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ABSTRACT

Kaannoksia kulutetaan nykyaan paljon audiovisuasdéia muodossa. Av-kdantaminen
on lisaksi lapinakyva kaantamisen laji: tekstityys®e alkuperéinen dialogi sailyy
kdannoksen rinnalla, mika tarjoaa lahdekieltd odaakatsojille mahdollisuuden
poimia "virheitd”, kun taas dubbauksessa kuva jankih puhutusta kaannoksesta
eroavat suunliikkeet saattavat muistuttaa katsojaaraasta alkuperdsta. Av-
kaantamisessa on otettava huomioon useita kommatiokanavia. Dialogilla on usein
Kiinteitd yhteyksia etenkin kuvaan. Tekstitystajgbbausta rajoittavat synkronisointi ja
tiivistaminen mutta hieman eri tavoin. Dubbauksessgoituksena on etenkin
huulisynkroni, kun taas tiivistaminen on vaativampgakstityksessa, jossa seurattava
kommunikaatiokanava vaihtuu puhutusta kirjoitetuksi

Tassa pro gradu -tutkielmassa verrattiin tekstityg dubbausta av-ké&éntamisen
muotoina niiden salliman luovuuden suhteen. Tutkisessa sovellettin James S.
Holmesin sailyttdvaa ja uutta luovaa kaannodsstiadegTutkimuksen oletus, ettd
dubbaus sallisi luovempia kaannosstrategioita kekstitys, perustui juuri ndiden av-
kdantamisen muotojen erilaisiin  luonteisiin  ja etkommunikaatiokanaviin.
Tutkimuskohteeksi valittinVallace & Gromit-elokuvasarjariThe Curse of the Were-
Rabbit suom. Kanin kirous jossa on paljon haastavaa verbaalia huumoria.
Materiaaliksi eriytyivat elokuvalle tyypillisimmasanaleikit, aanileikit ja alluusiot
alakategorioineen.

Luovat k&anndstavat paljastuivat oletuksen vasfisevahiten kaytetyiksi

kaannosstrategioiksi seka tekstityksessa etta dikisbasa. Enemman huumoria oli
jatetty jopa kokonaan kaantadmaéatta kuin kaannettgvdsti. Synkronisointi ja

tiivistaminen olivat yhdessa suomalaisten av-kaargén normien kanssa rajoittaneet
kdadnntsmahdollisuuksia. Moniin kaanndsratkaisuibinkuitenkaan 10ytynyt muuta

selittavaa tekijga kuin yksittdinen kaantaja, etenkman yksittaisille verbaalin

huumorin esiintymille antama arvo ja rohkeus pakéhdetekstista luovalla tavalla.

KEYWORDS: audiovisual translation, dubbing, re-creation, mata, subtitling






1INTRODUCTION

Audiovisual translation, including subtitling andilabing, is becoming increasingly
important. For example, in Finland a total of 1ivh$ premiered in cinemas in 2009,
and only 20 of these were Finnish feature filmsilevthe rest, a notable 89%, consisted
of foreign films that were mainly either dubbed subtitled for the Finnish audience
(Elokuvateatterit 1980—-2002010). Finland, being a relatively small countmgda

language community, has always imported and treatsla great number of television
programmes, films, novels et cetera from other tt@sn Nowadays, subtitled and
dubbed television programmes and films comprise raatg part of the public

consumption of translations. That is to say, thier@an ever increasing demand for
audiovisual translation which is already one of thest familiar types of translation to

the general public.

Audiovisual translation is also inherently one & tmost visible types of translation,
and it often attracts criticism from viewers. ESp#g in subtitling, where the original
dialogue remains as a point of comparison for ieever who may understand both the
source and target language, a linguistic game pdt“the error” is offered (Spanakaki
2007). In dubbing, the comparison of the sourcé dexl the target text is only available
to those who can read lips (Zatlin 2005: 129), et visual image and especially the
possible non-matching mouth movements may remiedvibwer of the foreign origin
(Baker & Hochel 1998: 76). Translators working bstling and dubbing are still
virtually invisible, yet their work can give ris® tvery visible criticism and debate
(Zatlin 2005: 129).

As the termaudiovisual translationalready suggests, several (auditory and visual)
channels of communication are involved, and the twain modes of audiovisual
translation, subtitling and dubbing, are, thus, hbatubject to certain contextual
constraints. Briefly explained, subtitles are tasdtled onto the screen, whereas dubbing
involves replacing the actual original speech. Bluig which is essentially visual can,
thus, be said to bedditive while dubbing uses voigeplacementThe main constraints

that apply to both are synchronisation with theioal film and the need for reduction



in the form of condensing the translation basicaétlyallow the audience a pleasant
viewing experience and time to focus on the otliamnaels of communication as well.
Modes of audiovisual translation with their constteand challenges are, in this way, a

case in point why good knowledge of languages doeslone make a good translator.

In Finland the two main modes of audiovisual tratish, subtitling and dubbing,
usually have their own venues and, consequentlignotlso different audiences.
Television programmes and films are, as a ruletitbedh and dubbing has its own
restricted uses as it is mainly reserved for chidts programmes and films. All over the
world, there tend to be strong preferences foreeitbubtiting or dubbing at both
personal and national levels (Zatlin 2005: 125)islteven possible to differentiate
between the so-called subtitling and dubbing coemt(Gottlieb 1998: 245). Finland
has always been a subtitling country, and the peate is firmly established. For
example, the mode of audiovisual translation ofAamerican soap opera on Finnish
television was once changed from the tradition#tiding to dubbing, but the change
had to be cancelled very soon due to negative vidaerback (Gambier 2007: 81).
However, with current technology, DVDs can nowadagge both dubbed and subtitled
versions and viewers are increasingly offered thgon to choose between the two
especially with animations and other family filmGambier 2003: 173). Sometimes
even cinemas show both. For example, the Nick Ba-motion animatiohVallace &
Gromit: The Curse of the Were-Rab{#005) had both a dubbed and subtitled version
in cinema distribution in Finland, and they werdlbtater on transferred to the DVD

release as well.

In addition to the constraints of the mode, audioal translators are faced with various
challenges in terms of the content: television prognes and films often contain
culture-specific items such as names, specialisadinology like in medical shows, or
different types of humour in comedies. Especialgrbal humour is a significant
challenge in translation as it is often based pguistic or cultural issues or sometimes
even both at the same time. For example, the film The Curse of the Were-Rabbit
contains allusive wordplay: it refers to classiarbo films on werewolves and also

plays with language by changing the scary wolf tm&so-scary rabbit. In fact, the film



The Curse of the Were-Rablmst not a horror story at all. It is an animated edy
describing the adventures of an ingenious inveMiallace, and his canine right-hand,
Gromit, who are running a humane pest control mssnAnti-Pesto — a pun on the

wordspest antipastoandpestq another challenge to audiovisual translators.

Different translation strategies are at the audio®i translator's disposal; sometimes
verbal humour can be made to work in another laggua a relatively straightforward
way, but at other times, a specific type of humsimply cannot be retained and a
certain amount of creativity is demanded of thegtator. The Finnish translation of the
allusive wordplay in the film titleThe Curse of the Were-Rabbhitvolves some
creativity. A werewolf ishmissusilhuman wolff in Finnish. However, the title of the
film in Finnish is notlhmiskanin kirous[The curse of the human rabbit] bkiainin
kirous [The curse of the rabbit]. The Finnish title congano allusion or wordplay. It
does, however, contain soundplay in the form afeadition, that is repetition of the
consonants at the beginning of the words. The hurobuhe original title has, thus,

been re-created in the translation.

Scholars have taken different views in studying ¢benplex phenomenon of humour
transfer in audiovisual translation. For examplboprBten Schréter (2005) has studied
how language play in film is dealt with when itgabtitled and dubbed. The aim of
Schréter's study was to see whether any of the nomsefactors suspected of
influencing the translations could actually be shawhave done so. In the corpus of 18
British and American family films and a total of 8@nslations into German, Swedish,
Norwegian and Danish, original language play wass@mved to somewhat similar

extents in both dubbing and subtitling. Howevergewlall categories of language play
were put together, all in all the dubbed versiogatired a higher share of original
language play than the subtitles, but Schréter§26866) suspected the difference to be
mainly due to the frequent rhyming songs in hispasr The study revealed that the
specific type of language play and the identity amaking conditions of the individual

translators were most likely to influence the ttatisns. The mode of audiovisual

! Back-translations by the author of the presertystu
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translation (subtitling vs. dubbing), the targetdaage or the general characteristics of
the particular film could not be proven to havegnsicant impact on the translations.
(Schroter 2005: 2, 355-357, 364—-365, 367.) To spauwifference between subtitling
and dubbing was identified in terms of preservingginal language play, but the
inherent characteristics of the modes could nalibetly shown to have influenced the
translation.

Schréter’'s study is, above all, one of the mosemsive in the field in terms of the

amount of language play and the number of sourddaanget texts. The study basically
concluded that dubbed versions transferred motbeobriginal language play than the
subtitled versions, but the difference could nosbewn to be due to the different mode
but rather the type of humour and the individuahsiator. However, Schroter (2005:
21) largely ignored synchronisation, although henigiegtd that it should be kept in mind

as an aspect that might have influenced the dubbesions. Furthermore, the influence
of the visual channels was not assessed in aljoags of language play, only where it
was considered to be meaningful. Schréter alsoechm$ocus on particular sequences
of the studied films instead of studying them sysBcally as entire texts. For instance,
compensatory language play was looked for onhheitnmediate surroundings of the
omitted ones, and only three films were scanndtair entirety to find added language
play. (Schroter 2005: 112, 145, 153.) One couldrchhat, in the end, the extensive
material restricted the depth of the analysis.

The present study aims to investigate further tredten of preserving humour in
audiovisual translation by focusing on the impdet thange of the mode has on the
translation, that is taking into account the caxists of subtitling and dubbing as well.
Contrary to Schroter’'s study, the characteristi€sthe two modes of audiovisual
translation are taken into account constantly, amlg film as an entire text is in focus,
and the possible constraining effect of the visti@nnels is observed throughout the
analysis. This will perhaps lead to more detailedults, why the transfer of verbal
humour differs in subtitling and dubbing, if it tifs at all. Nick Park’s stop-motion
animationWallace & Gromit: The Curse of the Were-Ral{Bd05) and its dubbed and

subtitled Finnish translations will be studied mtall to see how much verbal humour is
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preserved, how verbal humour is transferred and tmowh creativity is involved in the
different modes of audiovisual translation. In orde analyse the difference, the
translation strategies are divided into two broadinrmcategories, retention and re-
creation, on the basis of how they aim at transfgrthe verbal humour of the source
text to the target text. The concept of text irs thiudy covers both the spoken and the
written text, that is the dialogue and the writteriscreen texts such as signs and labels
shown in the film. As was already shown above,dlgsive wordplay in the film title
The Curse of the Were-Rabhvas re-created in the Finnish translation withtheo
type of verbal humour, namely soundplay in the fafralliteration. In order for the
translation strategy to have been regarded retentine verbal humour present in the
translation would have had to be the same typehasotiginal, that is, allusive
wordplay. If no verbal humour could be found in feanish title, the humour would

have been simply regarded to be lost.

The underlying assumption in this thesis is thahkoanslators had aimed at retaining
the humour as verbal humour is an important andrrent stylistic device ofVallace

& Gromit. When humour is to be translated as humour, saesdgokes usually need
substantial modification in order to work in theget language and culture. Moreover,
dubbing and subtitling are two essentially différerodes of translation: in addition to
the different channels of communication (spokenwitten), they are different also in
that the subtitled version presents the viewer$ lo¢ source text and the target text
simultaneously. Schréter (2005: 53) too has noed, tithout the interference of the
original dialogue, the translator of the dubbedsia@r may have more freedom than that
of the subtitled version. Thus, my hypothesis @t tfme re-creative strategy would be
more frequent in translation of verbal humourTime Curse of the Were-Rabinit the
dubbed translation than in the subtitled versiordasbing allows for more creativity

than subtitling.

In what follows, the material and the method of shedy are presented in more detail.
Chapter 2 discusses verbal humour. General qusestibraudiovisual translation and
especially subtitling and dubbing are discussedChmapter 3. The fourth Chapter

concentrates on the translatability of humour adl we the different translation
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strategies. The findings are presented in Chaptan& conclusions are then drawn in
Chapter 6. A numbered scene list Tie Curse of the Were-Rablig provided in
Appendix 1 to help the reader with references &film. The characters of the film are

also introduced briefly in Appendix 2.

1.1 Material

The material of this study consisted of the firgl-fength Wallace & Gromitfilm
Wallace & Gromit: The Curse of the Were-Rabbith both its subtitled and dubbed
Finnish translation¥Vallace & Gromit: Kanin kirougWallace & Gromit: the rabbit’s
curse]. The original sound-track and written oresar texts were used as the source
text, and the subtitled and dubbed Finnish traisiatas the target texts. The dubbed
version has been translated and directed by Annavetsavainio from Tuotantotalo
Werne Oy, and the subtitled version has been ttewlby Marko Hartama. Both the
dubbed and the subtitled versions were originalndlated by these experienced
translators for the cinema distribution of the fiimFinland and then, later, transferred

on to the DVD release.

The Curse of the Were-Rablt a stop-motion animated comedy with references t
classic horror films. The film is described by @treator Nick Park as “the world’s first
vegetarian horror movie” (W&G: Featurette 4 2008s)the monster in this parodical
horror story is a rabbit, and its victims are thegous vegetables of the town folk. The
title characters are running a humane pest cobtisiness called Anti-Pesto, but they
encounter problems as this big rabbit starts pfagtine town just before the annual
giant vegetable competition at Tottington Hall. i@ has adventure and suspense but
also a romantic subplot as Wallace develops rom&elings towards Lady Tottington,
the hostess of the competition. Unfortunately, Iy already has a persistent suitor,
Victor Quartermaine, and Wallace and Gromit hawe and his bulldog Phillip to deal

with in addition to the infestation problem of ttoavn.
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The film has a dual audience comprising both chitdand adultsThe Curse of the
Were-Rabbits the first full-length film in a series oVallace & Gromitshort films. The
single middle-aged inventor and his clever caniightthand have featured in short
films since the late 1980s. They live in a typiBaitish market town but something is
always happening to the team of the man and the Togjr first adventure took them
all the way to the moon with a homemade rocketesrch of cheese, the great passion
of Wallace (Wallace & Gromit — The Official Site 20). Imaginative inventions, odd
incidents and peculiar personal details have madiadé and Gromit a beloved pair in
their homeland Britain as well as in other coustaeound the worldn fact, in addition

to DVDs and books, a whole range of merchandisen ftoys and video games to

accessories and stationery has been designed atwaifibins.

The Curse of the Were-Rahhats all the otheWallace & Gromitanimations, has been
created using classic and laborious stop-motiomation, which makes it excellent
material for a study on translation of humour egdlcin an audiovisual context as the
connection to the visual channel is significantcsi the classic animation technique
chosen takes time and effort and while faster d@hper options would also have been
available, the visual aspect is sure to play arontgmt role in the film. The translation
of the material is challenging also becaugallace & Gromitfilms are known for their
witty use of language and frequent references ttisBrculture. A DVD release with a
choice between a subtitled and dubbed version énséime language also offers an
interesting opportunity for a comparison betweere thwo different modes of

audiovisual translation.

In order to study the translation strategies usetansferring verbal humour, the most
prominent types of verbal humourTime Curse of the Were-Rabhiéere identified with
the help of a theoretical background of humour (2€ke for a discussion on what
humour is). The material of this study was colldctey transcribing the original
dialogue and the written on-screen texts of tha fiind both the subtitled and dubbed
Finnish translations. As the film is full of writtebackground texts, only the ones that
were most prominent in terms of the plot and tlatld be read on standard viewing

speed were taken into account. The songs playirtigeirbackground were excluded as
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different conventions apply to song translationaditionally, only songs written
specifically for a given film or sung by a characie the film are usually subtitled or
dubbed (Schréter 2005: 147), and none of the sondfe Curse of the Were-Rabbit
were relevant in this respect. Similarly, playfalbcacter names were not studied either,
but nicknames given during the film and used in dedogue were included in the
study. After the transcription of the material, hkanous instances were identified in it.
Three typical categories of humour arose very bjeas the most typical means of
creating humour in the film: wordplay, soundplaydaallusions. A total of 171
instances of verbal humour were identified in tbarse text. The source text and the
two target texts were then studied to collectradtances of the three categories in order

to identify also instances of added humour fromtthe target texts.

The three most prominent types of humoutire Curse of the Were-Rabbitordplay,

soundplay, and allusions, were also divided intoendetailed subcategories in order to
see how much creativity is involved in their tragin. Wordplay studied in this thesis
included three different types. Firstly, there vpadysemy/homonymy, that is play on
identical words with different meanings. Exampleelow illustrates humour created by

the several meanings of one word:

(1) Lady Tottington: There’s hope for the vegetables ye
Victor: Not the ones I'm looking at.

(The Curse of the Were-RabB05: Scene 6).

Lady Tottington has just talked everyone into givMallace’s pest control business
another chance to save their vegetables with humegens. Victor who has strongly
objected to the idea is making a sarcastic remarkelferring to the town folk as
vegetables. Victor is, of course, questioning thmiental abilities. Secondly, the
material included wordplay in the form of homophotiat is play on words with
identical pronunciations but different spellingsheTfollowing dialogue contains this

type of humour based on misheard words:
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(2)  Victor: My hair is in your machine.
Wallace: Oh no, it's only rabbits in there. Thedha
| think you'll find, is a much larger mammal.

(The Curse of the Were-RabB05: Scene 3).

The fact that the wordsair andhare are pronounced in the same way together with the
context of rabbits leads Wallace to assume thatovies talking about the animal
instead of the missing hairpiece. This is also iekpl clarified to the audience with the
explanation Wallace gives Victor. The third catggof wordplay, namely paronymy,
includes play on words with similar pronunciatioaad spellings. The following

example is playing on audience expectations:

(3) Kiss my ar...tichoke.

(The Curse of the Were-RabB05: Scene 13).

The above instance of verbal humour occurs whemo¥is thought to have killed the
were-rabbit and saved the vegetable competitiorheAarrives to the fair as a hero he is
surrounded by a crowd asking him to kiss a balpgtato, and lastly an artichoke. The
old man asking him to kiss his artichoke stretdhesword out so that the beginning is
reminiscent of the common insult including the warde, and, hence, paronymy is

created.

In this study, the category of soundplay consistédilliteration and rhyming. The
former comprises the repetition of phonemes athibginning of words. Example 4
below illustrates the use of alliteration. Lady firajton is here excitedly presenting her

giant carrot to Wallace:

4) Isn’t it the most sumptuous, succulent specimeriwoever seen?

(The Curse of the Were-RabB105: Scene 9).
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The words Lady Tottington uses to describe theotait begin with an [s] sound. The
alliteration is emphasised with a tone of voicegasiing a craving to eat the carrot.
Rhyming, on the contrary, involves the repetitidrthe last stressed vowels of words.

The following example illustrates rhyming soundplay

(5) Andif I can’t have your money, | can still bag ydawnny.

(The Curse of the Were-RabB05: Scene 14).

Victor is here shouting a threat to Lady Tottingtdime rhyme formed bynoneyand
bunny and the accompanying evil laughter are indicat¥eghe fact that Victor has

become mad already.

Allusions were, in this study, divided into purdualons and allusive wordplay, the

former including key-phrase or proper-name refeesnand the latter the same in a
somehow altered form. Wallace makes the followingument when Anti-Pesto is on

their way to lure the giant rabbit out with a sadfflady rabbit:

(6) Love, Gromit. That's the biggest trap of all.
“The Tender Trap” they call it.

(The Curse of the Were-RabB05: Scene 7).

The example above illustrates key-phrase allusidgh & reference to a film titleThe

Tender Trap(1955) is a Frank Sinatra film for which the blsakd-white photograph of
Lady Tottington on Wallace’s dashboard providesctopal link. In addition to having
a reference, allusive puns are also altered somebaweate humour. The following

example illustrates an allusive pun containing@pr-name reference:

(7)  ELVIS PARSLEY

(The Curse of the Were-RabB05: Scene 4).

% The typeface is all capitals if the example isrestance of written on-screen text.
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The allusive pun is found on a vinyl sheet amongordgs Gromit plays to his
vegetables. The person referred to is, of courbas Presley, but the last name has
been changed into a vegetable with similar proratiom and spelling. The allusive

pun, thus, contains also paronymy.

As humour is such a difficult and complex phenonmetadefine, some overlap in the
categories of humour is inevitable. The problemowérlap and grey areas between
humour categories was solved in this study by cm@mgig the main source of humour
and the whole context afhe Curse of the Were-Rahb#specially the impact of the
visual and auditory channels. Soundplay being thglest one of all of these was
always ignored if it overlapped with wordplay otuaion. In other words, alliteration
and rhyming was categorised as soundplay, wheastalone creating the humour. For

example, the following exchange of words contaimsing only:

(8) Hutch: Geronimo!
Lady Tottington: Wallace?
Wallace: Hang on a mo'.

(The Curse of the Were-RabB05: Scene 12).

Hutch, the rabbit who has been infected with Walla¢houghts during an experiment,
can only speak in sentences Wallace has utteredher Wallace & Gromitfilms or
previously in this film. Humour arises from the amvenient situations to which Hutch
combines the sentences he has learnt. In this sasmgyens the door to Lady Tottington
and greets her by shouting: “Geronimo!”. Wallacehes to close the door before the
lady sees the talking rabbit, and answers to h#r avphrase that rhymes with Hutches
greeting, hoping of course that the lady will assughe misheard the first time.

Rhyming is also present in the following bid forogmight by the town folk:

(9) Good night. Sleep tight. And don't let the bedbbgs.

(The Curse of the Were-RabB05: Scene 4).
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However, there is also an allusive pun arising fittwn situation in which the above is
said to vegetables being protected from bugs. Theiee element together with the
punning context was deemed stronger in creatindptineour, and the rhyming was as a
part of it ignored. After all, soundplay differoofn the other categories in that it stresses
how something is said rather than what words are used.

When meanings were in the focus of humour, thainishe case of overlapping
wordplay and allusion, the cultural humour was seeanutweigh the linguistic aspect
too. Therefore, a category of allusive wordplay waparated from pure wordplay and
allusion. For example, the following newspaper gdontains wordplay in the form

of paronymy, that is words that resemble each other

(10) ANTI-PESTO FAIL TO TURNIP IN TIME

(The Curse of the Were-RabB05: Scene 5).

The words that should read there are of cotuseup but quite amusingly the name of
a vegetable has been printed instead. The samapagned to a concert poster shown

on a fence:

(11) ROCK AROUND THE CROP

(The Curse of the Were-RabB05: Scene 5).

However, in this case the humour arises from tletfeat the word that can be inferred
to have been meantlock instead ofcrop, is part of this well-known song, album and
film title, which has been altered to make it funnythe context offThe Curse of the

Were-RabbitThat is to say, there is an allusion involved],ahus, the instance is not

categorised as mere paronymy but as allusive waydpl

In summary, wordplay was seen to outweigh soundpdand allusion was seen to
outweigh both soundplay and wordplay. As the aatdéor differentiating re-creation
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and retention was change of characteristic humategory, all instances of verbal
humour were counted only once and categorised dicgprto the most prominent
humour inducing element. This is to say, that amping categories were not counted
as separate cases as the above examples have shthersame words appeared twice
with the emphasis on different aspects rather gwaply repeating something already

said before, then they were counted as separate.cas

The most typical category of verbal humourThe Curse of the Were-Rabhias
allusions with wordplay as the second largest amghdplay the smallest one. The
difference between the categories of wordplay anohdplay is quite clear. There were
altogether 89 instances of allusions in the sotegg 35 of which were pure allusions
and 54 allusive wordplay, whereas the category amidplay consisted of 46 instances,
29 of which were categorised as polysemy/homonyényas homophony and 11 as
paronymy. Soundplay, the smallest category of udrbmour, totalled 36 instances, of
which 23 were alliterative and 13 rhyming soundplBlyis means that most of the time
the translators offhe Curse of the Were-Rabliad to handle wordplay or allusive
material or both at the same time; over half ofrtreerial (52%) consisted of allusions,
while all instances containing at least some pupriinmour, that is wordplay and
allusive wordplay together, totalled even more thhat (58%). The share of pure
soundplay is quite significant as well: 21% whichjust over a fifth of all verbal

humouir.

In addition to the type of verbal humour and trenslation strategy, the material was
also analysed emphasising the audiovisual confextfiim by marking how strong the
link to the visual information was in each instarmdéhumour. The relationship of the
visual and the verbal was taken into account &chréter (2005): the link between the
visual and the verbal was defined as strong, wealon-existent. The link is strongest
when the visual and verbal collaborate and weakdstn the other has only a
supporting role. A case in point occurs in the begig of The Curse of the Were-
Rabbit when Wallace, who is on a vegetable diet, is sngakbo get some hidden

cheese. In order to open a secret compartmenbaokshelf, he has to push the correct
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book. The shelf is full of books whose titles alterad with references to cheese. The

book that opens the secret compartment has thaiol title:

(12) GRATED EXPECTATIONS

(The Curse of the Were-RabBR05: Scene 2).

The reference is to the Charles Dickens n@vedat Expectation$1861). However, in
the case of a cheese lover like Wallace the titth@book also has a reference to grated
cheese in it. The verbal humour of the allusive psirsupported by the pictorial

information shown in Picture 1 below.

Picture 1. Weak pictorial link ofGrated Expectationsan allusive pun
(The Curse of the Were-RabBR05: Scene 2).

The look of the book is simple and somewhat oldcliguides the viewers’ thoughts to
classics. The humour is created by the allusive jputhe title, while the pictorial
information is merely making it more noticeable eTpictorial link is, thus, quite weak.
When Wallace reaches out to take some cheese frerseicret compartment, his hand

Is caught in a mousetrap with which Gromit hasaeptl the cheese. Wallace screams
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out in pain, and, after hearing this, Gromit rusteeselp him get his hand out of the

trap. To lighten the mood Wallace then makes tHeviing remark:

(13) Caught red-handed, eh, lad?

