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Abstract

Little research has so far been done into movie subtitling from the perspectives of
both context and relevance in the field of translation studies at home and abroad. The
present thesis is going to address the issue from the said perspectives.

To begin with, by analyzing various contexts related to subtitling, it intends to explore
the role of contextual factors in practical decision-making. it observes there are four
types of contexts concerned: linguistic context, context of situation, context of culture
and the target viewer’s internal context.

At the same time, to guarantee that the subtitled text will fulfill its function and
convey to the target audience the experience they would have as if they knew the
foreign language, the thesis holds that optimal relevance should be established and
maintained between contexts of the source-text (original movie as a whole) and the
target-language viewer. With the target viewer being the primary focus, their cognitive
environments and needs, their sharing knowledge with the source-text receivers all
have bearings in subtitling strategies. And for the special constraints imposed upon
movie translation, a viewer-oriented, image-bound approach seems to be preferred
most frequently; however, the thesis argues such a measure must be taken under the
guidance of relevance theory. Under the guiding principle of a viewer-oriented
approach, some creative strategies are incorporated which will work in concert with

each other.

Key words: subtitling; linguistic context; context of situation; context of culture;

1



Viewers as the Focus of Movie Subtitling: Context and Relevance

Acknowledgements

Great gratitude should first go to my supervisor Professor Chen Gang for his help and
guidance | in many ways, without which the present thesis would have been
non-existent. I would like to extend my sincere thanks for the trouble he took to go
through and improve my manuscript and for his eamest and tireless instructions
during the two and half years of my study.

Apart from that, 1 owe lots of thanks to all my teachers Yin Qiping, Gao Fen, Wu
Zongjie and Murphy, from whose lectures and research area I have benefited greatly.

Besides, I would like to express my heartfelt thanks o all those who have kindly
encouraged me and offered their valuable advice in my thesis writing.

And I’'m also very thankful to the various individuals and institutions from which

quotations irx the thesis have been granted permission.



Viewers as the Focus of Movie Subtitling: Context and Relevance

Chapter I Introduction

Profound and enormous changes have been taking place in such fields as economics,
politics, culture, technology, education and trade since China conducted and
continued with its policy of reform and opening up to the outside world. Meanwhile,
the advanced modemn science and technology, which are developing by leaps and
bounds, have enabled us to have an effective and efficient communication with people
from all comers of the globe. As a result, people become all the more aware of the
significant role that translation is playing in the course of communication across
national boundaries. It goes without saying that translation is such an effective tool in
cross-cuftural communication and as a matter of fact, “the twentieth century has been
calied the ‘age of translation’ (Tumpelt, 1961)” (Newmark, 2001a:3}, which is also the
case with the current situation.

The modern world has witnessed dramatic fransformation and a reshaping
occurring in people’s thinking and way of life. The exponential growth in science and
technology is narrowing the distance between mankind, thus bringing differemt races
into a so-called global village. During this ongoing process of globalization, people,
regardless of age or class, have displayed an ever stronger desire to leamn from others
and to know more about foreign cultures. While the great multitude of foreign literary
classics like novels, dramas, prose, operas and poems generally take a long time for
people to “chew and digest” and hence are discarded by many modemers, movies,
videos and TV programs have tumed out to be such an efficient channel for
information acquisition and mass communication that they have won an increasing
popularity among people in today’s society. The audio-visual media have actually
entered almost every'household and become an essential part of people’s daily life.
Just as Hillis Miller (1987) announces: “Our common culture, however much we wish
it were not so, 1s less and less a book culture and more and more a culture of cinema,
television and popular music.” With a perfect combination of sound and image,
movies and TV plays have replaced literature in a certain degree to reflect the culture
of the modern world. 1i is in this background that audiovisnal transtation has made its
debut since the appearance of “the ‘talkies’ in the late 1920s” (Schwarz, 2003:52) and

i
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its manufactured works have been growing at a fast pace in compliance with modern
mass communication. However, it is quite a pity to see that “‘a traditional English
snobbery puts literary translation on a pedestal and regards other translation as
hackwork, or less important, or easier” (Newmark, 2001a:5-6), and that “translation
theory was limited until quite recently to cultural monuments such as the Bible or the
works of Classical Antiquity, as well as outstanding works of literature, particularly
poetry and drama” (Snell-Hornby, 2001:7). Due to such a “supercilious” attitude, the
relatively new genre, audiovisual translation, has suffered a long neglect from the
academic circles of translation studies. A most persuasive evidence comes from the
fact that by far the scarcity of books and articles published within this line and there
yet exists a tendency of refraining from accepting andiovisual translation as a type of
translation: “All the constraints of audiovisual translation have made certain: people
even within the field of audiovisual transiation regard their job as ‘adaptation’ rather
than translation” (Papdakis 1997; Delabastita 1989:213-214, gtd. in Karamitroglou,
2000:10). Nonetheless, the seminal impact that the audiovisual translation is having
and will have cannot afford to be long ignored.

In recent years, this newly rising translation genre is beginning to draw a
growing attention fram the academic circles of translation studies. Hatim and Mason
(2001:2) claimed that “once all texts are seen as evidence of a communicative
transaction taking place within a social framework, the way is open to a view of
translating which is not restricted to a particular field—religious, literary, scientific—
but which can include such diverse activities as film subtitling and dubbing,
simultaneous interpreting, cartoon translating, abstracting and summarizing, etc.”. In
the meantime, scholgrs from some European countries have made their due
contributions to the discussion and analysis of the subject, and have so far carried out
fruitful results; among them Fotio Karamitroglou, Henrik Gottlieb, Dirk Delabastita
Irena Kovacic, Christopher Taylor, to name just a few, stand out well. In China, this
emergent translation type has also won acclaim from some practitioners as well as
theorists such as Qian Shaochang, Zhang Chunbai, Li Yunxing, and Chai Meiping
who share their opinions which are primarily based on their own translating

2
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experience or practice within the field of audiovisual translation. Nevertheless, studies
in this area seem to be far from being enough, compared with the importance of
audiovisual translation. Qwing to a lack of systematic research on the whole, there is
an urgent call for an amalgamation of theoretical and practical studies on audiovisual
translation and such an integrated attempt is sure to result in a better understanding of
this line as well as a holistic improvement of the theoretical translation studies in
general,

Subtitling, as one of the major types of movie translation, is a field that remains
largely unexplored. Under the rapid development in science and technology of the
modem world, audiovisual media have virtually entered almost every household and
common people have gained closer access to foreign movies. They either share the
large and wide screen with other audiences at movie theatres, or buy videos and enjoy
the pleasure of watching a classic to their heart’s content at home. For its advantages
of time-efficiency and cost-effectiveness in reaching international audiences and
markets, subtitling therefore deserves higher interest and closer attention from
academic circles of translation studies. “Translation studies is nowadays overwhelmed
by a number of attempts to discard prescriptive standpoints and adopt new, descriptive
directions. As a consequence, the research effort has been shifted from an
investigation of things that should be done to an investigation of things that are being
done. Audiovisual/Screen translation is not left out of the trend. In Europe, current
research into subtitling is oriented towards an attempt to describe the various
subtitling practices around the countries of the continent rather than to dictate what
practices should be followed. In other words, the attempt nowadays is rather to
describe the valjous subtitling conventions being followed throughout I_Surope, rather
than to impose new ongs.”(Karamitroglou, 1998:1) This descriptive trend is exactly
what the present thesis is going to move towards. Chapter | of the thesis is a brief
introduction to the current status of audiovisual translation study in modem society.
Chapter [] begins with an overview of audiovisual translation and the definition of

some key conceptual terms. Chapter]lland Chapter]V constitute the main body of the
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thesis, in which Chapter]ligives an analysis to different contexts with a view to the
subtitling functioning as a cross-cultural communicative text type. By identifying four
different types of contexts and their respective role in movie subtitling, the author of
this thesis (hereinafter referred to as the Author) intends readers to see how significant
a role the context plays in the decision making of subtitling process and how it leads
to specific strategies. And ChapterlV aims at exploring the concept of relevance for
the reduction strategy in movie subtitling as to establish the optimal relevance
between context of the source-text (the movie as a whole) and that of the target viewer.
The elaboration will be illustrated by a number of typical examples picked up from
some classics. Due to the limited space and resources collected, the intended

discussion will be focused on the Chinese subtitling of English movies.
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Chapter 11 Literature Review
1. A General Introduction to Audiovisual Translation

1.1 An Overview of Audiovisual Translation

“Audiovisual translation™ has also been referred to as “screen translation” or “film
transiation”. Compared with the other two terms, “audiovisual transiation”
“emphasizes the audio-visual dimensions of the- communicative mede. Unlike
communication through books, radio, telephone, or sign language, audio-visual
communication implies that both the acoustic chaanel through air vibrations and the
visual channel through light waves are simultaneously utilized. The term “audiovisual
translation” stresses the need to accommodate in the process of translation the
requirements of both these channels.” (Karamitroglou, 2000:1-2) Thus “audiovisual
translation” in general means “the translation of recorded audiovisual material” (Ibid,
2000:2)

As an important tool for modern communicafion, audiovisual translation has
become a quite common phenomenon in the contemporary world. Such is indicated
by the fast-increasing number of programs introduced from foreign countries and the
enorimous translating work done within this field. “Globally, this is the age of mass
communications, of multimedia experiences and a world where audiences demand the
right to share the latest text, be it film, song, or book simultaneously across cultures.”
(Bassnett gtd. by Alvarez 1996:1, cit. in Szarkowska, 2005:6) “The electronic media
explosion of the 1990s and its implications for the processes of globalization
highlighted issues of intercultural communication.”(Bassnett, 2004:1) therefore, the
quality of audiovisual translation stands out as extremely important in cross-cultural
communication and cultural construction. And now the préjudice against audiovisual
translation as a translation type has generally been removed. With mere and more
attention drawn and, large multitude of research is being dedicated to this particular
area. Fotio Karamitroglou, a scholar with special interest in the area, has made his
share of contribution in the essay 4 Proposed Set of Subtitling Standards in Europe

and with the book Towards a Methodology for the Investigation of Norms in
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Audiovisual Translation, in which he proposed to study audiovisual translation within
the framework of a polysystem and thus set up a macro-structural approach. As an
authority within the scope, Henrik Gottlieb has devoted quite a number of essays
including Subtitling —a New University Discipline(1992), Subtitling: People
Translating People (1994), You Got the Picture? On the Polysemiotics of Subtitling
Wordplay (1997), eic. to the discussion of subtitling, addressing such theoretical
aspects as the definition and classification of subtitling, its technical constraints and
pragmatic dimensions as well as the more practical subtitling strategies with a view to
the particularities of subtitling. Christopher Taylor (1999%&2000), by applying
Halliday’s functional grammar into the analysis of dialogue subtitling, explores how
such concepts as context, coherence, and register can affect the actual subtitling
process. Meanwhile, a good few scholars are also paying close attention to this
comparatively new translation genre and are dedicating their research findings to the
topic. For example, in the essay The Viewer as the Focus of Subtitling: Towards a
Viewer-oriented Approach, Ali Hajmohammadi probes into the role of viewers’
cognitive aspect in subtitle reading and draws a conclusion that viewing subtitles
makes a dual demands on the viewers, for which he suggests that when writing
subtitles, the subtitler should take the viewer and their needs into full consideration,
trying to relieve their burden.

On the one hand, such famous joumals as Translation Journal, Meta and Babel
are published with lots of research papers concerning audiovisual translation; on the
other hand, a great number of research institutes are also established with the purpose
of serving as a guide for audiovisual translation. For example, the European
Association for Studies in Screen Translation (ESIST), the European Institute for the
Media (EIM) and the Independent Television Commission (ITC), to name just a few.
As members from these institutes, some scholars have already become noted by their
substantial contributions to the study of audiovisual translation.

Whereas, in China, research into andiovisual translation is still in its infancy. Except
for some introductory remarks and summary of practical experience, there seems to
be little or no systematic study pertaining to this subject,. Among the few scholars who

6
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have paid their notice to the area, Qian Shaochang, the translator of the well-known
American TV series Growing Pains, tried to attract attention from the academic
circles to the significance of audiovisual translation by his exploration of the
specialties of screen language and the unique qualities of audiovisual translation
(2000:61-65). Another scholar Li Yunxing also shared his ideas in Strategies for
Translating Subtitles (2001:38-40) while Cai Meiping offered some aiding advice on
how to reconstruct, modify and transform culture image in audiovisual fransiation
(2001:91-94) Although these discussions are just reflections of their personal practice
or experience, they have somehow opened up a new ground for us to cultivate and
delve into the depth of a systematic and theoretical research. Fawcett once pointed out:
“Research difficulties such as the atheoretical nature of most existing audiovisuat
translation studies and the lack of a consistent corpus of translated audiovisual
material aggravate the problem.” (Fawcett, 1996:66 qtd. in Karamitroglou 2000:10)
This is particularly the case in such country as China, where it is only afler the
founding of the People’s Republic in 1949 that audiovisual translation first started.
With a relatively short history and a long suffering neglect in this area, it is high time
that we devoted ourselves to the advancement of audiovisual translation study in

response to the urgent call of the age.
1.2 Categorization of Audiovisual Translation

Although “audiovisual-translation scholars seem to disagree even upon the
rudimentary typology of tile language transfer methods that constitute ‘audiovis;ual
translation’” (Karamitroglou, 2000:4), most of them do share the same idea that there
are at least two basic categories: subtitling and revoicing with the latter being further
divided by Karamitroglou into dubbing (lip-sync), narration (including voice-over}
and free-commentary. (Tbid) In general, “revoicing” is defined as “the audiovisual
language transfer methods of ‘dubbing’, ‘narration’ and ‘free-commentary’
collectively, and describes the attempt to cover (partly or entirely) the spoken source

text of an original audiovisual production by a new spoken target texi. (Dries, 1995a:
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9 qtd. in Karamitroglou, 2000:5). Within this categorization, dubbing is the most
frequently and widely adopted method in translating TV programmes and movies, and
sometimes the two terms “revoicing” and “dubbing” are used interchangeably. Since
revoicing is not the Author’s present concern, there seems to be no need to go into its
elaboration; while for the other form subtitling, which is the primaty focus of the

thesis, will be given full consideration later.
1.3 The Nature of Audiovisual Translation

There is a long-standing contempt against audiovisual translation that can be traced in
Ballester (1995:178 cit. in Karamitroglou, 2000:10): But it is a well-known fact that
audiovisual translation has always been considered inferior to (written) literary
translation, most probably because of the lack of cultural prestige in audiovisual
mass-media, compared to canonized literature. However, such contempt is not only
shortsighted, but also ill-founded. As a matter of fact, huge quantities of movies or TV
series are adapted from literary works; and moreover, at present, there emerges a
tendency which is ready to accept translations of audiovisual material as ‘literary
facts’ in a systemic constellations of relations under the precondition that it views
‘literature” as “the totality of the activities involved with the literary system” and
‘literary system’ as “the network of relations that is hypothesized to obtain between a
number of activities called ‘literary’, and consequently these activities themselves
observed via the network. (Even-Zohar, 1990:28 &54 cit. in Karamitroglou, 2000:13)

On the other hand, g‘iven the auditive and visual qualities of audiovisual tre;nslaﬁon,
movie is such a complicated and comprehensive form of art that it overlaps literary
genres like fiction, drama, poetry etc. in many ways. Thus there is no wonder that it is
incorporated by She Xiebin into Chinese literature as a type of audiovisual literature.
(& %k, 2001: 53) Besides, another important reason to count movie into literary line
lies in its language. As a core element, the language of a movie is mainly composite of
well-thought-of dialogues created beforehand. These dialogues are multifunctional as

not only do they contribute to the development of the tight-knit plot, but they also
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display a portrayal of the vivid characters, set a mirror reflecting their inner feelings
and serve as well to reveal the movie theme. In other words, the language of movie
works both informatively and esthetically and in this sense, it is a literary language by
nature; hence the translation of screen tanguage wins itself the quality of literary

translation.
2. Definition of Subtitling

“Subtitling is the translation of the spoken (written) source text of an audiovisual
product into a written target text which is added onto the images of the original
product, usually at the bottom of the screen.” (Gottlieb, 1994a; Gottlieb, 1998:247;
Luyken et al,, 1991:31; Delabastita, 1989:200 cit. in Karamitroglou. 2000:5) A more
specific definition would be the one that subtitling is a (1) written, (2) additive, (3)
synchronous type of translation of a (4) fleeting and (5) polysemiotic text type.

