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ABSTRACT

Audiovisuaalinen kaantaminen eileoainoastaan dialogin k&antamista tekstiksi, eli
puhutun kelen kaantamista Kkirjallisekskuvan alalaitaan, vaan siind on otettava
huomioon muun muassa tekstin suhde kuvaan seka ajan ja tilan riitt&viykselilla
tehtyjen elokuvatekstitysten kaytans&i on erojaTaman tutkimuksen tarkoitus on
tutkia néaita erga, tarkemmin tekstityksen rakennerojen suhdettakuvaan. Kuva ja
teksti, myods tekstityseksti, elavat vuorovaikutuksessa keskenddmteriaalina on
kaytettyenglanninkieliseiDVD-elokuvan Hearts in Atlantissuomen ja ranskankielisia
tekstityksigja kuvaa

Tekstitystenrakenteissan havaittavissa saannmaokaisia eroavaisuuksi&le oli joko
ankkuroitu kuvan paalle (anchorage), jatetty roikkumaan hetkeksi saurkava paalle
(hanging suture)aettuselkedstkahden kuvan paalle (combinin@g) kuvateksti saattoi
tulla nékyviin jo edeltdvan kuvan aikana (@ure).Naiden eroavaisuuksien suhdetta
eri kuvayyppeihin ¢hange of angle by cut, shaverseshot, long take, moving
camera)analy®itiin multimodaaliteorian avullaTutkimus ei ota kantaa erojen syihin,
koskapaamaarana oli tutkisekstityksenseurausten, tassa tapauksessa rakerojen,
mahdollisia vaikutuksia.

Tutkimuksessatodettiin, ettd tekstitysten erilaisilla rakenteilla id@an vaikuttaa
elokuvan tulkinnan vivahteisiinne luovat erilaisen suhteen kuvaan ja heijastavat
elokuvan painotuksia eri tavoari tilanteissa Tekstityksen rakenteen suhde kuvaan voi
korostaa elokuvan sanomgamplification) heikentdd sitjabatementtai olla sen
suhteen neutraalneutral)

KEYWORDS: Audiovisual translation, subtitling, pictorial link , subtitling

conventions,line breaks






1 INTRODUCTION

ALl I semiotic entbties are results
(GuntherKress 2010: 43)

Whether people express themselves orally, textually or visually, this always involves
some type of design, at least at the level of thought. This design may be wage or
unconscious, but it does exi st. To borrow

translaton is result of design, including audiovisual translation.

Interest in audiovisual translation (AVT) has increased in Translation Studies in the last
decade or t wo. Yves Gambier (2008b: 12 15
recognition of AVT as a duain for research. He presents several reasons for this: the
celebration of the centenary of cinema in 1995, the awareness of minorities in the
possibilities of audiovisual media in promoting their identity and, finally, the
development in audiovisual tewblogies. He notes, however, that the phenomenon is

mainly European. Also Jorge Qi€ i nt as (2009: 7) supports G
recognition by pointing out that AVT has developed theoretical and methodological
approaches which give it the status ofcholarly area of research in its own right

although it is, by nature, an interdisciplinary field of study.

Finns are used to reading subtitlés. Western Europeamongst smaller language
groups(asFinnish, subtitling is the dominant form of AVT, wheas in larger language
areasfor example in France, dubbing is more comni®ahroter2005: 29 30). This is
logical because thehoice between dubbing and subtitlingpertly financiaJ dubbing
beingconsiderablymore expensive than subtitlifBries 199512 13, 26, 2830). As a
minority practice subtitling haghusa urique position

Differences in subtitling in different language areas have not been studied extensively,
and for this reason, also related studies are important for this research. fgubé&ti
indeed, attracted scholars to approach the practice from different angles. For example,



JanPedersen (200Mas studied subtitles in different languages of the same language

family as his doctoratlissertationconcentratesn subtitles in Scandinan languages.

Also Thorsten Schréter (2005)has studiedsubtitles of different languages inis
dissertationShun the PunRescue the Rhymefherethe focus ison translations of

word-play. The number of related studies has increased in Finland as hedl tairn of

the century and continues to increase towa
Mikkonen (2005) and Riitta Oittinen (2008) have studied the interplay of text and

picture

These above mentioned scholarly have also generated a nundaseaftudies on the

level of MA dissertations. For example, Jonna Elomaa (2010) has compared the
interplay of the pictorial link with subtiting and dubbing and Juha Lang (2010) on
subtitling conventions and eye movement. All these studies respond to €ganibs
(2008a: 87) call for research into material, where the dialogue and the picture operate
together and where their joint rhythm is more important than the fluency of the subtitles.
Also Mikkonen (2005: 89) emphasizes the need for the study of thecimeraf the

word and picture and adds that techniques are needed to analyse the dynamic
relationship of the verbal and visual elements that create meaning. These studies have
inspired the present study of the relationship between subtitles and picausehtitled

film.

The formand structuref thetextin relation to picture, which is the topic in the present
study, lacks extensive study. It has earlier beteidied for example in poetry, where
the text mayhavebeen constructedso as tocreatean mage to support the poeon the
structuremay have beentherwiserelevant to the interpretation. For example, the text
of a poem may form a picture of a tree. In subtitled programs and films and €ven
advertisementthe pictureis movingand, thus, théext has tofi m ®otoo, which, then,
affects its structureThere arealso studiesof the structure of subtitleand readability,

for exampleby ElisaPerego (2008)ut any research focusing on the relationship of



subtitle structure and pictutes so dr not been conducte8tudies on multimodality

and multimodal transcription come closest as they suggest that there are no monomodal
text pages. A frame can be considered a page, but there are always at least three
meaningmaking resources, that is thanduistic, graphic and spatial ones (Baldry
2000b: 42). This enables also the study of subtitle structure. As Perego (2009: 59)

affirms, all the elements that complement verbal discourse deserve equal attention.

While studying subtitlesit is, thus, relevantto understandhat even thougisubtitles
are translatiosof the dialoguealso the picture and the neerbal audieworld have an
effect on their readingSchroter 2005: 39and, also, thathey have beeraddedto the
film at a later stageThis makes itimportant to study how the different structure of the
subtitlesaffects the reading of the totality

The study of subtitles continues to develop. Andrew Chesterman (1997: 48) states that
one of the current goals of translation theory is to evaliegeeffects of translatorial
actions, for example, on readers and on cultures. Studying the effects of translatorial
actions is also implicitly involved in this study, anthe focus will be on how
differences in Finnish and French subtitle divisions affee relationship between the
picture and the text in thelh Hearts in Atlantis(2001). For example, if a subtitle
appears too early compared with the picture, it may give out information that spoils a
possible element of surprise intended by the péctiforeover, a different division of

the subtitles on the frames may emphasize different words or issues and, consequently,
affect the reading of a frame. The purpose of the present study is to find out whether the

possible effects are considerable enotagbe noted when subtitling

The research questi@ould be seen to refer to the question of stylistics, in which case it
would be in the area afemiotics Kress 2010: 12). However,here the interest is in

Translation Studies, as the focus is on #lationship between subtitling and picture

! Multimodality refers to many meanirgaking resources (see 3.1).
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and the impact of variation in subtitles in interpreting the filimarts in Atlantisby

Finnish and French audiencés.addition, in this study, the interest is in the impact of
translatorial decisions, not the strategies as such. This means that this thesis-is target
oriented, a notion, which, according@estermari1997: 36 37) meansstudying what
translations acdially are, not what they should bEhis idea that Chesterman discusses

in his bookoriginates fromthe systems theorisGideon Toury, ltamaEvenZohar and

André Lefevere Chestermari997) Multimodal theory has been found useful for this
study becausé allows the study of different modes, for example the text and the
picture, and considers also layout as a mode that affects the meaning (the reading of the
meaning) (Kress 2010: 892).

My assumptive hypothesia this studyis that the differences ithe structure of the
subtitles do affect their relationship with the picture ,amnsequently the
interpretation of theotality. The study of the relationship between the picture and the
text and its impact on the reading of the frame is made podsibillee choice of the
material The languages involved in the present study enjoy a very different status in
many respects. English (the language of the t#earts of Atlanti} is one of the
dominant languages in film industriaz Cintas2009: 10), andtiis subtitled in many
parts of theworld. The AV-practices of the countries in the present study are also
different. Subtitling is the most common form of Akanslation in Finland, whereas in
France dubbing dominates. This means that Finns are usdatitesuwhile the French

are not, which might affect the subtitling conventions. Moreover, the three languages
English, Finnish and Frenchbelong to different language families; English is a
Germanic language, Finnish a Firbgrian, and French a Romanteguage. The
linguistic differences may, also, influence the subtitles, for example, the length of the

expressions.

In order to test my assumptive hypothesis | will explore how the relationship of the
subtitle divisionandthe pictureaffect the readingf the framelt is similar to the study
by AnthonyBaldry (2000b: 42), who has focused on how the page gives structure to the

relations of the world of the text and the viewer of the text. He has also explored how
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this presents possible ways of readihg text and how visual texts communicate.
According to Baldry (2000a: 29), in many libased corpora, spatial disposition (and
colour coding) is used to create meanings. This, he continues, is especially important in
visually-oriented corpora.

In the folowing, | will introduce the material and the method of the study, discuss the
film Hearts in Atlantisand present background information on AV translation in
Finland and France. Picture in film is discussed in Chapter 2 and the challenges and
conventionsof subtitling in general are presented in Chapter 3. The theoretical
framework of multimodality and the meaning of pictorial link will be explored in
Chapter 4. The analysis in Chapter 5 is conducted following the relevant categories
identified in previouschapters, and, finally, the conclusions of the analysis are

presented in Chapter 6.

1.1 Materialand method

In this thesis, | studied how subtitle structure affects the relationship between the picture
and the textThe purpose of this study was notunderstand why different choices have
been made, but how they affect the reduit. the purposes of éfstudy a DVD version

of an English spokeriilm with subtitles in two different languages was needed. The
DVD version ofHearts in Atlantiswas choseras it represents the classic Hollywood
style and because it is subtitled in 18 languages. It also has subtitles for the hearing
impairedin two languagesEnglish and German. The subtitles in Finnish and French
were selected because the countries repretifarent preferences of AV translation,

and the languages are structurally different. Finding a film, subtitled in languages of
which one represents a country where the main form of AV translation is dubbing, was
quite difficult. Also, some broadcastingompanies limit the choice of subtitles
according to the area of distribution of the film, and, for example a film sold in Finland

may only have subtitles in Finnish and in Scandinavian languages.
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Preliminary comparison of the Finnish and French selstitbf Hearts in Atlantis
showed that the subtitle division was conducted differently in these two languages, thus,
the choice of material could be assumed to serve the purpose of theFstudyample,

the preference for oner twoliners differed signitantly. For the analysis, | used a
transcription of the sound traekd the scene script from the Intdrpages of ScripO-

Rama (2010), as well as my own transcriptionhaf ErenclrandFinnish subtitlesOnly

the first fifteen scenes of the film wenecluded in this study, yet all the scenes are
listed in Appendix 1 with original numbering and headings

The material was identified through a preliminary analysis. First, structurally
different subtitle flashes betweenthe Finnish and Frenchvere tentified Then he
picture typesn these frames were identifiedhat is, all the frames where the subtitle

strucure, but not the information in therdiffered, were chosen into the study.

The structure of the Finnish and French subtitledexdrts in Alantis, in future referred

to as FIS and FRScontained many differences and the differences in the subtitle
division were apparent. The total number of subtitle flashesn the FISs and FRSs
differs significantly, as do theumbers of oneand twaliners; for example, FRS have
almost twice the number of ofi@ers in comparison to the FIS (see Table 2, subchapter
3.2). This raised the question of how the subtitles fit into the picture, how their
differences affect their link with picture and whethiisttransmits different meanings

to the viewer.The fact that the total number of FRibtitle flashesvas considerably
higher (by 60) than that of the FI, could not be explained by the different division into
one and twaliners alone. It was, thus, notddat in average the FRSs included more
information from the original dialogue aisdreen textghere, the textual information in

the film that can be read as the film runs and that has been suiptidgder language)

into the subtitles than the FI. Thiseliminary analysis on the material was relevant in

order to define the area of the study.

2 A subtitle flashin this study refers to a single, uninterrupted-aretwo-lined subtitle
shot that appears on the screen as Bg2@08: 212) suggests.
% Finnish = FI, French = FR, Finnish subtitle(s) = FIS(s), French subtitle(s) = FRS(s)
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In some occasions informational differences in the subtitles are relevant to the
interpretation of the film, and they also affect the subtithasdin. Mainly, though,
information in thee subtitleswas found to beéhe same, the difference being in the
presentatiorof the subtitles. As the differences in the information were beyond the
scope of this study, such sequences were excluded from tagahdhe analysisthus

aimed atdetecting the effect ddtructuraldifferenceson the pictorial linkin cases where

the information was the same or informational differences irrelevant.

The procedure started with studying the subtitles. As menticefede) the line division

was found to be the most important of the structural differences and, thus, chosen to be
the object of this studysubtitle division in this thesis is divided into categories adapted
from Mikkonen (2005), who has studied the intéi@n of picture and word because i
films, the picture and the text or dialogue are interdependent and their relationship is
complex. Mikkonen (2005: 738, 295) approaches this relationship presentiog
example the termsuture from psychoanalyticafilm studies, developed by Jacques
Alain Miller and JearPierre Oudart where theterm meansthat a linguistic code
combines separate pictures or a picture combines separateHediso presents also
another termanchorage which describes how wordsarlfy the meaning of a picture,
anchoring it to a particular reading although he crigigithe term for not being flexible
enough to describe the relationship of the text and the image.

| have adaptecand modified these terms for the purposesthef preent study to
describe the physical relationship between the subtitles and the picture, that is, how the
subtitles appear with the picture. | created four (4) categopeessuture hanging
suture combined suturandanchorageand used these #sey aredescriptive andhave

relativelyneutral connotatios) These are discussedrimore detail in Chapter 4.

In the studied area, there were altogether 515 subtitle flashes in the Finnish version and
668 in the Frenchiigure 1 demonstrates how much the nurmmbsrsubtitle divisions
differ in Finnish and French. The main division type in the French subtitles is anchorage

(95%) as the other types together are in a clear minority (5%). In the Finnish subtitles,
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anchorage is also the predominant type (56%), buogihg suture is clearly in the
second place (31%), whereas-grgure and hanging suture together form the minority
(14%) of the subtitles.

700 4

600 -

500 -

400 -

300 -

200 A

100 j

0
Finnish French

Anchorage 286 633 B Anchorage
Pre-suture 23 6 B Presuture
Combining a7 5 O Combining
Hanging suture 159 24 OHanging suture
Total 515 668 |Total

Figure 1. Different subtitle divisions in the filriearts n Atlantis

Suturein this study refers tdhe way sibtitle flashes arestretchedover thecut(s), that

is, how they stay on even though the shot changes, either startthg mmevious shot

or hanging on to théollowing shot 6 s e wi n gimages @hete lthe suture involves

the previous shot, it is calll apresutureas i n Example 1 (Scene
where Bobby starts to read the paper for Ted. In the examples, the red slpafa (

the places otutsin the spoken (dialogue) or written (subtitle) text. The place(s) of the
slash(es) orhe text was determined by the approximate time that the subtitle flash stays
on each pictureThe examplesre numbered and the abbreviations are the following:
English dialogue transcripiDl), Finnish subtitles (FIS), French subtitles (FRSand

back traslations (BT).When an example has two or more speakers, they are indicated
in the dialogue part by their initials, for exampié for Ted andB] for Bobby.