(The Curse of the Were-RabBR05: Scene 2).

To catch somebody red-handed is an English idioraning that one is caught in the
act of doing something wrong. Wallace’s line, hoamg\contains no humour in itself as
the humour of this situation is only created asodaboration of the verbal and the

visual shown in Picture 2 below.

Picture 2. Strong pictorial link ocaught red-handed polysemous pun
(The Curse of the Were-RabBR05: Scene 2).

The humour is together created by the idiomaticmmgpand the pictorial information
invoking a more literal reading. If Wallace’s redridl had not been shown, no humour
would be present. Therefore, the pictorial linkimsthis case, very strong.
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All in all, four channels are in use in an audionkcontext, the verbal auditory, the
non-verbal auditory, the verbal visual and the merbal visual channel (Gottlieb 1998:
245), but in practice the verbal humour is almdsfags linked to the picture, if at all.

The source text material and its pictorial linkidign are shown in Table 1 below.

Table 1. Verbal humour inThe Curse of the Were-Rabbit

Type \ pictorial link strong weak none TOTAL
22 15 9 46 (27%)
17 7 5 29
3 2 1 6
2 6 3 11
SOUNDPLAY 0 3 33 36 (21%)
Alliteration 0 1 22 23
Rhyming 0 2 11 13
28 44 17 89 (52%)
12 12 11 35
16 32 6 54
TOTAL 50 (29%) 62 (36%) 59 (35%) 171

As much as 112 cases out of the 171 instancesrbdieumour were connected to the
visual channels in a meaningful way. Out of theeagive material, exactly 50 instances
(29%) of verbal humour can be said to have a stpictgrial link and 62 cases (36%) at
least a weak link, which together comes to as magl65%. The rest of the verbal
humour, a total of 59 cases (35%), relied on thdalechannels. The high number of
humour with no pictorial link at all is a little gurising in an audiovisual context,
especially when the making of the film with the pstootion plasticine animation
technique took several years. On the other harentbre balanced use of different
channels in creating humour might be one of theaes whyThe Curse of the Were-

Rabbitappeals to a wide audience of all ages.

Wordplay was most often connected to the pictanfdrmation with a strong link (22
cases out of 46). This was clearly the case witliggony and homonymy (17 cases out
of 29). The link in the case of homophony was atsustly strong (3 cases out of the
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total 6). Paronymy, on the contrary, was most oftemnected to the visual channel with
a weak link (6 cases out of 11). Altogether 9 ins&s of wordplay had no meaningful
link to the visual channels. In other words, 9 pwwuld have worked just as well
without the pictorial information. However, when alordplay was put together, the
strong link was clearly favoured the most.

A weak pictorial link was the most common in theseaof allusions. In fact,
approximately half of all allusions (44 instances of 89) had a weak link to the visual
channels. The weak link was clearly the most commitim allusive wordplay (32 cases
out of 54). The pictorial link was with pure allass, on the other hand, as often strong
as it was weak (12 cases in both categories otheofotal 35). Out of all allusions, a
strong pictorial link was found in 28 cases outha total 89. All in all, the categories
of wordplay and allusions frequently had a meanihgfhk to the visual channels,
which in the case of wordplay was most often strang in the case of allusion most
often weak. The nonexistent pictorial link was thst uncommon case in both
categories and throughout all of their subcategoercept for paronymy where the

difference depended on one case only.

Soundplay cannot be linked to the visual channela very meaningful way as the
humour is essentially based on the use of one’seydhat is the emphasis is on the
auditory channels. Thus, most instances of verbaidur with no link to the pictorial
information at all were in fact soundplay. Out béttotal 36 instances of soundplay, 33
cases had no link to the visual channels. No stlimikg were found in the cases of both
alliteration and rhyming. However, a pictorial liokn be said to be very weakly present
in three instances of soundplay. In two casesitikewas created by highly prominent
body language. For example, early on in the filnthgming interjection appears
simultaneously with hand gestures when Wallacdidéng off his bed and through a
hole in the floor to the dining room downstairs. the bed is rising Wallace raises both

of his hands rhythmically as he shouts:
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(14) I'min the mood for food!

(The Curse of the Were-RabB05: Scene 2).

However, his excitement turns out to be prematarbeagets stuck in the hole. There is
a weak pictorial link present which the translatught want to take into consideration
when deciding what to do with the rhyme. In thedhsase, the link is a little weaker
but still somewhat present. Early on in the filnhem Wallace discovers the extent of

the rabbit problem, he curses at the rabbits edliteely:

(15) Burrowing bounders!

(The Curse of the Were-RabB05: Scene 3).

Here the link is created by the connection of tiseial information and the meaning of
the words used. When Wallace sees the rabbits, rityajof them are literally just
burrowing, and he then curses at them by choosingra that starts with the same
phoneme as the activity they are in. Still, thenstator could have easily ignored the
link as it does not constrain the soundplay, whschn the focus here. These examples
of soundplay illustrate well, how the categorisatis again inevitably a matter of

degree.

In addition to the pictorial link division shown ithe above table (Table 1), the
connections to the visual channels can also be ieegmn terms of the material
consisting of dialogue and written on-screen teQimilarly to soundplay, some written
on-screen texts were categorised as having ndditike pictorial information, although
one might anticipate otherwise on account of th@mgdpa part of the visual channels.
One could easily think that all written on-screert$ would have to be categorised as at
least having a weak link as they are expressed thnbuigh the visual channel, just as
one would presume humour that essentially relieh@n something is said, that is
soundplay, to have no links at all. However, thalgsis was done with special attention
on the way the humour was created, and also thitemaf the written on-screen texts

proved to be more complicated than what might Hmeen expected at first.
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Most written on-screen texts actually had a medualrdmk to the pictorial information.
Out of the total of 58 written on-screen texts ascimas 28 cases, that is 48%, in fact
had a weak link to the pictorial information. Aatg link to the visual channels was
found in 22 cases, which is 38% out of the totat, Yhere were also some with no link
at all. This was the case in 8 instances, whichaadld% of the total number of written
on-screen texts. These 8 cases were categorisédvarsgy no link to the pictorial
information, as they were only verbal humour exgpeesas written on-screen text
without any actual collaboration or support frone thsual aspect. In other words, they

relied only on the linguistic aspect of humour.

Among the 8 instances of verbal humour expressesrigi®n on-screen texts with no
significant link to the pictorial information, athain categories of the most prominent
humour were represented: there was one case of glmmg, 2 of rhyming, 3 of
alliteration and 2 of allusive wordplay. The cas@d@mophony, for example, was a play
on a proper name. When Victor Quartermaine discotieat Wallace is actually the
Were-Rabbit, he goes to the vicar for advice. Titarvpresents him with an old book

whose cover reads:

(16) THE OBSERVER’S BOOK OF MONSTERS
BY CLAUDE SAVAGELY

(The Curse of the Were-RabBR05: Scene 10).

The title of the book is an allusion to the renodr@bserver’'s Book series, and the
book cover provides a weak pictorial link for itowWlever, the name of the writer is a
pun with no pictorial link as none of the humouprsvided for by the visual channels.
In more precise terms, the name is a homophonenglayn the fact that the last name
Savagely brings about an association for the fieshe Claude. That association is of
course to a homophone of that narwlawed,meaning that someone has been scratched
bestially, which is quite apt for an expert on mens None of the humour is, however,

created by the pictorial information.
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All in all, the material of this study presents meresting opportunity to compare
translation solutions of a subtitled and dubbedsioer of diverse humorous material:
there is wordplay, soundplay and allusions, thdtoth linguistic and cultural humour,
with strong, weak and nonexistent connections &wuisual channels of the film. The
material also includes both dialogue and writtersoreen texts. The following section
introduces the method of this study and, most ingmbly, the translation strategies
chosen to investigate how much creativity is ineolvin the different modes of

audiovisual translation.

1.2 Method

The hypothesis of this study was that the re-creatirategy would be more frequent in
translation of verbal humour ihhe Curse of the Were-Rabbitthe dubbed translation
than in the subtitled version as dubbing allowsrfare creativity than subtitling. This
was based on the fact that in subtitling a traedldéxt is added to the film, while in
dubbing the dialogue is replaced with a target lagg one. In other words, the
subtitled version of a film offers the viewers bdtie source and target text, which
might restrict the translation. For example, aniauce who may understand both the
source and target language might affect the treor&dasolutions when faced with
challenging material, like verbal humour. In thigriicular case of an English family
film, the dual audience comprises also Finnish tadwho are often quite competent in

English.

Furthermore, although subtiting and dubbing shdhe main constraints of
synchronisation and the need for reduction, in fipadhe constraining characteristics
of audiovisual translation apply to the two modesmewhat differently.

Synchronisation basically means that the time efdhginal dialogue determines the
time available for both the subtitled and dubbeahdtation. However, in dubbing
synchronisation is more evident than in subtitleg there is also the need for lip
synchronisation, which is of concern when the speakiace and lip movements are

visible on the screen (Baker & Hochel 1998: 75)tiBalarly in dubbing animation, the
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required lip synchronisation is determined by tlseuaacy of the animation and the

accuracy of the original lip-synchronisation irfTiiihonen 2007: 175).

Although subtitling and dubbing share similar coaisits, the main difference between
the two modes of audiovisual translation is thded#nt channels of communication
used® In other terms, subtitling is visual, while dubliis oral. This means that
subtitling in its additive nature involves a draiashift of focus from the spoken
original to the written translation, which makes tieed for reduction more pressing in
subtitling than in dubbing. After all, speech consamuch redundancy which in writing
is to be left out (Gottlieb 1998: 247). This di#ece in communication channels is, of
course, essential from the point of view of thestator and should also to be taken into
account when studying subtitling and dubbing (s&f& a detailed discussion on the

constraints of subtitling and dubbing).

In order to analyse, how much creativity is invalven the different modes of
audiovisual translation, the translation strategiese divided into two broad main
categories, retention and re-creation, on the kafsieow verbal humour is transferred
from the source text to the target text. The metbodinates from James S. Holmes
(1988: 47-48), who differentiates the two transiatistrategies according to two
different axes and argues that the choice of thestator ranges on: the axis of
exoticizingversusnaturalizing and the axis ohistoricizing versusmodernizing.The
basic difference is that retention emphasises @xotg and historicizing, whereas re-
creation emphasises naturalizing and modernizingnfids 1988: 48). In other words,
retentive strategies reveal the foreign origin loé translation, whereas re-creative
strategies strive to make the translation feel ntikesan original of the target language
and culture. With re-creative strategies the tatoslhas more freedom to be creative,
whereas with retentive strategies they stay asdioghe source text as possible. The
main argument behind the hypothesis of this stadiat in audiovisual translation, this

creativity and, also, deviation from the original more feasible in dubbing than in

® Throughout this thesis, the temoderefers to the type of audiovisual translationt thaubtitling or
dubbing, while the terrahannelis used of a channel of communication, that isali®r verbal channels.
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subtitling where the original dialogue is still pemt and available to viewers some of

whom are likely to be competent in the source lagguas well.

The decisive factor between retentive and re-aredtanslation strategies was in this
study seen as the change of humour category. &r atbrds, the attention is on whether
the translators have managed, given the constrairitee mode, to preserve the specific
type of verbal humour or whether they have choseunse another type of humour to
make the translation more fluent. In addition tteméion and re-creation of humour,
also omission/loss and addition of humour wereudet! in the analysed strategies as in
the challenging context of audiovisual translati@@me humour is bound to be
impossible to transfer and some humour might, theze be added to compensate for

the omissions and losses.

In brief, the analysis was carried out on the instg of different types of verbal
humour whose pictorial links had been assessetitlng the translation strategies used
in the subtitled and dubbed Finnish versions antetn, re-creation or omission/loss of
humour. The Finnish versions were then studiednaigaorder to find also instances of
added humour. To give an example of the differ&nategies, during the opening credits
of The Curse of the Were-RablfBcene 1) a picture on the wall shows that Grdvag
graduated from a university call@bgwarts(see Picture 3 below). This is an allusive
pun on theHogwarts School of Witchcraft and Wizardry J. K. Rowling’s Harry

Potter series.



29

Picture 3. Weak pictorial link ofDogwarts,an allusive pun
(The Curse of the Were-RabBR05: Scene 1).

The context of the picture on the wall providesealwpictorial link for the allusive pun
as it shows Gromit wearing a graduation cap andihgla degree certificate in his paw.
The sign behind Gromit shows the namegwarts and the ending of the word
(Univer)sity The sign also has a rather blurry crest in thedhei which slightly

resembles the crest Bibgwarts

For a translation to be seen as retention of huptber same type of verbal humour
needs to be found in the target text. If the trabosl would have liked to retain the
humour of Dogwarts, an allusive pun would be needed in the translatitogwarts
does have a standard Finnish transl4tiofiTylypahka[Harshwart], which could have
been modified somehow. Due to the popularity andieneoverage oHarry Potter
books in Finland, it is safe to assume that theustaf the standard translation is definite
and most viewers would recognize the allusion emean altered form. For example,

the translator could have picked the word of thengound noun they think is more

4 Among other awards, the Finnish Harry Potter letns Jaana Kapari was awarded the Astrid Lindgren
prize of the International Federation of Translat@IT) for the translation of children’s booksio
Swedish and English into Finnish in 20@2e(singin Sanoma2002), which speaks for the status of her
translation.
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likely to trigger the allusion télarry Potterand modified the other part into wordplay,
like PiskipahkaMuttwart] or Tylykenne[Harshkennels]. The result would in this study
be seen as retention of humour despite the minalifroation of meaning and minimal

naturalising effect. After all, the translation @fions in the same way as the original:
by alluding in a funny way to current popular laaire, it points out that Gromit is an

exceptional dog.

In this study, the type of humour is significantorder to determine the amount of
creativity in the translation. In order for a trkai®n strategy to be seen as re-creation, it
has to be humorous but by using a different defriom the original. For example, a
translation ofDogwarts with soundplay in the form of alliteration, likeiskikoulun
priimus [head of the class in mutt school], would be sagine-creation of humaoufhe
translation might seem simpler than the originalf b basically fulfils the same

function of drawing attention to the fact that Grbre no ordinary dog.

For untransferred humour, there are two translaticategies to consider: a completely
ignored instance is categorised as purposefullyttedhi while translation with no or
unsuccessfully transferred humour is deemed Inoghd case of dialogue, the difference
is clear, but with written on-screen texts like Hikisive purDogwartsit is difficult to
determine which of the two was the translator'emiion. In reality, the humour in the
Dogwartspicture is left untranslated in both the dubbed snbtitled Finnish versions.
Of course, this could be seen as an intention ef ttAnslators to leave the pun
unchanged, as written texts appearing on the sasbéch would remain the same as
they are in the original also in the translatedtifliel are usually not subtitled at all. In
dubbing, written texts can also be subtitled okspoby a character in the scene. In this
case, where the pun is in the opening credits,difficult to say whether the choice was
to give the pun unchanged or omit it. However, thakes no difference as the result is
the same: the humorous effect of the allusive uhikely lost as not many Finnish
viewers know Hogwarts in its English form. Loss of humour also includdse
translation of meaning only. For example, explwatiranslation likekoirakoulu [dog
school], valiokoira [dog champion] okoirayliopisto [dog university], would result in

the loss of the original allusive pun altogether.
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As the above examples show, sometimes the translagoto make choices at the cost
of some elements. As a consequence, the translatdy presents one possible
interpretation of the source text with its own emfk on some aspects at the cost of
others. A study of two versions of the same filml wrovide an interesting point of
comparison concerning the overall translation sgatbetween the two different modes
of translation, subtitling and dubbing. Howevelistimtroductory chapter closes with a
brief discussion of animation and animated filmgl,aspecifically, theWallace &

Gromit series to whicihe Curse of the Were-Rabbélongs.

1.3 Animation & Animated Films

Nowadays, the line between an animation and adeat®n film can often be blurred as
special effects and computer-generated imagerybaceming increasingly common.
One deciding factor for regarding a film as an ated movie is that the film is sold to
the public as an animated film. (Beck 2005: xi.)c&se in point is the object of this
study, which relies very heavily on its status ag of the few using the classic and
laborious stop-motion animation technique. There, af course, several so-called
hybrid films, blending human beings and animation,example the filmWho Framed
Roger Rabbit(1988) which is considered an animated film andluded in the
Animated Movie Guidébut there are also numerous live action films witticeable
animation functioning as special effects, llkepector Gadgef2001), which, however,

is not included in the above guide (Beck 2005: xi).

Due to advances in technology, the different animnatechniques today are numerous.
There are traditional hand-drawn animations ang-stotion animations along with
various types of computer animations. Traditionaipimation is achieved by stop-
motion photography, which means that inanimateatbjer drawings are shot frame by
frame in slightly different positions and the frasrere then run at a standard speed of
24 frames per second, which creates the impresdiomvement (Hayward 2000: 11).
This is what the classic so-called “claymaytion’inaation technique ofVallace &

Gromitis based on.
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Animation is almost as old as cinema itself. Thoenf of film-making started out as
special effects inserted into live-action film asichple spectacle effects films with no
plot in early 1900s. An American comic strip artig¢insor McCay, is credited for
developing personality and character animation. irteoduced, for example, the
anthropomorphisation of animals, that is, the lattron of human features and qualities
to animals and sometimes even to objects. (Hay@@od: 11-12.) Anthropomorphism
has since the early days of animation been a vepulpr characteristic, and also
Wallace & Gromitmanifests this as one of the two main charactersm@, is a dog
with many human characteristics. He understandsEihglish language but cannot
speak at all.

As a form of film-making, animation has always bekminated by its western roots
and the American market. The Fleischer Brothems,American pioneers of animation
at Paramount Pictures, contributed greatly to #mtoon style of direct address to the
audience, illogical plots as well as the technalabidevelopment. The Fleischer
Brothers’ early characters of Betty Boop and Popige Sailor are still well-known
today. Another dominant American pioneer of aniorativas Walt Disney Productions
which was the first to produce a synch-sound carteith theirSteamboat Willievhich
featured Mickey Mouse in 1928. It was also thet fiosbring colour to sound cartoons.
As a contributor to the classic cartoon style, alg¢arner Bros. is quite noteworthy.
Their memorable character Bugs Bunny was one dfiftteto introduce the principle of
surprising the audience with really fast-paced aotent gag-style cartoons. (Hayward
2000: 12-13.)

Despite of the great dominance of the American ation studios, animation is widely
practised both in the East and West. For examplegral Eastern European schools
established their own style already quite earlyirduthe evolution of animation, and
nowadays especially Japanese animation is becoimingasingly popular in the West
as well. (Hayward 2000: 13-14.) Several Japanesuations, for exampl&pirited
Away (2001) andHowl's Moving Castle(2004), have made it to western cinemas as
well as television. Due to long evolution and ssytd animation, various film genres

nowadays adopt animation and attract diverse aaégen
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As in many other fields, the development of the patar has had a special effect in the
field of animation as well. In fact, the so-callgual effects movies of the 1990s
helped to broaden the audience of animated filnt @nomote their status beyond
movies merely for children. The broadening of theliance and the emergence of
family films resulted also in more adult themesammations. (Jones & Oliff 2007: 3—
5.) Nowadays, most animated films are thereforéaat family films that anyone can
enjoy. Wallace & Gromitwith its numerous awards is an excellent examplerof
animation that is widely accessible and popular ldwade both with adults and
children. It has ambitious action sequences fotdotm as well as more intelligent
humour adults can appreciate. The three first dilors have actually been translated
into over 20 languages and spread from Turkey toyd W&G: Featurette 3 2005b).

In animation, the introduction of the computer hadignificant effect in creating a
whole new technique to do animation. This new teginn of computer-aided graphics
adds more realism to the movement in animationsadsw reduces production costs as
it is a much faster method than the traditionapstetion photography. The American
studio of Pixar, a pioneer in computer animatioaswn co-operation with Disney, the
first to release a completely computer-generatachated film, Toy Story in 1995.
(Hayward 2000: 14-15.) The trend towards computanation has introduced the term
“traditional animation” (usually restricted to 2[@p opposed to “computer animation”
(3D) (Jones & Oliff 2007: 3).

Animated films were traditionally hand-drawn or stmotion animated from early
1900s up until the 1980s when computer animatiantedd to evolve. The trend has
since pushed computer animated films strongly &ftimefront, and there seems to be
little reason to believe that the traditional 2Dnaation will ever regain its foothold as
the two largest animation studios in Hollywood, &revorks and Disney, no longer
make traditional animations for theatrical releaset, instead, are concentrating on
computer animated films. Entertainment like visatiects movies, music videos and
games are often seen as a reason for the chamgeabthe audience wants to see on the

screen. It is also often argued that computer atieichlms succeed because they have
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good stories and characters; “they use the old darof making great stories for kids
with a wink at adults.” (Jones & Oliff 2007: 7, 11%-17).

The growth of animation in both quantity and quaditiring the last 20 years has given
the genre increasing prestige. In 2001 the Anim&eature Film Award was added to
the Oscars with the first one won Bhrek(2001), a completely computer animated
film. (Beck 2005: ix, 249.) During the history dfe Animated Feature Film Award, the

division of different animation techniques among #6 nominees has consisted of 15
computer animated films, 4 films with considerabtemputer animation, together with

traditional animation, 5 completely traditionallyimated films, and 2 mainly stop-

motion animated films (Academy of Motion Picturet®\and Sciences 2009b). In order
for a film to be eligible as an animated featutefit needs to have a running time of
over 70 minutes with animation figuring at leas@«/5f the running time. The Oscar

rules also define animation as a film done using fitame by frame technique for

creating characters and movement. (Academy of MoRdcture Arts and Sciences

2009a.)

Along with many other prestigious awarddje Curse of the Were-Rabb#és won the
Academy Award for Best Animated Feature Film in 208arning Nick Park his fourth
Oscar (Wallace & Gromit — The Official Site 2010Q)is also noteworthy that it was the
first claymation film ever to win the award, anduitg surprisingly, given the
domination of computer animations among the eaalieard winners, it was competing
for the award with another stop-motion animatedhfillim Burton’s Corpse Bride
(2005) and a Japanese traditional animatiowl’'s Moving Castl§2004) (Academy of
Motion Picture Arts and Sciences 2009b). The ctagsimation techniques seem to be

experiencing a renaissance.

1.4 Wallace & Gromit

All Wallace & Gromitanimations use the stop-motion animation technigdech has

basically existed already since the invention @& fitm itself. In fact, thewallace &
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Gromit films have even been credited for reviving the roétanimation techniques
which are sometimes also called claymation as thtemals are most often clay-like
(Knox 2005: 18). The objects Wallace & Gromitare actually made out of plasticine
which resembles clay but is easier to mould. Thaslitional animation technique
creates a miniature world and gives the charaeaedsobjects an exceptionally tactile
quality. (W&G: Featurette 4 2005c.) The three earBhort films,A Grand Day Out
(1989), The Wrong Trouser§1993) andA Close Shav€1995), and the most recent
short film, A Matter of Loaf and DeatfR008), were created entirely with stop-motion
animation, but this first full-length filmThe Curse of the Were-Rab2005), also used
computer graphics in some of the more challengoenss. Computer animation was
used, for example, in scene 3, where rabbits aaifig in the air. However, the clay
look of the rabbits was retained by scanning anaatlay bunny to the computer. Due
to this animation technique, the whole film tookeoVive years to develop from the
concept to the premiere. (W&G: Featurette 4 20086th such a high amount of work

dedicated to the look, the importance of the vishannels is sure to be significant.

The Curse of the Were-Rabldiffers from the previous films in that it conceates
more on Gromit. The creators have actually comnietibat this is now “Gromit’s
film”, as the viewer experiences the adventureughoGromit's eyes (W&G: Featurette
4 2005c). As Wallace and Gromit are trying to bnash captured rabbits out of their
veg-ravaging behaviour by connecting their rabaptaring device, the BunVac, to the
brain altering device, the MindManipulation-omatallace gets a rabbit sucked onto
his head and is infected with its desire for veplets Unaware of this himself Wallace
runs riot as a giant rabbit at night-time. Grorsithe first to realise the true identity of
the were-rabbit, and as Wallace starts to panicnwthe villain of the film, Victor,
comes to hunt him down, Gromit is also the one fijots back and saves Wallate.
The importance of the visual channels is enhaneeilyoy the fact that the hero of the
film cannot speak. Instead, Gromit communicatesnipawvith his eyebrows and facial
expressions in general (W&G: Featurette 3 2005bdn is often subtly commenting

on the events of the film as his face expresses thibaaudience is thinking.

® More information on the plot can be found in Apgienl in the form of a numbered scene list. The
characters of the film are introduced shortly inpapdix 2.



36

The Curse of the Were-Rabistvery rich in humour: both visual and verbal hwmo
can be found throughout the film even in the i the opening sequence as well as
the end credits. Also, all channels of communicatase made use of in creating
humour. In addition to witty dialogue, the miniauclay-world is full of humorous
details like signs, posters and labels (see fomgka Picture 3 in 1.2). There are also
many easily accessible visual jokes. For exampkeyicar has a greenhouse with a car
alarm complete with the peeping sound and the ifigslights (The Curse of the Were-
Rabbit 2005: Scene 5). The film makes also good use ofbauing the visual and
auditory channels. There is often carefully choseackground music which
complements the visual action (W&G: Featurette @52). The most prominent types
of verbal humour inThe Curse of the Were-Rabbitordplay, soundplay, and allusions,

are in this sense an integral part of the film.