(Gottlieb, 1997b) And he (Ihid) further explained these five points in detail: |

(1) Being of a written—as opposed to a spoken—nature, subtitling differs from all
other types of audiovisual translation.

(2) The label additive indicates that verbal material is added to the original, retaining
the source language discourse.

(3) The label synchronous reflects the fact that the original work (with or without the
original dialogue) and the translation are presented simultaneously—unlike
“simultaneous” interpreting, where the interpreter always lags behind.

(4) The term fleeting refers to the fact that, in filmic media, all discourse is presented
in a flowing manner, beyond the control of the receptor.

(5) As we already know, the term polysemiotic states the fact that the target language
rendering only covers one of several interacting channels of communication in the

translated version,
3. Classification of Subtitling
Subtitles are classified according to different criteria. Gottlieb (1998) suggested that

subtitling be categorized from the linguistic and technical aspects respectively. Two
types of subtitling can be distinguished linguistically:

(a) Intralingual subtitling (in the original language). This includes:
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* subtitling of domestic programmes for the Deaf and hard of hearing
* subtitling of foreign-language programmes for language leamers.
Intralingual subtitling is vertical, in the sense that it involves taking speech down in
writing, changing mode but not language.
(b) Interlingual subtitling. This type is diagonal, in the sense that the subtitler crosses
over from speech in one language to writing in another, thus changing mode and
language. (Gottlieb, ed. by Baker, 2004:247)
Technically, another distinction can be drawn:
(a) Open subtities (not optional). These include:
» cinema subtitles, which are either a physical part of the film (as in films for
public viewing) or transmitted separately (for example at festival screenings)
* interlingual television subtitles transmitted terrestrially and broadcast as part of
the television picture.
(b) Closed subtitling (optional, transmitted as teletext). This type includes:
* television subtitles for the Deaf and hard of hearing, selected by the individual
viewer on a remote-control unit and generated by a decoder in the television set
+interlingual television subtitles transmitted by satellite, allowing different speech
communities to receive different versions of the same programme simultaneously.
(Tbid)
In this thesis, the discussion of subtitling is restricted to interlingual, open subtitling
with specific reference to Chinese subtitling appears simultaneously in English

movies or TV plays, unless otherwise stated.
4. Characteristics of Subtitling

Though it fails within the realm of literary translation, audiovisual translation as a
particular translation type draws its distinction in many respects. The main
characteristics it takes on primarily derive from its audio-visual particularity. Unlike
the conventional written literary genres such as novel, essay, drama, light fiction,
poetry which for most of the time is printed on paper and which have the one and only
fragile channel at disposal: the printed word (Gottlieb, 1994b). Audiovisual texts, on

the contrary, are endowed with plenty of other resources they have recourse to:
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moving images, composition of pictures, dialogues, soundtracks, and music scores etc.
In other words, audiovisual products can take advantage of both the audio and visual
communicative modes at the same time. Thus subtitling, being 2 major audiovisual
translation type, constantly involves a double transfer: the change in code from the
temporally organized oral code to the linear written code and the switch from one
Janguage to another. {(Gambier,1994). That is why Henrik Gottlieb, the authority in
subtitling, regarded interlingual subtitling as a kind of “diagonal” iranélation, in which
the “subtitler crosses over from speech in on language to writing in another, thus
changing the mode and language”. (Gottlieb, cit. in Baker, 2004:247) It is in this
sense that movie subtitlers work under the pressure that is similar to “dancers dancing
in fetters” (BF, ed. by #K#: 2000:209). O’Shea summarized the general
characteristics of andiovisnal translation in the following statement: “It is true that
there are a number of constraints that derive mainly from the audio-visual nature of
the original and target products and which distinguish audiovisual translation from
(written) lterary translation, the later being the main inspiration for general
translation theory: a) temporal constraints in revoicing, b) spatiotemporal constraints
in subtitling, c) the aécompanying visual source-culture elements in both revoicing
and subtitling, d) the accompanying aural source-language elements in subtitling, ¢)
the lip-sync imperative in dubbing, f) the cross-semiotic nature of subtitling, and g)
the inability of backtracking (with the exception of video) in both subtitling and
revoicing {O'Shea, 1996:240, cit. in Karamitroglou, 2000:10). In particular, subtitling
is a text type that is constrained by spatiotemporal fact'ors, the accompanying visual
source-culture as well as the aural source-langnage elements, the polysemioticity and
the instantaneity. F or these recognized features, they will be discussed respectively in

the following part.
4.1Spatiotemporal Constraint

Spatiotemporal constraint, which has also been called technical or physieat constraint,

refers to the constraints imposed by space and time. As the term implies, space
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constraint has to do with the size of the screen and the availability of space on the
screen while time constraint is concemed with the pace of the characters’ talking as
well as the appropriate processing time that should be allotted to viewers. Up until
now, no unifying standard has been established on how many subtitled words should
be projected at a time on the screen, but a piloting principle claims that “the general
practice of the production and layout of TV subtitles should bé guided by the aim to
provide maximum appreciation and comprehiension of the t'arge't films as a whole by
maximizing the legibility and readability of the inserted subtitled
text.”(Karamitroglou, 1998:2) With this guiding maxim in mind, Karamitroglou
carried out a thorough survey of the production and layout of subtitles in his paper 4
Proposed Set of Subtitling Standards in Europe. Although the research is based on the
various circumstances in several European countries, the formula it established has
“abridged different subtitling conventions”, and thus has achieved some universality
by and large. (Ibid) It revealed that “the maximum of two lines of subtitles should be
presented at a time. And each subtitle line should allow around 35 characters in order
to be able to accommodate a satisfactory portion of the (translated) spoken text and
minimize the need for original text reduction and omissions.”(Ibid: 3) And it is also
suggested that “a full two line subtitle containing 14-16 words should remain on the
screen for a maximum time of something around 6 seconds and for a full single-line
subtitle of 7-B words the necessary maximum duration time would be around 3 1/2
seconds to secure ample reading time.”(Ibid: 3-5) Besides, considering there are
scenes where there is a lot of information for the viewer to process and the actual
capacity of human brain, it is a fact that the language used for subtitling needs to be

more concise and compact.

4.2The Accompanying Visnal Source-culture and Aural Source-language

Elements

Movie is such a melting pot that fuses the arts of painting, literary writing, and music

composition into a complicated and comprehensive whole. Viewers enjoy the
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enthralling pictures while listening to the beautiful sounds in harmony with the
images. It is an all-encompassing experience which has enticed people ever since the
medium’s earliest days. And in order to have such enchanting enjoyment with a
foreign movie, most of the time people have to resort to subtitles. However, problems
may arise as both the visual images and aural source-language elements demand that
subtitles match them. People feast their eyes on the images strewn with exotic flavors
as well as the subtitled texts while listening to a foreign accent. Therefore, to achieve
a perfect combination of all these dynamic and static elements, “there must be some
agreement between the subtitles, the spoken source language dialogue, and the
corresponding image.”(Baker 1998, cit. in Schwarz, 2002:2) In no way should
“spectators find cinema’s powerful scene of mimesis muddled by subtitles” (Nornes,
1999:1). In this regard, the subtiltler “carries a heavy burden of responsibility in terms
of transferring semantic, pragmatic and cultural content” (Taylor, 2000:1) so as to
“give the target audience the experience they would have if they already knew the
foreign language™(Gottlieb, 1994:265 cit. in Taylor, 2000:1).

4.3 Polysemioticity

Traditional written literary materials are printed words on book pages, thus they are
“monosemiotic texts that use only one channel of communication and the translator
therefore controls the erntire medium of expression.”(Gottlieb, ed. by Baker, 2004:245)
In movies and TV programs, the translator is facing with four channels
simultaneously:(a) the verbal auditory ch@cl, including dialogue, background voices,
and sometimes lyrics; (b) the non-verbal auditory channel, including music, natural
sound and sound effects; (c) the verbal visual channel, including supetimposed titles
and written signs on the screen; (d) and the non-verbal visual channel: picture
composition and flow. (Ibid) In the act of subtitling, the subtitler works within this
polysemiotic environment. Both the visual and audio channels are at his/her disposal.
Albeit these on occasion can inflict rigorous restrictions on the subtitler, they are also

support of the translation in the namative communication. While the viewer is
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privileged to hear the authentic sounds and enjoy the original flavor of the dialogues,
they have to “cope with a sizable volume of written text, superimposed on the screen”
(Baker, 1998 cit. in Schwarz, 2002:4) and “divide his or her attention between the
images and the written translation” {Goris, 1993:171 cit. in Baker, 2004:75). This
constant diversion of focus not only requires demanding efforts, but also inevitably
results in Joss of some important information at times. _

Still, a problem worth noticing here is the change of discourse mode. As subtitling
requires the transition from spoken discourse into written mode, the intricate nuances
in spoken language such as tone, pauses, dialectal varieties, fragmented utterances as
well as verbal redundancy cannot be fully reflected in written subtitles for which

conciseness is a must due to the spatiotemporal pressure.
4.4 Instantaneity

Since movie is basically composed by frames which are presented in a style of
continuous flow, the viewers thus have no way but to concentrate on the progress of
the ongoing images. In the meantime, they must pay constant attention to the writing
subtitled text that coordinates well with the moving pictures. Therefore, unlike the
conventional printed literature which the readers can repeat whenever and wherever
they like, the movie subtitles are deprived of such retrievability. Consequently, it
“entails more varied cognitive activities in decoding segments of the image and
connecting these segments to the overall discourse woven into the audiovisual
structure of the film”{Gottlieb, 1991:1‘62 cit. in Hajmohammadi, 2005:2). This in turn
requests the viewers’ immediate comprehensibility in target-language context free of
footnotes as well as the subtitler’s creativity to reconstruct an easily understandable

text within the target-culture.
5. Social Preference for Subtitling in China

Talking about the variance among countries in their preference for different
translating methods of audiovisual products, Gottlieb identified that “subtitles tend to
be favored for traditional reasons in Scandinavia, the Netherlands, Belgium, Portugal,

Greece, Israel, Egypt and throughout the Arab world. By contrast, dubbing is ‘the
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standard method of translating film and television in a number of European countries
such as France, Germany, Italy and Spain.” (Cit. in Coelh, 2005:5)

As a large developing country, it is only after the year 1949 that China started its
translating activity of audiovisual products. At that time, most of the imported foreign
movies were dubbed because only a small group of people had access to foreign
movies and few of them could understand foreign languages. Nowadays, things have
changed tremendously. With a great multitude of foreign movies imported each year,
the common people are faced with a wide range of choices: they can decide whether
to go to the cinema and enjoy the large screen or they can just stay in front of the
home theatre. Besides, numerous VCDs and DVDs of classics are vended in stores for
people’s ¢asy purchase. In this situation, the subtitled movies seem to win bigger
popularity among more and more movie lovers who would prefer to watch their
favorites in the original. The reasons lying behind these may be that they want to hear
the authentic voices of their fond actors/ actresses, or on other occasions, they could
benefit most out of subtiiles with a deep incentive to facilitate their foreign language
learning. Besides, nowadays people’s interest in foreign cultures has been on the rise
and subtitles go along with this line. Apart from that, subtitled movies are available
for those disabled in hearing, thus offering everybody the same opportutity to enjoy
the charm of moving pictures.

