








Scenes preceding the one shown in Image 2, making a reference to a block of Indiana
limestone still blackened by the fire from the attack with a simple inscription
(Pentagon 9/11, 2004). The scene that follows explains what that inscription says. The
audio does not provide this information as the image complements it in a sufficient
way.

In both cases, keeping action synchrony in the translated versions might be a
challenging yet not impossible task. The general analysis of action synchrony in the
documentary allowed 68 segments with action synchrony to be detected (Appendix
2). The results show that the Spanish version kept action synchrony in 62 instances

whilst the Polish one in 45 as shown in comparative terms by Figure 2.

Figure 2: Distribution of action synchrony

B Action synchrony kept
B Action synchrony lost

Spanish Polish

This uneven proportion between the Spanish and Polish versions of the segments
where action synchrony is kept is caused by three main factors: 1) lack of necessary
reduction; 2) one narrator reading both the narration and testimonies parts; 3)
imprecise soundtrack mixing. All aspects violate the time constraint criterion, making
the maintenance of action synchrony in the Polish version more challenging. Tables 3,
4 and 5 show the same transcription of the segment in the original and both translated
versions (together with a back translation) in order to demonstrate how the lack of

reduction makes action synchrony nearly impossible.
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Table 3: Example 1 the action synchrony -- original version

English (original version)
Segment 21
TCR: 00:03:56 — 00:04:18

The narrator

On board are 53 passengers, two pilots, four flight-attendants and five men planning
mass murder. Among the passengers are family of four, a political commentator and
three students with their teachers on a trip led by two employees of the National
Geographic Society. The aircraft fill takes carries enough for its 23-hundred-miles
cross country flight to Los Angeles.

Table 4: Lack of reduction in the action synchrony in the Spanish version

Spanish version Back translation

Segment 21

TCR: 00:03:59 — 00:04:17

The narrator The narrator

A bordo hay 53 pasajeros, dos pilotos, On board are 53 passengers, two pilots,
cuatro azafatas y cinco hombres que four flight-attendants and five men
planean un asesinato en masa. Entre los planning mass murder. Among the
pasajeros hay una familia con cuatro passengers are family of four, a political
miembros, un comentarista politico y tres | commentator and three students with
estudiantes con sus profesores their teachers
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Table 5: Lack of reduction in the action synchrony in the Polish version

Polish version
Segment 21
00:03:59-00:04:25

Back translation

The narrator

Na poktadzie znajduje si¢ 53 pasazerow,
dwoch pilotoéw, czterech pracownikoéw
obstugi lotow i pieciu m¢zezyzn
planujacych masowe morderstwo. Wsrod
pasazerow byta czteroosobowa rodzina,
komentator polityczny oraz trzech
studentow z nauczycielami, ktorzy lecieli
W podré6z edukacyjng prowadzong przez
dwoch pracownikow National
Geogrpahic Society. Baki zawieraja
wystarczajgca ilos¢ paliwa na liczaca
4220 km tras¢ do Los Angeles.

The narrator

On board are 53 passengers, two pilots,
four flight-attendants and five men
planning mass murder. Among the
passengers were family of four members,
a political commentator and three
students with their teachers who were
flying on an educational trip led by two
employees of the National Geographic
Society. The tanks contain enough
amount of fuel for the route of 4220 km
to Los Angeles.

A basic comparison shows that in the Spanish version the total number of words is

significantly reduced (36) in comparison to the Polish one (55). Although the English

version used 61 words, one should take into account that the average word length in

the English language is shorter than in Spanish or Polish. The speech rate also varies

between the three languages, which contributes to the difference in duration of

narration. Hence, the English segment takes 22 seconds, this is, 166 words per minute

while the Spanish translation takes 18 seconds (120 words per minute), and finally,

the Polish version takes 26 seconds, which indicates a speech rate level of 127 words

per minute. Those numbers indicate two important aspects that should be taken into

consideration when translating audiovisual products in general. First, intrinsic

characteristics such as speech rate or word length vary between languages. Secondly,

image and audio are interdependent factors, and a time constraint criterion serves to

maintain the robustness of this correlation. These two considerations influence the

translation process, forcing in many cases the translator to reduce the target text in




order to meet the requirement of the time limit. This is shown with the Spanish
rendition of the sample segment that omits the relationship of the professor
(passenger) with the National Geographic Society and also, any mention of the
amount of fuel and destination of the aircraft. In spite of this shortage of details, this
version privileges action synchrony, though, keeping the flow of the narration
synchronized with the image. The Polish version, on the other hand, strives to keep all
the information included in the original at the expense of action synchrony, which
contributes to a disrupted reception of the segment, especially towards its end, when
the narrator mentions the city of Los Angeles and the image is already running ahead
in the storyboard showing another plane hitting the second tower of the World Trade

Center in New York (Image 3).