Much of the humour oWallace & Gromitis characteristically British which is naturally
a challenge in translation. Due to the British isgit much of the written on-screen
texts, for example, rely on cultural referenceshieir humour. Unlike the fouwWallace

& Gromit short films, the full-length filmrhe Curse of the Were-Rabist however,
not solely a British product although it was shatirely in Britain. The British
Aardman Animations decided to “go Hollywood” withhet full-length film and
collaborated with DreamWorks Animation which hasteibuted to the story, language
and editing of the film. (Wallace & Gromit — The f@fal Site 2010.) The directors
admit that they were nervous wheth®allace & Gromitwould succeed as a full-length
Hollywood feature film, but, luckily, the animatisnwere never originally made to suit
a particular audience or age group (W&G: Featur@t005b). Also, the fact that the
visual channels, for example, in the way Gromit oamicates, play such an important
role must have contributed to the internationaltriigtion of the film. However,
considering the richness of the humour and theslittk the audiovisual context, the

tasks of the translators have most definitely bgveailenging.
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2 VERBAL HUMOUR

In studying humour, one of the few facts that nedtolars can agree on is that it is
such a complex phenomenon that no straightforwdrth@dusive definition can be

given, although all definitions do contribute tor dsnowledge of it. Humour has been
defined, in broad terms at least, since the tinfebe great philosophers like Aristotle
as something essentially human, and it can alseefgarded as an anthropological
constant as humour in one way or another appedns tniversal and common to all
cultures (Critchley 2002: 25, 28). The notion ofiffiour in one way or another” is of
the essence as the themes and mechanisms, andialkgpéhe occasions on which

joking is appropriate quite naturally differ fronme culture and society to another. As
an element in most human communication, humoutsis @n object of study in many
disciplines and, accordingly, the literature on loumis very abundant and diverse.
During the last decade or two, studies of humowehalso taken a turn to the
interdisciplinary direction, which has mostly bemotivated by the realisation that the
fundamental question of “what is humour?” cannot éseswered with one single

approach as humour is definitely not a simple isRalmer 1994: 1, 3-5.) The view in
this study is that of linguistics and translatiadndses. Moreover, in this study, there is

also the audiovisual aspect which is an importansiteration in transferring humour.

Studying humour, like verbal humour of wordplayusdplay or allusions, is also
problematic as humour is essentially subjectivet emeryone finds the same jokes
funny. In order to study humour as objectively asgible, a theoretical framework of
humour needs to be found. After a discussion ontwbaour is and how it can be
identified, the types of verbal humour chosen &scas in this study, that is wordplay,
soundplay and allusions, are discussed and exeetplifith subcategories each in its

own section.
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2.1 Defining Humour

In order to understand and, in particular, to idgmotentially humorous instances for a
study in translation, some main theories of humwillrneed to be discussed here first.
Theories with an emphasis on the linguistic pointiew are traditionally divided into
three commonly accepted categories, which include:

« the incongruity (also called contrast),

» the superiority (also hostility, aggression, triimperision, disparagement), and

» the release (also sublimation, liberation, econotingdries.
The three theoretical approaches all focus on reiffie aspects of humour: the
incongruity theory is cognitive in nature, the supety theory concentrates on the
social dimension of humour, and the release thesrymore concerned with
psychoanalytical phenomena. These theories arenomtnpatible due to their different
foci, but, in fact, they complement each other, ,aftdt example, incongruity and
superiority theories are often blended togethettagflo 1994: 46—-47, 49-50.)

The incongruity theories have to do with the suetof humour. In this respect they
are close to structuralist linguistic theories:iastance is perceived incongruous when
the arrangement of the constituent elements ismpadible with the expected pattern.

(Attardo 1994: 48-49). In other words, the incortyrof these theories is based on
some mismatch in a very broad sense. An exampte Tilee Curse of the Were-Rabbit
illustrates well humour based on incongruity. Wedlaand Gromit have just captured a
normal rabbit from the garden of the Mulches. Asytlare about to take off with their

van, Wallace raises his hand to his forehead tdesalnd says:

(17) Subject disarmed and neutralised.

(The Curse of the Were-RabB05: Scene 1).

The humour in the above example arises from thenigity of the situation and the
police and military jargon usually heard in actimovies. After all, rabbits are neither

literally armed nor neutralised, when they are $ymgaptured with a sack. It is the
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context the words are uttered in that makes it yutime statement is displaced from its
usual context of police and military jargon. Howewé is important to note that very
often in order for the incongruity of humour to \pthere usually has to be social
congruity; a shared social world is needed to eréla¢ incongruity between actuality
and expectation, which can be seen, for exampleyimg, and failing, to tell a joke in a
foreign language (Critchley 2002: 4). If the vievderes not recognise Wallace’s remark
as usually belonging to a different context, theaek may just seem strange rather than

funny.

The superiority theories concentrate more on thgatine. More precisely, the
superiority theories concern the social aspecuofidur and laughingt somebody who

is often referred to as the butt of the joke. Tigise of humour arises from an existing
hierarchy and a sense of superiority as the namad suggests. (Attardo 1994: 49.)
Ethnic humour, like the British laughing at theshj or the Finns laughing at the
Swedes (and vice versa), is a classic example ofiohu based on feelings of
superiority. It is sometimes also referred to aeeling of “sudden glory” when you
find another person ridiculous and laugh at thepemse. However, humour in this
sense can also contain self-mockery. (Critchley22(®, 12, 14.) The humour in
Wallace & Gromitis to a large extent based on stereotypical aspédtse British and
the British way of life. InThe Curse of the Were-Rablsibme of the characters are
clearly upper-class, while most of the town follke dmwer or middle-class people. The
character of Lady Tottington with her upper-claasdyl of the manor accent is a source
of this type of humour, in the form of misheard dsrfor example. Also her suitor
Victor Quartermaine, a social climber, who usesresgions like “What ho!” and
“What, what!”, is at times very poshTlje Curse of the Were-RabRi®05: Scene 2.)
For some theorists, for example Attardo (1994:H@your in this sense is also a social
corrective as deviant behaviour can be correctdd thie help of humour, and these
theories are sometimes also labelled as aggrefisagies emphasising the possible

exclusiveness of humour.

The release theories explore more deeply the essehtiumour. Particularly, they

focus on humour as a psychoanalytical phenomenb@.rdlease theories have largely
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been influenced by Sigmund Freud and maintain themhour releases tensions and
psychic energy, but that it can also release oo inhibitions. (Attardo 1994: 50.) In
other words, humour can give rise to an essentladigily response, for example, a
smile or laughter, which involves a certain amoeintoss of self-control. According to
Freud, the energy discharged in laughter givesspleaas it uses energy that would
otherwise be used in repressing psychic activiGrit¢hley 2002: 3, 7-8.) From a
linguistic point of view, the release theory alsz@unts for the liberation from rules of
language, which is typical, for instance, of pumnifAttardo 1994: 50). This last
category of humour theories emphasises the funaioeffect of humour (Schroter
2005: 59). The characters The Curse of the Were-Rabbitten release their tensions
by joking and funny name-calling. Wordplay and takiiberties with the rules of the
language is also one of the main types of humouhéfilm. Giving pleasure and

releasing tensions can, thus, be seen to be its funaction.

In this study, the sources of humour have been aseatool to grasp the most typical
forms of humour in the materialhe Curse of the Were-Rablit as a comedy, in
general, giving viewers pleasure and releasingdassJoking is, in this way, also used
by the characters in the film. Humour is more sfpeadly created by taking liberties
from the rules of language and by breaking expest®ihl patterns with humour based
on an incongruity. There is also humour based erestypes, especially of the British.
After identifying potentially humorous instances ihe source text, the following
categories of verbal humour emerged as the mostipemt ones: wordplay in the form
of polysemy/homonymy, homophony and paronymy, splayd in the form of
alliteration and rhyming, and allusions in the foofpure allusions and allusive puns.

The discussion with examples for each class wiillb¥o next.

2.2Wordplay

Playing with words and their meanings is probabky most popular and noted type of
verbal humour. Wordplay, or punning, is, in fatie tmost studied subject in linguistic

humour research (Attardo 1994: 46), and it is dnih® most apparent types of humour
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in The Curse of the Were-Rabbg well. In literary terminology, a pun, whose gs@e

be either serious or humorous, can be loosely ééfas a play on words that are either
identical or very similar in sound, but diversetleir meanings, or the use of a word
which has two disparate meanings in a context whetle of the meanings are equally
relevant (Abrams 1999: 253). Basically, any sentaliyi ambiguous use of formally

similar words fits the definition.

In a translation context, wordplay needs to be exatheven more closely in order to
be able to study translation strategies. Delalzag1li®96: 128) provides the following
definition according to which wordplay includes:

[...] various textual phenomena in whichstructural
featuresof the language(s) used are exploited in order to
bring about a&communicatively significant confrontatiari

two (or more) linguistic structures withore or less similar
formsandmore or less different meanin@s.

Puns, indeed, contrast linguistic structures on libsis of their formal similarity.
Delabastita (1996: 128-129) elaborates that, asidephenomena, the structures can
occur in the same portion of a text, or they mayrbeelation of contiguity and occur
one after another. In consequence, the differermee e described agertical and
horizontalwordplay respectively. The difference relateshi® trigger of the ambiguity:
in horizontal wordplay the mere closeness of thenmmnents may suffice, but in
vertical wordplay one of the components is absadtthe trigger has to come from the
context. These contexts can be verbal, referringntexpectation of grammatical well-
formedness, or situational, referring to an exgemtaof thematic coherence. The
situational contexts are especially crucial in autiual texts where the visual image
often activates the secondary meaning. This kincod&boration between the dialogue
and the visual aspect in creating humour is, ia thudy, referred to as an instance of

humour having a strong pictorial link.

® Original emphasis.
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In line with the above definitions, Schréter (200%9) identified, in his study, three
specific criteria for wordplay. Firstly, the contefand the cotext) has to permit more
than one plausible interpretation. Secondly, thieas to be an actual conflict of
meanings instead of mere referential vaguenessdiyhithe ambiguity has to be
intended or at least believed to be intended.udyshg comedies, the last point is not as
relevant as the first two, but, in more generamigrintentionality is something that
needs to be taken into account. After all, althodigh term wordplay itself might
suggest otherwise, the production of humour is amlg of its functions: wordplay can
also add to the thematic coherence of the texiteimreater attention from the receivers,
add persuasive force or discuss taboo themes guides (Delabastita 1996: 129-130).
However, humour is the most common, sometimes awavoidable function of

wordplay and also the object of this study.

On the basis of the type of formal similarity, wplaly can further be divided into
several categories. Following the categorisatiohsSchréter (2005: 164, 168) and
Delabastita (1996: 128), the most typical formsvofdplay include:
» polysemy(play on a word that has acquired several meanfogexample by
means of a metaphor),
* homonymyplay on words with different meanings that happehave identical
pronunciation and spellings),
* homophony{play on words with different meanings that hadenitical
pronunciation but different spellings), and
» paronymy(play on words with different meanings that haweilar but not

identical pronunciation and spellings).

All the above classes of wordplay also appeaftie Curse of the Were-Rabbin
example of polysemy is included in the followingnark to Wallace by an angry

customer shoving a broken rabbit trap in his lap:
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(18) If ya can't deliver the goods,
maybe you should keep your traps shut.

(The Curse of the Were-RabB05: Scene 6).

The wordplay is based on the figurative meaningke&éping your “trap” (i.e. your

mouth) shut and the literal meaning triggered keyvisual image of a broken trap. The
customer is clearly suggesting that Wallace had emad empty promise, but the
situation is made humorous by the accompanyingalismage which suggests the

literal meaning of keeping the traps shut.

As the above definitions and the first wordplayrepée already suggest, polysemy and
homonymy are two almost similar concepts and, tbeze sometimes difficult to
differentiate. In the case of polysemy the plapased on one word, which has over a
period of time acquired new meanings. In the cddsomonymy the play is based on
two separate words that have no etymological aiahip, but just happen to have
identical pronunciation and spellings. (Schr6te@201.64.) An example of homonymy

in the film is uttered by the vicar to Mr. Growbatpo has a hunchback:

(19) I... I have a hunch this’ll be a night to remember.

(The Curse of the Were-RabB05: Scene 13).

The vicar is in a jolly mood as the night of thegetable competition has finally arrived.
He tries to make a joke, but unfortunately thepierit, who is also the butt of the joke,
does not recognise or appreciate the play on hommmwords of having daunchand a
hunchback From the point of view of the regular viewer, réhés no difference in the
way the humour is created in the above exampleguahing withtrap and hunch
Many researchers (see e.g. Gottlieb 1997) do rem discuss the difference, but instead
regard the whole phenomenon of wordplay based ordsvavith same forms but
different meanings as homonymy. The differencaiter all, only in the etymological
relationship, which in the case of polysemy is $prent, whereas in the case of

homonymy opaque or nonexistent. (Schroter 2005-168.)
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Also in this study the focus will be on the extdrolaaracteristics of puns and polysemy
and homonymy are treated under a combined categonyore detailed categorisation
would be of no additional value to this particukstudy. In a translation context,
polysemes and homonyms tend to behave in the saaye they are very likely
impossible to transfer directly from the sourcegiaage to the target language expect in
the case of an extremely fortunate coincidence r(Beh 2005: 170). In a study
involving unrelated languages, like the English &manish languages, the difference

between polysemy and homonymy becomes irrelevant.

While polysemy and homonymy are wordplay based onds with exactly identical
forms in both pronunciation and spelling but difietr meanings, homophony is playing
with words that only sound identical, but actuddgve different spellings and meanings
(Schroter 2005: 168). In other words, homophonyase clearly playing with separate
words. For example, due to two homophonic wordslla®a and Victor Quartermaine
have a rather unfortunate misunderstanding whenfitet meet. Wallace has just been
clearing rabbits from Lady Tottington’s yard witlstBunVac, a sucking device stuck
to a rabbit hole. Unfortunately, Victor's hairpieget sucked into the machine at a
critical moment in his relationship with Lady Taoigiton. Victor comes to Wallace
demanding his hairpiece, or toupee, back. He ismdryto do this without Lady

Tottington noticing it and so he lowers his voipeaking through his teeth:

(20) Iwant... Toupee, please.

(The Curse of the Were-RabB05: Scene 3).

Wallace, in his usual foolish but innocent way, Imeigrs Victor and assumes he wants
to payfor their services. This results in further misarslandings and a rather lengthy
discussion. The play on words is here based osithigar sound of two wordgpupee
andto paywhich have very different meanings.

Homophony that is based on identical pronunciatleo has a reverse type,

homography which is based on the same spellingeMagcisely, homography is a play
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on words with different meanings and different pnociation but identical spellings
(Schroter 2005: 168). There are only two debatabi@ographs infhe Curse of the
Were-Rabbitwhich is not surprising in an audiovisual contexhere the humorous
linguistic material is largely spoken. However, lase instance of homography does
occur inThe Curse of the Were-Rablais Gromit is in the greenhouse tending to his
vegetable plants and listening to music. A recavdec is shown with the initialism
“P.E.A” (The Curse of the Were-RabBD05: Scene 4) which can be read as the plant
peaas well. Similarly, the buttons of the car radmel out mutt (The Curse of the
Were-Rabbit2005: Scene 7). Both cases can be argued to h#eeedt meanings as
the letters are the initials of words. Also, prociation differs as in the first instance the
full stops indicate that the example is not proremthas a word. The nature of these
examples as homographs is not clear as they aracteal words, and, therefore, the

spellings are not strictly identical.

While in the above types of wordplay, that is withlysemy, homonymy, homophony
and homography, the words being played with areebanw identical with each other,
also loosely similar words can be used to pun.eny is the type that plays on words
that are the most distinct among these categofiegoalplay. Paronymy is based on
two words that have somewhat similar but not idshtpronunciation and spellings
(Schroter 2005: 168). An example of this occurhe Curse of the Were-Rabhihen
Lady Tottington phones Wallace to ask him handiet&éeible rabbit problem. Wallace
has just attached his head to the MindManipulatioratic which is hanging from the
roof. He is rather impressed by getting a ladyialent and suddenly, at the middle of
the phone conversation, he swings his fist in imaditive gesture but hits the controls
of the MindManipulation-omatic and ends up hurtliogvards the roof along with the
contraption. He shouts in the middle of a sentence:

(21) Wallace: ...and we’ll be with you in an... aargh!
Lady Tottington: In an hour? | can’t wait an hour.

(The Curse of the Were-RabB05: Scene 2).
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Lady Tottington has no idea what is happening atdther end of the phone and is
simply inferring the meaning from Wallace’s slurreerd. The paronymy is here
largely based on Lady Tottington’s upper-class atcand the way she would
pronounce the wor@n hour. In this context, the words sound similar and @eat

paronymic pun.

To conclude, punning is intended play with one asrenwords that bring about a
conflict of meanings and in the particular conteadso have more than one
interpretation. In an audiovisual context this @$o be supported or created through
the other channels of communication. Wordplay vsagk based on diverse meanings
and a degree of formal similarity. Polysemy and boymy are, in this study, treated as
a combined category as they are both based onigdepronunciation and spelling.
When the words being played with only contain id=ltpronunciation, the wordplay
in question is homophony. When only the spellinge a&entical, the pun is a
homograph. When the formal similarity is not ideatj but only similar pronunciations
and spellings are involved, the wordplay categsrparonymy. However, the focus in
this study is on the types that come most readilguestion in an audiovisual context,
that is polysemy/homonymy, homophony and paronymyaddition to whole words
and their meanings, also smaller units like merads can be played with. This type of

verbal humour is soundplay, which is the topichaf hext section.

2.3 Soundplay

In an audiovisual context, verbal humour based @ammngs, like wordplay, can be
created as a solid collaboration or blend of théeint channels of communication
involved. Another type of play with linguistic fornthat is soundplay, is most often
only mediated through dialogue and only supportethb other channels. Most notable
types of soundplay include alliteration and rhymiwich are both based on the
repetition of sounds. Alliteration involves the etifon of phonemes, vowels or
consonants at the beginning of two or more lexteahs that follow each other directly,

or with only a small number of intervening itemsligter 2005: 315). The name of
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Wallace’s brainwashing device the MindManipulatmmatic, where the sound [m] is
repeated at the beginning of the two words of tiapmound noun, is an example of

alliteration used in a made-up name.

Contrary to alliteration, rhyming is not based omking memorable and amusing
beginnings to strings of words, but giving a rhytkamspeech. A rhyme, on the other
hand, consists of the repetition of the last se@sgowel and all sounds following it

(Schroter 2005: 293). In the film, a rhyme is usdeen Wallace has just been woken up
by a robot hand swaying a plate of cheese undendss. The bed then tilts up and just
before Wallace is dropped into the downstairs djmmom through a hole in the floor at

the foot of the bed, he shouts to Gromit:

(22) I'min the mood for food!

(The Curse of the Were-RabB05: Scene 2).

Wallace raises his hands to the sound of his varak the rhyming wordsoodand
food are also stretched. As can be seen from the abramples, alliteration and
rhyming differ from wordplay in that the semantlaghes are unimportant and the play

with words is based merely on sound (Schroter 2005294).

Soundplay is a simple tool to make speech attactRlay on repeated sounds is
especially appealing to children and very commortexts for child audiences, for
instance, in nursery rhymes, as, after all, childiieemselves like to manipulate and
experiment with language in playful ways as they l@arning it (Crystal 1998: 164).
Adults generally appreciate soundplay too, butafdanguage play to be really striking
it should utilise the semantic aspect as well (8&hr 2005: 88). By combining
soundplay with wordplay, the source text can cé&werboth the child and the adult
audiences. Many theorists make a distinction batweardplay and soundplay although
the distinction can often be problematic as theeegaey zones (Delabastita 1997: 5). In
this study, overlapping cases of wordplay and splaydare assessed on the basis of the

context. Clear cases of polysemy, homonymy, homiopltemnd paronymy, which are
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quite intricate forms of wordplay, are categorisedwordplay and never as soundplay

even if they happen to manifest some form of solaydas well.

The important difference between wordplay and splaydis that in case of soundplay
humour is created not so much becauseladtis said, but because bbwit is said in
that particular context. The category of soundpiayhis study, thus, consists of pure
soundplay only. This division to wordplay and sopliagf is relatively simple, but there
are also types of verbal humour that are actuabed on the combination of elements,
like the formal features of language and a cultei@ment at the same time. An
example of this is an allusive pun, which will beatt with next in a section on cultural

humour, that is allusions.

2.4 Allusions

As was already pointed out, when a cultural eleneeirivolved in verbal humour, the
type of humour in question is allusion. As a pheanon of intertextuality, allusion has
often been the topic of culturally oriented tratisia studies (see eg. Leppihalme 1994).
In literary terminology an allusion is defined aspassing referencé a literary or
historical person, place, or event, or to anothterdry work or a passage (Abrams
1999: 9). Leppihalme (1994: 9-10) has a more detailefinition for the purposes of

translation theory, according to which allusions: ar

(a) brief borrowings [...] of the words of anothen i
expectation of receiver recognition of either theamng
they have in the original [...] context, or the memnthey
are collectively thought to have as “culturally addished
collocations” [...]; or as references, including a/4ghrase,

to other texts; or (b) as brief references, usuajiyjame, to
fictional or real-life persons, places, events stdficiently
removed from the world of the text to require an atc
inference by the receiver before the meaning of the
reference is understood.
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Allusions can, thus, be brief borrowings or refees)which the author expects the
reader to recognise and infer the meaning theynalig had in their context or the one
they are now establishing. According to Leppihal(h®94. 3, 9-10), some allusions
develop into clichés or become lexicalised so thay are, in general, not necessarily
linked to their original sources any longer. Alluss can be specialised and directed at
only a minority of receivers as well. In order the allusions to be noticed in the text,
they need to be sufficiently removed from theirreat context, and they can appear
either in an unaltered or altered form. Unalterefénences are the allusions proper,
whereas altered references usually contain alsce donm of wordplay. Leppihalme
(1996: 199) elaborates that they have undergoniealexgrammatical or situational
modification. In this study, the overlapping of pumg and allusive wordplay is

categorised under allusions as allusive wordplaytdithe cultural element.

In the same way as wordplay and soundplay, allgsican have several different
functions. These mechanisms are no subtypes ofkjokein any way restricted to
humorous use. For example, characterisation andcation of interpersonal
relationships can be achieved by means of allusibhey can also be used to make a
work more attractive by involving the reader. Byayhg upon familiarity, allusions
give the receivers intellectual joy in identifyitigem. Allusions can also be used more
creatively to enrich a work and bring in new measimand associations. (Leppihalme
1994: 7-8.) They may in this way be very importastthey expand or enhance the
subject of a work (Abrams 1999: 9). Still, humosione of the most common functions

of allusions, and the one this study is interested

Just like wordplay and soundplay above, allusiars loe divided into subcategories on
the basis of their formal features. Leppihalme @t99) divides allusions into two
groups according to the allusive element: allusameseither (a) key-phrase allusions or
(b) proper-name allusions’he Curse of the Were-Rablekhibits both types. For
example, when Victor Quartermaine is chasing Wallagho has been transformed into

a giant rabbit, and a clear shot presents itséttoy says:
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(23) Looks like the buck stops here.

(The Curse of the Were-RabBR05: Scene 14).

This phrase refers to the sign US president Hargyrin had on his desk suggesting
that he would not tryo pass the bugkhat is shift the blame onto anybody else. In
current use the phrase “the buck stops here” mehas someone is taking
responsibility. (Rundell 2002: 174.) Trhe Curse of the Were-Rabthe phrase is in an
unaltered form, but there is also some wordplaplved as polysemy asuckis also a

male rabbit which in this situation is literallynast caught and, consequently, stopped.

Along with key-phrase allusions like the one aboMeg Curse of the Were-Rabhiso
has some proper-name allusions. For example, \Wédldmokshelf is full of books

whose titles are altered with references to ched/sdlace’s great passion:

(24) THE HUNT FOR RED LEICESTER

(The Curse of the Were-RabB05: Scene 2).

The above book title is an allusion to a Tom Clanoyel The Hunt for Red October
(1984) and a film by the same name (1990). The nafmthe book on Wallace’s
bookshelf involves a pun &xctoberhas been replaced with a type of cheese. However,
as has already been established above, categoasertapping punning and allusive
cases is, in this study, based on the divisionirtguistic and cultural humour, and,
therefore, these cases are not categorised aswmndplay but under allusions as

allusive wordplay.

In addition to allusions modified in a funny ways@many humorous pure allusions
with no wordplay appear ifhe Curse of the Were-Rabl#or example, after the end

credits the following text appears:



51

(25) WE WOULD LIKE TO STRESS
THAT NO ANIMALS WERE HARMED
DURING THE MAKING OF THIS MOTION PICTURE

(The Curse of the Were-RabBR05: Scene 16).

The statement is of course an allusion to the comoustom in the film industry to
assure the viewers that the film was made in aicath proper way. Humane happens
to be what Anti-Pesto is all about. What is humarabout this instance, is the fact that
one of the rabbits, which have been floating amtiregend credits the whole time,
actually hits its head to the text and falls o# #treen screaming. The allusion is in an
unaltered form, no wordplay is involved and the bumis created by the context of

clay animation and the bunny that gets hurt atakeminute.

As the examples of verbal humour frohme Curse of the Were-Rablsihow, grey
areas do exist between the subcategories, andehéfication of humour is no simple
matter as the appreciation of a particular instaax@umour depends on the language
and/or culture in question. As has already beetedtat least some shared knowledge
is often required to appreciate humour. One otals&s of the translator is, therefore, to
anticipate what background knowledge the audieridhetranslated version has. In
the case of a family film, in addition to enteriagpadults, a pleasant experience needs
to be secured for the child audiences too. Paatbulin an audiovisual context, as
information often, indeed, relies on other chanregswell, the translator has to pay
careful attention to the relationship of the verdadl the visual in order to avoid under-
and over-translations (Oittinen 2004: 56, 125). &wer, in a film where several
channels of communication are used simultaneoulgy,translation of humour is a
significant challenge due to the specific constsaof subtitling and dubbing. The next

chapter will discuss in more detail the speciakrabteristics of audiovisual translation.
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3 AUDIOVISUAL TRANSLATION

Audiovisual translation mainly refers to the trat&ln of television programmes and
films, but nowadays it also encompasses otherdibke opera and theatre translation
as well as website, software and video game traoslaThe focus in this chapter will
be on subtiting and dubbing of fiims which are thwo best-known and most
widespread forms of audiovisual translation (Bakddochel 1998: 74). They are also
the ones that are of concern to this study. Howew#ner forms of audiovisual
translation relating to films, like voice-over, Wie discussed briefly as well. The first
section introduces both the emergence and thesiliyesf audiovisual translation. The
following two sections, 3.2 and 3.3, are centredtbe nature and constraints of
subtitling and dubbing. Also some conventions iesthtwo main modes of audiovisual
translation are introduced in 3.4. Finally, attésdowards subtitling and dubbing and

the specific situation of Finland are discusseseation 3.5.