Another cause of the preference for subtitled foreign movies in China results
from their advantages in time-efficiency and cost-economy, while dubbing industry is
kind of a heavy burden both for the subtitier and for the government, As Gottlieb
(1997b) pointed out: “Today, the balance between the two rivals of audiovisual
translation (subtitling and dubbing) is slowly shift'ing toward subtitling, partly for
economic reasons: the increasing production and exchange of films and TV programs,
combined with the fact that the number of TV channels is outgrowing the number of

TV households, calls for a translation method quicker and cheaper than dubbing.”
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Chapterlll Contexts in Movie Subtitling: A Communicative Perspective
1. Subtitles: A Fourth Text Type
“According to Karl Buhler (1990: 28), language serves simultaneously to represent

(objectively), express (subjectively) and appeal (persuasively). (Reiss, 2004:25)
Based on Karl Bthler’s threefold division of language functions, Katharina Reiss
developed three dimensions of language: Logic, esthetic and dialogic. (Ibid: 36) She
further explored three basic text types (Texttypen) in line with the dominant
communicative function, namely content-focused text (informative), form-focused
text (expressive) and appeal-focused text (operative) (Ibid: 26) and tried to
incorporate various conventional text genres or varieties (Textsorten) like reference
books, lectures, satires and advertisements into the three categories according to the
different functions they actually perform. (Nord, 2001:37) By such categorization,
Reiss suggested that evaluation of each translation be carried out under different
criteria for different text types. In addition to these three text types, Reiss later
identified a fourth one that she designated as the “andiomedial” type. “Such texts are
written to be spoken (or sung) and hence are not read by their audience but heard,
often with the aid of some extra-linguistic medium, which itself plays a part in the
mediation of the complex literary blend.” (Reiss, 2004: 27) The sorts of text that
belong to this type typically include “radio newscasts and reports, topical surveys and
dramatic production, text that requires the use of and a degree of accommodation to a
non-linguistic medium in order to communicate with the hearer, whether in the source
or in the target language. (Ibid: 43) Also included here are those musical texts which
fit words and music together and all works for stage performance like musicals,
operettas, operas, comedies and tragedies. Though these audio-medial texts are
diversified in variety, ihcy share the distinctive quality that, to a large degree, they
depend on “non-linguistic (technical) media and on graphic, acoustic, and visual kinds
of expression.” and they “do not represent the simple transcription of oral
communications, but rather are more or less important components of a larger
complex.” So in order to bring their “full potentials” into play, they must be treated as

a whole in combination with their expressive means. (Ibid)
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Subtitling is *“the translation of the spoken (written) source text of an audiovisual
product into a written target text which is added onto the images of the original
product, usually at the bottom of the screen.” (Gottlieb, 1994a; Gottlieb, 1998:247;
Luyken et al., 1991:31; Delabastita, 1989:200, cit. in Karamitroglou. 2000:5) As its
definition indicates, subtitle is a kind of text type that involves transition of expressive
mode from spoken language into written language; meanwhile it is supetimposed on
the images of the original product and works simultaneously with the other
audiovisual elements. Taking the various characteristics into consideration, movie
subtitles can be safely incorporated into the audio-medial text type, thus is counted as

a fourth text type.
2. The Role of Subtitling

As it is mentioned above, subtitling is a recognized multimedial text type. And since
the current time is “the age of mass communication” and the contemporary world is a
place replete with “multimedia experiences” (Szarkowska, 2003:6), subtitling takes
on brand-new look in the modern world in light of its significance in cross-cultural as

well as in mass-media communication.
2.1 Subtitling and Modern Communication

Translation, being an extremely important instrument of interlingual communication
ever since the end of World Warll (Wilss, 2001:11), and “the establishment of
communication between people belonging to different speech communities has long
been an important’ form of linguistic performance.” (Ibid:17) With the tapid
development of modem mass media, however, the communication among different
peoples and the information exchange between various communities have been
growing at an unprecedented rate. “It should therefore come as no surprise that, in a
world beginning to develop from mass communication to universal or global
cdmmunication and becoming ever more complex in terms of technology and
organization, Translation is becoming increasingly important as a medium of
international communication.” and “it is no exaggeration to say that the relationship

between man and his environment is today effected largely in the form of a permanent
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communication process in which, in many spheres, information from foreign
countries plays almost as important a role as that from one’s own country.”(Ibid: 18-
19) Movie gains its worldwide popularity due to the fact that it can hold people
spellbound and the experience of watching a movie is more intense for thém than any
other medium. In our daily life, not only does movie works as an effective tool for
mass media communication, also it provides a glamorous wonderland where people
could feast their eyes on the fascinating images and enjoy the exotic flavor of faraway
places to their heart’s content. Movie, as a unique means of culture carrier and an
integral mode of art as well, can better reflect the attitudes, ideas and those tangible
phrases of people’s daily life of a given society in such an information age. In this
regard, movie hence can be viewed as being playing a significant role in information
communication as well as intercultural exchange in the modern world. Therefore, on
the one hand, movie subtitling, “with the development of readily-available,
cost-effective services to reach international audiences and markets” (Hajmohammadi,
2005:1), is bound to have a huge impact on modern communication. On the other
hand, the advanced modem technology, especially with the arrival of the digital age,
serves a strong and firm technological base for practical subtitling operation, thus

displaying to it a promising prospect.
2.2 Subtitling as Purposeful Cross-cultural Communication

Nida (2004: VI ) announced that “translating is essentially a process of
communicatioln” Similar ideas are frequently found in others: “Like a'my other use of
language, {ranslation can be considered an act of interpersonal communication. The
translated text is the means by which the communication is made possible”
(Karamitroglou, 2000:67) and ‘“Translation is increasingly being regarded as a
complex transaction that takes place in a communicative, socio-cultural context where
active human agents are constantly involved.” (Hermans, 1996:26, cit.in
Karamitroglou, 2000:34) Meanwhile “Nord (1991b:7) views translation as a process

of intercultural communication which involves two distinct parts: that of ST (source
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text) production in a source communicative situation, and that of TT (target text)
production in a target communicative situation, (Cit. in Karamitroglon, 2000:68) And
Gutt (2004:211& 213) even goes so far as to declare that “translation-—in the primary
sense—is an act of communication,... a communication between translator and target
audience only”. Seeing in this regard, it could be said that audiovisual translation is
“an unusual type of communicative interaction” (Karamitroglou, 2000:67) in view of
its special traits that “it employs target linguistic signals to accompany other source
aural and visual semiotic elements”. (Ibid) Thus, compared with other text types,
audiovisual ones are equipped with double channels to work in concert with each
other for fulfilling the communicative goal. Interlingual subtitling constantly involves
a transfer from source-language into target-langnage codes and at the same time a
switch from spoken mode into written one. The impact it has during the process of
cross-cultural communication is way tremendous. As Karamitroglou (2000:77-78)
observes: “The broad appeal of audiovisual media (TV, cinema, video) for the public
implies that the translated versions of imported audiovisual products will be
addressing a large percentage of the target community, compared to other modes of
literary translation (e.g. written translation), especially in countries with no significant
original audiovisual production. The fact that television has become a part of our daily
life shows the impact that TV productions — at least — have on our personalities. Daily
quotes or catchphrases often come from popular films and advertisements. Instead of
staying in and reading a book, one is now more likely to go to the movies or watch
Videotapé. Therefore, it is not just the text (as a product) or its accompanying
audiovisual medium (as the message carrier) that people have lately acquired but a
whole new social ritual.” ansidering in this respect, movies are designed to be both
entertaining and instructive, reaching out fo other cultures to inform and invite
reactions. Hente, subtitles assume great responsibilities in cultural transmission and
communication.

While another reason to count subtitling as a type of communication is for its
essential component: movie dialogues, which itself is an important form of
interpersonal communicatioﬁ. It is through these dialogues that different relationships
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between various characters are negotiated and constructed, unique personalities are
portrayed and the image story is steered forward. Since dialogues occupy so
prominent a position in a movie, if is thus reasonable to analyze subtitled text in view
of a communicative form. At the first glance, movie dialogues impress upon people as
if they were real life conversations. Nevertheless, a further survey may disclose their
variance. Unlike daily utterances which are said to be heard or responded to, movie
dialogues have gone through a more complicated procedure: from a well-written
script to the actor’s mouth and then to the viewer’s ear. Thus, they possess some
fundamentally different features through the process of a meticulous preparation. As
Kozloff (2000) states that “although the words appear to be spontaneous every day
speech, they form a carefully crafted work by an author who probably wrote and
re-wrote the parts. These were then rehearsed and performed by actors and finally
edited and mixed with the rest of the soundtrack”. (Cit. in Schwarz, 2002:2-3) Soina
certain sense, movie dialogues are created through the racking of brains rather than

naturally uttered in everyday situation.
2.3 Main Features of Screen Language

The langnage used in movie is a sort of artistic langunage that is well thought of and
put down after some painstaking job. It serves informational as well as esthetic
functions in its own right. But compared to other serious literature, the screen speaks

its own fresh language.
2.3.1 Collogquial Style

Since dialogues are basic components of a movie script, the screen language is
generally of a colloquial style, featuring simple words and compact sentences. For

example:

Brock: This better be good. (Titanic)'

" Except far some one otherwise indicated, the subtitled exarmples in this thesis come from the book
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Wi PERHARSH. (RBERSY (Citin B (L), 2001:5)

Gump: Stupid is as stupid does. (Forrest Gump)

Bt : BARMEE. (B EEY (bid (L) 167)

2.3.2 Idiolect

“The main purpose of translating a play is nommally to have it performed
successfully.” (Newmatk, 2001b:172) This is also the case of movie subtitling.
Movies are a coordinated artistic work among various actors and actresses who are
individually characterized and who belong to different social strata. Therefore the
lines of different characters, accordingly, present various language styles. When the
subtitler works on a movie translation, s’he must have a careful think-over on these
diversified idiolects and try to assign them personalized renderings in accordance with
their styles. Below is an example in the movie Gone with the Wind, in which the lines

of the heroine are well characterized.

Scarlett: As God as my witness...as God as my witness they’re not going to lick me. I'm
going to live through this and when it’s all over, I'll never be hungry again. No, nor any of
my folk. If I have to lie, to steal, cheat, or kill, as God as my witness, I'll never be hungry
ageain. (Gone with the Wind)

BE. AL EFWRE, EFEMAGE. RETSERY, REBIRMER. REERE,
RELFRERRT. AE, ROFAERTRE., BMELREER. £48, =% /A
EEiEE, RBAERBRER. CELEEAD) (bhid (k) 228)

Comprehensive Englsih Moive Scripts { {5 0% S R AGL 40D ()., TUH) edited by 8 2001, and they are
hence being referred to as Ibid { -/ T): Page.
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2.3.3 Acousticity

Dissimilar to the written words in printed literature, movie dialogues are heard rather
than read. Thus, screen language is an acoustic language that is intended to please the

viewer’s ears,
2.3.4 Transiency

Movie images are going on in a continuous flow, so is the language spoken by
different characters. People reading written literary works may repeat the process as
many times at will, however, with movie, the words heard are “forever gone” and the
viewers have no second chance to go over them once again. As a result, watching a
movie demands more energy and efforts from the viéwers for a “speech only partially
heard through inattention cannot be heard again” (¥1’H:%, 2001:308) This explains

why the language of the subtitles needs to be more concise and easily comprehensible.
2.3.5 Synchronization

Movie speaks in a “language of scenes;’: its flowing and sparkling stream of images,
its compelling pace and natural rhythms, as well as its pictorial style are all essential
of this nonverbal language, which constitute the basic means of movie communication.
Like glimmering pearls, they are threaded by the dialogues on a single line. People
enjoy watching a movie while listening to the characters talking. Thus, another
important quality of screen language: synchronization between the flowing image and
the speaking language. And in order to achieve the desired effect, some condensation
measures are a must. For example, instead of translating “He came from D.PRK.”
into “fth3K B EASER £ = LA RMFIE", a most usual way is to have it rendered into
“fi 2K 5 BAEERY”.(Cit. in $248 B, 2000: 63) Although this special trait of screen
language from time to time puts the subtitler in fetters, it also on occasion earns them
some support. So when subtitling a movie, the subtilter should put more consideration

on this respect. One example in the movie Forrest Gump fully illusirates how the
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subtitler can take full advantage of this specialty.

Principal: I want to show you something, Mrs. Gump. Now this is normal,
Forrest is right here. The state requires a minimurm [Q of 80 to attend public
school, Mrs. Gump. He’s going to have to go to a special school. And he’ll be
just fine. {Forrest Gump)

B HEAKR, RAWELRT. FF, ZREXK. ROTRER

JL. MBATREEREDSER 80 A LLIEATFR. HEAK. #8E

— BB, BB, ALEEGES. (AFHIEMSD (bid (L): 165)

With the combination of image and action on the screen, the audience cannot be at a

loss about the referential meaning of “this” and “here”.
3. Context

3.1 Concept of Context

The term “context” is a large concept and may acquire a wide range of connotations in
various situations. By and large, it refers to “the continvally changing surroundings, in
the widest sense, that enable the participant their interaction become intelligible”.
(Mey, 2001:39) The concept is largely employed in the studies of text-linguistics and
pragmatics. According to different understandings s in the communicative process to
interact, and in which the linguistic expressions of, it can be further divided into
several sub-categories. The British linguist Malinowski (1923) views context as
composed of “context of culture” and “context of situation”; Dutch Linguist Dijk sees
context as language environment, the actual condition when speech acts take place,
and éulture, society and politics; Within the systemic~f|métional gramar, context
comprises three parts: field, tenor and mode; and the Chinese linguist Zhang Zhigong
{1982 classifies contéxt into real-life language context and language context in the
wide sense. (4L, 2000: 18— 19) However, the concept of context acquires quite a
seemingly disparate perspective in relevance theory where it is being looked upon as

something mentally constructed rather than the externally produced: “Hence in
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relevance theory context does not refer to some part of the external environment of
the communication partners, be it the text preceding or following an utterance,
situational circumstances, cultural factors, etc.; it rather refers to part of their
‘assumptions about the world’ or cognitive environments, as it is called.”(Gutt, 2000:
27) Nevertheless, this brand-new viewing angle does not contradict the conventional
ones radically, for whatever mental assumptions people are able to construct during
the communicating process, they must be in some way born out of or stimulated by
the external resources. Thus, it is prefty reasonable to try to accommodate these
seemingly divergent ideas within the discussion of movie subtitling, a communicative

genre that should pay special attention to the viewer’s mental activities.
3.2 Contexts in Movie Subtitling

As the previous analysis indicates, subtitling is a form of cross-cultural
communication. And compared with other text types, this one is unique in that it is
equipped with double channels to work in concert with each other for fulfilling the
communicative goal: Interlingual subtitling constantly involves a switch from
source-language into target-language codes and meanwhile a transfer from
source-language culture to target-language culture, In this process of cross-cultural
communicating, contexts of both source-text and target audience are sure to effect
great impact on the act of subtitling.

Of the context in screen translation, Li Yan has done some research into
script-internal and script-external factors. (ZFEF, 2004: 444—456) In her essay, she
sub-categorizes script-internal factors into linguistic knowledge, context of situation

_and context of culture, and script-external factors into visual and auditory elements.
While her discussion may apply on the whole to audiovisual translation, the present
thesis is going to concentrate on the context of subtitling as a special text type which
will certainly be distinct in some respects. Based on the three basics: linguistic context,
context of culture and context of situation, the thesis incorporates a fourth context into

the discussion: the viewer’s internal context. It will examine how these different
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contexts are varied from and interrelated to each other, and how they affect specific
subtitling decisions. For the first three context types, the discussion is restricted to
source-text and source culture while the target viewers’ internal context is understood

within target-culture.
3.2.1 Linguistic Context

Linguistic context, which is also called co-text, includes the sounds, words or phrases
preceding and/or following a particular linguistic item in an utterance. (Hatim,
Discourse and the Translator. 2001:215) In subtitling movie dialogues, the subtitler
must have a good command of source-language in order to acquire a thorough
understanding of the original message; on the other hand, s/he should also be
competent in target language so as to work out a satisfactory version for the target
viewers. Sometimes, a correct understanding of the same word in different
circumstances can be of vital importance. Take the common word “good” for instance.
Its cut-of-context meaning is accessible to English beginners, but different situations

can entail the understandings varied.