14
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1)
DI
And in the/ opinion of this reporter
FIS BT
i T @ mfoimittajan mukaaro A i the/ opinion of this reporter i

Here the Finnish subtitiash stars on the previous shot as daie English dialogue.

That i s, in the film the viewer can hear
shows him in the pictur&Vherethe subtitleflashes stayhangingon the following shot,

it is called hanging suture as demonstrated by Example(2Scene 9, ,Tedds t
where Ted talks iatrance and Bobby is frightened

)

DI
[T] They draw west now.
[B] Who? Jesus, Ted, please.
FIS BT
He ovatlannessa. They are in the west.
-Ketka? Kristussentdan -Who? Fos/s&é.r i g

Here, the Finnish subtitle flash is left hanging on the following shot, tying them

together, or as if all of it had not fit into the shot. That is, the shot changbatdbe

vi ewer can still read t hCembined sulurethien, gafets® 2 n 0 o
to cases where the subtitle flash has one or two speakers, and the utterances are clearly
spoken in different shots but shown in the same subtitle flash, @tin®s, that is, the

shot changes from Ted to Bobby, but the same subtitle flash stays on. This is
demonstrated by the following Example 3 (S

woken from the trance.
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3

DI

[T] 1 went off again, didn't I?

[B] You mean, like at the fridge?

FIS BT

Olinko taas muissa maailmoissa? Was lin other worlds agal®/
-Kuten jaékaapilla? -Like at the fridge?

And finally, anchoragedescribeghe way the subtitlélashes are pressed in between
cuts, staying on onshot only, thusanchoring the subtitlélash into that one shat
Example 4(Scene 12, Like Atlant)s where Sully teases Bobby about the glove
clarifies this categoryAn empty space between the linesused toseparate wbtitle
flashes from each othethat is,they are shownn the film as separate flashes (see
footnote 3).

(4)
DI
/

[S] Really want it?
[B] Are you kidding? | love that glové!

FRS BT
/ /
Tu le veux ? You want it?
/ /
Et comment ! J e Do Il | love it
/ /

Here the Fench subtitlédlashes respect thewt as does the English dialogue. When the
camersshoots Sl vy and he says fAReally want 1ito t he
veux 2?0 t khamgesand tee cantera tshoots Bobhyho says his line and

during theshot appears theecondrFrench subtitle flashfter whichthe picture changes

again.The Example5 (Scene 4What all kids want whereBob by éds mot her t a
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Bobby on the phone and Picture 1 and 2, demonstrate furttiex representation of

subtitledivision in this study.

®)
DI
There are |l eftovers in the fri.dge, ¢
FIS BT
Jaakaapissa on tahteita. There are lefovers in the fridge
Tulen kotiin ennen nukkumaanmenoa. I 61 | come home
FRS BT
Il y a des restes dans le frigo. There are lefovers in the fridge
Je serai la pour te border. I 61 | be there
I n this exampl e, the Finnish ver4nedn

subtitle flash, which stays on the screetonger time, whereas the French version has
divided it on two separate ofi@ers even though neither the number of characters nor
the cut (the shot does not change) demands line diviStmnfollowing pictures 1 and 2
(Scene 4What all kids want) shw how they look on the film. The chosen pictures do

not include the entire shot, they only represent the relevant part of it.

Picture 1. Subtitle divisionin Finnishinto a 2liner that stays on longem the picture
(Hearts inAtlantis 2001: Scene 4, What all kids want)

show
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Picture 2. Subtitle division into dliners in Frencl{Hearts in Atlanti2001: Scene 4
What all kids want

The first part of thematerial of this studyas explained abovencludes different
positioning of subtitle flashes:anchorage, hanginguture, presuture and combined
Subtitles of a film are translations of the dialogue and sometimes of gesdgrbut

also the picturdasan important role in subtitlingndhasto be considered

The second part of the material, hendce the picture According toRobert P.Kolker
(1998: 15) the shotand thecut are the buildingblocks of a film. He defines the shot as
the actual shooting, that is the photographic recording of the image, aodttas an
interruption of the shooting, that is, when the camera is shut off or when a piece of film
is transferred intaanotherwhen editing. In this study, thave usedthe term cut in
Kol k er 0 the imiage ereshooting does not continue smoothly, ibutlearly

interrupted.

Shooting of the fiimHearts in Atlantisfollows the classic Hollywood style and
emphasises continuity. The narration of the film is easy to follow, and the flashbacks
are well prepared. As this style is very common in modern ifildustry, the type of

shots used form a good basis for this study. Four out of six common shot distances are
usedin Hearts in Atlantis closeups medium closeips medium long shotsandlong

shots (see Chapter 2). Also the camera angles used are ahaontypes. For the
purposes of this thesis, the shot types and camera anglésadfs in Atlantiswere
combined under termsoving camerachange of angldy cut shotreverseshotand

long take which are explained in the following and in more detaChapter 2.
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The formed categories are based on Robert Edgant, John Marland and Steven

R a w | Ehé kanguage of Filni2010), and supported bsus an HaCQnenzar d 6 s
Studies, The Key Concept®003) Ko |l ker 6 8T har tfiicllme t ext and
(1998)and Rol an@héeWi dés Ma k(I91)They bra detihbdoas k
follows: moving cameraombines tracking shot, pan and tdhange of angle by cut
combines change of height and angle of camera througbhotteverseshotcombines

usually medim closeups shot in succession when two people converse (se@afdl)

finally, long takemeans a shot that is flmed a longer tithan an average shot without

changes.

After, the main shotypes were identified, their numben the first fifteen scenesf the

film Hearts in Atlantisvascounted change of angle by cut (42), sheverseshot (30)

long take (26) and moving camera (1B)was, then, also counted how many of each
subtitle division type there were per the set shot and cut types (Tallerlexample,

when in shoteverseshot, there were 98 cases of anchorage and 94 of hanging suture in
the Finnish subtitles, the corresponding numbers in French are 182 and 14. The numbers
in Table 1 demonstrate the differences in the construction otitiiglas, but there were

also similarities, for example, anchorage and hanging suture were the most common

types.
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Table 1 Subtitle divisions per shots and cuts in Finnish and French subfittésarts

in Atlantis
SHOT/CUT SUBTITLE FI % FR %
DIVISION
Anchorage 63 44 161 91
CHANGE OF
ANGLE BY Presuture 15 10 3 2
CuUT Combining suture 11 8 1 1
42
(42) Hanging suture 54 38 11 6
143 100 176 100
Anchorage 98 40 182 90
SHOT-
REVERSE Presuture 11 4 2 1
SHOT Combining suture 43 17 4 2
30
(30) Hanging suture 94 38 14 7
246 100 202 100
Anchorage 114 90 167 100
LONG TAKE Presuture 2 2 - -
(26) Combining suture - - - -
Hanging suture 11 9 - -
127 100 167 100
Anchorage 25 78 38 97
MOVING
CAMERA Presuture 1 3 1 3
(15) Combining suture - - - -
Hanging suture 6 19 - -
32 100 39 100

As the aim of this thesis wao study theelationship between taanslatorial action, the

subtitle division, and the picture, that is, whetlugferent division types stressor

weaken the effect of the pictum whether they haveo clear effect, none of the
traditional translation theories was found helpfitie analysis was, therefore, based on
Chri st oph e(20033191204anyotiebwhéres hbhas adapte®aul . Thi baul t 6s

andAnthonyBal dr yé6s devi si ng o inthesedrch fomaoldoa | trans
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analysingmultimodal film texts.T a y | goal bas beerto help translators develop

suitable strategiessuch as when to use condensation or deletiommjarove the

usability of audiovisual texts.H a v e

t aken

modifiedit to suit the purposes of this stughee 4.1)

Tayl or 6s

mu |

ti

The analysis includedientification of types ofelationshipthat the differences have on

the pcture and their influence on the reading of the filamplification abatementand

neutral Amplification means that the structure amplifies the effect of the picture,

mo d a |l

abatement means the opposite and neutral means that there is no considerable effect.

The main types of shotand the subtitle divisions used in themvere thenanalysed

separately to find out the effect on the pictorial linkrhis was followed by the

discussion abouhe effectsamplification, neutral oabatementThis core of analsis is

demonstrated by Exampleg(@earts in Atlanti2001 Scene 4, What all kids want)

(6)
The visual: DI: Type of Relationship with
shotreverse subtitledivision picture
shot [ T] [ é] glience..n
[ B] Whatog fl
FIS FRS FIS FRS FIS FRS
HAnN Keirsi sujet aux hanging | hanging amplif. | amplif.
puhkuisuudesta | fla/tulences suture suture
Qu 6-ees ; ;
Mit Se on? que ol hanging | anchoage | neutral | amplif.
suture

[Ted makes a
raspberry noise]
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Subtitles of the above with back translations (red slashes mark the cuts and an empty

line separates subtitle flashes):

FIS BT
Han karsi puhkuisudesta. He suffered of flatlence.
Mita ge on? Wh a t tltat?
FRS BT
sujet aux flatulences. subject of flatulence.
QueStc e que coOest What 6s t ha

In the dialogue the first utterance continues over the following cut, but the second is
fitted inside the shot. In the Finnish subtitles, both subtitle flashes are left hanging on
the next picturebut the French subtitles follow the division of the dialogue. According
to Mikkonen (2005: 331) the hierarchy of picture and tegpends on their relationship
with each otherwhen the picture does not give much information, it comes from the
dialogue o subtitles In this studythe question was whether these differerdtgucturel
subtitlesaltered the reading offered by the picture

The link between the subtitles and the picture is connected thalogueand the non
verbalsounds that the vieweao heawhile watching the film and reawnl the subtitles
even though s/he would not understand the speecban be seen from the abovke
nortlinguistic audio world wa not takennto account in this studyut the audible
dialogue was commented the analysis where it added significantly to the link of

subtitles and picture

To sum up, both the Finnish and French subtitles were analysed separately, which was
followed by the study of how the differences in their structure were related to the
various shottypes in the film.These results were then comparéor any systematic
variation in the relationship between the subtitles and the pidtimally, the possible

effect of the subtitle Iin relationfthe o t he

movie was explored.
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1.2 The film Hearts in Atlantis

The DVD version of thefilm Hearts in Atlantis scriptedby William Goldmanand
directed byScot Hicks,i s based o n stSryoeliedicn by the sameg tdle.
The film was first releasedin 2001 by Castle Rock Entertainmeat Toronto
International Film Festivain Canada(IMDb.com, Inc, 2013) Since, it has been
releasd in 40 other coumies (ibid.) andwasshown on TV in Finlandatest in 2012
The DVD subtitles into Finnisthave beerdone by Arto Vartiainen, Broadcast Text

International and into French by Doriane Benzakein, SDI Media Group.

The film describesthe friendship betweerBobby Garfield (portrayed by Anton

Yelchin), a fatherless boy, antied Brautiganportrayed byAnthony Hopking, a man

with supernatural powerghat is, mind readingn the196®.s Bob by 6s mot her
trust Ted to be a decent person, b b b friéhdship with him becomes very
important to Bobbywho feels neglected by hisidowed, work orienteanother. The

film starts as the middiaged Bobby inherits a baseball glove from a childhood friend

Sully. He travels to the funer&loping to meet another ofdend from his childhood,

Carol. After the funeral, heisits his creaky childhood home and casts his mind back to

the past and to the unique friendship he developed with an adult lodger in the same
house, Ted Brautigan, and to the evaithat summethat made him grow up.

The title Hearts in Atlantisis a notion repeated in the film in Scene (tRarts in
Atlantis 2007), where itrefers to a safe and happy haven where innocent children may
occasionally live This reference lacks from théles of he translated versions.he
Finnish titlePedon sydarheart of the bast], taken from the Finnish translation of the
story collection, has a very different focus from the original tieen though he
French title is a closer translatiocdi ur s mdtladtidefheads lost in Atlantis]it

does not build the same connectidrhe title represents theeuvre and, thus, the
translator is to carefully consider what nof®to emphasis with it (Mikkonen 2005:

86, 87).

d


http://www.imdb.com/name/nm0911486/
http://www.imdb.com/name/nm0001351/
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The film is shot in aclassicHollywood style. As this style isery popularin film
industry todayand translated versions of this type of films are being distributed
globally, it is of interest to study the impact of the translations to the reading of these
films. In the realm of thistady, it was possible to studynly one film and the film
Hearts in Atlantiswvaschosen as thespreserdtive of the style for this case studihe

picture and the dialogue of the film are woven together in a manner that enhances
continuityand harmony. Tis is done with such care that the viewing experience of the
film does not leave room for doubt in regard to the story or the plot. The flashbacks

make no exception.

1.3 Audiovisualtranslationin Finland and France

Audiovisualtranslation(AVT) includes several techniquesne ofwhich is subtitling.
The other main techniquese voiceover anddubbing (Schréter 2005; %). Voice-over

is spoken @nslationin which the translations superimposed on the originahich is
still faintly audiblein the backgroundDubbing means replacing the original dialogue
by that in another languagén such a waythat theyalso correspond to the lip
movements of the persons tre screenwhen the mouth is visibld=inally, and most
importantly for the present stydSchroterdefinessubtitiesasthe target texts TTs) of
one or two lines that aradded to the original version ,ofor example a film,
representing the mostly spokeource languageS(). (Schréter 2005: 26; sealso
Pedersen 2007: B36). Subtitlingis, thus one of the rare areas of translation where the
TT is shown simultaneously with the origirdielogueand the moving picturesvenif
compared to other forms of AV{Gambier 200& 73, 7981, 85, 8992, Gambier
2003: 172177).

Subtitling is the nain fom of AVT in Finland According toKirsti Luova (2010),
Finland's national public service broadcasting compdeysradio Oy(YLE), whose
film department was started by Lauri Aalto in 1957, decided that foreign programs were

to be subtitled into Finah. This decision was madas subtitling was a considerably
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more economicchoice than dubbing or voicever. Subtiting was alsdechnically
easier tamplement asfor example, idemanddess human resourcegdore than hirty
years after, in 2000[he Federation of Foreign Language Teachers in Finland SUKOL
(Suomerkieltenopettajien liitto, Sukol)warded YLE for this decisionhe motivation

for the awardncludedfactors such aa positive influence on the reading skills of the
Finnish people on their foreign language learning abilitieas well as onthe
development of therofessionof TV translatorsas YLE has invested on the quality of
the translations and on the profession@laova 2010)

The situation in France is, and has been, completdigreift. Twenty years ago, at the
cinema in France, it was practically impossible to see a subtitled foreign film, and even
today according teArnaud Dumont (2011)for the most part onlgmall specialisd
movie theatrse in bigger cities show subtitled rfis, although, exceptionallysome
municipal theatres might have theimm their repertoire.The main audience for the
subtitled original versions Francear e t h e 6he film éhusiastsebstdt has t
alsobecome more fashionable with audienegth a higher educatioto see subtitled
original versionsof foreign films. Subtitled foreign films have also gained ground for
they arefound to bepedagogically usefdbr teaching foreigmanguages; this isecause
the viewer can hear the dialogue in treginal languageln generalall foreign mas-
production films are automatically dubbed d@hd smaltproduction films are subtitled
Dumont emphases This actually confirms the viewof Schréter (2005: 22B0),
according to whicldubbing is noused whee the demand is smdlecause it would not

be coseffective.