Characteristic of all audiovisual translation i theed to consider the co-operation of
the multiple channels of communication. Audiovistrahslation was in the first studies
of the field, before the popularisation of the wden, referred to with a narrow term of
film translation.Very soon the terntanguage transfemwas introduced, but as it was
heavily focusing on the verbal content, a new teudiovisual translationyhich also
encompasses images and sounds, was adopted. Hpowewss still prefer the term
versioninginstead of referring to dubbing and subtitling asual translation. Most
recently, terms likescreen translatiomndmultimedia translatiorhave been introduced
to cover all the different products distributed \aascreen. (Gambier 2003: 171.)
However, in this study the most common teemdiovisual translationwill be used to

emphasise the polysemiotic aspect of subtitlingdurizbing.

3.1 Forms of Audiovisual Translation

In relation to all translation, the history of aodisual translation is relatively short.

During the early days of the cinema, screen tréonslavas not an issue as the few
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intertitles accompanying silent films could faiggsily be replaced with target language
ones. When the first sound films came in the 198tsproducers and distributors were
suddenly faced with a considerable translation lerabbecause, already then, export
provided a large share of the profits for the fatadios. At first some attempts were
made by producing several versions of the sameifildifferent languages, but soon, in
most parts of the world, subtitling and dubbing eyed as the most prominent methods
of audiovisual translation. (Schréter 2005: 4.) Thieoduction of sound complicated

translation of films, and the choice between visural oral was born.

This choice is also the main difference between thhe dominating modes of
audiovisual translation. Subtitles are an abbredatritten version of the original
soundtrack, projected on the screen, whereas dgliachieved by replacing it with a
synchronized alternate dialogue (Zatlin 2005: 1231 Subtitling is, thus, visual,
while dubbing is oral. Other forms of audiovisuartslation do exist, but they are much
less common than the two dominant ones and alsb sl in very specific contexts,
such as live broadcasts. They are all also in anekyed to subtitling or dubbing, and,
for example, a voice-over could also be called-Halibing, while some other related
forms of audiovisual translation include conseautand simultaneous interpreting,
narration and free commentary (Baker & Hochel 19%8:Gambier 2003: 173-174). In
Finland, subtitling is clearly the leading mode,emdas dubbing is reserved for material
directed also at illiterate children. Also, otheodes are used, but much less, and in
different contexts from subtitling and dubbing. Feetample, voice-over is employed

mainly in documentaries.

In terms of the preferred form of audiovisual tiatien, the world can be, in fact,
divided approximately into four blocks. Firstlyetle are thesource-language countries
(usually the English-speaking countries) where dely films are imported in other
languages than English, and the imported films tentbe subtitled and regarded as
“art” films, aimed at a cultured audience. Secondhere are thelubbing countries
(mainly the German-, Italian-, Spanish- and Fresigbaking countries) where almost



54

everything is dubbe@Then there are thenice-over countriedlike Russia and Poland),
which have not opted for dubbing due to the higlests, but, instead, mostly use one
narrator/interpreter over the original soundtradkicl still remains somewhat audible
in the background. Lastly, there are thebtiting countries(like Finland and the
Scandinavian countries) which mainly consist of krspeech communities. (Gottlieb
1998: 245.) This division is naturally never abse)uand, as has already been briefly
mentioned, one or two modes can dominate televiaiwh films, while some of the
others are reserved for more restricted, speciiatexts. Irrespective of the chosen

mode, the visual aspect needs to be taken intauatao all audiovisual translation.

3.2 Audiovisual Translation & Pictorial Links

In audiovisual translation the translator has toutianeously deal with several channels
of communication of which Gottlieb (1998 245) itiéies four:

» the verbal auditory channel (dialogue, backgroumides, lyrics),

» the non-verbal auditory channel (music, naturahsggound effects),

» the verbal visual channel (superimposed titlestt@misigns on the screen), and

» the non-verbal visual channel (picture compositaad flow).
The main difference of the two polysemiotic modégranslation lies in the way the
channels are used: subtitling involves a shift frima verbal auditory (or spoken)
channel to the verbal visual (or written) chanméiereas in dubbing, the channel used
remains the same, that is, the verbal auditory mblarin terms of the semantic load,
subtitling involves a shift of balance as well, wdes dubbing maintains the original
audiovisual balance of the channels. (Gottlieb 129&). Dubbing could thus be seen

as more faithful than subtitling in reconstructthg polysemiotic whole of the original.

When verbal and visual elements are presented tsinadusly, they can relate to each
other in different ways. Firstly, the narrative qammgress mainly with the help of the
visual or the verbal, with the emphasis on oneherdther. Secondly, the relationship

type can consist of the collaboration of the verdad the visual. Thirdly, the verbal

" In practice, 87% of EU-citizens are watching “tat¥ television (Kantele 2003).
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and the visual can blend in two different ways: hend of the verbal and the visual
can act as a metanarrative or as a paradox. (Herk®@8: 59.) When the visual and
verbal channels work together, they can suppott edeer or blend in a way of telling
two more or less different stories. From the pahview of the translator, the visual
element can be both an aid and a constraint, evdreasame time. On the one hand,
pictures can help the translator choose the mostrae translation from several
semantically different alternatives, but, on thkesthand, they can set strict limits to
the translation by presenting a great deal of $igaaformation relating to the original
text. The translator has to take into account & rilationship of the verbal and the
visual especially in order to avoid under- and evanslations. (Oittinen 2004: 56,
125.) In case of humour, providing too little optomuch information is very likely to

ruin the joke.

The relationship of the visual and the verbal cartdiken into account, for example, by
marking each instance of humour in the film as hgwa strong, weak or non-existent
link to the visual channels. The pictorial linksgong in cases where the visual and
verbal collaborate or blend in creating verbal human the case of a weak link, the
one or the other has only a supporting role in seghcreating humour. The link is
nonexistent when humour relies mainly on verbamelets. However, it should be
noted again that the categorisation is not cleabota matter of degree: for example,
some instances having a strong pictorial link aoeenso than others. The pictorial links
of verbal humour imThe Curse of the Were-Rabhit in line with Schroter (2005: 366)
who showed in his study that the link of languadpey o the pictorial information in
films could generally not be shown to be stronger€fore, the starting point of the
analysis in this study is that the pictorial linlowd be primarily weak. The several
channels of communication pose many constraintsclwhare characteristic of
audiovisual translation. Next, the specific constsa of subtitling and dubbing as

translation in an audiovisual context will be dissaed in more detail.
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3.3 Constraints of Subtitling & Dubbing

The constraints of subtiting and dubbing deriveintya from the channels of
communication. As a product of a translation precesibtitles consist of text added
onto the screen and appearing simultaneously \Ww#hotiginal picture and soundtrack.
Subtitles usually consist of no more than one ar lwes with an average maximum
length of 35 characters. The lines are usuallyhatdottom and centred (in films and
nowadays also DVDs) or aligned to the left sid¢hef picture (on televisiof)(Gottlieb
1998: 245; Hartama 2007: 194.) Dubbing, on the rotfand, results in a voice track
replacing the original speech and non-verbal solikdssighs of the actors. The new
voice track is also aiming at following the timinghirasing, and lip-movements of the
original (Baker & Hochel 1998: 74-75; Tiihonen 200180). Subtitling is, thus,
additive in nature, as the original dialogue remmamthe subtitled film. Dubbing, on the
other hand, uses voice replacement. Both have olaircharacteristics and constraints
challenging the translator.

As modes of translation, subtiting and dubbing us® different channels of
communication, but the constraints they pose ortrireslator are surprisingly similar.
The main constraints that apply to both subtitiamgl dubbing are synchronisation and
the need for reduction, although many scholarstisege two constraints as essential
only in one mode. For example, Zatlin (2005: 14ghigns synchronisation essentially
to dubbing and reduction only to subtitling. Acaogly, she divides the modes
according to these constraints to forms requiribgreviation (subtitling) and forms

requiring synchronisation (dubbing).

The need for reduction is indeed more clearly evida subtitling. Conciseness in
subtitling is fundamentally motivated by two facoFirstly, the viewers have all the
other communicative channels at their disposal, taeg can supplement the subtitles

with information from the other audiovisual charmeSecondly, speech, especially

8 The long tradition of left-alignment can be exmgecto disappear slowly as wide screen televisios se
are becoming more and more common. This trend tsvaentring is already visible on DVDs. (Hartama
2007:194.)



57

spontaneous speech and even script-based dialogherently contain much
redundancy which in writing is left out. (Gottlieh998: 247.) In other words,
information that is clearly evident from the visiuralage or the dialogue, particularly its
stress and intonation, can be left out if necessaoy example, if an angry face is
shown and shouting is heard, there is no need ¢tude curse words into the
translation. Also, repetition and addressing othess name, for instance, are
characteristic of speech and can be left out ofstii@itles. The mode and its additive
nature, together with the shift from the spokengioal to the written translation,

demand reduction, or in more positive terms, corhgnand selection.

The amount of reduction depends on the time andespaailable for subtitles. As the

original dialogue tends to be faster than the repdpeed of the viewer, condensing is
inevitable (Hartama 2007: 192). As a consequereefdcus in subtitling needs to be
on the speech act, and intentions and effects arehnmore important than the

individual lexical items of the original dialogu&dttlieb 1998: 247). The subtitles need
to convey important information for the plot andus$, unessential information as well
as details visible on the screen and knowledgeitheer has gained previously must be
omitted. Subtitles should also be comprehensiblen@ reading and consist of logical
entities. In a way, the information of subtitlesnisomplete and imperfect until they are
on the screen with the picture at exactly the rigime and stay there long enough.
(Vertanen 2007: 150-154.)

Subtitles are a representation of spoken dialoge they can thus be seen as a mixture
of speech and writing. Although they are in a wnttformat and have features of
written language, they often also try to createithage of spoken language. Spoken
and written language differ greatly both stylisbligaand structurally. In subtitling
written texts usually have a higher lexical density well as a simpler sentence
structure. The shift from spoken to written langeiatso affects text cohesion. Cohesive
elements play an important role in text compretmmsbut in subtitling they are often
omitted due to the need for reduction and becaaséent-wise they are unimportant.
However, the selection should be done carefully ean lead to a text which is difficult

for the audience to process. After all, films ametevision programmes rely on oral
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dialogue, and in subtitling, the integration of tteand film and the shift in
communication channels can easily disrupt the nmgar(Linde & Kay 1999: 26, 27,
30, 34.)

Synchronisation in audiovisual translation can ab® seen to constrain subtitling,
although it is more readily assigned to dubbinge €hnstraint of reduction also applies
to dubbing somewhat differently from subtitling. &wple 26 from the end of the first
scene ofThe Curse of the Were-Rahbithere Mrs. Mulch is still cursing after the
rabbit when Wallace and Gromit have captured imfrber garden, illustrates the

redundancy and condensation:

(26) ST: Aye. And | hope they give them pests whatsicg to them
and all.

SUB: Toivottavasti antavat
tihulaisille huutia.
[Hopefully they give the pests a beating.]

DUB: Just niin. Toivon totisesti, etta ne tihuktisaa ansionsa
mukaan.
[That's right. | sure hope the pests get what ttheserve.]

(The Curse of the Were-RabB05: Scene 1).

The example illustrates well, how long the sourd {67 characters) is in comparison
to the subtitled version (44 characters), whicklearly the shortest one of the three.
The expressions (“aye”, “and” and “and all”) belomgto spoken language have been
left out completely from the subtitles. The lengththe dubbed translation is not as
strict as the line can be altered to some extefit the available time by adjusting the

pace of speech in acting.

The time of the original piece of dialogue deterasirnthe time available for both
subtitling and dubbing, but in dubbing there isoalee need for lip synchronisation.

° The first line of the example is the sound trackhe source text (ST), the second line is theitedt
version divided on two lines when necessary (SW@BJY the third one shows the dubbed translation for
comparison (DUB).
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There cannot be a silence when a character is tafleng, and neither can there be
talking when the character is seen to have a closmdh. The tolerance for asynchrony
of speech with lip movements and body languageeimetal varies between audiences
(Zabalbeascoa 1996: 245). For example, the Itallzage been found to be more
tolerant than the Americans (Gambier 2003: 173§, pberhaps, safe to assume that in a
traditionally subtitling country, such as Finlaride tolerance for asynchrony would be
very low and, thus, lip synchronisation would hawgcter restrictions than in a dubbing

country.

However, lip synchronisation is not that difficatconstraint for the translator as one
might first assume. Lip synchronisation is onlycohcern when the speaker’s face and
lip movements are visible on the screen, and, dlen, not all sounds have to be
matched. It is most important to match the sounksresthe mouth is closed. (Baker &
Hochel 1998: 75.) In English these sounds inclddegxample, plosives like [p], [b],
[t], [d], [K] and [g]. In the example (Example 2@&pbove, the mouth of Mrs. Mulch is
visible from the word onwards. Also, her huge nose which has a notieealole and
her shaking hands and shoulders take some atteavary from her lip movements.
Usually, the viewer is hardly ever solely lookingthe mouths of characters either
(Tithonen 2007: 179). Example 27 below illustraligssynchronisation which has an
effect on translation. The town folk are at an egeacy meeting in the church after a
night of vegetable carnage, and Wallace has jugigeed a solution for capturing the
giant rabbit with a big trap. After a short awkwasitence an old man, sitting beside

him, says excitedly:

(27) ST: ByJove. He's... He's got it!

SUB: Jeskamandeera, han keksi sen!
[Heavens, he’s got it!]

DUB: No jo on. Siis siinahan se!
[Oh my. That's it!]

(The Curse of the Were-RabBR05: Scene 6).
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The very British saying “By Jove” was originallyaginstead of the blasphemous “By
God”, but nowadays it is usually used only jokingly as a reference to older times
(Quinion 2001). The Finnish woldskamandeergastonishing] used in the subtitle is a
word of astonishment from archaic “kitchen” Finnigtkyokkisuomi”), which was
largely influenced by the Swedish language and ee¢n regarded as Finnish
(Kauhanen 2005). The translator of the dubbed eersas not been able to replace the
original with anything similar as the original pkea“By Jove” is so short and
pronounced quite dramatically with clearly visilbuinded vowels. Instead the dubbed
version has a more neutral and current saying hahment “No jo on.” [Oh my.]

maintaining lip synchronisation with the vowels.

Lip-synchronisation in dubbing animations diffen®rfi dubbing live action films.
Particularly in the case of animation, lip synchsation in dubbing is largely
determined by the accuracy of the animation teckei@nd the accuracy of the original
lip-synchronisation. Advanced animation techniqudsve introduced many
possibilities, but also a higher demand for quaiitydubbing animations. (Tiihonen
2007: 172, 175.) Technological advances have neh l@pplied to dubbing yet, but
some are anticipating it as dubbing could take athge of digital technology by
improving lip synchrony through manipulation of tbdginal image (Gambier 2003:
181). However, there are also some normative otistns that still might prevent any
manipulation (Zabalbeascoa 1996: 254). In the c&d8®allace & Gromit,stop-motion
animation with plasticine models, the demand fprsiynchronisation is relatively high.
Picture 4 below presents the main character Wallagether with the heroine dte
Curse of the Were-Rabbltady Tottington.
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Picture 4. Lip animation of Wallace and Lady Tottington
(The Curse of the Were-RabBR05: Scene 9).

As the picture above shows, the mouths of the chersiare more realistic than simple
lines sometimes used in animatioiifie Curse of the Were-Rabst somewhat more
refined in terms of the animation and its charactban the earlieWallace & Gromit
films. For example, the more sophisticated, uppessccharacters of the film, like Lady
Tottington here, have actually lips, while the melvaracter Wallace does not. Wallace
only has a tongue and teeth, but Lady Tottingtso alas bright red lips. More moving
parts means more accurate and often even more enedigd lip synchronisation for the
original. Also, the characters tend to have vegymbobuths which dominate their facial

expressions.

Other aspects of synchronisation in dubbing inclindebody language of the characters
and different background noises, which may obsttinetlines. Apart from the length
and timing of the lines, these can also affectrtisard order, sentence structure and
articulation. Moreover, animations often have reakaggerated gestures. (Tiihonen
2007: 176.) It is thus important that the translatiloes not clash with the gestures and
facial expressions of the characters (Baker & Hb@®88: 76). In addition to suiting

the lip movements and the gestures of the charmctee lines also need to sound
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natural when spoken, and it is also an asset ¥ #re easily pronounceable for the
dubbing actors (Tiihonen 2007: 175). Synchronisatio dubbing is, thus, a more

complex constraint than in subtitling.

Reduction is also applied to dubbing, but a litdi#erently from subtitling. As in the
case of subtitling, it is equally essential in dwgito convey important information for
the plot. However, the constraint of reduction @ as strict or unavoidable in dubbing
as in subtitling. It is not as much due to the abteristics of the mode, but instead
depends more on the languages in question. In dgbfiom English to Finnish,
between two structurally very different languagesluction is more of a constraint than
the case might be with two closely related langsad@nnish is, after all, a highly
agglutinative language, where words may become hary with the affixes, while in
English words tend to be shorter and inflectionlyaminimal. Below is an example
from The Curse of the Were-Rabhit illustrate the lengthening of Finnish wordstwit

suffixes:

(28) ST: Letthem grow big and strong under Thy loviage.

SUB: Anna heidan kasvaa isoiksi ja
vahvoiksi rakastavassa huomassasi.
[Let them grow big and strong in your loving cére.

DUB: Kasvakoon heista suuria ja vahvoja valvovam&si alla.
[Let them grow big and strong under your watclafye.]

(The Curse of the Were-RabB105: Scene 5).

The above line is a part of the vicar's blessinghis vegetables. The English
prepositionunderis in Finnish turned into an inessive case endiaga), which needs

to be added separately to each word. The latted ware also takes the possessive
suffix (-si) corresponding to the Englidtny. The number of suffixes in this example is
still pretty modest as Finnish words can take awemne. The wordiuomassasis much

longer than the originalare, and the translator of the dubbed version hafaat) opted
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for another phrasealvovan silmasi alldunder your watchful eye] resulting in a shorter

last word that does not need a number of suffirghis case.

So far the emergence and essential characterddtiagdiovisual translation have been
discussed. The use of several channels of comntioncand the chosen mode, that is
subtitling or dubbing, result in certain constrairthe translator needs to take into
account. The basic constraints of synchronisatiahthe need for reduction have been
shown to apply to both modes. Also the languagegugstion can increase the degree
of constraint they pose. Next, some conventiontheactual working procedures of

subtitling and dubbing are discussed briefly befoming on to a summary of common

attitudes towards the two modes.

3.4 Conventions in Subtitling & Dubbing

In the processes of subtitling and dubbing, thegdares may differ greatly depending
on the broadcasting company. However, there allessthe common conventions in

Finland. These include, for example, conventiorsigieed to facilitate easy reading of
subtitles: dashes are used to indicate differemtalsgrs, narrator's speech can be
italicised, and uppercase letters and centringofien also used together for subtitling
written on-screen text (Vertanen 2007: 154-156n&mf these conventions are also
used inThe Curse of the Were-Rabb#s the following example of subtitling the

speech of multiple characters shows:

(29) - Mika katastrofi.
[- What a catastrophe.]
- Puutarhani on pilalla.
[- My garden is ruined.]

- Taysi havitys.

[- Total destruction.]

- Missa oli Anti-Pesto kun kaivattiin?

[- Where was Anti-Pesto, when they were needed?]

(The Curse of the Were-RabBR05: Scene 6).
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The example is taken from a scene of a crowd @fpglisinted customers lamenting the
destruction to their vegetables. A dash and a spezeised in front of the speech of
each person. Additionally, the sentences of diffepersons are on rows of their own,
and they are divided into different subtitles irclsua way that a maximum of two
characters speak in one subtitle. However, herenan@a has been left out before the
conjunctivekun[when], which is sometimes done to save space. Otherwisetyation

usually follows the rules of standard language. Hbe conventions are applied may

vary, but in the material for this study, this @it was chosen to be done.

Working procedures also vary concerning spottihgt is the timing of the subtitles.
Spotting can be done by a specialised spotter éebor after the translation is
completed, or it can be done by the translatorsnsiedves. In the case of DVDs,
international cue setups, based on one languagecanmonly used as a basis for
subtitles in several other languages. (Hartama 2093.) In practice, this means that
most DVD-subtitlers have a ready-made framewonkhach their translation has to fit.
This form of “pivot subtitling” is generally regaed undesirable as errors, unwanted
segmentation and features of other languages gy deansferred in the process
(Gottlieb 1998: 248). For example, when the timamgl the length of each subtitle is
decided beforehand, uncharacteristic word ordezseasily transferred or sometimes

even imposed on the target language version.

The subtitles on the DVD release Tiie Curse of the Were-Rabhite adaptations of
the subtitles of the cinema release (Hartama 200B)s means that originally the
translator of the subtitled version, Marko Hartamaly had one line of forty characters
available for the Finnish subtitles as films inI&imd generally have bilingual (Finnish
and Swedish) subtitles simultaneously on the screethe cinema. This is, thus, an
additional constraint for the translator as thensexgtation of the subtitles needs to apply
to two different languages. This convention maywéeer, also be an advantage as
there are two translators collaborating on probkamaases. (Hartama 2007: 188-190,
192.) As Hartama was the Finnish, first translatibcan also be assumed that he has
had the main responsibility in condensing the aagiand segmenting the translation,

instead of being forced to follow the setup of &eotianguage.
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In addition to the company and country, workinggaures also vary according to the
market and the programme or film. In the case thbthg in Finland, where the market
is rather small, the translator is usually involadthe whole process and often also
directs the dubbing which is very much team workeTnature of the film or
programme and its budget determine the number bbidg actors and the number of
their roles. (Tiihonen 2007: 172-173, 181.) The Curse of the Were-Rablilie
translator of the dubbed version, Annamari Mets@weaiwas the director, one of the
dubbing actors and also involved in the editinghaf dubbed version. The number of
actors in this specific dubbing production is quiigh, twenty actors in all. Among
them, there are also quite a few well-known actmd dubbing actors, for example
Veikko Honkanen (e.g. Eeyore Winnie the Pooliilms, also a classic advertisement
voice and actor iBalatut elamdf), Aarre Karén (e.g. Rabbit Winnie the Pooliilms,
severalUuno Turhapurd' films, also inSalatut elamat Maija-Liisa Peuhu (numerous
dubbing roles fromDumboto Avatar, also inSalatut elamgt Antti Paékkoénen (e.g.
voices of Mickey Mouse, Bugs Bunny and Bob the &er), Tom Poysti (e.d?eter No
Tail andKarlsson on the Ropaand Heikki Sankari (e.g. Puss in BootsShrekfilms).

However, only the latter has a leading role (VicQurartermaine) in this film.

As it has already been established above, sulgtilimd dubbing share many constraints
although they use different channels of commurocatin Gottlieb’s (1998: 245) terms,
subtitling uses the verbal visual channel, whermalsbing uses the verbal auditory
channel. This is the main difference between thege modes of audiovisual
translation, which is of the utmost importancehe translator and should also be taken
into account when studying subtitling and dubbiiige change in subtitling, which
involves a shift from the spoken channel to thettemi channel, is, in a sense, more
dramatic than in dubbing, which maintains the ordiaudiovisual balance. In the
following section, this chapter is closed with aalission of common attitudes towards

subtitling and dubbing.

1% salatut elamats the number one modern Finnish soap opera.
' Uuno Turhapurds a classic Finnish comedy film series.
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3.5 Attitudes towards Subtitling & Dubbing

Of the different forms of audiovisual translatidghe two most common, subtitling and
dubbing, are constantly compared with each othesdbylars as well as professionals
and consumers. Preferences for the one or the atleestrong at both personal and
national levels (Zatlin 2005: 125). One controvar@sue, especially among scholars of
audiovisual translation, is “the contract of illasf, according to which the viewers
willingly suspend their disbelief in order to bdalo enjoy a film (Pedersen 2007: 46).
For example, viewers might easily recognise unsgalisettings and stories, but they
choose to ignore them to get more pleasure. Thersome disagreement among
scholars, whether the contract of illusion alsoli@gpto watching a translated, that is
most often a subtitled or dubbed, film. Some arthat when the subtitles are in line
and well synchronized with the original dialogue,iléusion of the understanding of the
foreign language is created in the viewer (VertaB@@7: 151). Still there are others
who feel very strongly against this claim. Accoglito them, due to the different
channel, the viewer will always be aware of readingranslation, and the translator

cannot create a contract of illusion with the didadiversion (Hartama 2007: 188).

Moreover, the same argument of the impossibilitgr@fating the illusion is sometimes
presented of dubbing as well. The visual image aspecially, the possible non-
matching mouth movements still remind the viewethef foreign origin and even of the
foreign language (Baker & Hochel 1998: 76). Forregke, in cinemas in Germany,
Saving Private Rya(i1998) which depicted the invasion of Normandy\orld War I
with American soldiers killing and dying entirelg German, there was a discrepancy
some viewers could not accept (Aittokoski 2001)cémsequence, Gambier (2003:181)
poses the question of why we should be afraid ahging the image of the film. He
points out aptly that even though viewers mighteptdheir deafness, they are more
reluctant to admit their blindness. Indeed, thestgion, whether a subtitled or dubbed
film can convey the same impression as the origitads not belong to translation
studies proper but, instead, it is more a quedborthe psychologists (Gottlieb 1998:
245).
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Subtitling is most often criticised with argumeiaigainst its additive nature. It is said
that subtitles block the view too much, and thegsply too quickly for, for example,

beginning readers. The simultaneous intake of titittes and the visual image can be
distracting. Some argue even against being foroelistening to foreign languages.
(Zatlin 2005: 125.) The shift from the spoken chalrio the written one also results in a
very different reception process from the origif@bttlieb 1998: 245).