Schindler: Well, I'm a German, All right, you've done it. A good company, you think.
(Schindler 5 List)

Stern; Modestly successfui!

o 3 RE@EAN. T, FRRRET. FEGILF REREY?
. REAAEE! (FEHHXL)) (Cit in I, 2004.448)

Stem: You stand in the line or there, but there is no good. (Schindler s List)
Hrid . PREEISHERGEEINHE, MEXEN. (CFEHREE)

(Cit. in =, 2004:448)

Goeth: You want to stay where you are. You’ve got things going on the side, things

are_pood, you don’t want anybody telling you what to do-—1 can understand all that,

25



Viewers as the Focus of Movie Subtitling: Context and Relevance

didn’t I? (Schindler s List)

THE: FRRBAERE. RELFHEBRETRET, APTUE—%, R
BEMANRETFURN. SLEFEER. RRE? (FBEHNERD
(Cit. in ZE4§, 2004:449)

Mr. Robinson: That's a hell of a good age to be. {The Graduate)
FRpASE, ERESELD, KEHENEL. (EAED (bid (L) 83)

Benjamin: He certainly is a good walker. (The Graduate)

Ak thalAERERR. (bid (L) 101)

Darcy: But that was what she liked. People flatter her so much she enjoys an
occasional change.

Lizzy: I'm afraid I gave her a_good change this aftemoon. (Pride and Prejudice)
B BRARERE LS. BRRBEREASE, BROERERROK.

W R TFRIERER THEE. CHiS5MLY) (Cit. in 2K, 2004:449)

Rose: Don't artists need good light? (Fitanic)
Wez: ERFAWELBAOLL? CREERS)) (bid (L) 33)

Molly: Well, Fack, it sounds like you're a good man to have around in a sticky spot.
Why do they always insist on announcing dinner like a damn cavalry charée?
(Titanic)

RA: R, AR, HFERELAREES. At A — R TR BRI S /4,
BREEMEMGEE . (REBRE) bid (£):23)

The above illustrations demonstrate that linguist context is an important factar that
should be taken into account; a correct understanding and an appropriate rendering of
the original text is a must on the part of the subtitler, otherwise it will be misleading

or cost the viewers too much energy in processing the information. The varied
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renderings of “good” in different contexts are appropriate in that they could generate
stronger contextual effects because the specific descriptive words used in the Chinese
subtitles contain more information than simply having it rendered into “%F”. Here are

some other examples in which common words take on unusual meanings.

Old Rose: It is me, dear. Wasn't 1 a dish? (Zizanic)

EWL: BB, FEM. RUEMETREER? (REEES)) @id(L): 6)

Jack: Rose, you're no picnic. All right, you're a spoiled little brat even, but under that you’re
the most amazingly astoundingly wonderful girl-woman-1've ever known and... (Zitanic)
AR B, RRADN, FREEY? HERT. ERER—IALRAHRNAKIXT
L~ R A—RBRIAKBARITA...... CFEHBRT)) (bid (_L): 30)

Boy A: Took off in the middle of the night to get married.
Boy B: Yeah, probably one step ahead of a shotgua! (The Graduate)
BEA: ERPEAME, BFIEHET.

B#B: WRERBEHLEE. (A (Toid (L) 107)

Oliver’s Father: What is it your people are in, Jeniffer? (Love Story)
BFIBRE: FRH, FHXBRETHAH? (((FWHFED ) (bid (T): 281)

The above underlined words are by no means rare, bui they acquire distinctively
different meanings from under common situations, and should therefore be rendered
carefuily. If not so, viewers who begin the comprehension process with a false start

will suffer a great loss of effort.
3.2.2 Context of Situation

“Communication takes place through a medium and in situations that are limited in

time and space. Each specific situation determines what and how people
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communicate, and it is changed by people communicating. Situations are not
universal but are embedded in a cultural habitat, which in tum conditions the
situation.” (Nord, 2001:1) Context of situation is the physical environment of speech
event inclusive of time, space, participants and subject matter etc.. (434t B§, 1994:
184) Generally speaking, it refers to “all those extra-linguistic factors which have
some bearing on the text itself”.(Halliday & Hasan, 2002:21)Within a movie
discourse, the context of situation is embedded in the image story on the screen. And
since movie story is an invention that bases on reality, the context of situation in a
movie is not a real one but the one that is created out of real life situation. It is in this
sense that Gregory (1967:192 cit. in Taylor, 2000:3) points out: “a film largely ereates
its own situation and patterns of contextual relations.” Nonetheless, this does not
hinder the subtitler’s work much since immersed in such an imaginary world as
screen, the audience will get so enticed that they would rather temporarily escape
from the real world, and take what they see as the “reality”. However, these
extra-linguistic features of a movie will sometimes support or constrain the work of
subtitling. In the discussion of drama translation, Susan Bassnett argues that “the
written text is a functional component in the total process that comprises theatre and
is characterized in ways that distinguish it from a written text designed to be read in
its own right”. (Bassnett 2004:120) Movie dialogues, if read alone, are “incomplete
rather than a fully rounded unit” (Thid: 119}, She further quotes Jifi Lev{(1967) in
stating how important role the extra-linguistic elements play: “The relationship
between the dialogue and the extra-linguistic situation is intense and reciprocal. The
situation often provides the dialogue with its subject matter. Moreover, whatever the
subject matter may be, the situation variously interferes in the dialogue, affects the
way it unfolds, brings about shifts or reveals, and sometimes interrupts it altogether.
In its turn, the dialogue progressively illuminates the situation and often modifies or
even transforms it. The actual sense of the individual units of meaning depends as
much on the extra-linguistic situation as on the linguistic context.”(Ibid: 121) While
this is also true of movie dialogues, Subtitles represent only a small, yet indispensable
fragment of the original dialogue in that they track dialogues minus their
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extra-lingmstic features such as gender, age, social class etc. and paralinguistic
features like the character’s body language including eye movements, gestures, facial
expression etc.. So it is only through a perfect combination of all these “auditive and
visual signs” (Ibid: 130) that the subtitled text can come into full play. Therefore, in
relation to movie subtitling, the subtitler “must hear the voice that speaks and take
into account the ‘gesture’ of the language, the cadence rhythm and pauses that occur
when the written text is spoken”. {Ibid: 121) Situational contexts, if matched by
appropriate subtitles, can be very rewarding and can provide the viewers with a most
enjoyable experience. For example, at the beginning of the movie Cast Away, Chuck
Noland, a FedEx Systems engineer is instructing the employees on time efficiency.
He speaks at a fast pace with somewhat an intent expression on his face while

adjusting the time on a clock.

Chuck: Time rules over us without mercy, not carrying if we're healthy or ill, hungry
or drunk, Russian, American, beings from Mars. It’s Yike a fire, It could either destroy
us or keep us warm. That’s why every FedEx office has a clock, because we live or
we die by the clock. We never tum our back on it. And we never, ever allow
ourselves. ..the sin of losing track of time!

Locally, it’s 1:56. That means we’ve got three hours and four minutes...before the
end-of-the-day’s package sort. That’s how long we have. That’s how much time we
have...before this pulsating, accursed, relentless taskmaster tries to put us out of

business, {Cif. in the DVD Cast Away)

Seeing Chuck’s swift action and perceiving his imperative tone, the viewer may get a
vague idea that he is pressing the staff for some urgent task. This situational
information provided by the moving image on the screen thus should conitribute to a
condensed rendering which carresponds with Chuck’s fast speed of talking; otherwise
a lengthy word-by-word subtitle will definitely halt the viewer’s image reading,
resulting in greater information loss.

In movie subtitling, the situational context counts as something very significant not
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only because it is an important information channel, but also for the deep reason lying
behind each act of viewing: Movie-viewers go to cinemas of sit in front of TVs to
watch, nat to read. Considering in this respect, good subtitles should try the utmost to
cater to their prime desire in seeing the story in action. Hence, the subtitler assumes a
responsibility for creating adequate relevance between the moving image and the

written subtities,
3.2.3 Context of Cultare

Among the numerous definitions assigned to culture, the American ethnologist Ward
H. Goodenough’ explanation may be counted as the most inclusive one: A society’s
culture consists of whatever it is one has 1o know or believe in order to operate in a
manner acceptable to its members, and do so in any role that they accept for any one
of themselves. Culture, being what people have to learn as distinct from their
biological heritage, must consist of the end product of learning: knowledge, in a most
general, if relative sense of the term. ... Culture is not a material phenomenon; it does
not consist of things, people, behaviour, or emotions. It is rather an organization of
these things. It is the forms of things that people have in mind, their models for
perceiving, relating, and otherwise interpreting them. (Goodenough, 1964 36, cit. in
Nord, 2001:23-24) Gbhring (1978) also. defines culture as “what one has to know,
master or feel in order to judge whether or not a particular form of behaviour shown
by members of a community in their various roles conforms to general expectations,
and in order to behave in this community in accordance with general expectations
unless one is prepared to bear the consequences of unaccepted behaviour. (Cit. in
Nord, 2001:33) In light of this respect, culture is “the totality of beliefs and practices
of a society” (Nida, 2001:78) that distinguishes from those of others. Thus in
cross-cultural communication, cultural differences may set up barriers that are pretty
difficult or even insurmountable for people who are communicating, On the other
hand, Language is regarded as “a substantial but partial reflection of a culture”,

(Newmark 1991:73, cit. in ZFIZ D%, 2000: 118) Tt is shaping and in turn is being
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shaped by culture; it constitutes an indispensable part “for both the functioning and
perpetuation of the culture”. (Nida, 2001:139) Hence, translating in a certain sense
means comparing cultures. And Nida (Ibid: 82) once claims that “for truly successful
translating, biculturalism is even more important than bilingualism, since words only
have meanings in terms of the cultures in which they function”. As 4 key element in
movie, screen language is thus a more direct reflection of a culture, for it can
~appropriately and sufficiently convey cultural connotations and culture-specific
messages.

Moreover, since “any translated text must function within a specific
communicative situation (Baker, 2004:245)” and as mentioned above, “situations are
not universal but are embedded in a cultural habitat, which in tum conditions the
situation {(Nord, 2001:1)”, communication is thus “conditioned by the constraints of
the situation-in-culture”. (Ibid) The characters on the screen belong to a distinct
cultural environment: their language, behaviot, mode of thinking and way of life are
good tepresentations of the culture that is unique to the community in which they live.
Subtitling is a form of cross-cultural communication between the source culture in
which the original movie is produced and the target culture in which the target
viewers are born and brought up, thus a distinct cultural context the viewers are
immersed in when watching a foreign movie. As different cultures entail different
modalities of perception on people, this may on occasion impede target viewer’s
understanding of the movie. Such exotic cultural elements as in another culture
usually find their way into linguistic expressions like culture-specific items and

culture images. The following are some typical examples:

Ruth: And where exactly do you live, Mr. Dawson? (Titaric)

Jack: Well, right now my address is the RMS Titanic. After that, I'm on God’s good
humor,

B RAREEN AT, Eidkd?

7 BIRAMEREARS, XUF, BESLSHERET. CREBE DY
(Tbid (12): 26
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Mr. Eamshaw: Don’t look so shocked Ellen, he’s going to live with us for a while.
Give him a good scrubbing and put some Christian clothes on him, (Puthering
Heights)

B ARIHRBDER, X, MERRIEL —FR. Ethirifs
Bl—F, BHOREFKR. (FELED (bid (T): 308)

Ellen: Food is what he needs most from the looks of him Mr. Earnshaw. He’s_as thin
as a sparrow. Come into the kitchen, child. (Wuthering Heights)

X BEARE, FEHT. BEECAKRNYE, EAREN. BREX
M, BF. SFFRWLED) (bid (T): 308)

Mr. Barnshaw: Oh no, children, no. This is Hindley’s violin. One of the best in
Liverpool. Mm, fine tone. And a bow to go with it. There you are Paganini.
(Wuthering Heights)

B W, R, HF0, FEXN. TREEMNH/MES. ENORHETH
—i8. V&, FEMREF, DERAE ISR, S5, BRER. (CFPRLED

(Ibid (F): 309)

Scarlett: I'm scared to death, and if you had the sense of a goat you'd scared, too!
Oh, the Yankees! (Gone with the Wind)

BE: LIFRERY. FREABRLY, REESEN. W A
(CELEEAD)Y (Tbid (b): 221)

Jane; Oh Lizzy, Mr. Bingley’s going to arrange a highland reel for us, come along.
(Pride and Prejudice)

. ™, W, BRRERTYL
{Ibid (_L): 361)

SR, R, (g R ALY

Lydia: Hello, Lizzy. Hello, Mr. Darcy. She’s as drunk as a horse. {Pride and Prejudice)
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FOAY: fREF, WNOE. MRBF, ATESGAE. BOBREEORET. CHBSERL)
(Ibid (_k): 362)

Lizzy: Yes mama, I know, I know as abrupt as bird’s feathers. {Pride and Prejudice)
Mith: RN, 90, RAVE. RMEIFRBEAERT. (HBS5HELD
{Ibid {_£): 370)

Mary: It’s against the principals of Magna Carta. (Pride and Prejudice)
B XAEEN. (BI85 mAY (bid (L): 364)

Red: There must be a con like me in every prison in America, I'm the guy who can get
it for. Cigarettes, a bag of reefer, , it that’s your thing...bottle of brandy, to celebrate
your kid’s high school graduation. Damn near anything within reason. Yes, sir! 'm a
regular Sears and Roebuck. So when Andy Dufresne came to me in 1949...and asked
me to smuggle Rita Hayworth into the prison for him... I told him, “No problem.”
B REFEMOATRBRZMA, R 2HHFBE. TEE Kkl 5FH
ESEREZ2MET. 20, RAGMEAT. 1949 F, TE-HARERICE
FoEmRSH, RAG WAE" .l HRORE

(Cit. in DVD The Shawshank Redemption)

Culture is such an inclusive concept that consists of “knowledge, belief, art, law,
morals, customs and any other capabilities and habits acquired by man as a member
qf society”. (Lusting and Koester, 1999, cit. in #54%, 2004:21) Tt shapes and binds
one’s social and cognitive concepts which are not likely to be understood and
appreciated by outsiders. Movie is a comprehensive art form that may serve as a
mirror for ane specific culture of a country or a community. For people who have less
direct contact with foreign cultures, watching movies can be a most convenienit and
effective means of getting to know anther culture and its people. But sometimes,
culture-specific words and unique culture images pose great problems for the subtitler:
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On the one hand, they shoulder heavy responsibility of cultural transmission, and on
the other hand, they must make the subtitle reading an easy and delightful enjoyment
for the viewers. Thus, how to get foreign cultures across to the Chinese audience and
meanwhile do not lay big burden on their mind while they enjoy the movie becomes
an arduous task that the subtitler must be struggling to complete. One way to resolve
the problem is to take the viewers’ cognitive abilities into account and try to create |
versions that are adequate for their quick comprehension. The examples listed above
are by no means exhaustive, but only a fragmentary representation showing that
cultural context is a significant aspect in movie. The translation of such cultural
elements will be discussed later with regard to the viewers’ cognitive ability.