According to Dumont (2011}ubtitled films caronly be seen on a speci&dsFrench
GermanTV channel and on natioh@V channels late in the eveninpat is,after 10.30
p.m DVDs have though,increased thsupplyas almost all offea subtitled version as
an alternativeto a dubbedone Also Diaz Cintas(2010: 10)points out that new
technologiegDVD, Blue-ray and Interngthave changed th@erarchyof audiovisual

* Translation from http://www.sukol.fi/in_english
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products,giving the viewers more control over the format and language of translation
they want to useAccording toPeterWilby (2011), t seems possible that evén the
Englishspeaking worldsubtitles midpt be slowly gainingground The change is slow
because a&ambier(2008: 80, 81)claims,audiencs areusually content with the type

of AVT they have becomaesed toand do not easily want tchange The texs, in this

case the subtitles, have to be atedby their readers

As referred to abovesubtitling can be done at a mudbwer cost than dubbing.
Nonethelessthe quality ofsubtitling as well as dubbing is determined by time and
money (Dries 1995: 28). Careful translation, planning and adjustireguiredof both.
Alberge (2007) argues thahe understanding and viewing of films is greatly
endangered becaaisubtitling is increasingly beindone in cheaper countries to cut
costs, whichaffectsthe quality.According to Dries (1995: 3, 4)he Euppean Institute
for the Mediahasmadean effort to ensure the quality bbth subtitling and dubbing in
Europe Dries has listed someguidelines inDubbing and Subtitling: Guidelines for
production and distribution She staes that language transfer prédiiners complain
about inadequate documentation of prograsthat are to be subtitled or dubbéuat

is, inadequate source materi@heargueghat in orer to reduce unnecessary costs and
upgrade the quality of language transfer in films and progeaxdsmprovethe market,
language transfer is to liaken into accoundlreadyat theearly stages of production.
Unfortunately eventoday screen translatosgrugglewith inadequate materiaind other
constraints due to the working methods of sopneducton and AVI companies.
Moreover, their pay, say in Finland, has deteriorated considerably. MTV3 outsourced
their subtitling services tBroadcast Text Internation@ly (BTI) and the pay dived and

so did the working conditions.

The critique of the lack ofppreciation ofsubtitling quality is quite justified,for

examplewithin certain companie&stelleRenard (2@8) has stated alanguages & the
Media 2008 the 7th International Conference oraihguage Transfein Audiovisual
Medig that the waycompanies such as SIMedia Group Softitler andsomeothers

operate endangers theentire field She emphasiss that quality requires values.


http://www.languages-media.com/
http://www.languages-media.com/
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According to Renardthese companieseek to employoung translatorsvho woud
need tomove abroad (for example tbe Philippines) tolive andwork andto whom
very low salaries @auld thus be paid. Sheclaimsthat this way these companieseate
sucha fierce competitionthat small AVT companies cannot survivéhe pay becoms
very low and the quality of subtitlesliminishes accordingly Furthermore, AV
translators are nadlways treated equallyfor examplein Francedubbing and film
translations are profitablebut DVD translations are underestimatédrto Paljakka
2010)

The film Hearts in Atlantiswas subtitled into Finnish bBTI and into French bgDI

Media Group The companies wereontacted in order to find out their norms in
structuring subtitles for DVDs, to learn whether the differences were rather company or
country related. here was no answer fro®DI Media Group From Broadcast Text
International PaulaKaurismaki (2011) Finland Operations, replied and explained that
they cannot comment on the translation procedures as they are confidential information
of the clent, the distributo She advisedthus to contact the distributer and the

translator.

The distribution company is a subsidiary of a Scandinavian conSamdrew
Metronome which participates in film productionsand distributes films in cinemas, on
TV and on DVD. It has subsidiaries in Denmark, Finland, Norway and Swéddhen.
distributa of the film Hearts in Atlantisis Sandrew Metronome Distribution Finland
Oy. (Sandrew Metronome 2008heir marketing manager Peter Tiaimen was willing
to answergeneal questionsnot related to this studwynd referred tomore specific
questions to Mira Kupari who is responsible for the DVD productiotihe& company

(Toiviainen 2011). She has, however, not replied the inquiery.

In the following, Chapter 2 discuss the role of picture in filmbecause the picture
always exists before the subtitl&sibtitling, as a unique form of translatipfollows the
rules and conventions of its owhhese are discussed further in Chaptén Ehapter4,

the notion of multimodd#ly is discussed firstafter which the relation of picture and
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linguistic text islooked into. Chapter % dedicated to the analysis of the relation
between subtitle division and picture in the filakearts in Atlantis Finally the

condusions are drawmiChapter 6
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2 PICTURE IN FILM

The picture is an essenti al part of a fil
sound; instead, live music was played during the film. Thus, the pibagdeen and
continues to béhe main device of building up and telling the plot and the story. In the
following, the basic features of shooting and cutting a fihevant for this thesiwill

be discussedAt the end of this section, using this basis, the tdonsategorizing the

picture ofHearts in Atlantisare formed and gatheréal the purposes of this study

Films are constructed of shots that are separated or intertwined by cuts. Kolker (1998:
15) considers the shot and the cut to be the basic building blocks of aaffiththe

combination of them creas the finished film. He presents three main types of their

combinations Firstly, there is the classt Ho | | ytwwoloedd sor t he O6cont.i

secondly, therés theSer g e i Ei senst efinallydsn dorn® n aazgiemod sa n d

ens ¢ rretie. following, the last two strategies are first discussed briefly, after
which, the Hollywood style is discussed in more detail as it is the most relevant film

making strategy for thistudy.

In montage, the cut is considered to barenimportant than the shot, which is regarded

only as material. It is a special way of editing a film in a way that the shots gain their
meaning from following and preceding shots. This concept dominated only briefly, for
example in the French avagardemove ment of t he 18ta@gys. As

miseenscéene promotes the meaning of shots and considers editing as manipulating.

C

Miseensc ne is composed of l ong uninterruptec

Bazin has had stronger influenoa film making,and filmmakers diverting from the
Hollywood structureusually prefer to turn to the long take. Both of these filming
structuresmontage and misenscéneare attentiordrawing forms. (Kolkel998: 1%

18)

In contrary to the two ab@-mentionedforms, the classi¢iollywood style, as used in
Hearts in Atlantis emphasizes continuity as #gpithet the continuity style, indicates.
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The narration of these films is easy to follow and, thus, they also sell better. The style is
made to attract a largaudience; it is @ommercialversion of montage aralsecularnas
contrast to artistic valueskersion of miseenscene style. Even though the narration is
fabricated of small pieces of action, it is done in such a manner that the construction
goes unnoted and the action seems continuous. The narrative proceeds
chronologically and any deviations such as flashbacks are well prepeindd the
narrative strands are drawn together at the end of the (Koilker 1998: Bi 21) Yet,

the rules can be brokewisibility of cut(s) may be an artistic or an empbaneans of

the film-maker (EdgaiHunt et al. 2010: 150). The structure of the story in the film
Hearts in Atlantisi s b ui It on Bobby Garfieldbés chil
introduced and woven iathis adult life, which shows in the construction of the picture
and intratextual references in the dialogue. For example, the story of the glove Bobby
inherited from his childhood friend Sully (Scene 1, Delivery from the past) is explained

in a scene inhe flashback of his Iflsummer (Scene 12, Like Atlantis).

As pointed out aboveshots and cuts are the basic elements of constructing a film. There
are manyways to usehem in continuity editingThis means that wheshooting a film

the camerg) can be used in numerous way$he basic division is made between
objective and subjective shotgEdgarHunt et al. 2010120, 121). An objective shot
gives the viewr a godlike view of the events. Susliots are considered objective, even
thoughall is actudly an illusion. A subjective shot shows the events from the point of
view of a character or object in the film. Edddunt continues that anothaspect is
perspectiveThiscan be created through changthg distance of the shot to the object
being filmed, the height anéngle of the camerandthe depth of field, that is, whether

the whole picture is in focus or only part of it, and/or the movement of the camera.

The distance of shots are usually divided into six typey:ektreme closeips, which
isolate very small details, such as eyesgldseups, which emphasize details such as
faces; 3 medium closeups, where individuals are framed from the waist upwarlls; 4
medium long shotswhere individuals are framed froaboutthe kneesupwards 5)

long shots, where human figures are distinct and background very visible;)and 6
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extreme long shots, where the object is tiBgidarHunt et al. 2010123). Variation can

be found also in film theory; for example Hayward (2003: 328, 329) has a slightly
differert labeling for the shot distances. All the distankgt®d by EdgaHunt above
except the extrense(1l and 6), have been used in shoothgarts in Atlantis The
following terms are used as basis in order to identify the main shots and Elg¢aris

in Atlantis which helps the study of the relationship of the subtitles with the picture.
These will be explained firsand this is followed by a description about the way that
they have been modified for the present study

The height of the camera means ptsysical height compared to the object, usually
filmed in straighton angle. The camera angle can be divided into three: stanghtw

and high angles. In the first one, the camera is pointed straight at the subject, in the
secondone the camera looksputo the subject, and in the last one the camera looks
down on the subjecfEdgarHunt et al. 2010: 12

The depth of field refers to fithe distance
subjects in a shot that are in sharp focus at the sammedim( Lewi s 1991 : 18) .
example, the foreground of the shot is in focus and background is indistinct, the focus is
shallow. If everything inside the shot is in focus, it is called deep f¢EdgarHunt et

al. 2010: 1P) Picture3 illustrates deefocus and shallow focu#n the picture of deep

focus the kids are playing in the water and in shallow focus Bobby tries to surprise

Carol in the woods.

Picture 3. Deep focusHearts in Atlanti2001 Scene 7and shallow focusHearts in
(Hearts in Atlanti2001 Scene 9)
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The movement of camera is used to add dramatic effect or to avoid the need to cut
(EdgarHunt et al. 2010120). An example of this is thedcking shatwhichmeans that

the camera is moved on wheels as on a dolly akdran cranejn a car or a train etc.
(Hayward 2003: 442; Edgatunt et al. 2010: 134). Pan or panorama means that the
camera turns its head horizontaland tilt means that the camera head turns vertically
(EdgarHunt et al. 2010: 120, 134Ricture 4illustratespanoramain the picture the
camera heatlurns horizontally, with no cuts, from the television that Bobby is watching

to Bobby himself

Picture 4. PanoramgHearts in Atlanti001:Scene 9, Tedds trance)

The four main types of shot amdit used inHearts in Atlantis in applied terms, are
explained here. These categories are based on and modifie@ibanguage of Film

(2010) by EdgaHunt et al . , Lmema Studes ThE ey Wancegtd s
(2003) , Kol ker @G xar taindl e i i Trh e ofrTimoWidéol 9 9 8)
Maker 6 s HHao)décbnoldgy still does not make it possible to include video
clips in the discussion, which will restrict the presentation of examples to separate
pictures.

In the present stugymovng camerarefers to a combination of tracking shot, pan and
tilt (Picture5). Height and angle are combined imdioange of angléy cutrepresented
by Picture6. The third termshotreverseshot is used when two peopéeediscusig,
and they are filme in turn, usually by medium cloags shotn successiofPicture?).

The last term idong take (Picture 8), which means that a shot is filmed a longer
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duration of time without change$he time limit for a long take was set to be longer

thantheaverage shot lengtlthat is, over six seconds

| was supposed to have
a birthday d

want)

Picture 8. Long take(Hearts in Atlanti2001:Scene 4, What all kids want)

In Picture 3, Moving camera, the kids are running through the forest and the camera
follows them, moving, without cuts, which can be hard to alige on the basis of
separate picturesn Picture 4, Change of angle by cut, the same speaker is first shot

from one angle and then from another, while these angles are separated with a cut. Here
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Bobby explains the cancellation of his birthday dinnefTem. Shotreverseshot is
illustrated by Picture 5 where Ted explains flatulence to BolobRicture 6Long take,
Bobby and Ted are discussing Bobbyds birthod

still continues.

Now, as the picture has beeariroduced as the basis of filnit is time to look into the

world of subtitling;when a foreign film iglistributedto other countries, the picture and

the dialogue need to be worked into subtitles for the audiences to be able to follow the
film. The subtitlesthe picture and the audiworld of the film need to work together to
create the total experience to the audience. The world of subtitling, like the world of the
picture needs to follow the conventions and constraints of what can be fitted into the
screen,but there are also facilitating factors that rise from the picture and the- audio

track. This will be discussed in detail in the following chapter.
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3 SUBTITLING CONVENTIONS

Subtitle conventions differ in different media (TV, DVD and cinema), &&y tmay
also differbetweenlanguags, countrieor translation compaes. For example on TV,
Western subtitles armainly left-aligned, but on DVD and cinema they are usually
centredIn this chapter, general challenggssubtitling are presented inl3andFinnish
and Frenchconventionsin 3.2. Differences in the subtitling practices are introduced

with examples from the Finnish and French subtitlddexrts in Atlantis

3.1 ConstraintsAdvantagesind Conventionsf Subtitling

In this subsection the specific features @udiovisualtranslation(AVT) and the general
conventions connected adescussedThe termaudiovisual(AV) refers to the fact that
in this mediumsound and picturbave important roles'he challenges and conventions
of subtitlingdiffer considerably from other forms of translatidor exampldranslation
of literature or documentbecausen this environment soun@or example voices from
the dialogue, music and background noises) pictureare combined with the text, that

is, the dialogue and screen texts

Subtitling thus,is not merely a matter of transferrimgsourcetext (ST) into a target

text (TT); it alsoincludesthe change in the mediunfrom spoken into writtetanguage

taking into account thdifferent rulesas Rerego (2009: 584) points out These as well

as the strict limitations of time and spaceeed be taken into account as well as

synchrony with the picturand the storyshe continuesThis difficulty is also noted by

Kress (2010: 1079, who commentsoh he di ffi culty of Otransl a
modes or semiotic resourcegyven within a cultureand Mikkonen (2005: 303), who

addsthe impossibility to convert the spoken dialogue directly into the written form

According toDiaz Cintas(2009: 9) AVT, or in this study subtitling, is also always

constrained by the culture of the original production, which leads to the fact that the

linguistic issues form only one area of theanslaion. To sum up, th limitations of
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space and timef themediumandthe advantage of the pictua@d soundall havetheir
consequencefor subtitling and affect the way subtitling is doneither directly or
indirectly (cf. Pedersen 2007: 43).

Many textbooks give the impression that subtitling conventions are due &ctirectal
constraints, buPeterFawcett(2003: 145147) arguesthat nobody really knows where

the conventions come from. He questions whether anybody really has studied the
subtitles, for example, in order to get the right numbers of characters. Heegukisi
argument for example, with the considerable fluctuation in the number of characters
that are told a certain audience can comfortably read., Kisss (2010: 2) notes that
there are many reasof@ writing subtitlesthe way they are writterand ®me of these

may be more important than the question whether the text functions well in the context.