However, there is one major aspect in favour oftidity over dubbing: the costs.
Dubbing is in fact some 15 times more expensiven thabtitling when compared
according to the average cost per hour in Europ&é€B& Hochel 1998: 75). Subtitling
is also favoured for its honesty and authenticiyitaallows the viewers to hear the
original voices and enjoy the voice quality andidtion of the original actors. (Zatlin
2005: 126; Gottlieb 1998: 245). In other words, télibg offers the viewers both the

source and the target text.

Also some of the major aspects in favour of subgtloriginate in its additive nature.

Subtitling is seen to have educational value d@erliag training in a foreign language
(Zatlin 2005: 126). This educational aspect togetwéh making people read has

inspired some to refer to the decision to subtélevision programmes in Finland as “a
cultural act”. However, subtitles which are closeispoken than written language have
sometimes been blamed for the deterioration ofuagg skills and slowing down of the
general reading speed. (Kantele 2003.) To claifg points discussed above the

advantages and disadvantages of subtitling have fisgemarised into Figure 1 below.
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ADVANTAGES DISADVANTAGES
* blocks the view
 authentic acting  too quick for beginning readers
* honest * reception differs from original
* less expensive « distracts from visual
e educational value « forces to listen to foreign language
 forces to read « language skills deteriorate

* reading speed deteriorates

Figure 1. Attitudes to subtitling

Some of the points for and against subtitling noered above are concrete and valid for
most subtitling. For example, you cannot deny thatoriginal acting is an advantage.
However, some also have to do with the qualityhef subtitles which naturally differs
from one translator and company to another. Somditles may indeed have
educational value, whereas some may deteriorateettting speed and language skills
of viewers. Some of the points above, like the abeut forcing to listen to foreign
languages, are also simply based on impressionmattdrs of opinion.

Just like the attitudes to subtitling vary, so dode to dubbing. Dubbing is most often
favoured over subtitling as it uses the same conicative channel as the original,

which provides a more homogenous discourse in sgieoms. It is also as a mode of
audiovisual translation seen to require less téxeauction than subtitling. The higher
cost of dubbing is sometimes also turned into aramihge by emphasising the more
professional level of the business and the wellal@sthed methods of post-

synchronisation. (Baker & Hochel 1998: 75.) Howewtere is nothing inherent in

subtitling that would prevent it from being professl business as well, and in some
countries it already is that. Similarly, there acene countries with poor dubbing praxis,
so there is nothing inherent in dubbing either tatld make it automatically more

professional.

Some features of dubbing are twofold. Although dogbhas the advantage of not
requiring high literacy, it still excludes certasategories of people, for example tourists
and other visitors, who might not understand tlmlldtanguage well enough (Baker &
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Hochel 1998: 75). By providing two languages at slaene time, subtitled films and
television programmes may thus attract a wider enml. As dubbing uses voice
replacement and removes the source text from tbwers completely, it opens up a
possibility for manipulation and censorship (Zat®05: 126). Whether possible
manipulation is an advantage or a disadvantagedwvoatiurally depend on the point of
view. From the point of view of the audience it ceertainly be seen as a major
disadvantage. The loss of authenticity and the aisthe possibility to listen to the
foreign language are also disadvantages to dubtvorg the point of view of the
viewer. The constraint of lip synchronisation isabften seen as a major disadvantage
in creating an illusion of the original. (Baker &kEhel 1998: 75.) The advantages and

disadvantages of dubbing have been summarisedrigiwe 2 below.

ADVANTAGES DISADVANTAGES

* more expensive & laborious
 impossibility of illusion
* enables censorship
* loss of authenticity
» deprives of listening
to foreign languages
» excludes certain people

* homogenous discourse
professionalised

* less reduction

* literacy not required

Figure 2. Attitudes to dubbing

Again, some of the advantages and disadvantagesmiesl in literature on audiovisual
translation are concrete in dubbing, but some efghints made are also matters of
opinion and dependent on the point of view. Somatp@an also vary according to the
country, company and individual translator. As banseen from Figure 1 and Figure 2
above, advantages and disadvantages can be fouhdthnsubtitling and dubbing.
However, none of the scholars referred to abovdiaty consider one or the other to
be better suited for a specific genre or mateddid translated. The only opinion made
clear is the undeniable fact that dubbing is besigted for programmes and films

aimed at small children.
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The choice between the two methods is nowadayslardetermined by audience
habits: viewers in traditionally dubbing countriégvour dubbing, and those in
traditionally subtitling countries find it diffictito enjoy a dubbed film. In the past, the
choice between subtitling and dubbing was madéherbasis of a rather complex range
of factors, and no one factor on its own could aotdor the local preferences. The
deciding factors included the cost of the methbd,availability of relevant technology,
the standard of literacy, general interest in fgmelanguages, the degree of cultural
openness and the strength of the local film inguitrprovide quality dubbing. (Baker
& Hochel 1998: 75.) As Finland forms only a smalanket, the choice to favour
subtitling over dubbing which is now reserved faryocertain types of programmes

(usually television advertisements, children’s pemgmes and films), seems natdfal

Nevertheless, the traditional debate of subtithitsg dubbing is becoming obsolete and
irrelevant, given that current technology allows flexible solutions. In fact, it has
already become the norm to offer the viewers bathbdd and subtitled versions on
DVDs, especially of animations and other familymd. (Gambier 2003: 173.) The
distributors of DVDs are seeking broad internatianarkets and are ready to invest in
several different versions. In consequence, DVDsallyg have intralingual subtitles
also in the same language as the original foref@mple, the hearing impaired, and
interlingual subtitles in several different langaagn addition to some dubbed versions.
The variety of options naturally varies by couniiZatlin 2005: 124.)The Curse of the
Were-RabbiDVD that has been used as the material of thidyshas soundtracks and
subtitles in Finnish, Swedish, Icelandic and Englis is notable that there are different
subtitles for the actual subtitled versions anddbbbed versions, in case subtitling is

needed for written on-screen texts in the dubbesiae as well.

This chapter has discussed the characteristicsidibasual translation and especially
the constraints of subtitling and dubbing. The nwinstraints that apply to more or less
both are synchronisation and reduction, but thastedor also needs to consider the

functioning of the multiple channels of communioati Verbal humour is one

2 However, it has been claimed that the choice baitiei was made in the Finnish national public &ev
broadcasting company YLE with only the casting \aftéhe chairperson (Kantele 2003).
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significant challenge in translation as it, indemsdpften based on linguistic or cultural
issues or both at the same time. In this sensanitbe a challenge in both modes, in
subtitling as well as dubbing. The aim of this stusl particularly, to see how much
creativity is involved in the different modes ofddavisual translation. The next chapter
will discuss the specific question of translatingntour as well as retention and re-
creation as translation strategies.
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4 TRANSLATION OF HUMOUR

Verbal humour has been above described to be denbal in translation first and
foremost as it is based on linguistic or cultusduies or sometimes even both at the
same time, but there is also another complicatiactof, namely its subjectivity.
According to Vandaele (2002: 150, 169), translatbimumour is very demanding also
due to the fact that the comprehension of humour the production of it are two
distinct skills. A sensitive decoder of humour & necessarily a talented producer of it.
Additionally, as has already been stated, the apgten of humour varies, not only
from one culture to another, but also individuaMoreover, the production of humour
is claimed to be something that cannot be taugheamt, but instead it is more of an
inborn talent. In addition to the skills of idewirig humour in the source text and re-
creating it in the target text, the translator alseeds to control the possibly
overwhelming effects of humour on themselves to aiemanalytic in their work.
(Vandaele 2002: 150.) For example, if the translétals something especially funny,
they might be more inclined to retain it literal§imilarly, although the translator might
not appreciate the source text humour, an attetmgipaoduction still needs to be made
just like in the case where the translator apptesid. To sum up, firstly, the translator
needs to recognise an instance of humour, andndBgothey have to remain as
objective as possible and resist getting side @ddky their own preferences in order to

be able to produce relevant source text humourarirainslation.

In the case of English and Finnish, which are m@tévfor this study, both languages
recognize and practise wordplay, soundplay andialhis, the most prominent types of
humour inThe Curse of the Were-Rabbite building material is there, but some types
of verbal humour are less common in Finnish tha&mglish, which is mostly due to
linguistic reasons. For example, English languaageahigh proportion of monosyllabic
words, few declensions and conjugations, and th@&nimgs of words tend to be rather
unspecific (Delabastita 1996: 131, 133). Finnislidspin turn, do not easily move from
one word class to another, and there are obligatasg endings and other suffixes. This
results in polysyllabic and long words, which magder certain types of wordplay.

Polysemy, on the other hand, is fairly common aiséinnish, and it is largely relied on
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for wordplay. Allusive wordplay also seems to betloa increase in Finnish, especially

in advertisements. (Leppihalme 1996: 212.)

Before moving on to the analysis itself, this cleapdiscusses the relevant aspects of
translating humour and the translation strategieshvcan be applied for the analysis of
the target texts. The first section introducesflyrihe debate about the translatability of
humour. Also, the concept and understandings aglaéion and equivalence are briefly
discussed in that context. The second section gaivesore detailed description and

interpretation of Holmes’ division of translatiotmegegies into retention and re-creation.

4.1 Translatability of Humour

The capacity to be transferred from one languagantiher without radical change is
referred to as translatability which naturally dege on the target language and the
translation culture existing within it (Pym & Hor$098: 273, 276). There is a long-
standing debate on the translatability of humouwmd anany are of the opinion that
humour is fundamentally untranslatable. Some hunibeorists even define certain
types of humour, wordplay for example, with thephef its ability to defy translation
(Delabastita 1997: 9-10). The untranslatabilitymtof humour are mainly based on
the fact that language play in its meta-linguisiature directs attention to the language
itself. When language play is to be translated faomg given language to another, the
whole situation might be different in terms of bathltural and linguistic material.
Supporters of this view are using linguistic argaitse especially, when discussing the
translation (i.e. the untranslatability) of wordpland it is generally held that the target
language cannot provide the type of specific boddmaterial required to create an
exact equivalent of the original pun the same wayThis source language-oriented
view, claiming that humour is untranslatable, isdzh on an essentially narrow, too
narrow, understanding of translation in generahger(Schréter 2005: 97-100.)

There are several studies, however, that speaksigdie untranslatability of verbal

humour. Instead of accepting outright untransléitgbof wordplay, for instance,
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translators do come up with a variety of transhatsmlutions. Extensive international
exchange of comedies also suggests that some hunayyrin fact, be almost universal
or, at least, not limited to one culture. If thedtion of a pun within a given text and the
function of that particular text in general aregaknto account, the approach is more
target language-oriented. This places various egras at the translator’'s disposal.
(Schroter 2005: 61, 99, 101.) Consequently, traéiosia can, in general, be regarded
facts of the target culture: a target text is adtation when it is accepted as one (Toury
1995: 26). The relationship between a source aadgat text that allows the latter to be
considered a translation of the former is tradaibn called translation equivalence
(Kenny 1998: 77). This relationship depends nalyirah the culture and norms in
question (Toury 1995: 61). When translatability is, this way, viewed more
pragmatically as a cline rather than an absolutgshhmore can be revealed about the

phenomenon of humour translation (Schréter 2003).10

The answer to the question on the translatabilitfumour, thus, depends on the view
of translation and equivalence. Nonetheless, whendnous material is chosen to be
translated, it is generally agreed that humour khba translated as humour, especially
if it is significant in its context. In the case iokignificant or unintended instances, on
the other hand, the translator is usually expettdedb the original author a favour and
preferably remove the humour. Sometimes translatorthis already unconsciously by
choosing contextually most appropriate readingsafloy ambiguities of the original.
(Delabastita 1996: 133—-134.) There is no doubt thatverbal humour in a comedy,
like The Curse of the Were-Rahbis an essential stylistic device, and it should be

created in translation as well.

Scholars, who do not see humour as untranslatdbleiowever, agree that translation
of humour is problematic. One of the reasons igéadthat language play often exploits
the form of the source language. It is unlikelyt thaththe form and the meaning can be
transferred into another language, as linguistiosiare essentially arbitrary, which, at
the same time, enables wordplay and makes it aradbso translation. If humour is

both language-specific and culture-specific, thek taf the translator is even more

challenging. Moreover, in a semiotically complexttesuch as the audiovisual context
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of a film, humour is often also based on the intgrpof the different channels of
information. The visual or auditory channels maydoawn upon to make the humour
work by supporting it or, at least, making it mareticeable. The more complex an
instance of language play is, the less likely ithigt the same combination of elements
would have the same effect in another language.edewy a complex language play in
the source text need not be replaced with an ggoathplex one in the target language,
because, in principle, a simple play can fulfil Hane role as an intricate one. (Schroéter
2005: 104-105.) This is especially true in an audital context, where the other

channels can support the humour also in the tramsla

In addition to linguistic challenges, also cultuespects of humour are a challenge in
translation. Cultural humour will, in fact, oftereed to be completely rewritten in

translation. On the one hand, source culture ret&® may be unfamiliar to the target
culture audience; on the other hand, target culefierences in a source culture context
might be too puzzling. Both target culture normd arpectations need to be taken into
account, but, most importantly with culture-specifiumour, the translator has to
anticipate the possible background knowledge of dbdience. At times, creative

compensations will no doubt have to be sought tfil tihe function. Also, omission

will occasionally be a legitimate strategy as wileppihalme 1996: 214.)

The replacing of one type of humour with anotheg and substantial modifications of
complex material are exactly what the present sisidyterested in. Scholars have noted
that translators are quite often afraid of movimgg from the source text and replacing
the humour with something completely different thatrks well in the target language
(Chiaro 1992: 85). They might even abandon thest Iselution in favour of a more
minimalist strategy due to the fact that their waskopen to criticism (Zabalbeascoa
1996: 249). The dilemma between loss and adaptai@specially puzzling to those
source-oriented, faithful translators, althoughenfthe only way to be faithful to the
source text (its playfulness) is to be unfaithtultt(particularly to its form) (Delabastita
1996: 135). The degree of creativity in translatemutions of verbal humour in
subtitling and dubbing is interesting in this redpas, in addition to the different

channels of communication (spoken vs. written),téi@ modes are different also in that



76

the subtitled version presents the viewers both dbwrce text and the target text
simultaneously. In order to analyse, how much origatis involved in the different
modes of audiovisual translation, the translatimategies are in this study divided into

two broad main categories, retention and re-creatdich will be discussed next.

4.2 Retention & Re-creation

There are four basic concepts underlying the gfi$eof retention and re-creation. In a
discussion on translatability, Holmes (1988: 47—48jued that the choices of the
translator range on two different axes: primarily the axis ofexoticizing versus
naturalizingand, secondarily, on the axistostoricizingversusmodernizing.The basic
dichotomy presented by Holmes (1988: 47-48) shbaswhen a translation is mainly
exoticizing and historicizing, the emphasis isretention whereas when a translation is
mainly naturalizing and modernizing, the emphasisnre-creation The first choice
between exoticizing and naturalizing means the arhoficultural adaptation, while the
second one is referring to accentuating or fadmegtime period the original work is set

in. Figure 3 below shows Holmes’ diagram of retemtand re-creation.

H
/
//
Rt ’
/7
/ .
Rt = retentive
E N Rc = re-creative
E = exoticizing
, N = naturalizing
ol Re H = historicizing
% M = modernizing

Figure 3. Retention & re-creation (Holmes 1988: 49).

As the figure of a sliding scale illustrates, thesnnot be any clear-cut distinction
between a retentive or re-creative translationtesgna no translation is entirely one or

the other, but, instead, the strategy is a maftdegree.
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In practice, the choices of translators also vatrategies are at one point retentive and
at another re-creative and almost never througadranslation purely one or the other.
Holmes (1988: 49) noted that when he was studyiogns there was a tendency
towards retention of the socio-cultural situatibe source text existed in. He also noted
an opposing tendency towards re-creation in thgulstic context the source text was
set in and the literary intertext, the array ofesttexts the source text was linked with in
its literary tradition. In other words, the trarisia tended to overall historicize and
exoticize their translations with regard to therseucountry. The expressive means of
the source language, on the other hand, were miaddrand naturalized into fluent
target language. Also, in terms of literary tramhs the source text tended to be more or
less modernized and naturalized. The individualicd®reflect the complexity of the
activity of translation. (Holmes 1988: 47-50.) Hawe on a global level of the entire

text one can usually determine a dominant strategy.

It should be noted that retention and re-creatrertl@e means to an aim and not the aim
itself. This is already evident in the varying sggies and lack of purely retentive or re-
creative translations in reality. According to Helen(1988: 47, 50), the translator’s
target is to shift the source text on all three vanoentioned levels (socio-cultural
situation, linguistic context and literary intertexusing retentive and re-creative
translation strategies and at the same time prodocacceptable translation, that is, a
text in its own right in the target language. Tty can be described as a game with
two basic rules: firstly, there is a criterion ofmmum matching or fit, which means
that the target text is actually considered a tedio; of the original, and secondly,
there is a poetic criterion, which refers to theyéd text being the same text type as the
original. The second rule of the game entails aatehof unity or homogeneity in that
the target text needs to be a coherent textual eviidius, the translator must in this
game map out a general strategy of choosing betwetantive and re-creative

possibilities in order to create an illusion ofyn{Holmes 1988: 47, 50.)

There are some ambiguities regarding Holmes’ thebrgtention and re-creation. This
is probably mainly due to the fact that the ternfogg is only vaguely and briefly

discussed in a posthumously published collectioessfays and papers presented over
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the time period of about fifteen years (van deneBko1988: 1). However, Holmes
(1988: 43) did state that his terms “might be rdygiquated with Eugene A. Nida’'s
‘formal-equivalence translation’” and ‘dynamic-ecalence translation™. Nida’'s
strategies are indeed similarly based on exotigisand naturalising. Formal-
equivalence translation is source-oriented, wheidasamic-equivalence translation
aims at the naturalness of expression in its newest (Nida 1964: 129, 134).

Both concept pairs, Nida's formal-equivalence (setmriented) and dynamic-
equivalence (target-oriented) and Holmes’ reten{eseoticising and historicising) and
re-creative (naturalising and modernising) tramstastrategies, can be partly equated
with one of the most renowned theories in transtastudies, Schleiermacher’s (1813)
theory on foreignizing and domesticating translatigtrategies. Schleiermacher
explained the choice of the translator in termsoting either the author of the source
text home or the reader of the target text abré@éignizing essentially means leaving
the original author in peace and moving the reatwards them, whereas
domesticating translation involves moving the autiosvards the reader (Venuti 1995:
19-20). In other words, the translator has to dead the degree of illusion, that is
whether the target text should read like a tramglabr whether it should read like an

original of the target culture.

In addition to elaborating the largely cultural esjpof exoticising/foreignizing versus

naturalising/domesticating translation, Holmeserehce to Nida also sheds some more
light on the linguistic aspect already presenthi@ terms: retention and re-creation. In
addition to the cultural aspect, in the case affmrequivalence attention is given to the
message in terms of form and content, while, indhge of dynamic equivalence, the
focus is on the receptor response (Nida 1964: 128). The general idea is that if

formal equivalence in translation is not possibiedesirable, dynamic equivalence, a
similar effect, is what a translator might opt {&chréter 2005: 108). The change of
humour category is in this study seen as the decisictor between retentive and re-

creative translation strategies. The analysis isethaon whether the translator has
managed to preserve the specific type of verbaldwor whether they have chosen to

use another type of humour to make the translatiore fluent. The focus is, thus, on
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the retention and re-creatiaf humour.Anything else, like complete omissions or
likely losses of humour, are discussed separateiy these two translation strategies

presented by Holmes.

Thus, the translation strategies in this studyudelretention and re-creation as well as
omission/loss and addition as in audiovisual traimeh some humour is bound to be
impossible to transfer and some humour might, tbezebe added to compensate. The
object of study being verbal humour, retention aectreation are applied in more
general terms with the help of Holmes’ (1988: 4&grence to Nida. In this study, the
type of humour is of essence in order to deterntiee amount of creativity in the
translation. Therefore, in order for a translatgirategy to be seen as re-creation, the
target language humour has to have a differentcdefiom the original but still
basically fulfil the same function. Accordingly,rfa translation strategy to be seen as
retention, exactly the same type of verbal humaads to be found in the target text. In
other words, with retentive strategies the traoslattempts to stay as close to the
source text as possible, and re-creative strategifes the translator, thus, more
freedom. The following example shows a retentivé ame-creative translation strategy

in use in translating an allusive book title:

(30) ST: THE OBSERVER’'S BOOK OF MONSTERS

SUB: SUURI HIRVIOKIRJA
[THE GREAT MONSTER BOOK]

DUB: Havaintoja hirvidista.
[Observations of monsters.]

(The Curse of the Were-RabB05: Scene 10).

The source text allusion is to the renowned Obs&nBook series, and it has a weak
pictorial link provided by the book cover. The gtlbtis an example of a retentive
translation strategy as it is referring to a popwlay of naming non-fiction books in

Finnish with the constructiosuuri ...-kirja[the great book of ...]. The dubbed version

spoken by one of the characters, Victor, is seeleae-creative as instead of an
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allusion it has soundplay in the form of allitecati Retention and re-creation as
translation strategies apply to transferred humaintransferred humour is, in this
study, analysed under the strategy of omissiorherbasis of two similar possibilities: a
completely ignored instance is categorised as mafpdy omitted, while translation

with no or unsuccessfully transferred humour isnaee likely to be lost. There is also a

strategy of addition for humour that can only berfd in the target text.
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5 TRANSLATION OF VERBAL HUMOUR INTHE CURSE OF THE WERE-RABBIT

The hypothesis in this study was that the re-creastrategy would be used more
frequently in translating verbal humourTine Curse of the Were-Rabbitthe dubbed

translation than in the subtitled version as duphbatiows for more creativity than

subtitling due to their different characteristics modes of audiovisual translation. In
order to prove the hypothesis correct, three caiegf verbal humour, the most
typical ones foiThe Curse of the Were-Rabbitordplay, soundplay and allusions, were
identified from the original dialogue and the waiiton-screen texts of the film and both
the subtitled and dubbed Finnish translations. @halysis was carried out on the
identified instances of different types of verbahtour, whose pictorial links had been
assessed, by rating the translation strategies ms#te subtitled and dubbed Finnish
versions as retention, re-creation or omission/tdgsimour. The Finnish versions were

then studied again in order to find also instaredesdded humour.

The translations transferring humour were analysethe basis of how verbal humour
was transferred from the source text to the tatget The strategies were analysed
according to Holmes’ theory (1988) as either retenor re-creation of verbal humour.
The line between retentive and re-creative traissladtrategies was in this study seen to
be the change of humour category: for a translatobe seen as retention of humour,
the same type of verbal humour needed to be foortde target text, whereas in order
for a translation strategy to be seen as re-cmeatichad to be humorous by using a
different device from the original. Untransferredniour was analysed in light of two
possibilities: a completely ignored instance wategarised as purposefully omitted,

while translation with no or unsuccessfully tramsfgd humour was deemed lost.

The analysis was carried out by focusing on thearhphe change of the mode had on
the translation, that is taking into account thestmints of subtitling and dubbing as
well. Although subtitling and dubbing share the mebnstraints of synchronisation and
reduction, in practice the constraining charadiesgsof audiovisual translation apply to

the two modes somewhat differently. In synchromsatthe time of the original

dialogue determines the time available for both ghbtitled and dubbed translation.
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However, in dubbing there is also the need forsypchronisation. In subtitling, the
shift from the spoken original to the written treEat®n makes the need for reduction
more pressing than in dubbing. The main differebedween the two modes of

audiovisual translation is, thus, the differentraiels of communication used.

Furthermore, in an audiovisual context the traonslats to deal with several (auditory
and visual) channels of communication simultangouslthis study, the relationship of

the visual and the verbal was taken into accouim &chroter (2005): the link between

the visual and the verbal was defined as strongkwe non-existent. The link was seen
to be strong when the visual and verbal collabdrated weak when the other had only
a supporting role. From the point of view of thanslator, the visual element can be
both an aid and a constraint, even at the same tnethe one hand, simultaneously
offered visual information can help the translattoose the most appropriate
translation and make the humour work in the tal@sjuage as well. On the other hand,
visual channels can set strict limits to the tratigh by presenting a great deal of

information relating to the original text, sometsreven blending, in creating humour.

5.1 Main Findings

The three categories of verbal humour are an iatquart ofThe Curse of the Were-
Rabbitand should, therefore, be respected in translaiiba two translators transferred
original humour by either retaining the type or mngkuse of another one of the most
typical types in re-creating humour. Both also aldeme wordplay, soundplay and
allusions to places where the source text had maeoku at all. Original verbal humour
could not always be transferred with the help ef tfree most typical categories, and,
instead of omission, at times other means of argaterbal humour were used as well.
The most typical category of verbal humour in then fwas allusions in the form of
pure allusions and allusive puns. Wordplay in tleemf of polysemy/homonymy,
homophony and paronymy was the second largestaateand soundplay in the form

of alliteration and rhyming the smallest one. The gharts below (Figure 4) illustrate
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side by side the share of these different typegedbal humour in the source text, the

subtitled Finnish translation and the dubbed Fimmisrsion.