Of the three types of context mentioned above, they are interrelated and overlapping
with each other in some way and their position and relationship are displayed in the

following illustration:

Context of Culture

Context of Situation

Linguistic Context

With cultural context being the largest concept, situational context and linguistic
context are in a way inclusive in it; they are determined by a given culture and serve
as impertant reflections of that culture. In a foreign movie, all these contexts have
great bearing on the subtitling work and the subtitler has to pay close attention to their

. specific representations.
3.2.4 Viewers’ Internal Context

Context is a key notion in relevance theory, which maintains that “communication not
only requires encoding, transfer and decoding processes, but crucially invelves
inference in addition. (Gutt, 2001: 41) “A context is a psychological construct, a
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subset of the hearer’s assumptions about the world” and “it is these assumptions ...
rather than the actual state of the world, that affect the interpretation of an utterénce".
(Sperber & Wilson, 2001:15) Within the realm of relevance theory, context thus
becomes “a very wide notion that can include virtually any phenomenon entertainable
by the human mind”. (Gutt, 2001:42) As Sperber and Wilson (2001:15-16) state: “A
context in this sense is not limited to information about the immediate environment or
the immediately preceding utterances: expectations about the future, scientific
hypotheses or religious beliefs, anecdotal memories, general cultural assumptions,
beliefs about the mental state of the speaker, may all play a role in interpretation.”
Moreover the context used in interpreting the utterances is not given but chosen; itis a
dynamic concept to the contrary of a static one. Movie subtitling, if viewed as a
communicative action between the original movie and the target audience, then the
internal context of the target viewers certainly has to be taken into full consideration:
their mutual knowledge with the source-language audience, their cultural beliefs and
assumptions about the characters’ intentions, their general cognitive environments and
demands as well as their processing efforts are all factors that sway the subtitling act

in one way or another.
4, Subtitling: Context and Relevance
“Translation is displaced and disjoined communication.” (Neubert, 1992: 10 cit. in &

B3¢, 2000: 112) Speaking of interlingual subtitling, the case is more complicated as
it intends to communicate spoken (written) words in a somewhat
technically-constrained written form added to the original movie. Since' any
source-text {original movie) is usually composed for a situation in the source culture,
thus for a successful communication to be carried out between the original movie and
the target viewers, it is quite essential that certain adequate relevance be created
between contexts of the source-text and the target viewers. On account of a generaily
acknowledged fact that “human cognition is relevance-oriented” (Sperber & Wilsoon,
2001: 46) aﬁd “information processing involves effort”, therefore “it will only be
undertaken in the expectation of some reward” and “there is thus no point in drawing

someone’s attention to a phenomenon unless it will seem relevant enough to him to be
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worth his attention”. (Ibid: 49) In light of this, subtitling then must be first and
foremost relevant enough for the target viewers to make adequately context-based
interpretations of the information in the movie. Otherwise, it will be most likely that

subtitles fail to fulfill its role.
4.1 Subtitling Viewership

“Willingly or unwillingly, we all become everyday recipients of a massive amount of
literary material which nowadays, because of the impact of audiovisual media, is
primarily of audiovisual nature.” (Karamitroglou, 2000: 76) The statement points out
the fact that the prime goal of an audiovisual product is to cater for the large populace.
It is not hard to imagine the miserable fate of a poorly produced movie. Compared to
other forms of translation, subtitles may reach very different audiences: There are
multi-lingual viewers who do not need translation and at the other extreme, there are
some with no understanding of the source; in between are viewers who need some
help following the narrative. Nowadays, there appears a widespread enthusiasm for
subtitling for more and more people would like to view their favorite foreign movies
in original and subtitled ones best cater to their needs as they can preserve the
authenticity of a movie. Thus, for a much acclaimed subtitled movie, the expectations
of its target viewers cannot afford to be ignored. However, it is not only practical but
also improbable to fulfill the expectations of all viewers. Nonetheless, to make a
general survey of the common interests and to do thorough research on some
concerned mental Iactivitics of the target viewers at large will certainly Ilarove to be
both rewarding and aiding in the subtitling practice.

It is generally assumed that during the process of communicating “people have
intuitions of relevance: that they can consistently distinguish relevant information
from irrelevant informaﬁon, or in some cases, more relevant from less relevant
information” and these “intuitions of relevance are relative to contexts”.. (Sperber &
Wilson, 2001:119) Moreover, people are naturally inclined to an optimization in

communicating, that is they tend to “keep the effort spent to a minimum” (Guit,
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2000:28) As a result, in watching a movie the viewer always, like in other forms of
communicating, surreptitiously entertains a hope that reading the subtitles won’t lay
much burden on their mentality and that the subtiltes can actually convey the most
relevant information adequate for their comprehension. Thus the principle of
relevance is to have large impact on the actual decision making in subtitling, for

which we will further discuss in details.
4.2 Subtitle Reading: Dual Demands

Unlike reading those written literary works which only “require readers to focus on
the visual signs to interpret the verbal content signified and explore meaning”
(Hajmohammadi, 2005:2), subtitie reading “entails more varied cognitive activifies in
decoding segments of the image and comnecting these segments to the overall
discourse woven into the audiovisual structure of the film”, (Tbid) The main reasons
lying behind this rather energy consuming mental activity are: On the one hand,
subtitles are a verbal text superimposed upon the lower part of the screen. On the
whole, it doesn’t do so much harm as to destroy the integrity of the original picture;
however, it does i one way or another sway some influence on the viewers'
perception and intrude upon their image reading as it is the fact that the viewers have
to “divide visual attention between subtitles and image”. (Ibid: 4) Stilt on the other
hand, subtitle reading forces a time constraint on the viewer since “filmic material is
presented in a continuous flow over which they have no contrel, requiring constant
attention”. (ﬁ)id: 2) For the above mentioned which are but too obvilous facts, it is no
difficult to see that to waich a subtitled movie usually demands much greater effort
from the viewers to harmonize a variety of mental activities in a condensed period of
time. And this also can make good explanations why subtitles should by nature be
concise and uncomplicated, and that there is an inevitable information loss in ihe
process of watching a subtitled movie. How to resolve such problems as the
contradiction between the non-verbal image reading and the verbal sign interpretation,

and how to keep the information loss to a minimum will find an answer on the what

37



Viewers as the Focus of Movie Subtitling: Context and Relevance

function the subtitles can actually serve.
4.3 The Function of Subtitles

Within the functionalist theory, the term “function” is differentiated from “intention”,
with the former one viewed from the standpoint of text receivers. “In accordance with
the mode! of text-bound interaction, the receivers use the text with a certain function,
depending on their own expectations, needs, previous knowledge and situational
conditions.”(Nord, 2001:28) In discussing the function of movie subtitles, this
definition also applies because the movie viewer are the text receiver under this
situation,

Commonly, a movie is a multi-chammeled communication form, relying on verbal,
visual and audio modes to work simultaneously. For a subtitled foreign movie, it

mainly consists of the following elements:
Verbal (dialogues, monologues, asides)

Aunditory Channel [
Nonverbal (music, other sound effects)

(Subtitled) Movie

Verbal (subtifles, captions)
Visual Channel E

Nonverbal (picture)

“Any translated text must function within a specific communicative situation (Baker,
2004:245)" and “the translation of the textual/linguistic part of an audiovisual product
is determined by the function of the particular film-type, namely whether it is
intended to entertain its recipients, inform its recipients or promote a commercial
preduct. In addition, it is determined by the emphasis it puts on the visual-and-aural
elements vs. the textual/linguistic ones, namely whether in the particular audiovisual
production it is the people/action or the languape/dialogues that are central
(Karamitroglou, 2000:79)”. The above illustration shows, in a subtitled movie, that
subtitles function in an environment complementary to several other visual or
auditory resources. Subtitles are a verbal text sign superimposed on the original

picture. Therefore, many researchers within the field contend that such an act
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(subtitling) brings about a destruction of the completeness and the smooth flow of the
beautiful pictures, thus “leading to imperfect perception of the image that is the core
component of the film”. (Hajmohammadi, 2005:4) Besides, “subtitles (verbal visual
signs) interfere with the perception of the non-verbal visual signs, making dual
demands on viewers who have to divide visual attention between subtitles and image”
and therefore “it is not possible to keep full track of both”. (Ibid) While it is the truth
that subtitle reading does in a way involve certain information loss, it can by no
means be dismissed as useless so long as it is wielded carefully and appropriately.

By and large, a basic function of subtitles is to offer adequate information about
what is going along on the screen, carrying out a smooth communication between the
movie and the target viewers. Nevertheless, an ideal subtitle is designed to be such a
one that “gives the target audience the experience they would have if they already
knew the foreign language”. (Gottlieb, 1994:265, cit. in Taylor, 2000:1) While this
ideal goal could rarely, if ever, be achieved in practice, at least some measures can be
carried out to optimize the situation, making things easier for the viewers. As the
Skopostheorie holds that “the prime principle determining any translation process is
the purpose (Skopos) of the overall translational action. (Nord, 2001:27) One basic
aspect of skopostheorie maintains that the receiver/addressee as the main factor
determining the target-text Skopos. (Ibid: 29) Movie subtitling, in which the target
viewers are counted as a decisive factor, falls within this realm. Hence, the main
purposes of this translational action lies with how to achieve the best effect among the
ta'u'get viewers and try to offer them the similar esthetic experiencé as the source
language audience would have when they watch the movie. Under this guiding
principle, subtitles assume an important function: to establish an “optimal rqlevance”
between the movie in original and target viewers. Only in this way can the target
viewers acquire enough and adequate information for the appreciation of the movie,

and at the same time, the processing efforts they spend would be kept to a minimum.
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4.3.1 Optimal Relevance

Optimal relevance describes a most ideal state in the conununicati_ng process between
the communicator and the addressee. “An utterance is optimally relevant (a) when it
enables the audience to find without unnecessary effort the meaning intended by the
communicator and (b) when that intended meaning is worth the audience’s effort, that
is, when it provides adequate benefits to the audience..These benefits are
f)sychological in nature; they consist in modifications of a person’s knowledge and
referred to technically as ‘positive contextual effects’.” (Gutt, 2001:43) The function
of optimal relevance is thought to be central to the success of communication.
Considering in this regard, the first and foremost task for the subtitler is try to
establish an optimal relevance between the contexts of source-text and target viewers

so that the viewers could get most from reading subtitles while watching images.
4.3.2 Conditions for Optimal Relevance

“Human beings are efficient information-processing devices.” (Sperber & Wilson,
2001: 46) In other words, all human beings, whether they are aware of it or not,
automatically aim at the most efficient information processing possible. While it is the
truth, this efficiency in communication process is most characterized by a permanent
pursuit for an optimal relevance of the information being processed. Since relevance
is a comparative notion depending on the interplay of two factors: contextual effects
and processing effort. Other things being equal', the more contextual effects are
produced, the more relevant; and the less efforts are taken, the more relevant. Optimal
relevance thus consists in an expectation of interpretation that yields adequate
contextual effects at minimal processing effort. Such expectation works on both sides
of the communication: On one hand, for anyone wishes to communicate, s'he
implicitly and automatically conveys the assumption that the hearer can expect to
derive adequate contextual effects without spending unnecessary effort; on the other
hand, the addressee has the right to assume that the first interpretation s/he arrives at
that a rational speaker might have expected (a) to yield adequate contextual effects,
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and {b) to put the hearer to no unjustifiable processing effort in obtaining those effects
is the interpretation intended by the communicator. (Gutt, 2004: 32) In brief, “every
act of ostensive communication communicates the presumption of its own optimal
relevance.” (Sperber & Wilson, 2001: 158)

While for subtitling, such an optimal relevance is most desirable as reading
subtitles is in itself a much demanding task. The viewers' attention has to sway
between moving images and written words, processing the given information within a
time constraint. If the information provided does not tumn out to be the most relevant,
an extra cost of processing effort will inevitably add to the burden of the viewers’s
mind, leading to a greater information loss in image reading. As a result, the subtilter
must take into account the two major factors in evaluating the degree of relevance. In
effect, during the communication which is “an asymmetrical process”, the
responsibility Hes largely with the communicator than the audience, then “it is left to
the communicator to make correct assumptions about the codes and contextual
information that the audience will have accessible and be likely to use in the
comprehension process. The responsibility for avoiding misunderstanding also lies
with the speaker, so that all the hearer has to do is go ahead and use whatever code

and contextual information come most easily to hand”. (Ibid: 43)
4.3.2.1 Contextual Effect

The notion of context in relevance theory is glso referred to as contextual assumption,
which is “a subset of the hearer’s assumptions about the world”, (Ibid: 15) A
significant aspect of optimization maintains that “human beings have a natural
interest in improving their understanding of the world around them” (Gutt, 2004: 28),
and as a result of this interest, they always bear an expectation that the outcome of a
commiunication act will modify some previously held assumptions. The modification
of the old assumptions is referred to as contextual effect, which is vital to‘thé SUCCESS
of communication for having some contextual effect in a context is an essential

condition for relevance. Three types of contextual effects can be traced: the derivation
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of contextual implications, the strengthening, or confirmation of assumptions already
held, or the elimination of assumptions due to a contradiction. Thus, in the act of
subtitling, it is essential that the subtitled texts have contextual effects on the part of
the viewers under certain context, otherwise, relevance cannot be achieved, and other
things being equal, the greater the contextual effects, the greater the relevance, What’s
mote, the relevance between the written subtitles and the visual images cannot be
ignored for information from image reading always work in concert io provide
supportive information for the viewers. In effect, when watching a subtitled movie, all
information “that can be perceived in the physical environment, information that can
be retrieved from memory—in itself a vast store of information, including
information derived from preceding utterances plus any cultural or other knowledge
stored there—and further information that can be infered from these two
sources”(Gutt, 2004: 27)constitutes the viewers’ cognitive environment, which in turn
serves as the potential context of an uiterance. However, one crucial point for a
successful communication to be carried out still lies in how the viewers “manage to
select the actual, speaker-intended assumptions from among all the assumptions they
could use from their cognitive environment”. (fhid) Take a simple utterance “That’s
it” as an illustration. Its out-of-context meaning is perhaps comprehensible to any
English learner. However, when put into various situational contexts of the movie,
different renderings are required in order that the viewers could find it adequately

relevant. The following are some examples taken from originals:

Chuck: So, that’s it.
A CEXRT. GRlh&E)) (Cit in DVD Cast Away)

Hartley: Right, that’s it then. (Titanic)

MAAERL: &, BRET. (RHEERS) (bid(E): 63)

Max: That’s it! That’s Manderley! {Rebecca)
Frrig. FT, XA SET. (R (hid (L) 395)
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For the same utterance “That’s it” to have contextual effects on Chinese viewers, a
simple rendering “BEBEE T certainly won’t do. Thus the different situations in
which they appear have a bearing on the actual decision making. In the first case, the
situational context is set after an air crash. Chuck, the only survivor, was washed onto
an isolated island where he found his colleague Albert’s dead body in the sea. Chuck
buried Albert in the sand, and then with a helpless shrug, he said “That’s it”. If the
utterance s just translated into “B{iX+# T, the viewers can still get the meaning. But
considering the situational contexts: the helpless expression on Chuck’s face and his
shrugging gesture, the Chinese viewers may assume that Chuck himself is now in a
dilemma, all he can do for his colleague is done, then the rendering “{—%F X R T~
probably holds a larger contextual effect on the Chinese viewers in that it strengthens
their assumption. In the second and third ones, the situational contexts have altered,
50 have their translations. These examples show that in movie subtitling where the
situational context plays an important rele, it is natural that subtitles which harmonize
image information with verbal utterances get better hand in creating adequate
relevance for the target viewers.