He singles out, for example, tradition as one of these reasons

Even thoughthe conventions of subtitlingnay originally not have been based on
studies,it has always been necessary tosider the features of the mediwvhen
subtitling. The challenges of subtitling are the same regardless of the landunagpe.
featuresof the mediumthe technical and sual constraints and advantagesstriction
of time and space and the presence of moving picture,igigertantguidelines for
different conventionsThesefeaturesneed to be takeimto account when subtitling, but
there isalso room for alternation, whictresultsin various conventionsDifferent
convantions again,guide the subtitles in differenitanslation companies, countrie

reception andanguage areas

When the dialogue structure and the changing picture are adtec translation
process(or the other way roundit becomes challengingAn experienced Finnish
subtitler,EskoVertanen(2008: 152)dentifiesthe time, space and reading speed as the
most important factors influencing the way subtitles are creSwu6ter(2005: 3031)

adds to the listhe speed ofhe dialogue and the moveants ofthe camera, that is the
picture,b u t , al so, i n | i the readimgtspeed\bé the deweasn 0 s

features that the subtitler needs to pay attentioAdoording to himjt is important tit
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a subtitle flash does nottome beforahe dialogue ling nor too much aftem orderfor
the viewer to be able to follow the film. The spacedobtitleflashes in the picture is
also limited.Schroter continues bgemarkingthat n Western Europeubtitle flashes
appear mainly in one or two lin@s$ the bottom of the screess the space and time are
limited, the font of the subtitlesr the typographyhas to beclear and so has the
punctuation.The imporance of typeface has also beemphasized bylan Ivarsson
(1992: 54)in his handbook for suliters The amount of information subtitles can

comprise thus, usuallyesulsin condensatiomnd omissioa

The different featurestime and spaceare closely interlinkedas shown aboveand
may, therefore,overlap This is confirmed, for example, I[§chroter (2005: 33)This is
also the reason why, in the followintpese features cannot alwalysclearly separated

even though the intention is to approach the concept of time first

Time and timingare central features of subtitling, and of thegertanen(2008: 152)
regardstime as the most importanhe Subtitle flashes canstayon the screen only a
certain timeandthere aranany issues that affetite point intime they can or should
appear. For exampléhe point of the dialogueaffects the ime thatsubtitleflashes need
to appeato be ready the viewer(Pedersen 2007: 44);samplepointtakes less time to
comprehend than a more complicated one.

In addition,as stated earliesubtitling in different media follow their owtechniques
andnorms(Pedersen 2007: 35). This is partly due to the fact that reading speed varies
according to the media and audienEer example, people read film subgsifasterin
cinemathan onthe video, and children read more slowly than adults (lvarsson 1992:
37 45). According to another Finnish subtitler and subtitling teadViarko Hartama
(2008: 193)claims that the film subtitles may be even %0 fasterthan television
subtitles A common faabr for the different media jshoweverthat the subtitler has to
consider that readers read more slowly than actors talk (Schroter 200%in3ig is
important in thatsubtitle flashes needto follow thetempoof the speech, that is, they

shouldappear on the screen exadhthe time that the dialogue line takesb® spoken



38

(Vertanen 2008: 152). Rhythm, visibility, layout and sequencing are the general
requirements fouserfriendly subtitle display (Perego 2008: 212).

The audience has to hatmne to read the subtitles relatively comfortabhut there still
exiss somewhat different recommendatioSshroter 2005: 32nd Pedersen 2007: 44

cf. suggest thathe exposure time of subtitflashes isspecifiedasthree to five seconds

for one line and four to six seconds for two lindsrtanen(2008: 151)agrees witlthis

and states that full length ondiner on TV needs tcstayon the screen fawo to three
seconds and a full length twimer for four to five seconddt has to be born in mind,
though, asSchréter(2005: 32)and lvarsson (1992: 38point out thatshort subtitle
flashestake relatively longer to readokecause the shortest exposure time should be 1.5
seconds and Ivarsson in fact, concludes that twdiners are better than otli@ers.
Vertanen (2008: 151) suggests that the minimum reading time tovée fgpr a one

liner should be 1.0 seconds.

It should also be taken into account that people and their reading skills are different.
Schréter (2005: 323laims, thoughthat different reading speeds, within certain limits,
can be imposed on the viewersjt lihat they have to be set at the beginning of the
progranme (cf. alsolvarsson 1992: 345) andshould notbe changetater on There is

yet anothertime-consuming factothat should not be forgotterthe time needed in
between the subtitllashes Ivarsson(1992: 38)haspointed outthat subtitle flashes
cannot be displayed straight one after the othied,a noticeable pause is required for

the eye to register that the subtiteeshhas changed.

The required exposure tinté subtitleflashes does nodependonly onthe information
content line division and reading speed of the target audidndealso orother factors
which may increase the required exposure t{fdedersen 2007: 44pedersen explains
that for examplea complex lexis and syntatake more time to read. In additiomhen
a large partof the information comesthrough the noiverbal channgl that is picture
and soundthe audience needsore time to concentrate on themd has less time for

the subtitles
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On the screerthe placewhere subtitles can be locatedimited as well.As Vertanen
(2008:151 154) has pointed outsubtitlescannotcovertoo much of the screen ntre
face and especially the mouthf the actor who speaks As stated aboventerlingual
subtitles usually apmgar in one or two lines at the bottom of the scréerhe cinema
and on DVDthey arenormally centredwhereas on TV and videteft-justification is
the main standard (Schroter 2005: 31; see also lvarsson 199ZhB4)enefit of using
centred subtitldlashes when there ate/o linesis thatit makes no difference which
line is longer, for it does not affect the readimgnereas in leffustification, the first or
upper line should be shorter for the eye to travel a shorter didiaacsson 1992: 70;
Vertanen 2008: 154).

As space and time are limitedsabtitle flash may consist ohly a restricted number of
charactersPedersen (2007: 48mongst other AVTesearcherassertgdhata line may
consist of only a certain number of characinsl tha usually onlytwo linescan be
usedin each subtitldlash The exact number of characters per line varies according to
different sourcesbutthe maximum is considered to be 36 characters for one full line
and 72 characters fartwo-liner, spaces and pgtuation included (Pedersen 2007i 43
44; Schroter 2005: 32 hetotal number of characters also depends on theiraszer
example an 0i 6 takes | ess dlpaaditienstuttitmah an O m
differences between languages affee lngth of subtitldlashes (Schréter 2005: 34)

For example on the streetis in Finnishkadulla and in Frenchdans la rue These
phrases contaih3, 7 and 11 characters respectivalydthe Finnish laguage structure

is the shortestThe following examples from the film Hearts in Atlantisillustrate

conventions of DVD subtitling.

The first exampleof what concers the basic structure of DVBubtitling (Example 7,
Hearts in AtlantisScene 14: Dool i no s andiedemonstragtepotht he us e
the alignment and line division. Here Harry Doolin, the bully, picksGQarol on the

street.
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DI

| asked you how your tits were comir@h, | wanna feel for myself.

FIS

BT

Kysyin, miten tissisi kasvavat.
Nyt haluan kokeilla.

| asked how your titare growing.

Now | want to try.

The example showthat thesubtitle flash is centred which is customaryfor DVD

subtitles(Schréter 2005: 31and thus, it is not relevant which line is longer because the

eye takes the same time to travehe flashis alsoa twaliner, which, asalso noted

earlier, areconsidered to be easitar the viewerthanoneliners (varsson 1992: 38

| v ar sramamkdn ®ne and twaliners that short subtitles take relatively longer to

read and that he, thus, recommends dise of twdiners, cannot be dismissedven

though his claimconcerns TV and cinema subtitlingpecause DVD subtitling has

features from both.

The change otthe mediumfrom spoken to written requires editifigondensationand

maybethe omission of cedin features of spoken languag®r example repetitions,
fillers and redundant elements (Schroter 200538538)a r e

of ten

omi tted

the previous exampleln addition also pronouns, conjunctions, proper names and

certain responsive expressoare often omitted (lvarsson 1992: 9AJl this affects

alsothe syntactic structures; simpler structures tend to be shorter (lvarsson 1992: 94)

and thus better for subtitling.This is demonstrated in Exam@e(Hearts in Atlantis

Scene 3HappyBittday) wher et Bebbygdstmci zes Tedods
)
DI
-Yes, but they don't match, do they?
FIS BT
-Ne eivét soviyhteen. -They dondt m

a

u
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One of the consequencest t h e comstrainiss thus condensationThe subtitles
cannotalwaysinclude all the informationf the originaltext (Schréter 2005: 34)which
naturally affects also syntactic structures of the traedlegxtsand makes thersimpler
and shorter (lvarsson 1992: 97his is demonstrated by Exam@dHearts in Atlantis
Scene 14: D whereboth iasslasoesdehavee)fsame way: the redundant

el ement s O Wh yjustbarenléftouty oud and O

9)
DI
Why dondét yandfincdcootjust whatel dogmy..
FIS BT
[ é] (€]
-Tule ottamaan selvaa, mita tiedan. -Come and find ouvhat | know
FRS BT
Viens écouter Come to listen
ce que je sais vraiment. what | know for true.

The example also demonstra@sther areaf conventions namelythe line breaks.
Ivarsson (1992: 7I72) affirms that when words areonnected either by logic or
grammar, they should be written on the same line if possible, and also sentense break
should be respected. He stresses that good line breaks facilitate the reading and
understanding of the text for everybody, and that theyeapecially important when a

new sentence begins. Also Vertanen (2008:1158) stresses the sanp®int He
explains that every screen textsubtitle flashneeds to be a coherent entity whether it is

a one or a twaliner. If the spoken line does not fnto one full twaliner, it is to be
divided into logical, unambiguous unities of ideas, and spread over ssubtéle
flashes

In some instances, though, it is not easy to follow these, anedssome line breakseed
to be challenged. This is demgimated through the Finnish subtitlashwhere thenoun

p h r disnedvaatteisiid(BT: ino n embost h e r 0)3s divided dndiseparate lines
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in Example10 (Hearts in Atlantis Scene 14Dool i nés secret) wher e

Harrythathe knows hisecret.

(10)
DI
Tell me if you see someone all dressed up inyourewottb s c¢c | ot hes
noone is looking?
FIS BT
Naetkd jonkun pukeutuneena aiting Do you see someone dressed hi s mj
vaatteisiin, kun kukaan ei katso? clothes, wha noone is looking?
FRS BT
Estce que tu voi Do you see someone
mettre | es habi wear the clothes
alors quoéil s when he thinks he is alone?

This breakageof a noun phraseould have been avoiddy dividing the text into two
subtitleflashes as French
Naetko jonkun pukeutuneena [BT] Do you see someone dressed

aitinsavaatteisiin, in his motherds cl o

kun kukaan ei katso? when noone is looking?

In addition to the above, thme division and the structure of subtitles are also affected
by the dialogue structureAs Ivarsson (1992: 100A.01) explains a separate line or
subtitleflashmakes it atar who is speakindde points ouytthough, that when the speed
of the dialogueincreasesrapid subtitleflash sequences are harder to read, and he
recommends condensing two lines of different pegpkeakingnto one single subtitle
flash In such case Ivarssonrecommendshe use ofa short dash for both speakers; if
the dash marks only the second speakemay becomdlifficult to use the dash for

other purposedor exampleto indicate continuatian
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If subtitles contain excessive punctuation, thegy become laborious to read. Caution

in use of punctuation is recommended by Ivarsson (1992:11d9 to whom younger
scholars for example Pedersen (2007@fer ta Ivarssonstresses that the purpose of
punduation in subtitles is clarity becausee reader cannot go back thetextto check

what s/he has just read. Even though this is possible when watching DVDs and videos
it is not what viewers normally want to do. Stilivarsson(1992: 115)explains that
different companies may have different gentions He adds thaas film viewersare
accustomed to certain wayi$ might not be advisable to chantie existing rules, if

they work properly, but tacomply with them. The Swedish Television, SVT, for
example, restricts the use of comma onlyfdoilitate understanding ando clarify

content of the text dregardingthus,the rules of grammaltvarssonadds

Further challengesyhich Schréter (2005: 37) refers to, dematures related tdialed

and pronunciation thaihay be difficult to trasferfrom speech into subtitleand others

includevulgar elementsuchas swearwords and obscenitigheseare oftendilutedin

the subtitlesbecause in written language they appear more offensive than in spoken
language (Schréter 2005: 38; Ivarsson 1998)1rarsson ipid.) advisesthat vulgar
elementsshould not be translated literally, but tlsebtitler needsto find softer

idiomatic counterparts for thenThe few vulgar elements iHearts in Atlantisare not

very strong, noare theyfrequent andtheefore,do not pose a relevant problem for the

subtitlers Nevertheless, when they do occur, they are relevant to the pldhagdeed

to be translateth some wayAn exampl e of this can be foun

secretExample 1}, where Harry hs challenged Bobby and Bobby scolds.him

(11)

DI
Stop me, fairy.
[ €]
Bastard!
FIS BT
Estad minua, hintti Stop mefairy.
[ €] [ €]

Kusipaa! Pisshead
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3.2 Finnish and FrencBubtitling Gnventions

As the present study concerns the differences legtw@nnish and French subtitles, the
similarities in relation to the above conventions will only be briefly commenteBan.
example,when the subtitles were compardubth translationsvere found touse the
same typefacewhich is easy to rea®oth subitles arecentred as is common for DVD

subtitles The discussion will start with the issue of timing

One of the basic rules of timing is respected in Batimish and Frenchubtitles aghe
flashes are not showrbefore the dialogue lirsestart, nor tco much after In addition,
there is a sufficient break between the flashegHerviewes to beable to follow the

film easily.The time the subtitle flasheakie is demonstrated in Example (EHearts in
Atlantis Scene 4, What all kids wantyhere the e division between the two cuts
differs significantly: the Fnish has three twdiners whereas th&renchhas four one
liners and one twd i ner . The OObet wete heldbusecoris. Whas me as
French oneliners take 1.4i 1.8 seconds each, whidh close to the recommended
minimum (1.07 1.5 seconds) even though the shortest line is 24 charactersreriod F
two-liner takes 2.5 seconds, whidiso falls just within the recommendation. The
Finnish two-liners take 3.8 5.5 seconds, which iwell within the recommended time
limits. Both subtitles are readable, but thmriish ones stay on longerand may,
therefore,be easier for the viewer to read. The Finnish line division also gives the

viewer more time to focus on the picture.
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12
DI
(M) Well, Bobby, Mr Biderman is swamped and has to work late, and needs m{
do the same. So birthday dinner at the Colony is off.
(B) Okay, Mom.
M There are |l eftovers in the friiddphe
and
bobby,/makes ur e [ €]
FIS BT
/ /
Herra Bidermanilla on kiire Mister Biderman is busy
ja hén pyysi minua jgamaan ylitéihin.| and he asked me to stk ovetime.
Joten paivallinen on peruttu. So dinner is cancelled.
-Selva. -Right
Jaakaapissa on tahteita. There are left overs in the fridge.
Tulen kotiin ennen nukkumaanmenog I 61 | come home |
Muista/[ é ] Remember|[ é ]
FRS BT
/ /
M. Bi der man est Mr . Biderman i s
et il mbéa demar and he has asked me to stay.
Le d " ner dbéanniyv The birthday dinner at Colony
est ° | O0eau is watered down.
Il'y a des restedans le frigo. There are left overs in the fridge.
Je serai & pour te border. 16l | ?e there t
/

In this study, the timing aspect of the subtitles cemparedby studying their
segmentationthat is, the length of subtitle flashes and tl@irsion into one and twe
liners. This is demonsated by the following Example IBlearts in Atlantis Scene 14,
Dool i n 6 whers Elarry [Boblin and his friends bully Bobby and Carol on their

home street, addressing first Bobby and then Carol.
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(13

DI
Stop me, fairy. Be a man.
| asked you how your tits were comir@h, | wanna feel for myself.
FIS BT

Estéd minua, hintti. Ole mies.