Shares of verbal humour

Source text Subtitling Dubbing

0 % 9 (8%
29 (17%) 21 (17%) 17(131)(10/) 20 (18%) (8%)

6 (5%)

54 (32%) .
6 (4%) 31 (28%)
11 {6%
(%) 27 (21%)
26 (21%)

13 (8%) 23 (18%) 5 (4%)

24 (22%)

M polys./homon. B homophony B paronymy O alliteration

rhyming O allusion allusive pun M other

Figure 4. Verbal humour in the source text and the subtiied dubbed Finnish
versions ofThe Curse of the Were-Rabbit

Although the translators had clearly recognisedntiost typical types of verbal humour
in The Curse of the Were-Rahlhe film presents itself to the audiences of the source
text and the two separate target texts somewhiareliftly at least in terms of the most
prominent types of verbal humour. For example, dbdience of the dubbed Finnish
version might be more likely to mention soundplafdoe wordplay, if it were asked
what the humour oWallace & Gromitis like. Moreover, the audiences of the source
text and the subtitled Finnish version might be enlikely to mention wordplay than
that of the dubbed version. However, allusions,ciwhtlearly form the most typical

verbal humour category in the source texé dominating both translations as well.

Naturally, not all source text humour could be $sfarred to the target texts, but overall
the translators of the Finnish versions were ablagansfer clearly over half of source
text humour. The pie charts of the subtitled anBbeal versions in Figure 4 above
actually consist of 126 and 111 instances of velbatour respectively, as they include

all humour of the target texts, that is retainedcmeated and added humour, while the
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source text consisted of 171 instances. The nurobdaransferred humour, that is
retained and re-created humour together, consistetthe subtitled version of 116
instances, out of which 74 cases were retained4@ntke-created. This means that in
percentages as much as 68% of the original humaartknsferred in subtitling. In the
dubbed version, the number of retained and re@deadumour was a little lower,
namely 98 instances, out of which 63 were retased 35 re-created. In dubbing, the
transferred humour amounts to 57% of the sourcehiemour, which is still more than
half of the original humour. Accordingly, the numbs completely omitted or likely
lost humour was 55 instances (32%) in the subtikdion and 73 instances (43%) in
the dubbed version. Below are pie charts (Figurellbktrating the overall use of the
translation strategies in the subtitled and dubBedish versions offhe Curse of the

Were-Rabbit

Translation strategies
Subtitling Dubbing

30 (18%) 40 (23%)

63 (37%)
74 (43%)

25 (15%)

33 (19%)
21 (12%) 15 (9%)

21 (12%) 20 (12%)

M retention M direct re-creation O other re-creation O omission M loss

Figure 5. Translation strategies in the subtitled and duldbiadish versions ofhe
Curse of the Were-Rabbit

In subtitling, retention was clearly the most freqtly used translation strategy,
whereas in dubbing complete omission and likelys,|dkat is untransfer of humour,
exceeds both retentive and re-creative stratedigmmsferring humour. By the side of
the dominating retentive translation strategy, shwbtitled version has balanced
omission and re-creation. In the dubbed versiotgnt®n actually comes second to

complete omission and loss of humour, and re-aeati any form is clearly the least
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utilised strategy. That is to say re-creation wasrall the least utilised strategy in both
dubbing and subtitling. The most frequently usedtegy in subtitling was retention,
while in dubbing most source text humour had abtusen lost or completely omitted.
All'in all, the subtitled version had retained aslivas re-created more than the dubbed

version.

There was a clear tendency in both subtitling amobthg to re-create using one of the
already typical types of verbal humour of the seutext. Moreover, especially in the

subtitled version this tendency was taken as fao #se level of the subcategories in the
case of wordplay and allusions. However, in bothnish versions, the single most
dominant type of re-creation throughout all verbamour categories was in fact this
kind of “direct re-creation” between the most prosmt types of verbal humour.

Presumably, according to the underlying principldranslating the style of narrative

texts, both translators had recognised the mostrdorhstylistic devices of the source
text humour and also made use of them when amicestaf verbal humour could not be
retained faithfully as such in their translatio@her means, like slang words, dialectal
language, idioms and figurative language, were alsed to re-create humour. The
following section 5.2 discusses retention, whiletiea 5.3 is devoted to these different

kinds of re-creation, both direct and other means.

Overall, retention was found to be favoured ovecreation in transferring verbal
humour in both subtitling and dubbing ©he Curse of the Were-Rablnito Finnish.
Moreover, both versions had completely omittedimmp$y lost more humour than they
had re-created. However, if the results are exainmere closely, re-creation was in
fact favoured over retention in some subcategafegerbal humour. The table below
illustrates the detailed overall results on tratsia strategies used in the subtitled

Finnish version.
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Table 2. Translation strategies in subtitlifidgne Curse of the Were-Rabbit

transferred untransferred
Typeltranslation strategy retained | re-created lost | omitted TOTAL
direct | other

13 9 8 12 4 46

11 4 5 8 1 29

0 3 0 1 2 6

2 2 3 3 1 11

SOUNDPLAY 18 4 8 4 2 36
Alliteration 14 1 6 2 0 23
Rhyming 4 3 2 2 2 13
ALLUSIONS 43 8 5 14 19 89
Pure allusion 21 4 2 6 2 35
Allusive pun 22 4 3 8 17 54
TOTAL 74 21 21 30 25 171

The overall dominant translation strategy for vétaanour in the subtitled version was
retention, which was used in 74 cases out of the /1 instances of verbal humour.
Loss or total omission of verbal humour occurre8%ninstances and re-creation, which
was the least utilised strategy, occurred in 42aimses of verbal humour. However, in
translating homophony, paronymy and rhyming, rexttom was used more than
retention, and in translating the two latter evesrarthan loss or complete omission. No
homophonic puns were retained in subtitling, whishmost likely due to linguistic

differences as homophony is much rarer in Finngimtin English, and, consequently,
only paronymy and rhyming are notable in re-creatdominating over retention.

However, the differences in numbers in these categare small in comparison to
other types of verbal humour. Also, the effect efcreation in these categories is

relatively small for the whole film.

The overall numbers partly support the hypothekthie study as re-creation of humour
was, at least, the most uncommon strategy in $ultitHowever, if the results are
examined more closely, re-creation was in fact anmommon strategy than retention
in some subcategories of humour also in the sabtilersion. This was most clearly

evident in the categories of homophony and paronymmch play with differing
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pronunciations and spellings. However, this is aigote natural when the target
language in question is Finnish, where there ext®st a one-to-one correspondence
between letters and sounds. Retention without dhgnitne meaning drastically, and,
consequently, possibly altering the plot, might dndbeen simply impossible with this
kind of wordplay. Retention dominates in the tratish of alliteration as well, but in
the case of rhymes the strategies occur quite gvénbst pure allusions are also
retained, but allusive puns are mostly lost or cletgty omitted. The difference
between the two subcategories of allusions is nprise as the latter presents the
translator with a double challenge: both linguistied cultural material are used to
create humour. Also the high number of allusive emat must have affected the

decision to omit so many instances of allusive puns

The most common translation strategy in the duldbiedish version ofThe Curse of
the Were-Rabbitvas, somewhat surprisingly, the loss or completéssion of verbal
humour Out of the total 171 instances of verbal humoungather 73 cases, which is
almost 43% of the total, could not be transferrgd Finnish at all. However, retention
was overall found to be favoured over re-creatitso an dubbing: in transferring
humour, the dubbed version utilised retention in &&es and re-creation in 35
instances. The table below illustrates the cornedpm detailed results on translation

strategies used in the dubbed Finnish version.
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Table 3. Translation strategies in dubbifipe Curse of the Were-Rabbit

transferred untransferred
Typeltranslation strategy retained — re-created lost | omitted TOTAL
direct | other

5 5 13 18 5 46

5 4 6 13 1 29

0 1 1 2 2 6

0 0 6 3 2 11

SOUNDPLAY 17 4 4 6 5 36
Alliteration 14 0 1 5 3 23
Rhyming 3 4 3 1 2 13
ALLUSIONS 41 6 3 16 23 89
Pure allusion 21 4 2 6 2 35
Allusive pun 20 2 1 10 21 54
TOTAL 63 15 20 40 33 171

Overall, the most utilised strategy in dubbing wkearly the loss or complete omission.
If the results are again examined more closelGreation was in fact favoured over
both retention and the loss or complete omissiamainslating paronymy and rhyming.
In terms of transferred humour only, re-creatiormdwted retention in translating
polysemy/homonymy and homophony as well. The numb®y again seem small, but
in percentages the shares appear more signifidd@st: of polysemy/homonymy, 33%
of homophony, 55% of paronymy and 54% rhyming werereated. No homophonic
puns were retained in dubbing either, and alsomeny was transferred only via re-
creation. Most notably the dubbed version re-ceeatach polysemy/homonymy, while

the subtitled version had retained the most.

Nevertheless, and contrary to the hypothesis, tietemwas overall more dominant than
re-creation in transferring verbal humour alsohea tubbed version: out of all srategies,
retention was used in 63 cases (37%), whereaseti@n featured only in 35 instances
(20%) of verbal humour. However, on the level obcategories, re-creation was still
more common than retention in connection with saypes of verbal humour. In the

category of wordplay re-creation dominated oveemgbn throughout. Retention was

used only in translating polysemy and homonymy, awdn then, the strategy occurred
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only 5 times out of the total original 46 instancdsvordplay. Only 18 cases were re-
created, and the rest, 23 instances of wordplaye Wwast or completely omitted in

translation. Alliteration was in the dubbed versiapstly retained, while rhyming was
most often re-created, just as in subtitling. Pallasions were also mainly retained,
and, just as in the subtitled version, most allegpuns were lost or completely omitted

as might be expected.

As can be seen from the two tables, translaticstegires in the subtitled and dubbed
versions were generally in line with each othethe case of soundplay and allusions.
Both versions had retained clearly over half otedhtion. Translation strategies in the
case of rhyming were more evenly spread althougbreation was the most used
strategy in both versions. Pure allusions were Ipostained with a clear difference in
numbers in both subtitling and dubbing. Allusiverdmlay was, instead, mostly lost or
completely omitted in both versions, although tliffetence in numbers is smaller in
the subtitled version. Above all, wordplay provede the most interesting one in terms
of different strategies as the subtitled versiors &hle to transfer much more wordplay
than the dubbed version. In fact, no homophonyasopymy at all was retained in the
dubbed version, and much of the wordplay was lesdubbing. For some reason the
translators took differing stances on the transhaif verbal humour in the form of

wordplay.

Although both translations transferred over halfref verbal humour of the source text,
the share of omitted humour was surprisingly sigaift as well. Overall, both
translators were able to transfer a great deah@fverbal humour ofhe Curse of the
Were-Rabbitinto the translations with the help of either réi@m or re-creation of
humour. Altogether nearly 68% of the verbal humeas transferred in subtitling and
approximately 57% in dubbing. Accordingly, the pmrages of lost or completely
omitted humour were approximately 32% and 43% retspy. The substantial share
of lost or completely omitted humour might be expda by the fact that English and
Finnish languages are unrelated and structurathapart. It may have also been due to
the fact that when comparing the strategies usdadamsferring humour, retention was

in fact more dominant than re-creation in both slifig and dubbing. In other words,
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retention is evidently a useful strategy, and, tithe substantial loss of humour must
also be due to other factors besides the languaggsestion. For instance, norms of
audiovisual translation in Finland must have beermngortant factor. In what follows,

the translation strategies will be discussed inent@tail.

5.2 Retention of Verbal Humour

The criterion for differentiating re-creation framtention was in this study based on the
characteristic categories of verbal humour. Retenfiocuses essentially on formal
equivalence by trying to stay as close to the sotegt as possible. In consequence,
retentive translation strategies also reveal theigo origin of the source text by, in a
manner of speaking, leaving the author in peacenaodng the reader towards them
(Venuti 1995: 19). Therefore, in order for the skation to be categorised as retention,
the type of verbal humour must remain the samether words, an instance of rhyming
translated as rhyming is clearly the retention ombur, whereas rhyming translated
with alliteration, for instance, is already theareation of humour. Here is an example
of rhyming with no pictorial link. Towards the ewd the film Victor is already losing
his mind in trying to hunt down Wallace who is némown to be the were-rabbit. At

one point, Victor shouts to Lady Tottington:

(31) ST: Andifl can’'t have your money,
| can still bag your bunny.

SUB: Ja jos en saa mammonaa,
voin silti pupusi teurastaa.
[And if | am not getting any wealth,
| can still slaughter your bunny.]

DUB: Ja jos mina en saa rahojasi,
niin ainakin voin listi hanisi.
[And if | am not getting your money,
at least | can finish off your honey.]

(The Curse of the Were-RabBR05: Scene 14).
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Both Finnish versions manage to retain the rhymenaeavith roughly the same meaning
as the original. A little different slang words amard orders are used, but as both

clearly have a rhyme at the centre stage, theijnrdta verbal humour.

As was already stated in the previous section, vHh@mes’ two translation strategies
are compared with one another, retention was dwai@e dominant than re-creation as
a means of transferring verbal humour in both FEhniersions ofThe Curse of the
Were-Rabbitln the subtitled version, retention was the mo#isatl translation strategy
and used in 74 cases of the total 116 instancesan$ferred humour. In the dubbed
version, retention came second to loss and completission. In dubbing the total
number of transferred original verbal humour was @& of which 63 transfers were
accomplished with retention. This means that imdfarred humour only, retention
featured in both modes 64% of the time, whereatenims of all strategies, loss and
complete omission included, retention was used3i¥b of the cases in subtitling and
37% in dubbing (see Figure 5 in the previous saltidhe table below compares the
use of retention with exact numb¥rin the subtitled and dubbed Finnish versions in

terms of the type of the verbal humour transfea®dvell as its pictorial link.

Table 4. Retention in subtitling and dubbifighe Curse of the Were-Rabbit

Retention Subtitling Dubbing

— total total
Type\pictorial link | strong| weak | none strong| weak | none

7 3 3 13 2 1 2 5
7 2 2 11 2 1 2 5
0 0 0 0 0 0 0 0
0 1 1 2 0 0 0 0
SOUNDPLAY 0 18 18 2 15 17
Alliteration 0 14 14 1 13 14
Rhyming 0 4 4 1 2 3
ALLUSIONS 16 19 8 43 14 18 9 41
Pure allusion 9 7 5| 21 7 7 7 21
Allusive pun 7 12 3 22 7 11 2 20
TOTAL 23 22 29 74 16 21 26 63

13 Table boxes are empty when there was no humatmabpecific type in the source text to begin with
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Retention had been used for all three most typigaés of verbal humour, that is
wordplay, soundplay and allusions, in both sulbttliand dubbing. However, not all
subcategories featured retention. Neither the sedbtversion nor the dubbed version
had been able to retain homophony, which actuallsaier in Finnish than in English.
Also, no paronymy was translated with the help oétantive strategy in dubbing. The
subtitled Finnish version retained much more wagpthan the dubbed version.
However, in retaining soundplay and allusions the tmodes do not differ that much.
Also, the shares of retained alliteration and palhesions are quite significant: about
60% of all source text alliteration and pure aliusi had been retained in both modes.
The percentages of retained rhymes and allusives ame not very low either: the
subtitled version had retained 31% of source teyining and 41% of original allusive

wordplay, while the dubbed version had retained 2B 37% respectively.

The use of the retentive translation strategy wate gimilar between the two modes of
audiovisual translation, especially regarding sqley and allusions, but in transferring
wordplay the subtitled and dubbed versions wereesdmt different. Altogether 46

instances of wordplay (29 cases of polysemy/homagnyénof homophony and 11 of
paronymy) were identified in the source text, oficthl3 were retained in the subtitled
version and 5 in the dubbed version. In addition 1d instances of

polysemy/homonymy, the subtitled version also madaip retain 2 paronymic puns.

All wordplay retained in the dubbed version coresisdf polysemy/homonymy.

Among the retained wordplay, all degrees of pietiolinks are present in both modes.
In percentages the subtitled version retained 38polysemy/homonymy, whereas the
dubbed version retained 17%. The two paronymic patasned in the subtitled version
make up 18% of original paronymy. The following exge shows a case of paronymy
with a weak pictorial link retained in the subfitleversion but lost in the dubbed

version:
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(32) ST: Kiss my ar...tichoke.

SUB: Pussaa mun persikkaa.
[Kiss me peach.]

DUB: Pussaas mun artisokkaa.
[Go on and kiss me artichoke.]

(The Curse of the Were-RabBR05: Scene 13).

This instance of verbal humour occurs when Victothiought to have killed the were-
rabbit and saved the vegetable competition. Asrhigea to the fair as a hero, he is
surrounded by a crowd asking him to kiss a balpgtato, and lastly an artichoke. The
old man asking him to kiss his artichoke stretdhesword out so that the beginning is
reminiscent of the common insult including the warde, and, hence, paronymy is
createdIn the dubbed version the same noun had to be disedo the demand of lip-
synchronisation. The translator of the dubbed weradded some colloquial style to the
translation, but still the humour is largely ldst.this case, the translator of the subtitled
version took more liberties and retained the hummpuchoosing a fruit that resembles
the Finnish word foan arse However, the fruit chosen is nothing like the amehe
original and shown in the picture, but the joke kgowell in writing. Luckily, the
pictorial link is only weak and the artichoke isosm only briefly, and, even then, it is
not in focus. Interestingly enough this is exactytrary to the hypothesis that dubbing
would have more creativity than subtitling. The @ewh for lip-synchronisation seems
to be a strict constraint in the dubbed versionenehs a weak pictorial link has been
ignored in the subtitled one.

In retaining verbal humour, the subtitled and dubbganslations differ most
interestingly in transferring the wordplay of paysy/homonymy with strong links to
the visual channels. The subtitled version retaigt? of strongly linked
polysemy/homonymy, whereas the dubbed versionnedaonly 12%. The following
example of polysemy/homonymy with a strong pictofiak was retained in both
translations. In this scene, Wallace and Gromittayi@g to lure the supposedly male
were-rabbit out by driving around with a stuffediyarabbit on the roof of their van.
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Gromit is moving the arms and legs of the stuffadlylrabbit with the help of strings.
Wallace is encouraging him to be a bit more allgiriGromit responds with a little

dance, and Wallace is so satisfied that he turmsnar on the driver’'s seat and says:

(33) ST: You're a total knock-out.

SUB: Olet tyrmaava.
[You're a knock-out.]

DUB: Olet suorastaan tyrmaava.
[You're a downright knock-out.]

(The Curse of the Were-RabBR05: Scene 7).

However, when Wallace turns around, his attentodriving is lost, and the lady rabbit
is literally about to be knocked out by a bridgeewtihe van goes into a tunnel under it.
Hence, there is a polysemic pun with a strong paitdink, which is obvious to both
Gromit and the audience, but unfortunately not tall#¢e. Both translators used the
Finnish adjectivayrmaava,which can be used both of knock-out blows and goug
looks. The translations take into account the sfrgmctorial link, and no lip-
synchronisation is needed in this case as the nafitiallace is not visible during the
last word. The verbal humour works in the same veayin the original, and,
consequently, the translation strategy is cleatgntive.

The double challenge of allusive puns, which ugé boguistic and cultural material in
creating humour, has been mentioned already setreras$, but the translators dhe
Curse of the Were-Rablitve still managed to retain an impressive numbénem.
Allusions dominated the verbal humour of the soued: there were 89 instances
altogether, of which 35 were allusions and 54 alkipuns. Allusions remained the
dominating type of verbal humour in both targettdeas well (see Figure 4 in the
previous section). The subtitled Finnish versi@nsferred with retention 43 instances
(21 of pure allusions and 22 of allusive puns), levthe dubbed version retained 41
allusions (21 of pure allusions and 20 of allugwes). That is 60% of pure allusions in

both and 41% and 37% of allusive puns respectivalyerms of the pictorial links of
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the original instances, the division of the retdigases was quite even. In subtitling the
retained allusive puns comprised 44% of ones wittng links, 38% of weak and 50%
of ones with no links to the visual channels. Ibling, the respective division was as
follows: 44%, 34% and 33%. In the case of puresadlus the percentages are much
higher. In subtitling retained allusions comprig&®o of strong, 58% of weak and 45%
of those with no links, while in dubbing the copeading percentages are 58% for both
strong and weak links and 64% for ones with nodirikhe pictorial link does not seem
to correlate with retaining allusions. In fact, musingly many of strongly linked
instances could be retained. More pure allusioas #ilusive puns were retained as was
expected. However, the number of allusive punshe ttanslations was surprisingly

high, and, all in all, much of the most typical éypf humour was transferred.

Both modes of audiovisual translation were ableetain clearly over half of the pure
allusions and almost half of the allusive puns.sTisi not surprising as allusive puns
exploit both cultural and linguistic features, wé&s pure allusions make use of only
cultural references. A case in point occurs quae€yein the film when Wallace’s
bookshelf is shown with 9 books whose titles plaghwhe names of different kinds of
cheeses and classic novels. Out of these 9 allymims with weak pictorial links
provided by the visual information of book covens subtitled version had translated 4
with retention and the dubbed version 3. Both wersihad completely omitted the rest
because of slight spatial constraints and the a&@esesf the demand for lip-
synchronisation. This is not a significant losdteere is repetition of the same type of
humour in this particular place in the source &xt¢ady, and the 3 and 4 cases in the
translations do carry the idea across. Here is xample of one title, which was

translated in both Finnish versions:
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(34) ST: FROMAGE TO ETERNITY

SUB: TILSITISTA IKUISUUTEEN
[FROM TILSIT TO ETERNITY]

DUB: Juustosta ikuisuuteé.
[From cheese to eternity.]

(The Curse of the Were-RabBR05: Scene 2).

The original title is playing on the poem and bdaitle From Here to Eternitypy James
Jones and the French word foheese The novel is also known in Finland and
translated literally agaalta ikuisuuteenThe translator of the subtitled version had
replaced the French loan word with Tilsit, a cheeamed after an East Prussian city
which is linked to Finnish history. In the dubbegrsion the book reference is played
with in a more simple way, namely with the mere maheeseThe translator of the
dubbed version has clearly had the younger audieneeind, whereas the subtitled
version may appeal to the sense of humour of matima audiences like the original.
However, as both are still playing with an allustora novel title, they are both seen as

retention.

Some differences between subtitling and dubbingewiund that could not be
explained with anything else than the individuanslator. Here is an example of
another allusive pun. This one plays with the fasmBugs Bunny phrase “What’s up,
doc?”. The pitch and intonation are also reminisceh the classic Bugs Bunny
animations. Wallace is sitting at the breakfastleabnd eating a carrot. His
transformation from a were-rabbit back to himsslfnicomplete, and he still has rabbit
ears. He himself does not yet know that he is #gttlee were-rabbit, and when Gromit

is simply staring at him, Wallace is a bit puzzéedl asks him:

1 Written on-screen texts were dubbed when thereandmaracter whose closed mouth was not visible
and who could actually talk present in the scemendst cases the dubbing was presented togetheawit
subtitle and in some cases only subtitling couldised also in the dubbed version. In this particcéese,
Wallace is reading the titles aloud for the beneffithe illiterate audience, who are still likety miss the
allusions altogether, but might find the weird soimg titles of cheese books rather amusing.
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(35) ST: What's up, dog?

SUB: Kuis hurisee?
[How's it going?]

DUB: Kuis murisee?
[How's it growling?]

(The Curse of the Were-RabBR05: Scene 11).

As the non-verbal visual and verbal auditory chénreoth heavily highlight the
allusion, the instance is unquestionably to begmaised as an allusive key-phrase pun
with a strong pictorial link. The subtitled trartsbm has the Finnish version of the
phrase in an unaltered form, whereas the dubbesiovehas altered it into a pun by
replacing one letter of the verb so that it becomesine vocabulary. Therefore, only
the dubbed translation is seen as retentive, ajtihdhe subtitle contains the same
allusion. Due to the allusion and clear pictoriak] the subtitle is also funny, and it is
in this study regarded as re-creative and not oneistrategy.

The above instance of verbal humour and its tréosis illustrate well how retention
and re-creation of humour form a cline rather thksar-cut oppositions. However, the
different translation strategies cannot, in thisecawhere an allusion is used in the
subtitled version and an allusive pun is used endhbbed version, be explained by the
different modes and constraints of audiovisualdi@ion. The translations differ in one
letter only, so the different constraints of suisiif and dubbing cannot be taken to be
the reason behind the choices. Instead, it seenhe ta case of the creativity of the
individual translator. As Schréter (2005: 367) hased in his study, the specific choice
of an individual translator was, in fact, the mdstisive factor in the translation of
language play in films. However, to find out whethleis is, in general, true ofhe
Curse of the Were-Rablas well, re-creation needs to be analysed in metail.
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5.3 Re-creation of Verbal Humour

As the retention of humour involves the use ofshme category of verbal humour as
the original, all translations managing to be funusing some other means than the
original are re-creative. The following instancepolysemy with a strong pictorial link

was already referred to in discussing wordplay.i An angry customer is shoving a

broken rabbit trap to Wallace and saying:

(36) ST: If yacan't deliver the goods,
maybe you should keep your traps shut.

SUB: Jos homma ei onnistu,
kannattaisi pitd& loukku ummessa.
[If the job won't succeed,
you should keep the trap shut.]

DUB: Ja jos ei homma toimi,
niin olisko paree panna pyydykset pussiin.
[And if the work is not working,
would it be better to put the traps into the bag.

(The Curse of the Were-RabB05: Scene 6).

The source text is playing with multiple meanindgshe wordtrap. Keeping your trap
shut means of course to keep your mouth shut. Ther@so the literal meaning
triggered by the visual image of a broken trap. &hgered customer speaks relatively
fast and the lip movements are prominent. The katmsof the dubbed version has,
therefore, opted for words with [p] sounds andneténtion with the wordbukkuas the
translator of the subtitled version had done. Tésult in the dubbed version is re-
creation of humour with alliteration as no polyseimypresent. Lip-synchronisation and

especially the time constraint have probably besmisive.