Speaking of the transiation of cultural elements in movie, the viewers’ cognitive
context takes a special bearing. The Chinese audiences are born in a culture that is
distinct from Western culture in numerous ways. Although the abundant activities for
cultural exchange are carried between China and many western coungtries, large areas
of culture-specificity still remains unknown to the Chinese people. Hence, it is quite
necessary that the subtitler make sufficient estimation of the viewers’ cognitive ability
and the contextual assumptions they have access.

Religion has had a lasting influence throughout human history. Both Western and
Eastern people have varying religious beliefs that are part of their respective cultures.

Let us take a look af severai examples, some of which are re-cited:

Ruth: And where exactly do you live, Mr, Dawson?
Jack: Well, right now my address is the RMS Titanic. After that, 'm on God’s good
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humor. (Zitanic)
i FRELEMH LMY, EREE?

AR BRIRAAEREGEES, ZUE, BREFELFNEHT . (RIBBESH
(Ibid (L): 26)

Mr. Earnshaw: Don’t look so shocked Ellen, he’s going to live with us for a while,
Give him a good scrubbing and put some Christian clothes on him. (Wuthering
Heights)

BRAE: REEEREAEN, 0, it L—BR. BbFGR
—TF, FAbRESFKM. CPRILED (bid (F): 309)

Mr. Brockiehurst: Pupils! Observe this child. She is yet young. She possesses the
oridinary form of girlhood. No single deformity points her out as a marked chatacter.

Whe would believe that the Evil One had already found in her a servant and an agent?

Yet, such I grieve to tell you is the case. Therefore, you must be on your guard
against her. Shun her example. Avoid her company. Exclude her from your sports.
And shut her out from your converse. Teachers! You must watch her! Weigh well her
words and scrutinize her actions. Punish her body, to save her soul. For it is my duty
to warn you, and my tongue falters as I tell it that this girl, this child, the native of a

Christian Land, no better than many a little heathen that says its prayers to Brahama

and kneels before Juggernaut. This girl is a liar... (Jane Eyre)

DA ARG B SR MR TR, RS, HRTH
AEB—HESE, BHERENRERHEREMIBEAY. B2ERREDS
ﬁTﬂ,%ﬁm%ﬂ%,ﬁﬁﬁ?ﬂﬁﬁgﬁbﬂﬁ:§¥ﬁ%ﬁﬁoﬁ%.
FATEAORDE, BAFBORE, REREBE R, RLBSmRimE
e RUPREERIRAIBIE . 0L BRI EEFM ERRN X5, &
%mﬁﬁﬂﬁ:ﬁﬁﬁ%@%%%ﬁ%%iﬁoﬁﬁﬁﬁéﬁﬁﬁm;ﬁﬁ%
FIEBRSTHESRMN, XANNE, —~MEEH L ER TR, DA
AESMBERE. BEOSEEIEBE L. XaBke—TMRT . K
£9) (bid (F): 185)
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Western culture is characterized by a religious belief in Christianity whereas most
Chinese are deep rooted in Buddhism, Confucianism and Taoism. Thus, few Chinese
viewers would be equipped with equivalent knowledge in this regard. When
encountering such religious terms as “Christian clothes”, “the Evil One” {which
means the evil spirit or the Demon), “Brahma” and “Juggernaut” (both are Indian
gods), most probably they have no store of encyclopedic knowledge which they can
resort to. If these words are tranglated literaily, they won’t have any contextual effect
on the Chinese viewers as they have no potential contexts at their disposal for
processing such kind of information. So as to make these religious terms more
accessible to them, some adjustments must be done. But in the first case where most
Chinese have already acquired the knowledge that Westerners take faith in God, it
will pose no particular difficulty for them to understand “ - ¥ H,

In addition to religious beliefs, cultural difference also finds its way into items or
names of people or organizations that unique to that culture. In translating these items,

special attention must be paid to their acceptance in another culture.

Mr. Eamshaw: Oh no, children, no. This is Hindley’s violin. One of the best in
Liverpool. Mm, fine tone. And & bow to go with it. There you are. Paganini.
(Wuthering Heights)

BRAL: o, B, BT, TEIH. SEFEANRE, BRRWHEBEHN
—iE. , FEAE, SET-EIE. B BRER. COPELE)
(Ibid (F): 309)

“Paganini” 1s a famous Italian violinist and composer, who is little known to comion
Chinese people. Thus its transliteration into Chinese “TH4& /2 /2" is unlikely to find
any corresponding reservoir of knowledge on the Chinese viewers for them to process
this new information. Maybe some can get an idea of its being a musician according
to both the preceding utterances and situational contexts, but the cost of processing
effort they invent in such a guessing will not be equal to the benefits of achieving a
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contextual effect when the name is simply generalized as “ K% 55", Here is another

example.

Red: There must be a con like me in every prison in America. I'm the guy who can
get it for you. Cigarettes, a bag of reefer, if that’s your thing...bottle of brandy, to
celebrate your kid’s high school graduation. Damn near anything within reason. Yes,
si! Pm a regular Sears and Roebuck. So when Andy Dufresne came to me in
1949...and asked me to smuggle Rita Hayworth into the prison for him... I told him,
“No problem.” (Cit. in the DVD The Shawshank Redemption) 7

B RESRRDATHRREMA, REAMAGE. FER, JKE, XF
HEEBA BT, Y, REBBBAF. 1949 F, Til-HHCERICH
BepmFad, R “REE” . ((HREATR0E)

Similar to the above case, “Sears and Roebuck” is one of the U.S.’s largest
purveyors of general merchandise bom during the latter part of the 19 century, which
provides general services including mail-order. The transliteration of the company
name would work out little, if ever, contextual effect on average Chinese viewers,
Instead, it is substituted by the translation of one of its functions as “BEMJ A &”,
making the processing job an easy one for the viewers who can come up immediately
with a contextual assumption of the utterance. However, it is argued that the literal
transliteration of the name “Rita Hayworth™ is appropriate under this situation for its
relevance will be sought later as the movie proceeds. The name “Ti % - gL may
put most Chinese audience at a loss when they first glance at it, but as the plot moves
on, when they arrive at the scene featuring the prisoners in the Shawshank who
wowed at the appearance of a beauty on the screen, and hear the private exchange
between Red and Andy in which Andy wants a favor from Red of bringing Rita
Hayworth in Prison for him, the viewing audience then cannot fail to establish the
relation for the name “FH & * ¥ %7 and “The Love Goddess” film star on the screen.
The broken reievance then can be re-established and although the processing effort
invented is greater than expected, the contextual effect achieved is enough to offset
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the effort: the Chinese viewers acquire a piece of information that is totally new to
their mind, and this warranted knowledge can now be stored in their memory for later

use as a potential context against which more information will be processed.

Apart from culture-specific items, culture images are also varying among different
language commuinities. So at times, in order that images of a specific culiure be
appropriately transferred into another culture, methods of modification, reconstruction
or even recreation are to be employed. Below are several examples, some of which

are re-cited:

Lydia: Hello, Lizzy. Hello, Mr. Darcy. She’s as drunk as a horse. (Pride and Priudice)
Fa: fFEF, WE. MREF. ATEAE. RBEMMENET. (HIRSRLD
(Tbid £ £): 362)

Lizzy: Yes mama, 1 know, 1 know ag abrupt as bird’s feathers.
gk B, 51, R, BRANEXERAARAT. ((HESRALD
(Ibid) (Toid (LL): 370)

In the movie Pride and Prejudice, the original culture images of “as drunk as a horse”
and “as abrupt as bird’s feathers” are modified for the Chinese viewers to have an
easier access to them. While the literal renderings “FE73E L 5™ and “BFIBZERTY
3", would lead the viewers to nowhere as there are no such culture images in the
Chinese language. On other occasions, due to the lack of a correspondent image in the
Chinese culture, the original culture image in the English language has to be

reconstructed accordingly.

Ellen: Food is what he needs most from the looks of him Mr. Earnshaw. He’s as
thin as a sparrow. Come into the kitchen, child. (Wuthering Heights)

WA B, BWAREAEE T, RN SR, BRI, SEERE,
B, (b)) (Tbid (1) 308)
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Scarlett: I'm scared to death, and if you had the sense of a goat you’d scared, too!
Oh, the Yankees! (Gone with the Wind)

FiEm: RTAEEY. RRERBRLY, BiEEAEH. B, JuiE
(ELEEEEA D) (Tbid (LE): 221)

In the above cases, the original culture images of “a sparrow” and “a goat” are
reconstructed respectively as “a spile” and “a donkey” which are quite familiar to the
Chinese people under the situations. As a result, using their common knowiedge, the
Chinese viewers can get larger contextual effects with no burden. Still there are times
when the same image is attached with different or even conflicting connotations in

two cultures. An example comes from the movie Wuthering Heights.

Isabella: it’s a brother’s duty, dear Edgar, to introduce his sister to some other type
than fops and pale young poets.

Edgar: Oh, you want a dragon?

Isabella: Yes, I do. With a fiery mustache.

I XR—AFENXSE, FEREEM, RETHRILECHKEKNA
M A TRBARARFERF AL,

Bam. 8, FRAZEE -1 ARRT?

feb M. BH, BEEKLHKHAF. (Citin 5EEHE, 2001 93)

The image of “dragon” may strike the Chinese people as “noble, mighty” or
something related to the “imperial family” in ancient China, however, in the eyes of
Western people, it is associated with the evil “demon”. If the word “dragon” is
transferred into “EH 5™ in Chinese, the Chinese viewers will be misled to assume
that it has the same cultural meaning both in the west and China. However, as they
proceed to the next line, their assumption immediately meets with a contradiction that
a dragon is “with fiery mustache”, and at this point they probably will get confused
and feel at a loss. In this circumstance, it is most preferable to recreate a cultural

48



Viewers as the Focus of Movie Subtitling: Context and Relevance

image for the Chinese viewers and have the term “dragon” rendered into “¥§25 A"
which holds a savage face. The Chinese viewers will then select some appropriate
contextual assumption from a range of potentials in their mind about what a savage is
like, for example, one such as “a savage has an ugly face and a deformed body” to
process this culture image. And when they hear Isabella’s utterance, it will further
combine to confirm their assumption, leading to a positive strengthening of the

contextual effect.
4.3.2.2 Mental Processing Effort

“Mental processes, like all biological processes, involve a certain effort, a certain
expenditure of energy.” (Sperber & Wilson, 2001:124) Any communicative event
constantly involves information processing which is guite an exhaustible job for brain.
As a matter of fact, the brain of mankind is such an intricate device that it is almost
impossible to detect exactly its working procedures. In addressing the mental effort
involved in information processing within a certain context, it is natural that what has
to be taken into account is not only the effort needed in processing an assumption in a
given context, but also the effort made in selecting the appropriate context in which
the information is being processed. When the viewers get down to the comprehension
of a subtitled movie, they actually immersed in a cognitive environment that is
interplay of their physical environment and their cognitive abilities, endowed with a
~ huge potential context of not only all the assumptions that they are aware of, but also
all the assumptions that they are capable of becoming aware of in his physical
environment. However, not all the assumptions available from the potential context
are equally accessible at any given point in time, and the different degrees of
accessibility of contextual assumptions are featured by the amount of effort their
retrieval demands. Under an intuition of optimal relevance as well as a general
principle of effort saving, they “naturally start out with those contextual assumptions
that most easily accessible to them” (Gutt, 2004: 28) and proceeds to retrieve,

construct and process a number of assumptions as the discourse goes on. Thus for
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subtitles to offer an initial assumption from whi?h the viewers continue to derive
other contextual effects for fheir further comprehension of other information, it is
quite essential these given starts are highly adequate and optimal relevance be
guaranteed to make sure that the viewers’ mental processing effort be kept to a
minimum. Movie reviewing is a highly demanding task on viewers’ mentality for they
“can only watch a film frame by frame, and this uninterrupted, immediate exposure
(Gottlieb, 1991: 163, cit. in Hajmohammadi, 2005: 2) entails more varied cognitive
activities in decoding segments of the image and connecting these segments to the
overall discourse woven into the audiovisual structure of the film”. (Ibid) When the
Chinese viewers watch a foreign meovie, they naturally entertain a hope o get the
most relevant information from reading subtitles. This is due to their intuition for
optimal relevance as well as inclination to effort saving. As a result, movie subtitles
tend to compact rendering and discard verbosity, so the method of reduction is usually
resorted to in movie subtitles, and this is why subtitling is designated as “ the
reductive form of translation” (de Linde, 1995, cit. in FE& X, 2001: 39) or
“constrained translation”. (Diaz-Cintas, 1999, cit. in Ibid) Take the example
mentioned previously, where Chuck is addressing the FedEx staff at the beginning of

the movie.

Chuck: Time sules over us without merey, not carrying if we're hea]thy_or ill; hungry
or drunk, Russian, Ametican, beings from Mars. It’s like a fire. It could either destroy
us or keep us warm, That’s why every FedEx office has a clock, because we livé or
we die by the clock, We never tum our back on it. And we never, ever allow
ourselves...the sin of losing track of time!