Stop me, fairy. Be a man.

Kysyin, miten tissisi kasvavat. | asked how your tits are growing.
Nyt haluan kokeilla. Now | want to try.
FRS BT
Batstoi, tapette Fight, fairy.
Sois un homme. Be a man.

Alors, tes nénés poussent? So, your tits are growing.

Je veux vérier. | want to check.

As it can be seen in ttebovee x a mp | e, Harryodos speech i

subtitle flash, and the Finnish and French subtitling have solved the problem in a

differert manner. The fenchis shorter peiflash while the Rnnishis longer, butthe
Finnish needs only two subtitle flashes whedlee French needs four. Thisaturally
affects also the time they appear on the scraeorter reading time is given for the
French viewerger subtitle flash (1.0, 1.0, 1.7 and 1.6 secoads)a longeronefor the
Finnish (2.8 and 4.3 seconds). Gottlieb (cited in PedeBg4v: 44)has introduced the
12 cps rule, which means a limit of 12 characters per sedtglis not respéed in the
French subtitlesabove. For example, the first line contains 18 charadheisding
spaces and punctuatiastheyalsouse space. The line division of theench subtitles
with the oneliners resembles cinema subtitlindpere readingnay befaster than orthe
video and TV (lvarsson 1992: 13(till, both subtitlesalthough imposing different
reading speeds, are logical gnatsue tanaintain the same speed throughout the scene
as Schroterhas recommended (@8: 32). Tme and space togetherfihe largelywhat

appears in the subtitles

S

t

(OJN0)
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The Finnish and French subtitles lééarts in Atlantisappear mainly at the bottom of
the screen. At the beginning of the fitharing the first two scenes, some of the subtitles
appear at the top of the scraarboth languagebecause the lower space is occupied by
credits. Even in thesaryingconditions both subtitlefllow the same conventiorasd
remain centredas customaryfor DVD subtitles (Schréter 2005: 31)Further the
maximum number of characterserp line in both languages stays under the
recommended 36 characters for one full line and 72 characters forlméwspaces
and punctuation includeevhich is in line with theecommendationsf Pedersei{2007:

43i 44) andSchréter(2005: 32.

Differences regarding the number of charactecsin also be approached through
Examplel3 (Hearts in Atlantis Scene 14, ,dDtbedldtter padt sf it, svleeoer et )
Har r y | aslked you fér how your tits were comir@h, | wanna feel for mysed.

In thispassagé¢he French subtitlelsave, on averagefewer characters pdiashthan the

Finnish version eight in total. The constant difference in the number of characters
suggests t h2005: 38)claim that etlre€e stypes of differences can be
explaired by thestructural differences between languageght be true. In the case of

this particular example, the claim isowevernot justified. f Harr yés first se

asked you for how your tits were coming wer e transl ated i nto Fi
closely as possib)Janai nt ai ni ng fl uency, they would re
ti ssisi kasvavato and fAJe todai demand® comr

characters would be 43 and 42 respectively

Hence, inpracticemore relevant thastructural differences are often the choices of
expression; partly the choice of what has been omitted and what said and partly the

choice of words and the mannarwhich the essencef the dialoguas expressed-or

exampl e, o1 a s k e deplaganl inbFenthavs t he VAl besed [ So]
Finnishi t is translated by O6Kysyindo [ asked]
spoken interjection 060OhO& hasThenEnmglishpheasen t r an ¢

refers to an earlier Scene 12, wherary had asked the same question when cycling

by, thereforethe Fnnish subtitlehelps the viewer to recall the earlier incident, whereas
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the French subtitleeliesmore onthe v we r s 6

m e suggesys thagh average

the Frenchsubtitlesmayinclude more information than théniRish

When comparing the subtitles, several differences are found in what is translated into

the subtitles and howAs already pointed out aboule amount of information subtitles

can comprisevithin the time and spacéniits results in condensation and omission

These strategies are also causedhgychange ofthe mediumfrom spoken to written.

This is demonstrated in Example [Hearts in Atlantis Scene 3, Happy Birthday)

Tedobds |

where Bobbybés mother criticizes
(14

DI

-Yes, but they don't match, do they?

FIS

BT

-Ne eivat soviyhteen.

-They dondt m

FRS

BT

- Elles sont dépareillées.

- They are unsuited.

Heret he responsi ve

expression

6Yes, but 6

indirect questiorprobably as it i more complex structure. Only the bgsaint,6 t h e y

donot

frequently

, apears i the subtitia both languagemission and condensati@mne

usedh both translations.

Occasional differences catmough,be found also in this arean the second examptd
14, )ti2ool i nds

omission/condensation (Example,}earts in Atlantis Scene

proper name ATedo

S

eft out

from.t he

Both solutions can be justified; onetlone hand, repetition of the name is not needed in

ugaga

the subtitles for understanding, but on the other hand, there is plenty of time and space

for it to appear in tha.

S

Fr

€
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(19
DI
(C) Ted?
(T) Yes sweet Carol?
FIS BT
Ted? Ted?

-Niin, kaunis Carol? -Yes, beautiful Carol?
FRS BT

Oui, douce Cara? Yes, sweet Carol?

For the readability of subtitleq,is recommended that entities shoatit be brokenput
kept coherent.The principles of line breaksare mainly respected in thEinnish and
Frerch subtitlesof Hearts in Atlantis but there is some variation here tobhis is
demonstratedn the Finnish subtitleflash in the following Examplel6 (Hearts in
Atlantis Scene 14, ,dsomferiecto is 3. e Ted reyeal® Harry
heknows his secret

(16)
DI
Tel | me i f you see someone all dr es
no-one is looking?
FIS BT
Né&etkd jonkun pukeutuneena é&itins{ Do you see someone dressed hi s m
vaatteisiin, kun kukaan ei katso? clothes, when none is looking?
FRS BT
Estce que tu voi Do you see someone
mettre | es habi wear the clothes
alors quobéil s when he thinks he is alone?
Her e, t he ntmsdirnvaatiisino pse AP s mo tihdvidédon c |

separate line®f 34 and 33 characters, which lies within the Finnish conventions of

about 33, 34 characters mareline. As Finnish is a relatively flexible language in terms

ot he
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of word orde?, maybe another solutiocould have been foundn somesituations, the

only answemay be to choosketween twaleficientsolutions In the Fnnish subtitles

the sentenchasbeen ket togethey but the nourphrasehas been brokeonto separate

lines,while in the Fenchonesthe sentenclas been dividedhto two separate subtitle

flashes, a featuredrequentlyusedinthem As t he phr aes@® iOsnoit mepo®sta

for the plot, itwould have beerelatively important to keep @n the same line.

As can be seen from eéhprevious examplesulstiting of the Finnish and~rench
versionsof Hearts in Atlantiollow the conventionintroducedby Schréter (2005: 30
31) of havingno more tharmone or two linesper subtitle flashAt the same time,
relevant differences are fodnn line divisiors. The following example concerning the
issue(Example 17 Scened: What all kids warjtis a case in poinHereBobby and Ted

meet for the first time, on the verandbenBo b by 6 s mot her i s not pre
(17)
DI
-Evening, Robert. Or shuld | say Bobby?
-Oh, Mr. Brautigan. Hi.
-1tds Ted.
FIS BT
Hyvaa iltaa, Robert. Evening, Robert.
Vai pitaisikd sanoa Bobby? Or should | say Bobby?
Hei, hra Brautigan. Hi, Mr. Brautigan.
-Ted. -Ted
FRS BT
Bonsoir, Robert. Evening, Robert.
Je devrais plut6t dire Bogl? Should | rather say Bobby?
M. Brautigan. Mr. Brautigan.
Appellemoi Ted. Call me Ted.

® Finnish is an agglutinative language, which means that it has affixes and other kinds of
endingsglued to the stems ofavds.
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The line division of the Finnish subtitlesand the French oness clearly different
Throughout the filnthe Frenchsubtitlesshowpreference for onrénersandthe Finnish
onesfor two-liners. This is sucha dominant difference between $eeubtiles that a
more precise calculation is need@&tie numbeiand typeof subtitle flashes in first five
scenes oHearts in Atlantisis presented in Table & is noted that therEnchsubtitles
have almost twice the number of dlireers than the iRnish(152/80). In total, 3/2 of the
French subtitlesre ondiners, whereas the equivalent ratioRimnish subtitless 2/3.
In all, Frenchhas 60 subtitiélashes more than theifnishversion.

Table 2. Number of * and 2liners in Finnish and French sulsil ofHearts in

Atlantis
5 SCENES FIS FRS (TOTAL)
1-liners 80 152 (232
2-liners 114 102 (216
TOTAL 194 254 (448)

The division of dialogue into subtitle lines and flashes has its effect also on punctuation.
Despite the recommendatiortbere are differences in the conventions of punctuation
between these subtitles. These conventions tend to follow the grammar rules on
punctuation of the language this study In the following,the main differencesn the
punctuation of theFinnish andFrench subtitles irthe film Hearts in Atlantisare
discussed briefly The first caseconcernsdashes, which is demonstrated through
Example18 (Hearts in Atlantis Scenel4, Do o | i n § whersTed tells Harry to
apologise to Carol and Bobby
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(18)
DI
(T) Y o u 6aing to gpologize t€arol and Bobby.
HI dondt think so.
(MShal l | t el boingto apolagik€y youdr e
FIS BT
Pyyda heilta anteeksi. Tell them you are sorry.
-En usko. -1 dondét thin
Kerronko, miksi teet sen? Doltel, why youore
FRS BT
Tu vas leurfaire des excuses. Youdr e goi ntgthemo
-ta mO®t onner - It would surprise me.
- Tu sais pourquoi ? - You know why ?

In French when a subtitldlash includes twoutterancesthey are both marked with
dashesas recommended by Ivarssgh992: 109114). In the Finnish subtitles a
different convention is followed: the first speaker is not marked with a. dashe
FRSs thedash isalso followed by a spaaghich theFISsdo not haveSpace isavery
limited assetin subtitling and shoulgd hence be usedsparingly The sameextraspace
can be found ifFRSsbefore question marks, exclamation marks and cof@nghe one
hand, heseconventions on the use of extra space follow the gramnies nf these
languages, and their claritgr the readéviewersis largely a question ofhat they are
accustomed toOn the other hand, if the extra spagere not used in subtitlingthis

would havegiven morespaceor translating the dialogue

Finnish subtitlesise the dash also elshere When separated by a spaceta end of a
subtitle flash the dashindicatesthat the sentence continues to the next subtakh
Nonetheless his does not cause confusion in the reading of the subtitles & caen

in Examplel9 (Hearts in Atlantis Scene 3, Happy birthday)
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(19
DI
He left a rather large stack of unpaid hilighich | have pretty well managed to ta
careof6cause people have been very unc
FIS BT
Sel& ison kasan laskuja, And a huge pile of bills,
jotka sain maksettua that | managed to pay
koska ihmiset ovat olleet because people have been
hyvin ymmartavaisia. very understanding
FRS BT
Il a laissé un sacré paquet He has left a sacred pile
de factures i of unpaid bills...
don®ai jr ®ussi ° that | have managed to win...
parce que les gens se sont montrq because people have shown themseivée
tres compréhensifs. very understanding.

The Rnnish way of marking asentence that continues to the next subfiish is
recommended by, for exampl®ertanen (2008: 154)while the Fench usage of
suspension dots (...) insteddr the same purposenay beconfusingfor those not used
to it. In some cases, thoudie Fenchusages moreeasly justified, even though not

required as in Examp[0 (Hearts in AtlantisScene 14 Dool i)nds secr et

(20

DI
Ri chi e OO6Rour k dand HatirylDbolind h8h eathmarly t r/i o
FIS BT
Richh e O&6 Rour ke Richie OO6Rour
Willie Shearmarija Harry Doolin. Willie Shearman an#ilarry Doolin.

St.Gaben epépyha kolmikko. St.Gabés unholytrio.
FRS BT
Richi e O6Rour ke, \| Riche O6 Rour ke, Wi |
/
et Harry Dool and Harry Doo

le trio infernal de Saint Gabeé. the infernal trio of Saint Gabe.
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Even thoughhe Fenchsuspension de hereserve the purpose aiforming the viewer

that the phrase continues, they atseate suspensm the name of Harry Doolirthe

head of the bulliesThis way theyemphasiseéhe effect of thedialogue and picture

which is also done througlhe line division where the focus of the present study lies.

The dash would be a more neutclbice; of course, those of tikeench viewers Wwo

are used tohe suspensiomlots, most of them being used to dubbiwguld be likely to

interpret the effect differentlyOn the other hand, thénnish subtitlesdo notcapture

thesuspense of the shdiut rely on the effect of the picture and the sduThe Finnish

use of thetwo-liners seems to outweighe emphasis of the scen&.simple solutionto
avoidoverlookngthe emphasi’oul d have been to put Williebé
andleaveHar y6s name al one opagtheuliites@mecantecahy especi

thus it is not important for the reader whiolithelinesis longer.

Differencesbetween Finnish and French subtities found in many different areas
can be seen in the above examplessummarize, thé&ming of the subtigs is faster in
French the number othe characters per line iewer in Frenchthan inFinnish, the
Frenchsubtitles tend to include moneformation than the iRnish ones, the Rnnishhas
more twaliners than ondiners while the Fenchhasthe oppositeand finally, the use

of dashes and suspension dots diffeetween the two languages.

Amongst these differencesthe prominent ones aréound in line division and
punctuation. There are recommendations reggrdpunctuation, for example by
Ivarsson(1992: 109114). He has said that it is difficult for the audience, who is
accustomed in certain wayd punctuation to relearnnew conventiong of course
learning ofen is also a matter of wilAs punctuation haslreadybeen studiedbefore
and aghereis a significant difference between tliision into one and twaliners of
the Finnish and Frenchubtitles,the latter waschosen as thsubjectof the present
study. In additionthere ishardly anycomparative researdnto line divisionand its
relaion to the picture
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4 INTERPLAY OF THE VISUAL AND THE VERBAL

Human beings are psychological and physiological creatures. All the physical senses,
hearing, sight, feeling, scent and tastes not only connected with each otHaust also

with the emdional and intellectual sides of being a humislikko Lehtonen (2008:30

33) explains how senses reflect culturhat people register of what they hear and see,

is partly culturebound. He also claims that the contemporary view values seeing over
hearing.Audiovisual channels, abey imply the three sensdsave become an effective

and important media of communication for modern people. This is also why in

subtitling, it is important that the text is in harmony with the image and the dialogue.