Re-creation was overall found to be the leastsatili strategy in both dubbing and
subtitling of The Curse of the Were-Rablnito Finnish. However, when the results
were examined more closely, re-creation was in facbured over retention in some

subcategories of verbal humour. In subtitling, reation was the most frequently used
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strategy in translating paronymy and rhyming, a asesbeing as common as a loss and
complete omission in translating homophony. In doppbre-creation was the most
common strategy in translating paronymy and rhymifgen only transferred humour
was taken into account, re-creation dominated tetenalso in translating
polysemy/homonymy and homophony in dubbing. In &mh the whole texts, the
differences were still quite small in both mode®vbrtheless, all of the most typical
types of verbal humour ilhe Curse of the Were-Rabhad been subjected to different

re-creative translation strategies in both subtjtiand dubbing.

The Finnish translators had recognised the mosirgorhstylistic devices of the source
text humour, and there was, in fact, a clear teaglém both subtitling and dubbing to
re-create them by using one of the already typigaés of verbal humour of the source
text. In other words, there was direct re-creatimrolving translation with a change
from one of the prominent categories to another. damgfact, when re-creation was
employed, the creativity of the translators yiel@dgdinstance of verbal humour typical
of the source text in half of the cases in subttland nearly half in dubbing. The table
below compares this kind of direct re-creation athbmodes with regards to the source
text humour and its pictorial link.

Table 5. Direct re-creation in subtitling and dubbibe Curse of the Were-Rabbit

Direct re-creation Subtitling Dubbing

—— total total

Type\pictorial link |strong| weak | - strong| weak | -
7 1 1 9 3 1 1 5
4 0 0 4 2 1 1 4
3 0 0 3 1 0 0 1
0 1 1 2 0 0 0 0
SOUNDPLAY 1 3 4 0 4 4
Alliteration 1 0 1 0 0 0
Rhyming 0 3 3 0 4 4
ALLUSIONS 2 3 3 8 0 4 2 6
Pure allusion 0 1 3 4 0 2 2 4
Allusive pun 2 2 0 4 0 2 0 2
TOTAL 9 5 7 21 3 5 7 15
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Direct re-creation, that is using one of the alyegbical types of verbal humour of the
source text in re-creation, was more common inigingt than dubbing in both numbers
and in relation to all re-creation: the subtitleztsion had used re-creation 42 times, out
of which exactly half, that is 21 instances, inwavdirect re-creation, whereas the
dubbed version used re-creation only 35 times,obwrhich less than half, 15 cases,
involved direct re-creation. Both versions had uskect re-creation in all main
categories of humour. However, the dubbed versamhriot transferred any paronymy
or alliteration in this way at the level of subgmges. Most notably the subtitled
version re-created directly all homophony linkeasgly to the visual channels, which
is half of all homophony of the source text. Alsmite surprisingly only few pure
allusions and allusive puns had been re-createstttlirin both modes. Similarly to
retention, the two modes are mostly in line witkreather in re-creating soundplay and
allusions, and the major difference is again foundhe translation of wordplay: the
subtitled Finnish version re-created more wordplean the dubbed version.

Direct re-creation as well as re-creation overadswnot a significant strategy in
transferring allusions, the most important featafehe source text humour. As has
already been established in the previous sectionmaressive share of allusions had
been retained in both modes, but much were alsodogompletely omitted as re-
creation had been used in translating allusionseqguairely. Pure allusions had been
most often retained, whereas allusive puns had Ineest often lost or completely
omitted in both modes. The translator of the sldatitversion had re-created 12
allusions in all, out of which 4 were pure alluscand 8 allusive puns. The translator of
the dubbed version had re-created altogether ordyiu®ions, of which 5 were pure
allusions and 3 allusive puns. Over half of thead heen re-created directly in both
modes. Already the name of the film is an examplanoallusive punThe Curse of the
Were-Rabbiis as an on-screen text with a weak pictorial lieferring to classic horror
films on were-wolfs and at the same time playinthianguage by changing the animal
to the rabbit. The humour of the original title HBeen re-created directly in translation
with the help of soundplay in the form of allitecat asKanin kirous[The curse of the
rabbit]. However, the concept of a were-rabbiaiet in the film translated asmiskani
[human rabbit] The Curse of the Were-RabBD05: Scene 6) which alludes to were-
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wolfs too. The humour in the title of the film higmus been re-created although retention
had also been used for the concept and proved doviable strategy. The reason behind
this change might be to make the actual title effilm, which is essential for marketing

purposes, more attractive and memorable for batlt add child audiences.

Also in connection with the re-creation of humosmme different choices were found
that could not be related to anything else but itidvidual translator. Here is an
example of polysemy/homonymy with a strong pictotiak. The following text is

written on a cardboard box:

(37) ST: MAY CONTAIN NUTS

SUB: EI TAYSIN MUNATON
[NOT COMPLETELY EGG-FREE]

DUB: SAATTAA SISALTAA PAHKINOITA
[MAY CONTAIN NUTS]

(The Curse of the Were-RabB05: Scene 10).

The box is used by Wallace to conceal his nuditgrdfe changes from a rabbit back to
himself in front of Lady Tottington. The text caftem be found on food products to
warn allergic persons of possible nut residue. Ailnmour arises from the fact that the
English wordnut also refers to testicles which Wallace is concggliThe translator of
the dubbed version had translated the original plasd literally. The Finnish word
pahkina [nut] does not contain any sexual connotationg, smme humour is still
transferred as the allusion to food is clear, anaistmof the adult audience will
undoubtedly find the situation humorous. The tratws| of the subtitled version, on the
other hand, had used an equivalent case of polysemmpnymy. The Finnish word
muna [egg] is used of the male genitalia, and egg @ik are also common. The
translation strategy in subtitling is thus retentiovhereas the dubbed translation is re-
creative, focusing on the allusion instead of thedplay. Any censorship due to the
child audience is unlikely as dubbing was not atioopin this particular case of the

written on-screen text. Consequently, the diffessititions cannot be due to demands
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of lip-synchronisation as same constraints appledoth translations, but the most

likely reason is the creativity of the individuahnslator.

All the above examples of re-creation involve ttatisn with a change from one of the
prominent humour categories to another one. Vdrbalour had been re-created in this
direct kind of way in 21 cases out of the totalid®ances (50%) of re-creation in the
subtitled version and in 15 cases out of the @aihstances (43%) of re-creation in the
dubbed version. The table below illustrates diffiétgpes of direct re-creation together
with retention in the subtitled Finnish version.ckdable row represents a source text
humour category, while the table columns show withich category the translations
transfer the humour. Retention can, thus, be seeth® grey diagonal, but it is not

included into the total numbers.

Table 6. Direct re-creation in subtitlinglhe Curse of the Were-Rabbit

SSU.?t{t!;_r.]rg Allit. Rhym. | Pure all.| All. pun
11 1 3 0 0 0
1 0 1 1 0 0 0
0 1 2 1 0 0 0
Alliteration 0 0 0 14 1 0 0
Rhyming 0 0 0 3 4 0 0
Pure allusion 0 0 0 1 0 21 3
Allusive pun 0 0 0 2 0 2 22
AR R E

As can be seen from the table, all main types dfaldhumour, wordplay, soundplay as
well as allusions, have been re-created directlguiptiting. All main types of humour
are also present in the translations. As a repiatipe, the translator of the subtitled
version had used alliteration 11 times, allusivengB times, pure allusion and
paronymy twice, and polysemy/homonymy, homophony dryming each once in re-
creating humour. The share of alliteration is @nding: direct re-creation was rendered

with alliteration in 11 out of the total 21 casé2%).
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The above table (Table 6) reveals a tendency foimal deviation in re-creating the
type of humour in subtitling. In other words, wolalp had been used to re-create only
wordplay, and allusions only to re-create allusjomdereas relatively unobtrusive
soundplay featured throughout the humour categorese is an example of direct re-
creation, where the translator of the subtitledsier re-created humour arising from

homophony with polysemy and paronymy:

(38) ST: Victor: | want... Toupee, please.

Wallace: Oh, grand. We take check or cash.
Victor: Toupee, you idiot! My hair is in your miane.
Wallace: Oh no, it's only rabbits in there. Trerdy

| think you'll find, is a much larger mammal.

SUB: Victor: Vaadin... P ..liséketta, olkaa hyva.

[l demand... supplement, please.]
Wallace: Mainiota, pieni ekstra kelpaisikin.

[Great, a little extra would do nicely.]
Victor: Hiuslisakkeeni!

Rakkine vei sen.

[My hairpiece! That thing took it.]
Wallace: Ei, tuolla on vain kaneja. /

Eika saa haukkua Gromitia rakiksi.

[No, it's only rabbits in there.

And you should not call Gromit a mutt.]

(The Curse of the Were-RabB05: Scene 3).

This sequence is very important for the plot as thwhen Victor and Wallace meet for
the first time. The meeting sets the whole tonetli@ir consequent relationship in the
film, and the funny dialogue is also emphasiseddny-verbal communication. With the

background, the gestures of characters createharratrong pictorial link for the

wordplay. There are altogether two instances ofdpmny in the source text sequence.
Firstly, there is a play on the worttspayandtoupee(see also 2.2 for the discussion of
wordplay). Victor is demanding his hairpiece baodni Wallace, who does not know
that it has been sucked into his machine. Vict@peaking with a lowered voice as he

has just been embarrassed in front of Lady TotimgiVallace assumes that Victor

!> A slash is used to indicate that the phrase iléilinto separate subtitles.
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wantsto payhim and responds accordingly. Victor then elalesahat hidair is in the
machine, but, again, Wallace mishears him and thivkis talking about laare. These
words have no counterparts in Finnish that wouldkwo the same way. The source of
humour cannot be drastically altered due to thengtipictorial link, and, thus, the only
option is to abandon the words creating the origmke. The translator of the subtitled
version has replaced these homophones with polysardyparonymy. A hairpiece in
Finnish ishiuslisdke[hair supplement]put the second part of the compound noun, a
lisdke,can also be anything supplementary or extra. irise jbke, thus, works in the
subtitled Finnish version as well. The second jiskieased on two words similar to each
other:rakkine[thing, gadget] andakkinne[your mutt]. The paronymy is not as clear as
the polysemy, but it is also quite funny, and bdlkhs, re-create the joke. The relative
deviation from the formal features of the verbatour had been kept to a minimum by
re-creating wordplay with wordplay, which in akdlihood is due to the presence of the
original dialogue in subtitling. The translator mmighave been avoiding very different
solutions from the original. After all, in subtity, the linguistic game of “spot the

error” is offered to viewers competent in the seuenguage as well (Spanakaki 2007).

When minimal deviation had not been a viable strgtsoundplay, which is relatively
easy to produce and likely to be the most unobteysiad been the translators’” humour
for direct re-creation in subtitling. For exampde the vegetable competition fairground

there is a game stand with the following phrasé:on

(39) ST: BAG-A-BUNNY

SUB: PUPU PUSSIIN
[BUNNY INTO THE BAG]

(The Curse of the Were-RabBR05: Scene 13).

The stand awards bunny toys to those who manadpé toetallic rabbit targets. The
name of the game is a polysemic pun with a strocipal link. The vertto bagrefers
here to killing, capturing and putting somethingpia bag. There is no similar word in

Finnish, so “bagging” is the meaning the translatbthe subtitled version had chosen
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and alliterated it with the Finnish wongupu for a bunny. The source text humour
actually alliterates as well, so the translationn very different in its humour.

However, as the pictorial information emphasises plun, the original instance is
categorised as wordplay only, and thus the traoslas re-creative. The soundplay
favoured in re-creation happens to be the most toimsibe of the three most typical
categories of verbal humour. However, it shouldlse kept in mind that a simple play

can in principle fulfil the same role as an intteeane (Schroter 2005: 105).

The dubbed version, on the contrary, presented g moxed palette of direct re-
creation. The table below illustrates retention {o@ diagonal) together with different
types of direct re-creation used in the dubbed iBinrersion. Source text humour is

again presented by each table row and target tembhr can be seen in the columns.

Table 7. Direct re-creation in dubbinghe Curse of the Were-Rabbit

glfrb\b.'lp.lg Allit. Rhym. | Pure all.| All. pun
5 0 2 0 1 1
0 0 0 0 0 1 0
0 0 0 0 0 0 0
Alliteration 0 0 0 14 0 0 0
Rhyming 1 0 0 3 3 0 0
Pure allusion 0 0 0 2 0 21 2
Allusive pun 0 0 0 1 0 1 20
AR RN E

As can be seen from the table, not all categofiegidal humour have been re-created
or used as the replacing type in direct re-creatiotubbing. The strategy of direct re-
creation was in this sense more limited in dublilren in subtitling. The translator of
the dubbed version had used alliteration 8 timasg llusion and allusive pun each 3
times, and polysemy/homonymy once to re-create lmniche share of alliteration in

direct re-creation is significant in dubbing as kveirect re-creation was rendered with
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alliteration in 8 out of the total 15 cases (53%)undplay seemed again to be used to

make the language appealing with a small effort.

Similarly to subtitling, soundplay is used throughthe humour categories in direct re-
creation in dubbing, but here it is accompaniedlifferent types of allusions. Deviation
from the original type of humour was not that muwhan issue in dubbing. For
example, the following instance of homophony witkt@ng pictorial link had been re-

created with an allusion to a children’s song i dubbed Finnish version:

(40) ST: Eat karat/carrot.

SUB: Pure porkkanaa.
[Bite a carrot.]

DUB: Popsi porkkanaa.
[Munch a carrot.]

(The Curse of the Were-RabB05: Scene 14).

Victor says this to Wallace as he is aiming to $hom with the golden carrot award as

24 karat gold is what is needed to kill a were-rahbcording to the vicar. The award

happens to be around when the gold bullets runkarat andcarrot sound alike, so it

is difficult to know what Victor actually says, bthat is exactly what the humour is

based on. There is no equivalent word in Finnisicivivould also suit the situation, so

the translators have both re-created the humouw.tiidnslator of the subtitled version

has used alliteration, whereas the translator efdibbed version alluded to a popular
children’s song. The phrase also alliterates, batdllusion is the stronger part of the
humour as the actual name of the song is usedeTibeno other reason to choose a
different verb into the subtitle than a prefereméehe translator to deviate from the

original by using soundplay only.

Minimal deviation from the formal features of theusce text humour had not been a
decisive factor for the translator of the dubbedsiom. Wordplay is made use of only

once among the direct re-creation used in the diBloanish version, and, even then, it
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is polysemy substituting a completely differentaygf verbal humour, namely a rhyme.
Other factors must have been more important in shgbbHowever, the pictorial link
analysis provides no explanation, as the transt#ttne dubbed version had used direct
re-creation in 7 cases with nonexistent pictorrgtd, and 5 weakly and only 3 strongly
linked cases, whereas the translator of the sedtwersion had used this kind of re-
creation in 7 cases with nonexistent links, andeakly and 9 strongly linked cases.
Thus, there are no clear correlations to the galtéink. Also, when direct re-creation
in the dubbed version is looked at more closelyy an few instances are notably
constrained by the mode of audiovisual translatidowever, as was already stated,
and, as some of the previous examples also wedititite, it seems that the translator of
the dubbed version had most often wanted to sinrphslate the meanings as close to
the source text as possible. At times words thitedte had been then chosen as
soundplay is relatively simple to both create andaustand quickly. It might have been
that the translator did not want too much re-cogatr complex verbal humour into a
translation that is mainly spoken. One aim mightehbeen to keep it simple for the

child audience who had been catered for in sewth&lr instances too.

Exactly half of all re-creation in subtitling andearly over half in dubbing featured
other means than the direct kind discussed abovenWe-creation was not directly
carried out between the types of verbal humoursth@ce text had clearly favoured,
other re-creative strategies included the useasfgsivords, dialectal language, idioms,
figurative language, irony and occasional ambigsitiThe table below compares other
re-creative strategies in subtitling and dubbinthwegards to the source text humour

and its pictorial link.
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Table 8. Other re-creative strategies in subtitling and diagphe Curse of the Were-

Rabbit
Other re-creation Subtitling Dubbing
——— total total
Type \ pictorial link |strong| weak | none strong| weak | none
4 3 1 8 6 4 3 13
3 1 1 5 4 1 1 6
0 0 0 0 1 0 0 1
1 2 0 3 1 3 2 6
SOUNDPLAY 2 6 8 1 3 4
Alliteration 0 6 6 0 1 1
Rhyming 2 0 2 1 2 3
ALLUSIONS 1 2 2 5 1 1 1 3
Pure allusion 1 0 1 2 1 1 0 2
Allusive pun 0 2 1 3 0 0 1 1
TOTAL 5 7 9 21 7 6 7 20

Other means of re-creation besides the direct Wiae used especially in some of the
subcategories where re-creation was more domifant tetention. The subcategories
included paronymy and rhyming in subtiting and rbobf these, but also
polysemy/homonymy in dubbing. Other means were ad&al quite often in re-creating
alliteration in the subtitled version. In otheregries of humour such re-creation was
quite occasional. Still, both versions had useceiotheans of re-creation in all main
categories of humour. However, the subtitled verdiad transferred at the level of
subcategories absolutely no homophony. These otleans of re-creation were more
significant for re-creation in the dubbed versiohene, for example, over half of the
instances of paronymy were translated with sucle-ereative strategy, although re-

creation as a whole was not much utilised amongaiklation strategies.

When re-creation involved none of the prominenegaties of verbal humour, most
often the translators had used slang or dialeatgjuage to transfer at least some of the
humour of the original. Both the translator of thtitled version and the translator of
the dubbed version had used this type of re-cneatib times each. The following

example has been discussed already in terms sytiphronisation in 3.3:
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(41) ST: ByJove. He's... He's got it!

SUB: Jeskamandeera, han keksi sen!
[Astonishing, he’s got it!]

DUB: No jo on. Siis siinahan se!
[Oh my. That's it!]

(The Curse of the Were-RabB05: Scene 6).

The dubbed version had lost the humour createdhéptiginal allusion to older times.
Instead, the translator of the dubbed Finnish tatios had used a more neutral and
current saying of astonishment than the original the need to maintain lip
synchronisation was important in this particulasecaThe subtitle, on the other hand,
had a word of astonishment from old “kitchen” Fsimi which re-creates some of the
humour. Although, much of the humour arises frome #ituation, the translation
emphasises it. Many instances of this kind of laggu could also be considered
humorous in themselves, especially from the pointi@wv of the child audience. Thus,
the subtitle is seen to use a re-creative traosiairategy, whereas the dubbed version

has lost the verbal humour due to its audiovisoaktraints.

The Finnish translators also exploited idioms agdrative language, which were most
often used more or less ambiguously, to re-createagt some of the humour of the
original. The translator of the subtitled versiosed such re-creation 7 times and the
translator of the dubbed version 3 times. A caspaimt here is a key-phrase allusion

with wordplay already given when discussing allasiin 2.4:

(42) ST: Looks like the buck stops here.

SUB: Nyt taitaa tulla noutaja.
[Looks like the retriever is coming now.]

DUB: Sinun lorusi taisi loppua tahan.
[Looks like your story ends here.]

(The Curse of the Were-RabBR05: Scene 14).



110

In addition to an allusion to the US president Marruman, the phrase “the buck stops
here” also has polysemy in this contextaabuckis also a male rabbit which in this
situation is literally about to be stopped. Thegsleris not that well-known in Finland,
and there is no standard translation for it eitfi&erefore, the translator of the subtitled
version has re-created the humour with the helpa gblayful idiom, whereas the
translator of the dubbed version has transferreddun with an allusion to children’s
literature. In the subtitle, the humour arises ryairom the playful word for the Grim
Reapernoutaja which literally means someone who is retrievimgnsthing. The
second translation is referring to nursery rhynmes the common ending “lorun loppu”
[end of story/nursery rhyme] which will certainlp@eal to the child audience.

The rest of the re-creative translation strategieBided other occasional ambiguities
and some irony which relied heavily on the pictbindormation in transferring humour.
In other words, links to the visual channels endbtbe use of more vague,
indeterminate and unestablished types of verbalduumThe following instance of
paronymy with a weak pictorial link has been repthn both Finnish translations with

humour arising from the unfinished words to whikh tistener can infer the meaning:

(43) ST: Wallace: ...and we’ll be with you in an... aargh!
Lady Tottington: In an hour? | can’t wait an hou
SUB: Wallace: tulemme aa...
Lady Tottington: Aamulla? En voi odottaa.

[We'll come in the mo...
In the morning? | cannot wait.]

DUB: Wallace: Tulemme sinne tun...
Lady Tottington: Siis tunnin? En voi odottaa rkisuan.
[We'll come there in an ho...
You mean in an hour?
| cannot wait that long.]

(The Curse of the Were-RabB05: Scene 2).

On the cline of re-creation, this type of translatstrategy is undeniably at the end of

the most unclear ones. However, in this study gtanslations are seen as re-creation
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of humour, and not as lost humour, as the transldtad still clearly made an effort to
transfer the humour. After all, they could have jeft the sentence unfinished and then
have Lady Tottington declare that she cannot wastead, they had chosen specific
words to be left unfinished and made use of theigmiy of the situation. It is
interesting to note, however, that the re-creatibhumour in this frail way was rare in
both dubbing and subtitling.

All'in all, retention was clearly more dominant th&e-creation in both the subtitled and
dubbed Finnish versions dhe Curse of the Were-Rablitill, some interesting ways
of re-creating humour were found with re-creatieeremore common than retention in
some subcategories of humour. Its overall effectaieed, however, quite insignificant.
In general, the use of re-creation was divided betwdirect and other means of re-
creation to almost same extent in both modes. @heency to re-create using one of the
already typical types of verbal humour of the seutext was found to be stricter in
subtitling which revealed only minimal deviationtime use of wordplay and allusions.
However, both modes had, quite surprisingly, evenitted or lost more humour than
they had re-created. Some examples of lost and letehpomitted verbal humour have
already emerged in discussing retention and reiorgabut the next section will
elaborate findings on that strategy before movingt@ added humour found in the

translations.

5.4 Omission of Verbal Humour

As the source text consisted of dialogue as welli@ten on-screen texts of the film,
untransferred humour was analysed to be purpogefuliitted when an instance of
humour had been completely ignored and likely tddsé when there was a translation
with no humour or an unsuccessful attempt at #wesfer of it. Sometimes it is difficult
in the case of written on-screen texts to determihether the purpose of the translator
was to give the pun unchanged or omit it completege also 1.2 for the discussion of
retention and re-creation in connection witbgwarts).However, most of the time this

makes no difference as the humorous effect is milltransferred into the translation.
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For example, dubious cases which might have beeminte be given as they were also
in the translation, like the short nafdegwarts were regarded as humour that is likely

lost.

Numerous instances of verbal humourThe Curse of the Were-Rabhitere not
transferred to the translation at all. Overall, fbes and complete omission were
together more common than re-creation in both thietited and dubbed Finnish
versions. In dubbing, the loss and complete omissvas in fact the most common
translation strategy of all with 73 instances, aifitwhich 40 were lost and 33
completely omitted. In subtitling, loss and comelemission came second to retentive
strategies. The number of untransferred verbal hmrimothe subtitled version was 55
instances, out of which 30 were lost and 25 corepledmitted. In both modes more
humour was lost than completely omitted. The needrdnslate at least something
instead of total ignorance of a part of the souec# is understandable considering the
audiovisual context. The table below compares astered humour, that is complete
omission and loss, in the subtitled and dubbediginmersions in terms of the type of

verbal humour left untransferred as well as théopial link.

Table 9. Omission in subtitling and dubbifighe Curse of the Were-Rabbit

Omission Subtitling Dubbing

—— total total
Type \ pictorial link |strong| weak | none strong| weak | none

4 8 4 16 11 9 3 23
3 4 2 9 9 4 1 14
0 2 1 3 1 2 1 4
1 2 1 4 1 3 1 5
SOUNDPLAY 0 6 6 0 11 11
Alliteration 0 2 2 0 8 8
Rhyming 0 4 4 0 3 3
ALLUSIONS 9 20 4 33 13 21 5 39
Pure allusion 2 4 2 8 4 2 2 8
Allusive pun 7 16 2 25 9 19 3 31
TOTAL 13 28 14 55 24 30 19 73
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All categories of verbal humour were found among tbst or completely omitted
instances in both the subtitled and dubbed Fintighslations. Also, all degrees of
pictorial links are represented in both. Most nbtalvery likely due to linguistic

reasons, both versions had left all homophonic puitls weak and nonexistent links
untransferred. The subtitled version had managetlattsfer all of those with strong
links, whereas the dubbed version had lost or cetalyl omitted 33% of the cases.
Much of polysemy/homonymy (48%) and paronymy (438@Je also lost or omitted in
dubbing, whereas the subtitled version had managedransfer much more of
wordplay. As has already been mentioned, both eessliost or completely omitted
more allusive puns, 46% in subtitling and 57% ibloing, than pure allusions, 23% in
both. The two modes of audiovisual translation seerbe quite similar in terms of

omission as a translation strategy too.

The two Finnish versions differed most in termsadbss and complete omission in the
category of alliteration: in subtitling only 9% ddlliterative humour was left
untransferred, whereas in dubbing the correspongergentage was as high as 35%.

Example 44 illustrates an instance of alliteratmst in dubbing:

(44) ST: This confounded contraption...

SUB: Kirottu kapine...
[Damned contraption...]

DUB: Tuo pirullinen viritelma...
[That devilish contraption...]

(The Curse of the Were-RabBR05: Scene 4).

The alliterative phrase is exclaimed by Victor Qeanaine after he had almost got
sucked into the BunVac. There is no pictorial liag such, and the soundplay is
followed by further insults. The soundplay had béest in the dubbed version, but
retained in the subtitled version. The same adlttee translation could have been used
in dubbing, but the words would have had to be drawt to meet the high demands of

lip synchronisation in this scene, where Victongyey face and especially his grinding
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teeth are in the focus. Instead of trying to finditexation to match the mouth
movements, the translator of the dubbed versiondmden a more literal translation

that meets the constraints of dubbing time quitk. we

The subtitled and dubbed Finnish translations vgemerally in line also in the sense
that most of the completely omitted or lost inseEsof verbal humour were lost or
omitted in both. However, out of the 30 instancest lin the subtitled version, the
translator of the dubbed version had retained 5Sraerateated 6 cases. Moreover, out of
the total 25 cases completely omitted in the dlgbtitversion the translator of the
dubbed version had retained 2 cases. The followisigince of key-phrase allusion with

no pictorial link was among them:

(45) ST: Comprenez?
[Understand?]