Locally, it’s 1:56. That means we’ve got three hours and four minutes...before the
end-of-the-day’s package sort. That’s how long we have. That's how much time we
have...before this pulsating, accursed, relentless taskmaster tries to put us out of

business. (Cit. in the DVD Cast Away)

Here we have two different versions:
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(1) #w: SEL. EHBERREN, TERTMAEDR. TURME, %
RREA, ZEARKEA. HERXREERA. HEFEA, FUES
BAOAH A ZHEH. ROVKEDT MR EEZ AE, AERTREE
CRT.... RERER2HIRIT!

AR RN ) T F189564 . BRRBIIEHIPH B4 EERSK
HIBRIE S 28, FEIMENE I T SBATKRL AT, RATRHBLEHE! (Cit.
in the VCD Cast dway by JLMEFRIBARAF ISRC CN-A65-02-0252-0/V.
19, 168F)

() Bn: WHEEBRIMEATEE -2 —-BHEEN, EAMAFEY
HE. '

FRRERE, TRERE, EREREA, WTURTRI, AT
AEAEE. iﬁﬁ]’é’l‘;‘bi&i%ﬁ%ﬁ*’l\w, B o e ) 3 2 R ATT R D 3
H, RITKEBREEARANERE, RNRAETHEAFEATEIE
B (R EK AR «

WAL R MR R565 . Rt AWRA DR 3N B4 MR RIFERAS K
MEESES. SRROFN 6, XRRRMEHEANE, 0, AA
MEEARNZEH, FIRRIIK LR, (Cit. in the DVD Cast Away, 212
F)

Usually, long and complicated sentences canse more mental efforts to decipher its
meaning. Comparing the two versions above, obviously the first one is better than the
secon;i not only because it is more accurately rendered, bu_t also for its brevity in
saving the viewer’s extra effort. Perceiving Chuck’s quick speaking, probably most
Chinese viewers will feel more relieved at reading the first version. However, the cost
of effort can only be assessed against the contextual effect attained, that’s to say, a-
positive degree of relevance must be laid as a solid foundation upon which the

estimation of effort and effect be catried out; otherwise it will be pointless to waste

the time. Let us look at another example from the movie Gone with the Wind.
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Scarlett: Why don’t you say it, you coward? You’re afraid to marry me. You’'d rather
live with that silly little fool who can’t open her mouth except to say “yes”, “no”, and
raise a houseful of mealy-mouthed brats just like her!

Ashley: You mustn’t say things like that about Melanie.

HEW: RRATLATRERR, FITBEARY FAHBR! FTBRI
MEEE, SR-REEIFRFHSEANSBETHRZA!

RIfal: BRI ER. (Citin L3k & AHER, 2003: 65)

After Ashley Wilkes, whom Scarleit has long dreamed of marrying, refused her,
Scarlett became so furious that she flew her rage at him, pouring out a string of curses,
While the above translation may strike the viewers’ eyes as coherently phraéed, they
cannot be said to be a satisfactory version since there are so many attributives
modifying the central noun “% A ”(Melanie), and the viewers have to torture through
before they reach the final point. Comparatively speaking, the rendition given below

can better reflect the frenzied mood of Scarlett and save the Chinese viewers’ energy

toa great extent.

SR BREARET? AR FEBR, T TR HEREHEEHRM,
REE—HROMETHREANBRET.
BT AL: IRARREANE I A 4R
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Chapter IV Functional Subtitling Strategies Explored
Movie is pelysemiotic medium that transfers meaning through multiple channels,
such as picture, dialogue and music. Different cultures are presented not only verbally
but also visually and aurally, and it is the perfect combination of all these artistic
clements that hold a standing charm on viewers, making them brave the queues or
crowds to see the live version af the theatre. And for a foreign movie 1o better cater to
the viewers’ interest and needs, the subtitles should do the utmost to fulfill its role of
offering the target viewers the experience as if they already knew the original
language. In order to achieve this ideal, an optimal relevance should be established
between the contexts of the original movie and the target viewers, While the goal of
being optimal relevant depends in large on close cooperation and coordination
between the subtitler and the viewers, it is contended that the main responsibility lie
with the subtitler who should judge adequately the viewers’ cognitive abilities and
decide on specific subtitling strategies accordingly. In this sense, “subtitling makes it
particularly obvious that translation is a decision-making procedure” and “it is
important to understand the choices available to the subtitler and the effects produced
by different subtitling decisions”. (Kovacic, 1996: 298, cit. in Taylor, 2000:9)
Considering all the important factors that sway the subtitling process, it seems that a
viewer-oriented, image-bound approach be an appropriate choice. Fallen within this

general approach, several functional strategies can be identified.
1. Relevance and Reduction

Subtitles are a multi-medial text type that incorporates audio and visual elements into
a holistic integtity. The translations of spoken utterances into written words do not
function in a vacuum; they are backed up by other filmic components like soundtrack,
musical score, effects, characters’ facial expressions, tone of voice and body language.
However, it cannot be denied that to watch a subtitled movie, the viewers constantly
put themselves at stake for a certain amount of information loss as they have to shift
their minds between the two activities of viewing and reading. While the loss of
image message from subtitle reading is inevitable, it should be kept at minimum fer

people go to theatres to watch, not to read. In light of this account, it becomes
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especially apparent that subtitles should remain unobtrusive as possible, leaving
viewers enough time for image reading. Besides, the technical constraints dictated by
time and space will often than not make it impossible to track down full dialogues. As
a rule, “the subtitler should not attempt to transfer everything, even when this is
spatio-temporally feasible. The subtitler should attempt to keep a fine balance
between retaining a maximum of the original text (essential for the comprehension of
the linguistic part of the target film), and allowing ample time for the eye to process _
the rest of the non-linguistic aural and visual elements (essential for the appreciation
of the aesthetic part of the target film.”(Karamitroglou, 1998:11) It is in account of
this that subtitling is also regarded as “the reductive form of translation” {de Linde,
1995, cit. in ZEiE ¢, 2001:39) or “constrained translation” (Diaz-Cintas, 1999, cit. in
Tbid). Yet the reduction cannot be done at random, it must be conducted under the
guiding principle that optimal relevance be maintained between the contexts of the
original movie and the target viewers. What is left out should be the information of
least relevance. In other words, reduction should not impair the overall understanding
of either the characters or the contexts of the movie. To attain the goal of keeping the
target viewers on track of the narrative and helping them to “come as near as possible
to the experience the source-language viewers have of the image-story”
(Hajmohammadi, 2005:8), the sublitle translators “enter a decision-making process
where they determine what has to be translated and what can be left out”. (Schwarz,

2002: 9)
1.1 Condensation

Considering scenes where the utterances are delivered at an unusually fast pace
because the speaker is in a frantic mood or a desperate situation, condensation of the
original lines seems to be a preferred choice. For example, in the movie The Graduate,
Benjamin got very flustered when Mr. Robinson suddenly came home. For fear that
Mr. Robinson should misunderstand his staying in Mrs. Robinson’s bedroom, Ben

rushed hurriedly downstairs and tried to explain.
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Mr. Robinson: Is that Ben’s car in front?

Benjarnin: Yes, sir! I drove...er...] drove Mrs. Robinson home. She wanted me to
drive her home so | drove her home. (The Graduate)

FrapkE: [THRKXNEG?

F: B89, SE! M. BT RBRANER, REBER. RED

(Cit. in the DVD The Graduate)

Benjamin’s fast talking speed and the repeated saying “I drove Mrs. Robinson home.
She wanted me to drive her home so I drove her home™ reveal his extreme
restiessness, In subtitling, however, it is unnecessary to track the repetition as the
Chinese viewers probably have already got such information from both the frame and
the stammer “Fi..... NP EH K AMEK". The version given above can be
regarded as a safisfactory one as it saves the viewers extra effort in processing the
redundant information without diminishing the contextual effect. On the other hand,
condensation is usually conducted when a word is repeated in the form of a synonym

or a similar expression without additional semantic value in the same line.

Mr. Benzet: You surprise me there. 1 had heard of Lady Catherine as a very proud and
haughty woman.

Collins: Such is a vulgar opinion, sir. (Pride and Prejudice)

AR FOEALRETT . BRTRIERRA R EEEANA.
FAkR: ABEeERRHARN, 4. (RBS5RA) (Ibid (L) 358)

The underlined words “proud” and “haughty” have the similar semantic meaning, so

the Chinese subtitle makes them condense into one term “¥ HE K#7” without

disturbing much the viewing effect.
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1.2 Reductive Paraphrasing

Subtitles should capture the core of a movie so as to give the viewers a coherent move
from one scene to another. Therefore, long and complicated sentences or reiterations

have to be paraphrased to ensure adequate time for image reading.

Mr. Robinsen: What? You look to me like the kind of guy who has to fight them off.

Doesn't he look to you like the kind of guy who has to fight them off?

Mrs. Robinson; Yes, he does. (The Graduate)
FrBpkE: EREX REFHRTHRMHMHESR, LEBHENBF. K
FrRBFN: BH. ((EWE) (bid (L) 83)

In the above example, Mr. Robinson restates his opinion of Ben when enquiring about
Mrs. Robinson. In translating, the subtitler summarizes the reiterated part and offers
the viewers a coherent link. In this way, not only adequate coherence is ensured, but
also the viewers can find without extra effort being spent that Mr. Robinson’s
utterances to Ben and Mrs. Robinson are optimally related.

There are other occasions when reductive paraphrasing is involved. For instance, the
caption of a letter, a note or a newspaper headline is presented before the eyes of the
viewers within a flash of time, yet the information contained is crucial in the
development of the plot. And as far as the time limit and the viewers’ cognitive ability
are concerned, subtitling of these parts often results in a reductive paragraph. Let us

refer to the translation of a condolence letter in Gone with the Wind.

Dear Madam,

Though Captain Hamilton was not vouchsafed a heroic death upon the field of glory,

he was none the less a hero, dying of pneumonia, following an attack of measles.
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[ am, Madam, very respectfully

Your obt Jewt

Wade Hamilton
BARRERE LT RER S, MRANTHA RS, QORRERE.
B FREA !

It is a condolence letter delivered to Scarlett after her husband Charles Hamilton died
at the battlefield. A close-up of the letter is displayed within a measure of seconds,
and a brief paraphrasing of the original content will suffice to inform the viewers of

the happening.
1.3 Deletion

Time and space constraints challenge movie subtitler more often than not, and this
usually leads to deletion of some messages. In general, “a decision as to which pieces
of information to omit or to include should depend on the relative contribution of
these pieces of information to the comprehension and appreciation of the target film
as a whole.” (Karamitroglou, 1998:11)

Movie dialogues are full of filler words or expressions which are of little importance
or add no new information. Such empty words as interjections or short answers are
sacrificed in order that time and space could be saved. Here are several examples in

which the words of least comrmunicative relevance are omitted.

Roy: She left Scotland last night.

Kitty: Without telling you?

Roy: She’s not been here then.

Kitty: Not since she walked out of here with you the other day.
Roy: Look here, can | come in? (Waterloo Bridge)

Fit. hEERBEIT TR,

gl "BEFRT
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Fi: MathRiXE.
¥ AMIRAGR—AEER, Mk,
FE: RUTLUTRG? CSBTERD) (bid (£):335)

The omission of the discourse marker “look” in this case will not affect the viewers’
understanding of the talk; on the contrary, as the viewers can judge from the screen
that Roy is anxiously looking for his lover Myra, such reduction of unimportant
information will enhance the intense feeling on the viewers, making them concentrate

their attention on the worried look of Roy.

Joanna: Well, I've been in New York for about two months now, so...
Ted: I didn’t know.

Joanna: Anyway, that's why I wanted to tatk to you today, because...um...
Ted: Hmmm?

Joanna: Last time you saw me I was in...a pretty...bad...shape...yeah I was. I was.
Ted: Well you look-—you look lovely...yeah. ..

Joanna: Haa...vhhh... (Kramer VS, Kramer)

W REHLGDLEFHHT, FEL. ...

1 BAKEW.

TRl FEEHE, FUSREBREEK Bh. ...

. ftar

The exchange takes place years later after Joanna, who has depaned her son and
husband Ted, returns. The talk is full of hesitations which are revealed by such short
responses as “hmmm”, “haa”, “uhhh”, “um” and “yeah”. While omitting some of
them without affecting the viewers’ comprehension, others are given a fair treatment
and rendered in compliance with the situational context. The restlessness and
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constraint displayed on the characters’ face and body gestures can better locate the
viewers and therefore, the contextual effect on the whole is not cut down.

Here is another illustration:

Mr. O’Hara: What difference does it make whom you marry? So long as he’s a
Southerner and thinks like you. And when I’m gone, I leave Tara to you.
Scarlett: I don't want Tara, plantations don’t mean anything when...

; Mr. O'Hara: Do you mean to tell me Katie Scarlett O’Hara that Tara, that land doesn’t
mean anything to you? Why, land is the only thing in the world worth working for,
worth fighting for, worth dying for. Because it’s the only thing that lasts.

{Gone with the Wind)

EreR L BRENA T AXAR? REQRIEAA RIRBEESERT.
BRAT . BHERBRENT.

WiEmE: BAR. MHEEBMHTLH, DR

R, G - EE - Brh, FRAERNFEEEXY? B, +
AR g —EEIE. AR EBR TR, RAERAME—
KR (GELEHEAND) (Cit.in BT & fREE, 2003: 60-61)

In the dialogue between Mr. O’Hara and his daughter Scarlett, “Tara” is mentioned
several times. While the viewers probably have already been informed that Tara is the
land where the O’Haras live on, it is no longer necessary to translate it every time it
appears. Omission under this situation where two terms refer to the same thing thus
becomes indispensable for keeping the viewers’ focus on more relevant information.
Without any retarding, the viewers can shift their minds between the concept of“#
fr? and “FHEFE" as they have such assumption stored in memory from image
viewing that Tara is the plantation that belongs to the O"Haras.

Another case in which deletion is employed is illustrated as follows:

Bus-driver: Are you coming along?

Forrest: No_Mister, I'm not to be taking rides from strangers.
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Bus-driver: This is the bus to school. (Forrest Gump)

AN By

B F, RELEAS ANZE.

bl EREFRE. CFHIEMS) (Citin B30, 2003 53)

As it is clear from the picture that little Forrest is addressing the bus-driver, there is no
need to translate “Mister”. For in a movie, visual images are a large source of
information. It is wise then to leave out such messages as the viewers can obtain

visually and give them enough time for enjoying watching,
2. Other Strategies

The strategy of reduction is frequently resorted to due to the many constraints
imposed upon movie subtitling. Yet, it does not exclude the use of other strategies.
With viewers being the focus of subtitling, the subtitler has to give priority to the
consistency and coherence of the movie as not to confuse the viewers. As a resuit,
other strategies like transfer and expansion are also turned to for maintairiing an

optimal relevance between the original movie and the target viewers,
2.1 Transfer

Transfer refers to the strategy of translating the source text completely and correctly.
While subtitling more oﬁeﬁ than not resorts to reductive measures for the forced
restrictions, there are occasions when transference is privileged to accomplish the task
of bringing the viewers the best effect. As Newmark (2001b: 36-37) points out:
“Source language texts consist of words, that is all that is there, on the page.” In
movie subtitles, this does not necessarily mean that nothing should be missed, but due
respect should be paid to the creator of the original text. Such cases include 2
monologue or an aside that displays revelation of the protagonist’s inner world or
natration of the movie, the viéwers usually cannot find much support from the other.
elements of the screen, so the subtitles should track down the original content as

complete and faithful as possible.
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Caption: Scotland 1280 A. D.