Image 3: Lack of the action synchrony and the disruption of the image

Na liczaca 4220 km trase do Los Angees
[for its 4220 km flight to Los Angeles]

While the reduction requirement would concern both the Spanish and Polish
translations, the second factor (one narrator reading both the narration and testimonies
parts), is characteristic only of the Polish translation, as the Spanish practice of
translating documentaries includes more than one voice-actor. The typical format of
most documentaries does not include overlapping dialogues, however, the switch

between speakers, especially between the narrator and witnesses of the events or
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experts, might be very fast and impossible to reproduce by only one voice-artist. As a
result, the narrator’s parts intrude those of the testimonies, contaminating their

reception and making it harder to distinguish whose part is whose (Image 4).

Image 4: Contamination of the image as a result of the lack of the action synchrony

$ B e T L A,j
rzyjezdza do Pentagonu a 0 jadlem sniadanie podczas spotkania
[arrives at the Pentagon] [I was eating breakfast during a meeting]

In this example two characters overlap: 1) the narrator situating the viewer and
introducing the second character: Bobby Hoag, a top marine court lawyer arrives at
the Pentagon (Pentagon 9/11), and 2) Bobby Hoag, the victim who relates the events
before the tragedy. This distinction is achieved in the original and Spanish version
through action synchrony and two different voices, leaving no room for doubt about
who says what. In the Polish version, however, the narrator continues introducing
Bobby Hoag, but the audience sees Bobby Hoag talking, which could be considered
to demand a more intensive cognitive effort by the spectator which might even cause
some confusion. The fact that the same actor reads the narration with a monotonous
voice further contributes to ambiguity. The only means receivers have to help them
correlate the utterance either with the narrator or with the witness or expert is the verb
conjugation - whether in the third or first person respectively. The narrator never uses
terms which might relate to him. His function is to present events and introduce them
to the audience as in the above-mentioned example: Bobby Hoag, a top marine court
lawyer arrives at the Pentagon (Pentagon 9/11). The survivors and experts, on the
other hand, always refer to themselves in the first person, both in the singular (1) or

plural (we), which was also noticeable in Image 4: | was eating breakfast with the
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deputy commander of the Marine Corps. We met at the General Office mess at zero
dark thirty as the marines say (Pentagon 9/11) [emphasis added in bold]. The
audience has to resort to co-textual cues in order to construct a cogent semiotic
outcome in a way that differs much from the original process, where image and audio
cooperatively work towards the communicative goal in a more integral way. A
possible and simple solution that would prevent this confusion is reduction, this
would save precious time and would help to keep action synchrony in the translated
version.

Finally, the third aspect that might cause consistency between the audio and
the image break down is imprecise soundtrack mixing. This is a factor of purely
technical nature, and was present in both versions. Image 5 demonstrates three frames
from the original version where the audio (substituted in the yellow) accurately

matches the image.

Image 5: Action synchrony — original version

ArlingtonVirginia

The United States of America Arlington,Virginia

Pentagon

\

& = —

The Pentagon
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Image 5 consists of short but explicative indications that situate the audience
contextually in the center of events. However, in the same segment in the Spanish and
Polish versions, action synchrony is not kept, causing a confusing effect as shown in

Image 6.