DUB: Comprende?
[Understand?]

(The Curse of the Were-RabBR05: Scene 10).

Victor says this to Wallace during a heated argumé&he allusion is omitted in the
subtitled version, but retained in the dubbed wersdue to the demand of lip-
synchronisation. However, there might be slight rication in the translation as it is
somewhat difficult to hear whether Victor in thagmmal English version actually says
Comprenez™ French oilComprende?n Italian/Spanish as the translator of the dubbed
version had clearly decided. Nevertheless, bothehasen used in several popular
movies before. The translator of the subtitled ieeréad not translated this phrase at all
probably due to the time and space constraints geat deal is said very fast just
before this reinforcing question. Some time andcspaere released to subtitle the

dialogue by omitting the isolated allusion as thestirrelevant information for the plot.

Similarly, the translator of the subtitled versibad transferred some humour that had
been lost or completely omitted in the dubbed wersDut of the 40 instances lost in
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the dubbed version the translator of the subt¥edion had retained a total of 7 cases
and re-created 13 cases. One case in point hasdwligeen referred to above in
discussing retention in 5.2, namely the “Kiss miychpke.” remark, a paronymy with a
weak pictorial link retained in the subtitled versi but lost due to the demand of lip-
synchronisation in the dubbed version. Also, outh# total 33 instances completely
omitted in the dubbed version the translator ofdtibtitled version had retained 7 and
re-created 4 cases. The following instance of pamynwith a weak pictorial link had

been re-created in the subtitled version and odittehe dubbed version:

(46) ST: HOP2IT

SUB: HAIPA-2
[STEP ON IT]

(The Curse of the Were-RabB05: Scene 1).

The written on-screen text in question is the lggeplate of Anti-Pesto’s van, which is
zoomed at during the very beginning of the filmeTdriginal wordplay is paronymy, as
the licence plate is pronounced almost the sameasaiie idionhop to it, meaning to
hurry. The translator of the dubbed version haaiigd this instance of verbal humour
as they had done to most on-screen texts that migdaaminor role to play in the film.
Possible reasons for the omission also includdatiethat there is no character outside
the van to be used for dubbing. Also, the translatight have wanted to avoid the use
of subtitling in the dubbed version as it might uadty irritate illiterate audience
members. The translator of the subtitled versiod hecreated the humour with
homophony. The word beginningaipa and the numbef are together pronounced
haipakaksi,which is the translative form of the Finnish wdrdipakka,meaning high
speed or hurry. This kind of wordplay involving nioens is very demanding to create in
Finnish, so the different strategies can also be tduthe creativity of the individual
translator and their judgement on the importancehef particular instance of verbal

humour.



116

Despite what one might easily expect, both writb@rscreen texts and dialogue were
submitted to the translation strategy of loss amilssion in both Finnish versions. In
the subtitled version clearly omitted instancesebal humour were mostly written on-
screen texts with only one case of dialogue. T8ofaied instance was the occurrence of
comprenez/comprenddready mentioned above. The lost verbal humotiersubtitled
version consisted of 20 instances of dialogue a@dofl written on-screen texts.
Similarly, the lost cases in the dubbed versioruithed 28 pieces of dialogue and 12
cases of written on-screen texts. However, in thkebdd version all clearly omitted
cases, as opposed to those lost, were, quite tigtwvaitten on-screen texts. It is very
rarely that omission would even have been a feasibhtegy for dialogue as most of
the time, the mouths of the characters are visihg, silence would have been very
disturbing. In theory, one could, of course, alsmpletely omit dialogue in dubbing, if
the mouths of the characters were not shown angdheular instance of humour had

no visible consequences in the film.

In general, omission was the most used strategywfdten on-screen texts in both
Finnish versions. Out of the total 58 cases oftemiton-screen humour, 34 (59%) were
lost or completely omitted in the subtitled versamd 45 (78%) in the dubbed version.
The rest were transferred by means of retentionrarateation. The subtitled version
retained a total of 19 written on-screen texts,levthie dubbed version retained only 9.
Both versions re-created only a few instances:sesavere transferred by means of re-
creation in the subtitled version and 4 in the dibbersion. The difference is clear, but
only natural as translating humour presented thrdhg verbal visual channel is much
more straightforward in subtitling than in dubbimggstly due to their slightly different
audiences. In the subtitled Finnish version, wmitten-screen texts were simply
subtitled, whereas in the dubbed version, they waostly transferred using both
dubbing and subtitling at the same time. This wasedwhen there was a character
whose mouth was not visible and who could actuallly present in the scene. In most
cases, dubbing was combined with a subtitle, bgbme cases, only subtitling could be
used also in the dubbed version. Also, a few tio@y dubbing had been used. The
technical difference between the two different nsodé¢ audiovisual translation had

clearly affected the outcome.
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Some of the written on-screen texts seemed to bteahsimply to keep the pace of the
subtitles reasonable. Also the unusually high nunatbesigns, posters, labels and other
written texts must have affected the choice to igremme of them. After all, subtitling
Is additive in nature and demands a certain amoiuatiditional concentration from the
viewers. The following rhyme with no pictorial linkas completely omitted in both

translations:

(47) LOTS OF FUN FOR OLD & YOUNG

(The Curse of the Were-RabBR05: Scene 10).

The soundplay was placed as a written on-scredrotea game stand at the vegetable
competition fairground. It goes by quite fast d@irae when the action is dramatic, so
both translators had deemed omission justifiablenuinorous subtitle at this point
could perhaps have disrupted the audiovisual wtamemuch, and there is no natural
way to dub it either. Besides, the rhyme has noifsegince for the plot. The translation
strategy is justified by the fact that the soureet rhyme, although quite clever and
amusing, is clearly in the background and sometkien the returning viewers of the

source text might notice only later when watching film again.

All in all, much of the humour ofhe Curse of the Were-Rabhitis lost or completely
omitted in the Finnish versions. At times, liketime case of homophony, the verbal
humour could not be transferred mainly for linggiseasons. However, most often the
creativity and judgement of the individual transliatas well as the constraints of the
modes had actually affected the outcome. Somewfmptisingly the loss and complete
omission were together a more common translaticategty than re-creation in both
modes. Although the creative effort had remainddtixely low in both modes, some
verbal humour had also been added into placeseitrémslations where the source text
had none at all. The next section will discuss @altil humour identified in the Finnish

translations.
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5.5 Addition of Verbal Humour

Some added, compensatory instances of verbal huicmud be identified in both
Finnish translations oThe Curse of the Were-Rahbithe translator of the subtitled
version had added a total of 10 instances of vdrbadour as types typical of the source
text, whereas the translator of the dubbed verbamh added as many as 13 instances.
The status of the additions as compensations fesel and complete omission
elsewhere in the film is supported by the fact thadubbing, where more humour had
been left untransferred, also more humour had beeed. The table below compares
the types of added verbal humour in the subtitiedl @ubbed Finnish versions together
with the effect the additions have on the wholestelhation of the target text humour

presented already in Figure 4 in 5.1.

Table 10.Addition in subtitling and dubbinghe Curse of the Were-Rabbit

Addition Subtitling % of total Dubbing % of total
7 29% 3 33%
5 29% 3 33%
0 0% 0 0%
2 33% 0 0%
SOUNDPLAY 2 6% 10 29%
Alliteration 2 7% 9 29%
Rhyming 0 0% 1 25%
1 2% 0 0%
0 0% 0 0%
1 4% 0 0%
TOTAL 10 8% 13 12%

In subtitling, the added humour included all thmaain types of humour, that is
wordplay, soundplay as well as allusions, with thest dominant type being clearly
wordplay. Most of the additions were polysemy/hograg, but also 2 additional

instances of paronymy were identified. In dubbing, the other hand, the additions
consisted mainly of soundplay, but also 3 instamégmlysemy/homonymy were added

to the translation.
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The subtitled version had added mostly wordplayenebs the dubbed version had
favoured soundplay above other types of verbal humio the additive translation
strategy. The different emphases are probably duehé different channels of
communication, that is written subtitles versusnhyaspeech in dubbing. The slightly
different audiences may have also affected thestyyfeadded humour: soundplay is
usually more appealing to children than semanticalbre complex wordplay. Also, no
allusions were added to the dubbed version and améy additional allusive pun was
found in the subtitled version. This similaritytime modes is interesting as quite a great
deal of allusions, especially allusive puns, wesst lor completely omitted in both
translations. The already high share of allusionthe source text might have had an
effect. By adding wordplay and soundplay, a morkarized constellation of verbal

humour had been offered to the target audiences.

On the whole, the number of cases of added venmalonr seems quite insignificant,
but, in fact, additions are pretty remarkable toe presence of certain types of verbal
humour in both modes of audiovisual translationt Ewample, the added wordplay
cases in the subtitled version constitute 29% lofvaldplay in that version. Similarly,
added wordplay and soundplay in dubbing comprigé 88d 29% of all of that specific
type of verbal humour in the target text. In othards, the total number of cases of
added humour may seem insignificant, but for therdiity of the humour of the target
texts, it is actually important as much of the \arbumour had, relatively speaking,
actually been lost or completely omitted.

Most typically the additions were quite simple: theanslators had spotted an
opportunity for extra verbal humour and used itisTis quite natural in translating
humorous material, as even if not much is compleatatitted or lost in translation, it is
desirable for the translation to be even funniantthe source text (Zabalbeascoa 1996:
247). In most cases rabbit- and vegetable-relabedbulary had been utilised to create
wordplay or soundplay. In the following exampleg tource text had no actual verbal
humour, but the humorous situation, especiallygictorial information, inspired both

translators to add some verbal humour into theiBimwersions:
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(48) ST: He's never shown any interest in my produce.

SUB: Hanta eivat luomuni kiinnosta.
[He is not interested in my organic produce.]

DUB: Han ei ole yhtd&n kiinnostunut meloneistani.
[He is not at all interested in my melons.]

(The Curse of the Were-RabBR05: Scene 9).

Lady Tottington makes this statement of Victor wishe has two big melons in front of
her bust. She is talking to Wallace, who is draplaver all the fruits and vegetables as
he is about to be turned into the were-rabbit agline original humour relies entirely
on the visual information which is somewhat suppotby Lady Tottington’s unusually
high pitch and intonation and the drooling soundslléi¢e is making. Both translators
had added polysemic wordplay to their Finnish \@rsiperhaps to emphasise the visual
humour. The translator of the subtitled versiomplesying with the multiple meanings
and connotations of the woldomu for organic in Finnish, which is of course used of
natural breasts as opposed to ones with implamis.tfanslator of the dubbed version
had chosen to use the fruit which, as it happenshown in the picture and which in

Finnish is used to refer to women’s breast as well.

Although most extra verbal humour found were singadéition, some instances could
be compensating for a specific loss or omissiore ahovementioned added wordplay
might compensate for the loss of the meanings oy Bottington’s nickname, which
immediately follows the addition. The nickname stishes Wallace to call her by is
Totty, which in British English is used of a sexual objemd sometimes even a
prostitute. The name is left untranslated and githensame in both Finnish versions as
are most other protagonists’ names as well. Howethere were only two isolated
clearly compensatory instances like this, and radditions must be regarded as simple
additions inserted to compensate losses and coenplatssions elsewhere. The high
number of additions is in this sense also suppdieithe claim that a translation should

be even funnier than the source text when humarmaitsrial is translated.
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6 CONCLUSIONS

The hypothesis of this study was that the re-creatirategy would be more frequent in
translation of verbal humour ifihe Curse of the Were-Rabbitthe dubbed translation
than in the subtitled version as dubbing allowsrfare creativity than subtitling. The
assumption was based on the different charactevisind channels of communication
used in the two modes of audiovisual translationsubtitling the translated text is
added to the film, while in dubbing the originalldigue is replaced with a target
language one. The subtitled version of a film affdre viewers both the source and
target text simultaneously. Moreover, the essewmiastraints of synchronisation and
the need for reduction apply to the two modes soma¢wifferently: synchronisation is
more evident in dubbing in the form of lip-synchisation, whereas the need for
reduction is more pressing in subtitling which ilwes a shift from the spoken to the

written channel.

In order to analyse the difference in the two modke translation strategies were
divided into two broad main categories, retentiod ae-creation, on the basis of how
they aim at transferring the verbal humour of tbarse text to the target text. Three
categories of verbal humour, the most typical dieesThe Curse of the Were-Rahbit
wordplay in the form of polysemy/homonymy, homoph@nd paronymy, soundplay
in the form of alliteration and rhyming, and allmss in the form of pure allusions and
allusive puns, were identified from the originahldigue and the written on-screen texts
of the film and both the subtitled and dubbed Rhniranslations. The analysis was
carried out on the identified instances of differéypes of verbal humour, whose
pictorial links had been assessed, by rating @nestation strategies used in the subtitled
and dubbed Finnish versions as retention, re-aneair omission/loss of humour. The
Finnish versions were then studied again in ordefind also instances of added
humour. The line between retentive and re-creafiaaslation strategies was in this
study seen to be the change of humour category fianslation to be seen as retentive,
the same type of verbal humour needed to be idehtih the target text, whereas in
order for a translation strategy to be seen aseaative, it had to be humorous but by

using a different device from the original.
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As an integral part of the style ®he Curse of the Were-Rabbie selected categories
of verbal humour were respected in translationugiins were the most typical type of
verbal humour in the source text as well as the target texts. The second most
common type of verbal humour in the source text wasdplay with soundplay as the

third. Wordplay and soundplay were also stronglspnt in both Finnish versions, but
their relationship had been turned upside downoasdplay had been favoured over
wordplay. Also, all of the main types of verbal haum of The Curse of the Were-Rabbit
had been subjected to the translation strategiesreténtion, re-creation and

omission/loss. To compensate for untransferred hwmiooth translators had added
some typical verbal humour to places where thecgotaxt had no humour at all.

Contrary to the hypothesis, re-creation was foumde the least utilised translation
strategy in general in both modes. The translatioategies in order of frequency were
1) retention, 2) omission and 3) re-creation intlrig and 1) omission, 2) retention

and 3) re-creation in dubbing. In other words, méten dominated over re-creation in
both modes, and both had somewhat surprisingly ewsitted more humour than they
had re-created. Although, both Finnish versions Ibeen able to transfer over half of
source text humour, the shares of untransferredbbunvere still significant. Omission

was actually the most utilised strategy in dubbiagd the share of untransferred
humour in subtitling was quite high as well. Moreomn total the subtitled version had

retained as well as re-created more humour thaduhbed version.

Some interesting tendencies of re-creation werecosdeyed in both modes of
audiovisual translation. Firstly, there was a temyeto re-create directly utilising the
typical types of verbal humour of the source texdboth subtitling and dubbing. In fact,
approximately half of all re-creation was carriatt m this way in both modes. Other
types of re-creation included humorous use of slagiglect, idioms, figurative

language, irony as well as occasional ambiguities,direct re-creation was clearly the
single most typical type. Other types of re-craatmainly comprised humour enabled
by the visual information. In this sense, the pietdinks were found to be also an aid

to translation and not simply a constraint.



123

Secondly, a preference for minimal deviation ewvemei-creating directly was found in
subtitling, whereas in dubbing, the palette of clime-creation was more mixed in terms
of the types of verbal humour utilised. The tendetw re-create directly was in the
subtitled version taken as far as to utilising wabag in re-creating wordplay only and
allusion in re-creating allusions alone. This prefee for minimal deviation is most
likely due to the written channel of communicatenmd the presence of the source text.
Soundplay as a relatively unobtrusive type of vehsnour was the only type utilised
in directly re-creating all main types of verbahimour of the source text in the subtitled
version. Soundplay was favoured in direct re-coratn the dubbed version as well, but
probably more so to make use of the spoken chamiketo appeal to the child audience.
All through the translation the dubbed version ramced the child audience as the two
modes have slightly different audiences in Finlade reason for favouring soundplay
might also have been time or other pressures mglati the working conditions of the
translators as soundplay is a relatively easilydpoed type of humour requiring
perhaps a smaller effort than the other typicaksyp

Although the creative effort in the form of re-diga translation strategies was lower in
the dubbed version, it had added more verbal hurtitur the subtitled version. The
translators were, thus, aware of omitting muchhefdriginal verbal humour. Moreover,
they had recognised the most typical types of udnbenour in the source text as they
had actually added some themselves to places whersource text had none. Above
all, the additions had a significant effect in terof diversity of the target text humour
in both modes. It is interesting that despite bddalyl in omitting much and using some
compensatory additions, the translators had nat bedold in re-creating humour. The
nature ofWallace & Gromitas material that is plentiful and diverse in isrtour might

have also had an effect on the translation stratidggion. However, re-creation was
found to be the most common strategy in some sebodes of verbal humour, but
only where retention had been very difficult duethe structural differences of the

English and Finnish languages. Also, their ovegifict for the film remained modest.

Above all, differences in translating the verbafhtowr of The Curse of the Were-Rabbit

into Finnish were found to be due to the differendnnels of communication and the
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slightly different audiences of the two modes ofliavisual translation. Subtitling was
most importantly constrained by the written model dimited space, whereas the
spoken mode had affected dubbing most in the fdrtipesynchronisation. At times,
the demands of lip-synchronisation in dubbing weted to be even more constraining
than the pictorial link in subtitling. Norms of aodisual translation in Finland partly
limited the translation strategies. For exampleynelsrony, especially with mouth
movements of the characters, is found disturbinigoAthe translator of the dubbed
version, who had transferred less humour, seemtsh db have had the younger
audience in mind, whereas the translator of theitbedh version had catered more for
the adult audience as well. Audience views andrdoeption of the film would be
interesting topics for further research in this seenOther possible reasons why the
subtitled version had transferred more humour e related to the specific situation
of audiovisual translation in Finland. It is likelphat the translator of the subtitled
version had had the opportunity to collaborate vilie translator of the Swedish
subtitles as both national languages are subtite@dinema, while translation had not
been the sole responsibility of the translator leé tdlubbed version. She had also
directed, acted and edited the dubbed Finnish arersf the film. There is also an
additional link in the case of dubbing, namely th&bbing actors, who might have

changed the translations during recording.

Some differences between subtitling and dubbinddcaot be explained by anything
else than the judgement and creativity of the iwldigl translator. In this respect, the
findings are in line with Schréter's study (2005673 which concluded that the
individual translator and their choices were thesmaecisive factor influencing the
translation of language play. However, in this gtatbo the characteristics of the modes
were found to have had a significant effect. Timelifigs of this study also support the
claims that translators are quite often afraid @iving away from the source text and
replacing original humour with something completeifferent that would work well in
the target language (see e.g. Chiaro 1992: 85)inMilist strategies were, in fact,
favoured in the Finnish translations Tfie Curse of the Were-Rabpitobably because
the end product is so open to criticism. This tegeis understandable as translators

working on subtitling and dubbing are still virtlyalnvisible, yet their work can give
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rise to very visible criticism and debate (Zatli@0%: 129). Perhaps more translation
studies on subtitling and dubbing could help raasereness of the work of these
invisible, yet readily criticised, translators. Mower, perhaps a better understanding of
audiovisual translation would also bring more apjaton to the profession and help
produce better translations by creating, not onmgad demand, but also a willingness to
invest in the quality of translations as well asthaps, by motivating the subtitlers and

dubbers themselves.
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Appendix 1. Scene list

SCENE 1 (00:00-)

The opening sequence introduces Wallace and Gitbroiigh old photographs on their
wall. It is night-time and Anti-Pesto get calledt ¢o the Mulches on a job in which they
succeed.

SCENE 2 (06:09-)
Anti-Pesto is having breakfast when Lady Tottingtmils for their assistance in her
rabbit problem. Immediately after the call her suiictor Quartermaine shows up on
the lady’s doorstep.

SCENE 3 (12:14-)

Anti-Pesto arrive to humanely capture the rabhitt ps Victor is about to shoot one.
Victor is humiliated as he is almost sucked inte BBunVac, which is one of the
capturing devices invented by Anti-Pesto.

SCENE 4 (16:58-)

Wallace and Gromit try an experiment to brainwakle tntisocial veg-ravaging
behaviour out of the rabbits by connecting the Bao\o the MindManipulation-
omatic. One of the rabbits gets sucked onto Waldwead during the experiment. This
rabbit is then named Hutch.

SCENE 5 (21:59-)
Reverend Clement Hedges is attacked by the WerbiRebthe church. The Were-
Rabbit causes much damage throughout the towngithrennight.

SCENE 6 (25:11-)

The town folk are all gathered in the church tacdss the events of the previous night.
Lady Tottington convinces everyone to give AntiH#®eanother chance in trying to
humanely capture the giant rabbit.

SCENE 7 (28:56-)

Wallace and Gromit try to lure the giant rabbithem with a big lady rabbit. Wallace
goes missing and Gromit tries to chase the ralybitilmself, but he looses the rabbit as
well.

SCENE 8 (33:38-)

Wallace is answering to calls from angry custonasrshe giant rabbit has again raged
through the night. Gromit comes back home to fimat tapparently Hutch is the beast.
Wallace leaves to tell Lady Tottington the good seeanwhile, Gromit bolts Hutch
down to the cellar, but finds that the footstepstha giant rabbit go all the way to
Wallace’s bedroom.

SCENE 9 (37:55-)
Wallace goes to tell Lady Tottington the good ne®ut the beast being captured.
Lady Tottington shows him her secret garden. Viceerhears Wallace calling her by
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her nickname “Totty”. The sun is about to set amdrdt comes just in time to prevent
Wallace from eating the lady’s giant carrot.

SCENE 10 (41:19-)

Wallace and Gromit are driving through the woodshay are faced with Victor, who is
there to challenge Wallace to a fist-fight, but theon is rising and Wallace is starting
to transform into the Were-Rabbit and he managesstape. Victor knowing that
Wallace is the giant rabbit goes to the Vicar fdviee on how to kill the Were-Rabbit.

SCENE 11 (47:23-)

It is the next morning as Gromit explains to Wadldbat he is the beast and that Hutch
Is transforming into him. Lady Tottington is infoeth by the town folk that the beast
has struck again during the night.

SCENE 12 (52:02-)

Wallace and Gromit are trying to fix the MindManlation-omatic as Lady Tottington
comes to tell Wallace that she will let Victor shtloe beast. Wallace is starting to turn
into a giant rabbit again. Victor captures and isgms Gromit, but Wallace is able to
flee from him.

SCENE 13 (58:26-)

The vegetable competition has started. Victor cotoestalk the beast there, but the
Police Constable accidentally informs everyone thatbeast is still at large and mass
hysteria breaks out. Gromit and Hutch come to \WMadlace, the giant rabbit. Wallace

snatches Lady Tottington away, and the lady thetizes that Wallace is the giant

rabbit.

SCENE 14 (01:05:29-)

Victor admits that he knew all along that the rabsiWallace. Thrilling chases start
between Victor and Wallace, and Phillip and Groriite chase ends when Wallace and
Gromit take a big fall into the cheese tent.

SCENE 15 (01:11:25-)

Wallace is lying unconscious on the ground as &esforms into himself again. He is
thought dead, but Gromit is able to bring him badkh the help of some stinking
cheese. All ends happily as Lady Tottington desldrettington Hall a bunny sanctuary.

SCENE 16 (01:15:25-)
The end credits show some more rabbits and a cotronghe making of the film.
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Appendix 2. Character list

WALLACE

Wallace is a middle-aged bachelor and inventor, l@kies cheese, crackers and tea, of
course. He almost always wears a white shirt, brewal trousers and a green knitted

pullover with a red tie. He lives in a British tovinouse with his canine right hand, a

beagle called Gromit.

GROMIT

Gromit is Wallace’s silent, but faithful canine mighand, who likes reading, knitting
and cooking. Sometimes he seems to be a bit mee#ligent and cautious than the
overly enthusiastic and optimistic Wallace. Grommiho ordinary dog as he has a degree
in Engineering from Dogwarts University, among ottiengs.

LADY TOTTINGTON

Lady Campanula Tottington is a wealthy aristocr@ing in Tottington Hall. She is
quite a beautiful red-head, who has the mannerstadccent of a true noblewoman.
She is single and very kind-hearted, and, thus,nodasejected her persistent suitor,
Victor Quartermaine. Wallace also develops a romastationship with “Totty”.

VICTOR QUARTERMAINE

Victor Quartermaine is a proud and pompous bachatmtocrat, but most likely a
penniless one, who is after Lady Tottington’s mahouse and money. He loves his
rifle and likes to hunt everything. He also hasaige right hand, Phillip.

PHILLIP
Phillip is Victor Quartermaine’s bulldog. Most did time Phillip just follows Victor
around carrying his rifle and acting as the musclie two.

HUTCH

Hutch is one of the bunnies captured by Anti-Péatallace uses him in his experiment
to cure the rabbits of their veg-ravaging behavi@nd Hutch turns out to be quite a
useful, but unpredictable bunny during their aduezg. He only speaks in sentences
uttered by Wallace in the previous films or earirethis particular film.

REV. CLEMENT HEDGES
Reverend Clement Hedges seems to be at first aldesrald gentleman, but when his
loved vegetables are at risk, he readily starpgéach doom and gloom.

MR. AND MRS. MULCH
Mr. and Mrs. Mulch are a vegetable-loving couplspé&cially Mrs. Mulch turns out to
be one of the key rabble-rousers when things &iagb wrong.

MR. CROWBAG

Mr. Crowbag is another one of the tough senioeeits and a founding member of the
veg growers committee. When the troubles startishtee one to remind everyone of
“the great slug blight of '32, when there were sltige size of pigs”.
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PC ALBERT MACKINTOSH

Police Constable Albert Mackintosh is the town bpkdnd a judge at the giant
vegetable competition. He is quite a witty fellotwit he rather had no vegetable
competition at all, as it “causes nothing but tleudvery year”.