Narration: I shall tell you of William Wallace. Historians from England will say I am
a liar, but history is written by those who have hanged heroes. The king of Scotland
had died without a son, and the king of England, a cruel pagan known as Edward the
Longshanks, claimed the throne of Scotland for himself, Scotland’s nobles fought him,
and fought each other over the crown. So Longshanks invited them to talks of truce—
no weapons, one page only. Among the farmers of that shire was Malcolm Wallace, a
commoner with his own lands. He had two sons—John and William. (Braveheart)
FH: RESVRERE - X H0IT, BEZHFFXQURLR, BHLRXR
MBI A S0 994822 M TSR T T, JH 25 E—— MR S K,
BEAE 2 E. TR ZRIRHRRZ, FASE FAEAERR. KB
F, FESREES, R AHMN. XMRRREMRERES ¥ L. BEA
S mEt, FEAALTF. ABMEE. (Cit in the movie DVD Bravehear)

With scenes presenting a vast luxuriant land and Scottish windpipe ringing out a slow
tempo, the narration at the outset of the movie Braveheart provides important clues
about the setting, the time and main characters of the story. Before watching the
movie, the viewers have no other recourse as for what the story is about, thus they
rely heavily on such clues to get a general idea of the unfolding plot. When working
on such narrations, it is suggested that the subtitler keep its original lines so that the

viewers can benefit most out of watching them. Let us take a look at another example.

Karen’s Narration: If [ know a song of Africa: of the giraffe and the African new
moon, lying on her back, of the plows in the fields and the sweaty faces of the
coffec-bakers. Does Africa know a song of me? Will the air over the plain quiver with
a-color that I have had on? Or, will the children invent a game in which my name is?
Or, will the full moon throw a shadow over the gravel on the drive that was like me?
Or, will the eagles of the Ngong hills look out for me? (Out of Africa)

HUEHIE L I RIEE — R, HROE R AE R I 7Y B KRR
AREH, e B A S LR AT A R T, A R T RE T
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B PEEANKREZETCHERNSMAINER? BFIRELSRE—A
PERAAFER? BATE AR EE LR T HEURAME? B
RIETI ESHREFT? (GEHIEMD) (bid (L): 554)

The above lines are narrated by the heroine Karen following the funeral of Denys, her
lover, It reveals her profound feelings for the land of Africa as well as a deep sorrow
at Denys’s death. Hence, a faithful and unabridged rendition is preferred so that the
viewers can gain an insight into the heroine’s inner world. Besides, the style of the
translated narration comiplies with the heroine’s identity as a literary writer. The
viewers can find this optimally relevant to their previous assumption about Karen’s

literate mindedness as a person of letters and her nostalgic emotions for Africa.
2.2 Expansion

In addition to reductive sirategies, expansion also serves as an effective tool to help
the viewers when literal translation of the original lines blocks their understanding of

the movie,

Benjamin: Yes. Elaine, I like you. I like you so much. Do you believe that? Do you?
Elaine: Yes.
Benjamin: You're the first thing for so long that I like. The first person that I could

stand to be with._ My whole life is such a waste, There’s just nothing. I'm sorry. I'll

take you home now. (The Graduate)
A Bf. % BRERE ERBEWRE. FHEGD?

. M.
AR KAALR, GRREROE DA, S—PREDR, TUMBE—
REIA. ARPRZ AL, BRLATHE, B EREGHAE, —F LR XA,

FFMEH . D) (bid () 95)

The underlined part has gone through some expansion so that the Chinese viewers can
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make a better idea of Benjamin's utterances from the more coherent and consistent

version. Here are a few more examples from the movie Out of Africa.

Karen: You just want to be away.
Denys: It’s not meant to hurt you.

Karen: It does!

Denys: Karen, I’'m with you because I choose to be with you. I don’t want to live
someone else’ idea of how to live. Don’t ask me to do that? I don’t want to find out
one day I’'m at the end of someone else’s life. I'm willing to pay for mine. To be
lonely sometimes, to die alone if [ have to, I think thats fair.

Karen: Not guite, you want me to pay for it as well.

gt MARBBIT.

ek BREOCEGER.

FHRE: B, RAGE—L, BEAXERMER. RAVRERIANSEEE
i ARLRBAM, 176? RABAFE-BRARATHIAEEHER. REE
At s, REZBRNMM, EENFEE. RUAHBRELTFH.

it FANE, bR, bid (L): 545)

Lady Byme: You have mine!

Karen: Thank you. I hope you will be happy here. 1 was.

Lady Byme:ll’m sorry 1 won’t know you.

HARA: RENHR!

e Wi, BEEEUIRNR. RUIRRLGE.
Fak A BRESEIR L TR, (Ibid (E): 550-551)

Bror: I wouldn't ask, but tips were a bit light. Are you alright?
Karen: If I get a decent crop.

A BAZRER, QRAFE—FNZ. flire?
e BB RSB (Ibid (£): 540)
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Spoken language is strewn with short utterances and elliptical sentences. While source
language viewers can make it a snap of these conversations which resemble their
everyday routine, the Chinese viewers may feel at a loss of these petty talks. Thus it is
wise that the subtitler fill up the gap for them to be accessible to the Chinese viewers.
The examples shown above serve as typical illustrations. All the underlined parts in
the original have undergone some adjustments to go with the situational contexts of

the movie image and cognitive abilities of the target viewers,
2.3 Rewriting

Rewriting is an extreme form of subtitling strategy. “A source text is usually
composed originally for a situation in the source culture. ..it is thus not to be expected
that merely ‘trans-coding” a source text wili result in a serviceable translatum...”
(Vermeer in Chesterman, 1989:173, cit. in Taylor, 1999:6) Within movie subtitling,
the overriding goal is to have the original text successfully translated and to create an
immediate effect on the target viewers. Given this, adaptation is sometimes inevitable,
And although the strategy of rewriting should be avoided as possibly as it can be, it
will be quite rewarding if wielded carefully and appropriately.

As the examples given previously, the different renditions of the same utterance

“That’s it” under different situational contexts are typical of this case.

Chuck: So, that’s it. (Cast Away)

BR: CBYRT.

Hartley: Right, that’s it then.

WAEHl: 8, BT . (Titanic)

Max: That’s it! That’s Manderley! (Rebecca)

RHsE BT, XA BEN.
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3. A Blemish of Subtitling

Subtitling is constantly associated with the problem of register as it involves a
transition of communicative mode from spoken into written language. Since written
language differs from spoken language in a number of ways: hesitations, incomplete
utterances, pauses as well as some phonological features like word stress, intonation
patterns, the speaker’s speaking tone, pitch, rhythm and accent which are
characteristic of spoken language are largely, or entirely absent from written language
(AAL MR, 2001: 215), it is then impossible for the written language to incorporate all
the nuances conveyed in utterances. Besides, the various dialects, idiolects,
colloquialisms that are frequently used in movie texts usually fail to emerge in
subtitles. All these elements, which are characteristic of oral mode, help to set the
context of movie, and their absence in subtitles may result in a painful loss on the
pragmatic effect. For example, Prissy, the little Negro girl in the movie Gone with the
Wind, speaks ungrammatical English, but in subtitles it is hard to capture such

features.

Prissy: 1 knows! I knows! I knows how to do it. I've done it lots and lots. Let me
doctor, let me. I can do everything.

Y RpE! REUE! Rl RETFBRT, LREME, RETDA.

Prissy: 1 don’t know how can I tell such a lie. Ma ain’t never let me around when
folks was having them.

g3 RANERELALHN. BOABERAREHATERE.

(Tbid (_1): 218, 220)

It is a fact that “spoken language is grammatically more intricate but lexically less
.dense, and that written language is more nominalised compared to the dynamic,
verbal nature of the spoken variant. Thus written transcriptions of spoken dialogue

might be expected to betray their artificial nature”. (Taylor, 2000: 5) This is especially
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the case when movie dialogues involve the use of foul language.

Lt. Dan: Goddamn it! What are you doing? Leave me here, what are you doing, just
leave me here, get out! God, I said leave me bere, Goddamn it! (Forrest Gump)
PR AR ARTAHA? BIER, RTHA, EBREFK BF. LEWE, R
RIERET, TH! (FHLEED

Lt. Dan: I can’t leave the platoon. I told you to leave me there, Gump! Forget about
me, get yourself out! Did you hear what I said? Goddamn it, put me down! Get vour
ass out of here. (Forrest Gump)

FHPE: BARETHN. RETERBTR, FH! IR, FESEE! K
WG ? o, RR TR FRESEF! COIHEMSY) (bid(L): 173-174)

The use of such vulgarism like “Goddamn it” is condemned as severe blasphemy
against God in the western world. In putting it down into Chinese subtitles, the term
“H] & seems to downplay its tone and the contextual effect the Chinese viewers
received probably can’t be expected to equal that the original audience couid have

felt.
4, Subtitling of Cultural Elements

As stated earlier, movie subtitling is a particular form of cross-cultural
communication. Movies can be a tremendously influential and extremely powerful
vehicle for transferring cultures, values, ideas and information. In movies, different
cultures are presented through multiple channels. In the process of transferring these
cultural elements into another language, the subtitler usually has two methods at
‘his/her disposal: domestication and foreignization. The two concepts differ from each
other in that: Domestication, or domesticating method means bringing the foreign
culture closer to the reader in the target culture, making the text recognizable and
familiar to them; whefeas foreignization, or foreignizing method means leading the
reader over to the foreign culture. [n dealing with the cultural elements in subtitling,

the auther of the present thesis is of the opinion that domestication is more preferable
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and applicable than foreignization.

With the target viewers being the focus of movie subtitling, their cognitive abilities
and demands must be given prior consideration. In order that an optimal relevance be
established between the cultural context of the original movie and the context of the
target viewerw, it is most desirable that the target viewers find among their potential
inner contexts appropriate ones to process the cultural information presented in
subtitles. Thus for the subtitling of foreign cultural elements to gain any contextual
effect on the viewers, a precondition is that the viewers find it relevant to their
previously held assumptions. And as far as the viewers’ inner contexts are concerned,
domestication seems to be a superior choice over foreignization. Since an elaboration
has been contributed to the subtitling of cultural elements in the previous chapter, here

the author will brief on this point with just one example from Roman Holiday.

Joe: Irving, T can’t talk over the telephone. One word in the wrong quarter and this
whole thing might, blow sky high. It’s front page stuff, that’s all I can tell you, it
might be political, it might be a sensational scam, I'm not sure which but it's a big
story. It’s getta have pictures.

Fr: IR, XEAFERE LR REERTRFAE, ZBHERSFEH
BAMT . RAGSHFHRRENLEHE, RIFRBIAHHE, H&EMIANRR.
R EEREREH, AR AEE, BHEEEN. (Ibid (T):253-254)

While the original audience has no difficulty understanding the exaggeration “blow
sky high”, the Chinese viewers probably cannot find any appropriate potential context
to process such a figure of speech. Therefore, if }he original line is subtitled into “iX
BAHEELSRER L £, it is likely that the Chinese viewers will get nowhere and
regard this information as irrelevant because they have no stored contextual
assumptions in which it could be processed. Or even if they have figured out a vague
idea of its connotation, the relevance established would be very weak and the
processing effort invested would not offset the contextual effect it aroused. On the
contrary, the rendition in the above-case is quite familiar to the Chinese viewers’ eyes
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and there lies little difficulty for them to choose a context from their mind to go with
it. Thus an immediate effect is obtained and extra processing efforts are saved.

To sum up, in movie subtitling, the supreme ideal would be to give the target viewers
the experience they would have as if they already knew the source language. In order
to achieve this goal, an optimal relevance has to be achieved between the contexts of
the original movie and the target viewers. This relationship is indicated in the

following illustration:

Context of Culture

Context of Situation Optimal Relevance Viewer's Internal Context

Linguistic Context
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Chapter V Conclusion
Due to its significance in mass and cross-cultural communication, more and more
attention has been paid to the research of movie subtitling, a highly specialized area in
translation studies nowadays.

As a multi-medial text type, the many particularities of subtitling deliver great

challenges to the subtitler. The written form of spoken utterances added to the screen
must follow the pace of the dialogues and work in concert with other audiovisual
elements. A good subtitle ensures that a successful communication being carried out
between the original movie and the target viewers. And in order to achieve a
satisfactory work, the subtitler should always bear in mind the demands and
capabilities of the intended andience. Since it is & generally acknowledged fact that
human beings instinctively aim at an optimal relevance when processing information,
then a great responsibility entrusted to the subtitler is that the messages contained in
subtitles being the most relevant. Otherwise, subtitle reading would cost too much
mental effort from the viewers and disturb their enjoying of the pictures.
On account of the spatiotemporal constraint imposed upon movie translation and with
the overriding goal of achieving the largest contextual effect on the viewess, the
subtitling calls for a series of functional strategies, among which the reductive method
is the most frequently employed. However, the reduction should be guided by the
principle of optimal relevance and meet the viewers’ cognitive needs. Apart from
reduction, other strategies such as transfer, expansion and rewriting also serve as
effective tools in éccomplishing the goal,

Movies act as a shiny reflector of the culture of 2 given community and movie
translation is an important means of cross-cultural communication. Thus the abundant
cultural elements in movie are a problem deserving high attention. Considering the
viewers’ cognitive capébilities and the ultimate purpose of creating an immediate
effect on them, domestication is a more encouraged and recommended choice.

So far, the present thesis has contributed an elaboration on movie subtitling in terms
of its particularities, contexts concerning the original movie and the target viewers,
appropriate translating strategies related to specific decision-making. It holds that in
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order that the viewers could benefit most from subtitles, an optimal relevance should
be established between the contexts of the original movie and the target viewers. And
the maintenance of the optimal relevance depends on the balance of two major factors:
contextual effect received by the viewers and the mental effort invested in information
processing. However, owing to the limited resources collected and the insufficient
knowledge on the actual and exact working of human brain, the thesis hasn’t probed
deep enough into the analysis of how to judge the degree of being optimally relevant.
It is suggested that some empirical approaches be applied to the study and a more

systematic and thorough research be carried out.
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