In a subtiled film there are three texthe dialogue, screen texts and subtitles which all
need to be in balance with the pictuiiis follows the multimodal theory Anthony
Baldry and Paul J. ThibauR005: 20i 21) according to which alsthe picture can be
seenas one form of texin the present study, tltBaloguerefers tothe spoken language

in the original film,the screen texts mean the written information given in the picture
(for example anewsgaper cliping) and subtitlesare the written translation othe
previoustwo addedto the film. The basic difference between the texts is that subtitles
are dependent on the other two texts, but not the other way around. Dries3(li BH#p:
recommends, though, that future screen translation should be taken motsmiceady

in the early stages of creating a film.

In our situatedworld (Andrew Tolson 1996: x), whereour immediate physical
environments the scenehe relationship othe6 pi ct ureé, that is, the
seen, andhe dialogue, that ighe speech, may sometimes seem rather absuod. F

example, two people interacting certainsurroundingd or m t h e andwhatct ur e 0,
they say, or do not say, forms the dialoghie.example Two women, friends, meet in

the street in order to go to thanema.One of themhas been shopping and wears a new

dr ess. She asks: AHow do you | i ke my new d
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it i's such a <c¢l oudy dterncehat dasyapparentlylno s an s
connection with the situatioar the picture However, &erything, even silence, has a

meaning.In the contextt h e f r i e nadle snterpreted weseveral wayshe did

not hear what the o#n one asked, or she plays tihecause she cannot think of

anything nice to say so quicklyt she does not even intend to answer anything because
shedoesnot like the dress and hopes the friend will not ask agaishe is afraid the

possible rain will destroy the beautiful new dre¥g¢hatever the interpretation is, the

friend needs to reaoghmediately she cannot think beforehand.

I n contrast wit Imfilmhshhe dialoguedcredn textseandissbttlesnaee 6 [
premeditated and pneritten. They needo be clearer and more straifgittvard than in

the situated worldn order to déver the intendednformation to the intended but
versatile audienceln addition, their relation to the picture designedto form a

functionaltotality.

According to Kress (2010: 32), fcommunicat:
point of dscussion in what follows, and this will be followed by the exploration of the
co-operation of picture and dialogue, and, finaltife relationship of picture and

subtitleswill be looked into

4.1 Multimodality

The world of communication has changegngiicantly in the course of human history.

It has changedspeciallyrapidly in the last decadasd is still changingsKress (2010:

5i 6, 80) explains.He considers this as one of the reasbakindthe increagd interest

in multimodality in the last dmadeand seeshe shift from the book and the page to the

screen as one of the most important semiotic effécB.i f f er en't modes off

potentials for malkresn2plOm8ani ngo, he adds



57

Modality receives different meaningsut it alwaysefers to thequality of somethinglt

can be approached both through reception and the objects of reception. For example,
Jukka Korpela (2008)explains that in communicatiprmodality means a fornof
presentation and reception and often refers to commatimicthrough different senses.
Multimodality, then, means that there are severabearfses involved. A somewhat
different approach is provided Baldry (2000a: 11, 22; Kress 2010: 15, 2¥8)o sees
multimodality as meaningiaking through a combined use s#miotic resources, for
example picture, voice, music, kinesics, text and culture. He specifies that language is
only one component in this interplay. Multimodal studlyen, considers multimodal

texts as more than only hazardous combinations of wrighand visual supports,
Baldry continues. In addition, the modern technologgnted society has learned how

to represent and understand meanings in these increasingly complex combinations of
thevisual and verbadtimuli. Context is an integral part afeaning in all level¢Baldry

and Thibault 2005: 2).

Films are complex premeditated webs of meaniigsth aspects ofthe film, the
auditive andhevisual carrymeaning, this is whythe structure of the subtitlesn also

be assumetb have a meanin@Perego 2009: 58Kress(2010: 59)claims that a social
semiotic theory of multimodality can describe amdhly® all signs in all modes as well
as their interrelation in any one text. AlSaldry (2000x 11, 24) suggests that the
meanings of many texts gl beanalygd endlesslyreferring tothe interplay between
the various meaningiving, multimoda) resourcessuch asvords, images and sounds
Multimodal transcption and text analysis develop systematic approach to
understanding how combinationstbeseresourcesnake more meanings together than
any of them can make alongdaf/Lemke 2005 xi). Also Baldry and Thibault (2005: 6)
point out that in a multimodal texto resource ever functions alohe.addition, Kress
(2010: 1 92 stresses that athe resources of a text have a function that would be
difficult to be replacel by another He explains further that théyout, that is, the
disposition of elements in a framed spackpes n@dbr 6ndmpi ct 6 but

semiotic elementgand their r&ations A multimodal approach to the analy$ this
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thesishas been chosen even though only two resources, the subtitle division and the

picture, are included as resources in it

Multimodal approach has been chosen because the present study istidesang

focuses on completed subtitles. In this it follows the theoretical framework of the
systems theorists (cited @hesterman 1997: 3@7) whoses 't ar t i ng failoi nt I s
accompliof t he t r an s |ltaids @dhe originaliThe systns théoists pre

interested in what translations are like, not what they should be and multimodal theory

gives the tools for this approach.

The purpose of mltimodal text transcriptions to transform a multimodal video
recording into a written and visugecord which indicates which semiotic resources are
used and how in order to produce the overall meaning of th¢Tiektault 2000: 3101
312). Some discourseriented transcription practices privilege the linguistic resource
and consider otherdor exanple the gaze and movemengs minor paralinguistic
elementsrathersomethingof equal importancas doBaldry and Thibaul{2005: 20)
Thibault (2000: 311312) claims that his transcription procedure stk reveal the
mul ti modal basi s ngof the Ipresentt sudyt thes muhirecaat |

transcription is used to study the relationship of subtitle division and picture.

Thibault (2000: 312Baldry and Thibault 2005: 2Ieminds hat the term multimodal

recognies the many different classes of mearnimaking resources rather theagards

them as one general class. Meanin@eordingly,the result of the ways in which the
combination of the resources, for examfhat of the subtitle division and picture,

producesa new relation which cannot be seemlyoas the sum of the two viewed
separately. InT h i b awel,tniulimodal transcription musalso distinguish the

resources in analytically useful and relevant waysorder to fiprovide clear and

accessible criteria for showing hosvfferent resourcesco-contextualizee ach ot her 0.
For this,Baldry and Thibault (2005: 11) introduce the notiortloisteras a multimodal

unit. As an example they preseahe speech bubbl@sed incartoons, as they include

different sources of meaning like language, curved straight lines and space. The
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same notion can be seen to refer to subtles t hey al so are fAr ecooq

subunits that carry out specific functd.i
2005: 11) A subtitleflash, a subtitle that can be ese at one time, in Western traditian

oneliner or a tweliner, is, thus, a cluster

ons

Multimodal text analysis specifies gnuh this sensei s ol at es @Athe speci |

systems and the choices from these that cantrie t o t he me(ahiaulh g o f
2000: 321) This means thahe separation of the sources does not mean the separation
of meaning of the text, rather the meaning is the composite product of-teployed
resources. Thibault states that it is possithlat the different modalitis produce
conflicting meaning®f the same text. He talks abdwdrmonizing in order to minimes

this conflict, butit can be argued whether this should always be the goainflict
combined to the cdeployment of the sourcasan be seen agne of the reaning

building devises.

In multimodal analysis the text needs to be segmented into appropriate units, which
typically in films, television advertisements and news broadcasts has followed the shot
division. The shots vary in lengthnd the cuts creatbe rhythm of the film Theovan
Leeuwen 1985: 22@21). Thibault (2000: 319) sees a problem in,thiistly, because

this segmentation focas on the visual unit, secondlgecause the sh®ofre often
longer than the other meaningaking unitsand thirdy, because¢he notion of the shots

limits to a partwhole organizational structure.

The analysis of theresentstudy follows the shot divisiobecause the cuts are clear
points of potential discrepancy in the subtitle division elicited in severalestuzh
subtitling. Thibault (2000: 31820, 326 admits, though, that the traditional
segmentation into shots works with film, even though it does not work well with the
advertisement hbasstudial. It is still good to remember, as Thibault points outf tha
the structure of the text, in this case the film, does not only consist of alternating shots
but of sequences of alternating turns between different v@odssoundssuch as

speech and music. Hearts in Atlantis for example, when scene 1 changescene 2,

t

f
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thedialogueat t he graveyard starts bef(ssanel)t he sh

to the graveyar@scene 2)

As shots are visual semiotic clustefhibault (2000: 320330) presentphasesas an
inter-semiotic notion which includes diversemiotic resourcef?hases are functional

units which contribute to the overall meaning and organization of the Nxtover,

the meanings of different phases relate to each other and together to the text as a whole
Shots and phases function on diffaérivels of meaning(Baldry & Thibault 2005: 50)

Il n Thi baul 1383 wofd2 hdisCare sub@dnate to phasasd dso shots

need to be linked to each other. This can be done by visual means, as Thibault
describes, through temporal and logic&gsencing, continuity and discontinuity,
subordination and superordinatidrhere arealsoother wayshan the visualo link the

shots, for example both thedialogue and other audigffects can be usefbr this

purpose

Taylor (2003: 191) uses the sami@ision of film into phases, shots or frames in his
multimodal transcription modebs Thibault He has adaptednainly Thi baul t s
methodology to formulate strategies for subtitjihgw the verbal message in subtitles
interacts with the other sources ofaneng T a y | goal Gs40 optimie subtitling

strategies, and haims at thejustification for adapting translation strategigsch as
condensation, deletion or decimatjiomhile his tables include columns for the visual

frame (the picture), the visual age (pcture explained verbally), kinet action,
soundtrack and subtitles§ h e mo d e | used in this thesis i
frameworkas the goal is not to estimate translation strategies but the effects of different
translation choicewith regard tothe picture which will be the topic of the following

section.
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4.2 Picture and Linguisti¢extin Film / Pictorial Link

If one has ever tried to watch a film on muwéthout subtitles, not watching the picture,
or only listeningto the soudtrack,it becomes evident that it gractically impossible
Important aspest nuances and information alest, andthe plot will be difficult to
follow. This is becauseht picture and the dialoguare needed tocomplement each
other Baldry (200@& 11, 15) explains thatlsoin distance communicatiofin contrast

to personal or face to face communicatiadghg human body makes meanings in social
contexts through many semiotic systerasd needshe linguistic, the visual and the

kineticones to comprednd what is going an

A film scriptis written and carefully plannetleforehandin a storyboard it is carefully
shown how the film is to be shot (Elokuvant&dll) the boardalso show how the
picture and dialogue are fitted togeth&his waythe dalogueworks well with the
picture and creates the desired meawgimmbination RobertEdgarHunt, JohnMarland
and JamesRichards (2009: 134.35) point out that thenterplayof each spoken word
and every pictureeed to be carefully considerbécause dilm also speaks through
pictures In addition, the resources of the modesage and text differ from each other
(Kress 2010: 82)The reader / viewer 6s reception compet
the text is more important and fasthers thepicture gets priority while the
combinations are interpreted througm eodvrs life experiences (Mikkonen 2005: 68).
Mechanisms that function between picture and text aregfiamed and multidirectional
(Mikkonen 2005: 70)Yet, they complement each other.

In afilm, the picture issometimesmore importanthan the dialogu@nd vice versa
Mikkonen (2005: 44) statdbatpicture and word are rarely autonomic andependent

units.In his studyhe explores the interaction of picture and word in literature, hisua

® Storyboard: A disquisition on what kind of pictures the film is to be shot. The pictures
of a film are represented in a comikdimanner, so that also the movement is somehow
visualized. Storyboard is made according to the manuscript and the instruction of the
director/producer.
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arts and ionotexts, not film. However, HR005: 9) hopes that his study could benefit

also other areas of researdnd it is partly applicable also tahis study.Of the
interaction of the picture and the subtifldskkonen (2005: 21jinds the interactionof
picture and wordon four levels: 1) within the intertextuality or versioning between
literal text and picture, 2) in the comparisondoimains ofarts orsystems of meaning,

3) in the reciprocal dynamics of linguistic and visual elements in tiluetsre of a
certain oeuvre and 4) in between picture and theoretical literature, for example

psychoanalysis or semioticBhe thirdof thesdevelsis applicable to this study.

In some respectilms are like cartoongviikkonen (2005: 296296) explainghe nature
of cartoons as eertain type of combination of picture and testere picture and text
togethercarry thestoryforward, whichtheycould not do separateljogether they serve
the continity of the story.The epic picture, the epic language anddbmbination of
the epic picture and languag# participate in the interaction that creates the sty

example in films.

Another important concept is the pictorial link, and, accordinifitckonen (2005: 58,

721 73), they fall into three categories. The first one, basel anr tsmairsfidnctions

of verbal marks in relation to picture, is te@chorage(ancrage) andelay (relais). The

first onedescribes how words clarify or simplify theeaming of a picturéy reducing

its ambiguity. The latter the relay,means that the words and the picture complement
each other in a way that, for example, the dialogue not only clattigestorybut also
carriesit forward. This is a function of alteation. The third termsuture introduced by
Mikkonen implies how textual and visual codes create a connection between the
elements and stitches or embeds the viewer as part of the narration. This means that the
function of the interaction of picture andord is to continue actiorthrough the
elements that are brought together, in addition tocimpletion, disambigty and
contrastof the relation of the picture and text.
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Theseabovementionedconcepts form the toolbox for the present study as. Welthe
onehand anchoragean be used to analyse htive subtitle structures anchoedto the
picture andcontributesto its meaningandon the other handelay and suture can be
combined and implemented studyhow the subtitles suturshotstogether wen they
continue across cutdMikkonen (2005: 73)statesthat in a suture the pictureand
linguistic units create identity for the whole entity of meaning. He continues that a
linguistic code brings together separate pictur@sd tle picture combines sepate
texts Alone these twgthus,introduce meanings that are not complete, analsature

they reveal their insufficiencyAccording to Mikkonen the suture is aterm that
describes the dynamics of readinghile in this study,it refers tocertain dymamics

between subtitle structure and picture.

In films, the powerelation of text and picture may altévlikkonen (2005: 331332
suggestswhen studying picture bookshat the hierarchy between picture and word
would not disippear, but that their poweglations may alter even withone book He
continuesthat agenuine picture bookan be compared with films as there picture and

text support each otheaindone cannot exist without the other.