Image 6: Lack of action synchrony, Spanish version — adjusting problems

Arlington,Virginia

Estados Unidos
[The United States]

i g
Septemb&‘llLTI?éOOl e

Pentagon

Arlington, Virginia El Pentagono E

As Image 6 shows, the audio has been shifted by a few seconds in relation to the
visual, generating an inconsistency between the audio and the image and potentially
leading to a disruption in reception. Considering that there indeed are some significant
pauses in the scenes preceding the mentioned segment, the only possible explanation
IS a mixing problem. Interestingly enough, the same effect occurred in the Polish
version; the delay, however, was caused there by an accumulation of text lagging

from a previous scene, as demonstrated in Image 7.
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Image 7: Lack of action synchrony, Polish version — adjusting problems

USA

Jedenasty wrzesnia
[11th of September]

ks

Pentagon J

Arlington, Virginia

Arlington\Virginia

Stany Zjednoczone Ameryki
[the United States of America]

Septembergl 1]}?5001 -—

Pentagon

In the Spanish version the narration simply starts too late. This could easily be

adjusted while mixing the audio with the image. In the Polish version, on the other

hand, an adjustment should be made in the text itself by reducing it in order to match

the time constraints. The mixing stage is crucial in the whole production process and

typically many changes in the translation are made during the mixing. Inaccurate

mixing does not refer to the TCR alone but may also concern thetwo almost

overlapping sequences which make no sense as the example in Table 6 shows.

Table 6: Lack of action synchrony — soundtrack mixing problems

Polish version
Segment 115
TCR: 00:23:11 - 00:23:16

Back translation

The Narrator

Brakuje wigc zdjecia, ktore pomogtoby
sledczym zdjecia pokazujacego moment
uderzenia.

The Narrator

The photo is missing, that would help the
investigators, the photo showing the
moment of impact.
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The segment should probably consist of two sentences clearly separated by a pause.
During the mixing process, however, those two sentences were probably combined
into one, causing the sentence to be ungrammatical. Although this is the single
instance of this phenomenon in the whole documentary, it seems worth mentioning,
as it highlights the importance of revision not only at the stage of translating or during
reading and recording of the narration, but also when mixing the audio and the image.
To summarize, in the case of action synchrony, the main extalinguistic triggers
(loosely understood as non-grammatical, non intrinsically referential factors) that
influence the distribution of action synchrony are: time constraints prompting
different reduction techniques, voice-artist characteristics, and mixing processes. The
first factor, reduction techniques, might affect both versions and depends heavily on
the intrinsic characteristics of each language such as speech rate or word length. As
those characteristics vary across languages, the analysis showed some significant
differences in the distribution of action synchrony between the Spanish and Polish
versions. The second extralinguistic factor refers to the characteristics of the voice-
artist in the translated versions. The Spanish and Polish versions differ significantly in
this aspect. The practice in Spain assumes that each person would be voiced by
different voice-artist. Moreover, those voices match the gender and the age of each
speaker. In the Polish voice-over, however, the practice is reduced to one single male
voice-artist whose function is to provide a monotonous translation regardless of
gender, age or other differentiating markers each character might have. It is, thus,
more difficult in the Polish voice-over to match the time criterion especially in
segments where the switch between speakers is fast. Finally, action synchrony also

depends on the mixing process. This technical aspect is rather easy to control as a
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post-production revision should identify and adjust discordances between audio and

image.

7.2. Kinetic synchrony

Kinetic synchrony, similarly to action synchrony, refers to the coherence between
audio and image. However, it is more related to the visual-semantic (referential) level
of the audiovisual text and less directly defined by timing. As put by Orero (2006a)
in voice-over the message read by the voice which delivers the translation must match
the body movements which appear on the screen (p. 257). So in contrast to action
synchrony, kinetic synchrony is exclusively limited to characters who provide
additional information or reinforce the information conveyed verbally with their body
language or gestures to the narrator’s explanations.

In the case of the corpus analyzed, kinetic synchrony is not very abundant due
to the characteristics of its format. The four survivors and six experts who explain the
events are presented in rather static attitudes. There are, however, three examples
(Appendix 3) where kinetic synchrony is present in the original version and is
successfully maintained in the translated versions as well. The following analysis will
present two examples as they illustrate two different strategies of how kinetic
synchrony was applied in the translated versions.

The first example that captures body movements precisely synchronized with

the audio is presented in Image 8.
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Image 8: Kinetic synchrony

-~
'y ¥ R
\‘We just started banging on this window seal
d with feet and hands

The description of the situation presented by Lt. Marilyn Wills is accompanied by a
gesticulation with her hands. Similarly to action synchrony, the body movement
enhances the audio and should be preserved in the translated version. The task in this
case is not difficult, as both the Spanish and Polish versions resort to literal
translation, keeping the same syntactical order in the sentence.

