)

zdroj: http/idabing-vstitulky vyplnto.cz

Jake je VaSe nejvyssi dosazene vzdélani?

W stfednl Skola: 109 (66.06%)
Ovysoka Skola: 44 (26.67%)
Ezakladni skola: 12 (7.27%)

zdroj: httpidabing-vs-titulky wyplnto.cz




Myslite si, Ze by vysilani v plvodnim jazyce pfispélo k prohlubovani
Wasich jazykowvych znalosti?

Eano: 150 (89.29%)
Onevim: 7 (4.17%)
Ene: 11 (6.55%)

zdroj: httpidabing-vs-titulky wyplnto.cz

Myslite, Ze by v budoucnu z divodu globalizace mohly titulky uplné
nahradit dabing?

B ano: 34 (20.36%)
Onevim: 41 (24.55%)
Ene: 92 (55.09%)

zdroj: httpidabing-vs-titulky wyplnto.cz




Co je podle Vas nejvétsi nevyhoda dabingu?

&painy &i neplesny peklad 75. 3% (11
I P zaménéne hlasy 43.04% (52)

kulurni adaplace v plekladu 2.61% (61)
nic 1127 (2)

0% 10% 20% 30% 40% 30% 680% 70% 80% 90% 100%

B Spatny & nepfesny preklad: 119 (75.32%)
Ozaménéné hlasy: 68 (43.04%)
B kulturnl adaptace v pfekladu: 61 (38.61%)
Enic: 2 (1.27%)
zdroj: httpid abing-vwetitulky vyplnto.cz

Co je podle Vas nejvétsi nevyhoda titulkd?

nasousifedim == na obraz G507 (95)
I P zkracene formy dialogd 42.47% (B2)

nestiham dilulky Eisd 20.558% (30)
nic 113 (2)

0% 10% 20% 30% 40% 30% 680% 70% 80% 90% 100%

B nesoustedim se na cbraz: 95 (65.07%)
Ozkracené formy dialogl: 62 (42.47%)
B nesttham titulky &fst: 30 (20.55%)
Enic: 2 (1.37%)
zdroj: httpid abing-vwetitulky vyplnto.cz




Jaka je VaSe znalost anglického jazyka?

B pokrogila: 96 (57.14%)
Oplynula: 32 (19.05%)
BEzakladnl: 32 (19.05%)
EZadna: & (4.76%)

zdroj: http/idabing-vstitulky vyplnto.cz

Jaky je V&g vék?

B 16-25: 141 (83.93%)
026 a vice: 26 (15.48%)
B0-15 1 (0.6%)

zdroj: httpidabing-vs-titulky wyplnto.cz