The interaction between the picture and the text in tup@dook can take different
forms. Mikkonen (2005: 33R334) categorigs thesdorms of interactionfor example,

by citing JosephS ¢ h w a foreng &f sollaborationa) congruency, b) elaboration, c)
reduction, d)specification e) amplification f) extengon, g) complementation h)
alternationi) deviation, j) opposition andlienation and k) counterpointOf thesethe
main categoriesare congruency and deviation. Mikkonen points out, though, that
different definitions and typologies are only names ddferent cases of interaction
between word and picture. Henderlinesthat different terms may develop relatively
concrete meanings when studyiagcertain example, but th#teoreticallythey are
ambiguous metaphori line with this some of the termare further modified for the

analysis in this study
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Subtitles canalso be structured in different ways. Mikkonen (2005: 52) notes that

people know how to connect letters to form meaningful units. Similarly a subtitler needs

to know how to connect suldét lines to form meaningful unitsiith the picture

According to Mikkonen (2005: 5%6), in moving pictures as in films, the cooperation

of picture and text is governdwy the seamless sequence of picture and the continuum

of time. He adds that the meaninfjtext and picture withira film is not their sunbut

the outcome of their reciprocal effect, onto which, teader/viewad s | nt eis pr et at i
based

This ceoperation and interpretation starts alreatiyhe very beginning o film. In

subtitling, he source text or dialogue is always in a visual and audible context, which
affects the transl ator 6s wthesdbtitlesmas Gittmenn s f er r |
(2008: 4547) explains. The coperation ofthe picture and text startsnothe cover of

the DVD,wherethe title isassumedo reflect the essence of the story aaldo,to be in

harmony with the picture of the coverhese suggedhe most importanpoints of

identification, visual concepts and the atmosphere of the.work

Oi t t i nmisihinevdth Tdina Holopaine® §quotedin Paljakka 2010¥tatement
according to whiclsubtitling consists of aolistic translatioal communicationwhere
picture, sound and text are equally importdfden though subtitles and picture are
physically clearly separated in filmit does not mean that they would be separated
functionally Baldry & Thibault 2005: Y. The first impressiorusuallyis that picture
and dialogueshould complement each othéut Oittinen(2008: 56 63) discusses the
different vaiations in tkeir relationship sometimes the picture and the text or dialogue
may challenge each othetill, it is true that mages have a great impact on the
formulation of the textas Perego (2009: 6%9 notes She says that thsubtitler
fiverbalizes image® whenever space ariine constraints allow for it, meaning that the
translator, when possible, adds important factors from the picture into the suSttes.
adds that thecodification of nonverbal information ismportant in subtitling and

deseves to be taken into accounh@n subtitlingbecause it can help the audiemdso
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is simultaneously watchindistening and reading and which often cannot understand

the original dialogue.

Still, it is not always selévident, whether a scene is to bétgiled at all. Where is the
limit, for example when the dialogue is barely audiflehat is or has bedhe intention
of the film director? For exampleAtom Egoyan(2004: 7275) has interviewedhe
filmmaker Claire Denis about a scene in her flimday Night that in her opinion,
should not have been subtitibécause the dialogue was faded out in order not to be

heard or well understood by the viewer

Synchrony betweera subtitle flash, speech and picturare inclose connection with
timing, and theyneed to be in balance. Ivarsson (1992 50§ presents some basic
rules for this. Firstly, when a new character starts speaking, the stibsteshould
appear preferably with a quarter owth a secol
the speakerWhen the same character continues, the subtiieh may appear
simultaneously, but never before the utteean8econdly, there is no reasahy the

subtitle flash should end when the utterance ends, unless another sélbstieshould

start or the scenchanges. Thirdly, the subtitles should not be shortened or tampered
with unnecessarily, that is, unless restrictions of time, place or other factors require this.
It is always good to keep them as close to the spoken as possible. Lastly, the text also
has tobe synchronsed with the picturelt is expected that there is some fluctuation in

the interpretation of these rules, which will partlydfénterest alsan this research.

So, what is the relation tveeen subtitles and the pictur&fkkonen (2005: 3601 361)
talks about the change in the level of objectivity and subjectivity bettheamsual and
verbal messagé the picture booksfor children. In thesame way the structure of
subtitles can be more or less objeetin its relation with the movingigture in a film.
Zoé de Linde and Neil Kay (1999: 48) strédsssynchronicitybetweersubtitles speech
and moving imageln the following sectionthis link between picture and subtitle

structure irthe case ofhe film Hearts in Atlantigs analysed
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5 PICTORIAL LINK IN FINNISH AND FRENCH SUBTITLING OFHEARTS IN
ATLANTIS

The hypothesis of this studyas beerthat differentways to dividesubtitles affect ther
relationshipwith the pictureand consequentlythe interpretation of the meanmd his
was exploredy comparingFinnish and French subtitlingf an American filmHearts

in Atlantis with the concurrentpicture The preliminary analysis proved that the
subtitles were constructed quite differenflihereare conventional differencem, for
example,the use of punctuatiors€e3.2), but more importantlythe structure of the
subtitleswassignificantly different;line division in the Finnish translation faws two-

liners and in thé&rench versioponeliners eeTable2in 3.2).

The basic difference of the Finnish and French subtitesliners versus twdiners,

also affects the different division of the subtitles; how they are positioned onto the
picture. Foudifferent categories weraentified anchorage, prsuture, combinig and
hanging suture. In this study, anchorage means that the subtitle flash is anchored clearly
onto one shot, in prsuture the subtitle flash starts already on the previous shot (beyond
the cut), combining means that the subtitle flash is timed relagwenly on two shots,

tying them together and, finally, hanging suture means the subtitle is left hanging onto
the following shotAlready de Linde & Kay (1999: 48) stated that subtitles which do
not respect shot changes may cause perceptual confudidhe @nentioned subtitle
divisions only anchorage respects shot changes. In the following, it is discussed what
this means in relation to the different picture typethe film Hearts in Atlantis which

were identified aschange of angle by cut, shaverseshot, long take and moving
cameraThe shot types are reintroduced in the beginning of each subsectidh 4} ds

the analysis follows the order of importance of the picture types.

In order to study the relation of the different subtitle strustwvéh the picture, three
categories, amplification, neutral and abatement, were created. These terms aim to
describe the relationship of each subtitle structurthémicture typs. Amplification

means that the subtitle structure amplifies the effe¢ch@fpicture, neutral means that
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there is no significant effect and abatement means that the subtitle structure weakens the
effect of the pictureCases where th&innish and Fench subtitleshave the same
division in relation to the pictureere excludedrbm the materiabecausen those also
the effect would have beethe same. This is why the total numberaopicture types

does nosumup with theone ofdivision types.

The subtitle divisiosin relation to the picture ffer considerablyIn total, almosthalf
(49%) of the subtitle divisiongonsist ofanchoragedue to the Frencpreferenceor
oneliners,and generous 1/35%)of hanging sutureas shown in Figure.Zombining

andpre-suture wersignificantly les frequentbutcover still 16%of the total

Figure 2. Subtitle divisions in total

Subtitle divisions in total

m Anchorage 49%
m Hanging suture 35%
Combining 12%

m Presuture 4%

As the aim of this study was to find owhetherdifferent subtitlestructures affecthe

subtitle®relation with the picture, thedmdings are presented hdreTables3i 6, each
of which is dedicated to a shot tyge change of angle by cyffable 3 the main

subtitle divisions used weranchoragg50%) and hanging suturé87%). The use of
these division types resulted mainly in neuiil%) relations with the picturebut

amplification and abatement also have important roléss is why with change of
angle by cutt is important to beware of which subtitle division to use.
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Table 3. Different aubtitle divisionsand relationsn change of angle by cut

Change of angle by cut
Subtitle division Relation
Anchorage 50% Amplification 33%
Presuture 7% Neutral 47%
Combining 6% Abatement 20%
Hanging suture 3%

In shotreverseshot Table 4), the main division types, again, werdearly anchorage
(49%) and hanging suture (32%Vhenthese division typeare usedneutralrelation
covers 53%of the effect, and, thus, they can be seen relatigafg to use Yet,
amplification and abatemenilshave their role and prudence is still required in order to
ensure the wanted effect withe picture.

Table 4. Different subtitle divisionsand relationsn shotreverseshot

Shot-reverse shot
Subtitle division Relation
Anchorage 4% Amplification 28%
Presuture 2% Neutral 53%
Combining 17% Abatement 19%
Hanging suture 32%%

The cases ofbhg take ananoving cameravere few in number, grefore clearresults
cannot be drawr{Tables5 and 6) Yet the same tendenqrevails: Anchorage and
hanging suture are thdominant structures usedWith moving camea the most
important relationship is neutral, as in the previous caseglifacation on a good

second place, Ut with long takeneutral and amplifying relations are almost as frequent.
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of subtitle divisions

Table 5. Different aubtitle divisionsand relationsn long take
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Long take

Subtitle division Relation

Anchorage 46% Amplification 45%
Presuture 0% Neutral 42%
Combining 8% Abatement 13%
Hanging suture 46%

Table 6. Different subtitle divisionsand relationsn moving camera
Moving camera

Subtitle division Relation

Anchorage 50% Amplification 37%
Presuture 13% Neutral 63%
Combining 0% Abatement 0%
Hanging suture 3%

Finally, it is to be borne in mind when sitbhg that all the different combinations of
subtitle division and shot typean crate any of thegiven effects Therefore, even
though some subtéldivision typege.g. anchoragepremore neutral to use than others
and the neutral effect is the most comn{bigure 3), the subtitlemeeds tcstay alert
Thereare no Gightdsolutiors, each case needs todmmsidered separately, especially, if
the picdure (or dialogué suggestghatafeature in itis responsive tthe influence of the

subtitles
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Figure 3. Different relations in total

Different relations in total

m Amplification 31%
m Neutral 50%
Abatement 19%

The structure of the analysis followlse order of prevalence of the picture types, the
most common firstin the subsectios, the picturetype and theeffects of the different
subtitledivisionswill be discussed first langge specifically, after which thsubtitles

in the twolanguages are comparésl 1i 5.4). Finally an overview of theesultsfollows

in 5.5.

5.1 Change of Angle by @ and Subtiiihg

The most common shekequencén the film Hearts in Atlantisvas changef angle by
cutwith 42 sequence88%). In this studychange of angle by cebombineschange of
height and anglef camera through cuRicture9, where Bobby and his mother see Ted
for the first time as he arrived|ustrates this combinationthe camera shoots three

di fferent objects and one of them from two

Picture 9. Change of angle byut (Hearts in Atlanti2001 Scene3, Happy birthday)
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The analysis of the Finnish subtitle divisitypesin change of angle by cig presented

in Table 3 It appearedhatin the Finnish subtitlesthere was one case of anchorage
(2%), nine casesof pre-suture(14%), eight of combining(13%) and 45 of hanging
suture(71%). Hanging suture, thus, was the predaanindivision type.

Effects of the division types w#h the picture, also in Tablé were as followsin the
one case of amorage the effect was abatemdntpresuture the mostcommon effect
was abatement (4), followed by amplification (3) and ney®al In combining the
prominent effect was neutral (5), followed by abatenf@htaindthere wereno cases of
amplification. In hanging suturehe prominent effect was neutral (18)llowed by

amplification(14) and abatement (13)

Table 7. Finnish sibtitle divisionin change of angle by cut

Type of subtitle % Relationship with picture %
division
Amplification - -
Anchorage 1 2 Neutral - -
Abatement 1 100
Amplification 3 33
Presuture 9 14 Neutral 2 22
Abatement 4 45
Amplification - -
Combinng 8 13 Neutral 5 63
Abatement 3 37
Amplification 14 31
Hanging 45 71 Neutral 18 40
Suture Abatement 13 29
Total 63 100

With the change of angle by cuthe Rnnish subtitlesise mainly hanging sutu(&1%o)
of which40% have a neutral relation to the pictufidne percentage of amplification and
abatement is almost the sandess thana third each, which is still a considerable

number. Tis means that evethoughthe general effect of the hanging sutureange
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of angle by cuts neutra] it should be used bearing in mind its possdileereffect on
the reading of the picturd-ar behindhanging sutureomes presuturewith only nine
cases. e effect ofpresutureis mainly abatement §%). In 3% of the cases it
amplifies the effect of the picture and only in about(®2%)the effect is neutrallhe
use ofpre-suture in the case @hange of angle by cig mainly notneutral which is
why its use should be carefully consider&tbmbiningis used eightimes, only one
fewerthanpre-suture. Still, the effect is quite different, in majoritygar 2/363%), it is
neutral andhere are no cases of amplificatiofet, in ageneroud/3 (37%)the effect is
abatementThis means that combining is more neutealisein change of angle by cut
than presuture, but that prudence is still needed. Finally, there is only one case of
anchorageand in this cas¢he effect isabaement because there is only one of this
division type, itdoes notgive basis for comp&on and, thus, does natlow further

conclusions.

When all the division types of the Finnish subtitles in change of angle by cut were
combinedit was found tha#t0% of all 63 cases kaneutral relation with the picture.

Even though the percentagetioé neutral relation is relatively high, still one third of the
subtitle divisions abate and one fifth amplify the effect of the pictéheady this
suggests that it is significant how the subtitles are divided on the pictiheeselation

changes andherefore, affects the reading.

The French subtitle division type witthange of angle by cig anchoragen 58 case

out of 59, as shown in Tab& there isonly one hanging suturend no presutures or
combinings In anchorage the prominent relati@1 cases (53%yas neutral, followed
by amplification with22 cases (38%and abatememith 5 cases (9% In the case of
the hanging suture, the relation was amplificatidh.this implies that because with
change of angle by cut the effect of anclgeras in generous half of the cases neutral,

this type of subtitle division is relatively safe to use.
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Table 8. French subtitle divisiom change of angle by cut

Type of subtitle % Relationship with picture %
division
Amplification 22 38
Anchorage| 58 98 Neutral 31 53
Abatement 5 9
Amplification - -
Presuture - - Neutral = -
Abatement - -
Amplification - -
Combining - - Neutral - -
Abatement - -
Amplification 1 100
Hanging 1 2 Neutral = -
Suture Abatemet - -
Total 59 100

The Fenchhas used dg two types ofsubtitle division in change of angle by cuas
explained aboves8 (98%) of anchoragand one of hanging suturg%). As inFinnish
subtitles the one case of anchorage does not allow foclasions,nor does he one
case of hanging suture tife French subtitlesAnchorage, thoughspeaks clearlywith
anchorage, neutral relation covelglstly over 1/2 of the cases amplificationis next

with generousl/3, and abatement is clearly tiharesteffect coveringless than 1/10 of
the casesThis means thaasFrench subtitles use almost solely anchorage ghtnge

of angle by cutthe relation of the subtitles with the picture is in generous half of the
cases neutral, which implies that anadu® is a relatively safe division type to use.

Some prudencehoughiis still needed ifanamplifying effectis not intended.

When, in the case of change of angle by cut, the use of Finnish and French choices of
subtitle divisions were compared, a cléandency appeared: the Finnish subtitles use
mainly hanging suture, whereas the French ones use almost exclusively anchorage. The
structural differences are clear. As the relations of the Finnish and French subtitle
divisions were compared, the differensas found less notabl&@his means that even

though anchorage, in this case, seems safer to use if amplifying or abating effects are
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not desired, no definitive conclusion can be made of which division should be used. The

comparisons of the divisions andlations ardllustrated in the pie charts (Figurg

below.

Figure 4. Finnish and French subtitlés change of angle by cut

FIS division % FIS relation %

0,
m Anchorage 2% m Amplif. 27%
H Presuture 14%

Neutral 40%

m Combining 13%

Hanging suture 71% Abatement 33%
FRS division % FRS relation %
m Anchorage 98%

m Amplif. 39%
m Pre-ssuture 0% P ’

= Combining 0% = Neutral 53%

Abatement 8%

Hanging suture 2%

It should thus,be kept in mind thaat least in change of angle by cut thabtitle
division makes a differencewvhich is demonstrated bf?icture 10 (Scene 4What all
kids want) In this exampleTed tries to get Bobby on a better mdmtause Bobbgot
a library card for his birthday and not the bike he wanfextl advertses the adult

literatureto Bobby The red slasimarksthe place othe cut in the picture.
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DI(T) : Fair enough.  TdDomdbaf bEwaf Ciattides ends wi

Ala pelkaa/Kaksi kaupunkia
loppuumestaukseen.

W
d
(L

FR: Trés bien. N6ai e pas peuwrirun conte de deux vil
se termine par ungecapitation.

Picture 10. Subtitle division in change of angle by diitearts in Atlantis2001.:
Scene 4What all kids want)

Here,in the Rnnish subtitesh e part of Teddés di al ogue wher e
IA- Tale of Two Citi elsmasbeendkepuitini ohehsubttle tteshh eadi ng
tying the cut together with piguure whereas inthe French subtitlest has been

divided intotwo subtitle flashes using anchoraddne way presuture is used in the

Finnish subtittea b at es t he e f f e ¢ whileoahchofaDeoimtibeténclb e af r a |
subtitlesamplifies it bytying it to the picture of thelonely Bobby. On the other hand,

the French language in this case requires more space than Finnish, that is, it would have

been difficult, if not impossible, to fit the French text into one subtitle flash.

5.2 Shot-reverseshotand Subtiling

Shotreverseshot means the shooting technique where the picture swaps between the
people having a conversation, usually two peoflhis is illustrated by Picturdl
where Ted tal ks .ShotteverseBhotlvds yhé secomadaniogbramon

shottype @9 sequences, 26) in the film Hearts in Atlantis
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4

Picture 11. Shotreverseshot(Hearts in Atlanti2001 Scene 5The real job).

With shotreverseshot the Finnish subtitleshave used mainly hanging suture and
combining. Hangirg suture is used the most,%2almost 2/3. In this case, thffect is

mainly neutral (1%), which, onthe one hand, implies that the use ohbgang suture is
relatively riskfree, on the other hand, in 1/5 of the cases the effect is abatement, which
calls for prudence. Irshotreverseshot the results of combining are almost 2/3
abatement and 1/3 neutral. This means that combiniaghaably less neutral way to
construct subtitles than hanging suture and is therefore to be used with even more
foresight.

The Finnish subtitlebave not usel anchorage irshotreverseshot and presuture is
used only three timeJwice the effecbf presutureis neutral and once it amplifies the
effect of the picture. These numbers arel®m, it is not reasonablé try to draw
further conclusions from thenThe different division®f the Finnish subtitles and their

relations withshotreverseshotare gathered in Tabi
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Table 9. Finnish subtitle divisionn shotreverseshot

Type of subtitle division % Relationship with picture %
Amplification - -
Anchorage - - Neutral - -
Abatement - -
Amplification 1 33
Presuture 3 4 Neutral 2 67
Abatement - -
Amplification 2 7
Combining 30 34 Neutral 9 30
Abatement 19 63
Amplification 5 9
Hanging 54 62 Neutral 38 71
Sutue Abatement 11 20
Total 87 100

The French subtitlesise neither presuture nor combiningvith shotreverseshot and
hanging suture only twice, whetbkey havea neutral relation with the pictur@able

10). Thuws, the interest lies mainly in anchorage, where the main effects, neutral and
amplifying, differ only by2% in favour of neutrality. This division proposes that it is
relatively easy to amplify the meaning of the picture by anchorage, but that it is also
relatively safe to use. Here, anchorage has abated the effect of the pntyutkree

times
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Table 10. French subtitle divisiomn shotreverseshot

Type of subtitle division % Relationship with picture %
Amplification 39 47
Anchorage 82 98 Neural 40 49
Abatement 3 4
Amplification - -
Presuture - - Neutral - -
Abatement - -
Amplification - -
Combining - - Neutral - -
Abatement - -
Amplification - -
Hanging 2 2 Neutral 2 100.0
Suture Abatement - -
Total 84 100

As the two subtitles are comparedglear difference between them can be detected also

in the case of shakeverseshot.It follows the same pattern as in the case of change of
angle by cut. Inshotreverseshot the Finnish subtitls have few or no casesof
anchorage, whereas almost all of theench onesare anchored, and vice versa in
hanging suture. In additionthe French subtitleshave not used psgsuture nor
combining, whichsimilarly are in minority inthe Finnish subtitle That is,also in shot
reverseshot Finnish tends to leave the subtitles hanging onto the next shot, whereas the

French ones anchor the subtitles on the picture respecting the cuts.

In both subtitlestte neutral effect, agaiims prominent; in half of the cases FHench

and a little over half in iRnish Anchorage and hanging sutwseem, therefore, to have
mainly neutral relation with shaeverseshot In the French subtitleshe close second
place of effectsis kept by amplification with 46.4%, whereas kinnish the second

place is taken by abatement with about a third of the cases. Amplifieaorelatively

rare effect inthe Finnish subtitlesslightly less than 1%, as is abatement the French
oneswith only a few caseseeFigure5). This distincton raisesthe questia whether
hanging suture is typically a neutral or abating structure and anchorage neutral or

amplifying. Thisquestionwill be discusseds the analysis proceeds
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Figure 5. Finnish and French subtitlés shotreverseshot

FIS division % FIS relation %
’ m Anchorage 0% = Amplif. 9%
m Presuture 3% '

m Neutral 56%
m Combining 35%

Abatement 35%
Hanging suture 62%

FRS division % FRS relation %

m Anchorage 98%

i 0,
m Presuture 0% = Amplif. 46%

= Combining 0% = Neutral 50%

0,
Hanging suture 2% Abatement 4%

An example ofshotreverseshotand the different relation of anchorage and hanging
suture with it is demonstrated Picture 2. HereBobby is reading the paper to Ted and
they start talking about a famous football playdedrts in Atlantis2001: Scene/,
Nagur ski és comeback game)
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DI: (T) -Yeah
(B) -You and my dad were at the same place.
(T) -You know about Bronko Nagurski, huh?
(B)-He was my daddés hero, thatos all

e

4

LU

FI: Kylla. Tiedatké Bonko Nagurskistd?
-Han oli isani safkari.

FR: Vous et mon pere, Tu connais Bronko Nagurski? C6 ®t ai t | e h®r os de mo
vous étiez au méme emdt.  /

Picture 12. Subtitle division in shoteverseshot(Hearts in Atlanti2001: Scene 7,
Nagurski d6s ¢gomeback game

In this examplethe Finnish tweiners result irhanging suture ancbmbining The first

hanging suture antifies the effect of the message by tying the picture of Bobby and

Ted and consequentlygnhancing the fact that Ted indeed was in the same place as
Bobbyds fat her . The French structure abat
Conversely, te combining sticture in the followingFinnish subtitle flashhas an

abaing relation with the picture, whereas theekchs t r uct ur e, anchoring
was my daobdBotbdrydd picture amplifies the ef

5.3 Long Take and Subtiithg

Long takein this sudy means the kind of shatherethe scene is filmed for a longer

time and the camera hardly moves. In the fii@arts in Atlantis there were 26 long

takesin the studied areavhich is23%of all four shot types
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An example of a long take is presentsdPicture B. This case concerns the different
relation of anchorage and hanging suture in long take. In this picture, Bobby and Carol
have been playing on the street on a beautiful summer day when the bullies arrive

(Hearts in Atlantis S cene dsécret).Dool i no

DI (H): Hey, GerbeiBaby!

=y

o il B

FR: Bébé Gerber V
Picture 13. Subtitle division in long takeHearts in Atlanti001Scene 14, Dool i n
secre}.

At the end of the long take, where Bgtdnd Carol are playing on the street, someone

is calling forB&laybd. Ihmetyhe Geubeirtl| es, Fir
to the next picture with hanging suture and amplifies the relation with the following

picture and, consequently, theller. The French usage of anchorage here is relatively

neutral, but can be considered to amplify the notion of surprise or tension of the arriving

bullies. The notion that can be emphasized with the structure of the subtitles can be very

subtle and oftemnconscious.
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The main type of divisiorwith long take is anchoragan both language versions
Differences ardound in 12 caseslThe Hnnish subtitles wherethey differ from the
French useno anchorage nor puture with long take-ere,combiningis usel once,

with neutral effect, which leaves Ihses of hanging suturla the latter, all relation
types are found and are relatively equal: amplification and neutral effects form a

generous 1/3 each and abatengegéeneroud/4, which can be sedn Table 11 below.

Table 11. Finnish subtitle divisioim long take

Type of subtitle division % Relationship with picture %
Amplification - -
Anchorage - - Neutral - -
Abatement - -
Amplification - -
Presuture - = Neutral = -
Abatement - -
Amplification - -
Combining 1 8 Neutral 1 100
Abatement - -
Amplification 4 36
Hanging 11 92 Neutral 4 36
Suture Abatement 3 28
Total 12 100

The RFench subtitlesasalsothe Fnnish ones have no cases of pgaiture andnly one
of combining.Similarly as in previous shot types, wheiariishapplies hanging suture,
the French subtitlegprefer anchorageAlmost 2/3of these caselave amplification as

effect,whereas neutrality covers a generous 1/3. Abateaseetfecis not found.
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Table 12. French subtitle divisiom long take

Type of subtitle division % Relationship with picture %
Amplification 7 64
Anchorage 11 92 Neutral 4 36
Abatement - -
Amplification - -
Presuture - - Neutral - -
Abatement - -
Amplification - -
Combining 1 8 Neutral 1 100
Abatement - -
Amplification - -
Hanging - - Neutral - -
Suture Abatement - -
Total 12 100

When thestructures of thesevo subtitlesare compared, it becomes cleaatthinnish

prefers the use of hanging suture amdnEhthe use of anchorage long takes. With

the Rnnishchoice of hanging suturéhe relation with the picare varies more than with

the Frenclchoice of anchorage.batement takes quarter of theeffect of the Finnish

subtitleswhich is a relatively large proportionand if this effect occurs ofterit may

flatten the effect of the filnby neutralizing the message brought in through picture

Neutral relation was agdquent in both, little over 408. Amplification, again, was the

most frequent relation ithe French subtitlesind the second most importantHimnish.

This can be read as where FRSs have amplifying relation with the picture, there FISs

have either amplifying or abating relation. Of cayrghese do not necessarily concern

the same subtitle flashe€.o mp ar i son

of

t he

FI Ss o6

relation with long take arégemonstrated below withie chartsin Figure6.

and

t

he
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Figure 6. Finnish and French subtitlés long take inpercentages

FIS division % FIS relation %
m Anchorage 0% = Amplif. 33%
B Presuture 0% Neutral 42%

. 0
B Combining 8% Abatement 25%

Hanging suture 92%

FRS division % FRS relation %

0
m Anchorage 92% m Amplif. 58%

W Pre-ssuture 0%
® Neutral 42%
m Combining 8%
Abatement 0%

Hanging suture 0%

5.4 Moving CameraandSubtitling

Moving cameran this study means the kind of shots where the camera moves, in any
direction, withno cuts in betweerin the areastudied there are fifteen of these shots,
the fewestin number of all tie four types(13%). In four of these caseshe subtitle

divisions of kfnnishand Fenchdiffer from each other.

Three of theFinnish subtitledivisions have hanging suturgnd onehaspre-suture this
distribution follows the already familiar patterroiin the previous cases what comes to
hanging suture. In the course of the stuilyhas been the dominant feature thre
Finnish cases.Presuture, for its part, has not been a common division type in the
previous cases, nor is it here. The one case edydrege with moving camera amplifies

the effect of the picture. Two out of the three cases of hanging suture have a neutral

relation with the picture antthe oneleft has @ amplifying effect (see TablE3).
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Table 13. Finnish subtitle divisiofin moving amera

Type of subtitle division % Relationship with picture %
Amplification - -
Anchorage - - Neutral - -
Abatement -

Amplification 1 100
Presuture 1 25 Neutral - -
Abatement - -
Amplification - -
Combining - - Neutral - -
Abatement - -

Amplification 1 33

Hanging 3 75 Neutral 2 67
Suture Abatement - -

Total 4 100

The Fench subtitleswhenthey differfrom the Finnishuse only anchorage as division
type. Here, three out of the four cases hawveutral relation with the picture and the
one left hasan amplifying relation, ass presented irthe table belowln the case of

moving camera, anchoraglus again, presents itsaf a relatively neutral structure

Table 14. French subtitle divisioin moving camera

Type of subtitle division % Relationship with picture %
Amplification 1 25
Anchorage 4 100 Neutral 3 75
Abatement - -
Amplification - -
Presuture - = Neutral - =
Abatement - -
Amplification - -
Combining - - Neutral - -
Abatement - -
Amplification - -
Hanging - - Neutral = >
Suture Abatement - -
Total 4 100
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When the knish and Fench subtitlesare compared, the differences are ¢less
demonstratedby the pie charts of Figur&. In Finnish hanging suture dominates, as
usual, whereas prguture uncommonly takes the second place. Alemdéh has an
already familiarpattern as anchoragds the solely used division type. Thssructure
division continues to support thgreviously found tendency that Ffavours hanging
suture and FR anchorage. In this ¢dbe average effect for the FI choices is evenly
split between amplification and neutralhile the FR choice results in 3/4 neutral and

1/4amplifying. That is, anchorage displaysn@re secure structure.

Figure 7. Finnish and French subtitl@s moving camera ipercentages

FIS division % FIS relation %

m Anchorage 0%
m Presuture 25%

m Combining 0%

= Amplif. 50%

Neutral 50%

0,
Hanging suture 75% Abatement 0%

FRS division % FRS relation %
. = Amplif. 25%
m Neutral 75%
Abatement 0%

The following example chosen formoving camerais Picture14 from scene, Wrong

m Anchorage 100%
Hm Presuture 0%

m Combining 0%

Hanging suture 0%

numberwhereBobby 6s mot her asks him asledaesot hi s nev
trust. The two pictures in the middle are from the moving camehéle the ones before
and after are from other takes.
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DI: (M) -[ é/]This Ted of yoursdid he tell you where he came from?

FI: By st @vasi TekKbkroiko han, mistédn/kotoisin?

FR: / Ton cher Ted£é li | toa dit ddéo% il \Y;

Picture 14. Subtitle division in moving camerddgarts in Atlanti2001 SceneB,
Wrong number)

In the Hnnish version the first subtitle flash starts with pseiture.In this caseit
amplifies the connection with the speaker and the subtforning to the English
dialogue which also starts whe Ted is still in the pictureAs theFrench subtitlestarts

only when the mother is shown in the picture, the connection is slightly looser. The
Finnish usage of hanging suture and Freonthanchorage at the end of the moving
camera are both relatively neutral, not adding tadepressinghe meaning of the

picture.

In the subchapters abottee focus has been on howthe film Hearts in Atlantisthe
line division of the Finnish and French subtitlesinto one and tweliners using
anchorage, prsuture, combining and hanging sutuaéfect he relation (amplifying,
neutral, abang) betweersubtitlesand the picturevith the different cut type&hange of
angle by cut, shateverseshot, long take, moving camégra hese cases havhis far
been treated separately in order to show how contplexssue is. That is, the relation
of the subtitles with the picture alters even within a cershiot type; this is why it
cannot be said that, for example, wighotreverseshot anchorage alwayfas a
amplifying effect.In the followingsection, theseparateesults of thepicture typeswill

becombined.

