However, literal translation is not an indispensable factor in keeping kinetic
synchrony, as one may suppose. In the following example, Allyn Kilsheimer, a
structural engineer, explains the reason why the construction of the Pentagon
withstood such an extreme impact. His reasoning is presented in Table 7.
Unfortunately, a static image of this segment would not reflect the kinetic movement

due to the fluidity of the scene. Therefore, no illustration can be provided.

Table 7: Kinetic synchrony, example 2 — original version

English (original version)
Segment 174
TCR: 00: 36:18-- 00: 36:37

Allyn Kilsheimer

With this column right here what would happen is: this beam would say “there’s
nothing here holding me up anymore and it would say, jeez, I’d better go along this
steel line over to the next column and see if I can carry myself on the next column”.
The fact that these bars were doubled up like this even at the top and the bottom led
that to happen.
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Allyn Kilsheimer supports his explanation by showing with his hands and arms how

the beam would go along [the] steel line over the next column and carry [itself] on

the next column, and how the doubled barrows at the top and the bottom helped to

withstand the impact [emphasis added in bold]. His gesticulation is additionally

supported by the camera, which imitates the movement of the beam. Both the Spanish

and Polish versions kept the kinetic synchrony flawless; however, they resorted to

different translation strategies as shown by Tables 8 and 9.

Table 8: Kinetic synchrony, example 2 — Spanish version

Spanish version
Segment 174
TCR: 0: 37:38 - 00: 37:57

Back translation

Allyn Kilsheimer

Si se destruia una columna la viga que se
encontraba carente de apoyo repartia Su
peso hacia la viga mas cercana siguiendo
el refuerzo de acero. Esto era posible
porque las barras tenian otra barra doble
por encima o por debajo.

Allyn Kilsheimer

If a column was destroyed, a beam which
was left unsupported distributed its
weight to the nearest beam following the
steel reinforcement. This was possible
because the bars had another double bar
above or below.

Table 9: Kinetic synchrony, example 2 — Polish

version

Spanish version
Segment 174
TCR: 0: 37:38 - 00: 37:57

Back translation

Allyn Kilsheimer

Gdyby wysadzono tg kolumng tutaj ta
belka powiedziataby: ,,nic mnie tu juz nie
podtrzymuje. Lepiej przemieszcze si¢
wdtuz tej stalowej linii do nastgpne;j
kolumny i sprawdze, czy mogg si¢ na niej
wesprze¢”. Dzigki temu, Ze te belki byty
podwadjne tak jak tutaj, na dole lub na
gbrze byto to mozliwe.

Allyn Kilsheimer

If this column right here was blown up,
this beam would say: “there’s nothing
here holding me up anymore. I’d better
go along this steel line over to the next
column and see if | can carry myself on
it”. By the fact that these bars were
doubled up like this, at the top and the
bottom, it was possible.
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The Spanish version changed the colloquial register entirely, making it much
more neutral than the original one. The original perspective that presented a
“personified” beam is not kept in the Spanish version. The text, however, maintains
kinetic synchrony as the text reflects the main idea of Allyn Kilsheiner’s explanation
following his movement. The Polish version, on the other hand, keeps the colloquial
register of the utterance with two minor changes. Both of these changes reduce the
repetitive parts in the segment. The first one “and it would say, jeez”” was simply
eliminated, while the second “and see if | can carry myself on it” instead of “and see
if I can carry myself on the next column” [emphases added in bold] resorts to an
anaphoric expression. This segment is also a perfect example of how at first glance a
simple utterance might be in fact a complex construction. In this case, the translator is
dealing not only with kinetic synchrony. The imitating viewpoint of the camera that
follows the kinetic movement of Allyn Kilsheiner adds an element of action
synchrony as the image of the column, beam, line and bars has to be precisely
matched with the explanation. Additionally, isochrony and literal synchrony also
become important factors as they refer to utterances where the original and translated
soundtracks are both audible, the second on top of the first. Both these types of
synchrony are analyzed in the following sections.

The analysis of kinetic synchrony from the point of view of extralinguistic
factors started from the assumption that literal synchrony would be an indispensable
factor in order to maintain Kinetic synchrony. The analysis, however, disproved this
hypothesis. No other guidelines regarding extralinguistic factors were detected during
the analysis due to the nature of the corpus. We would suggest, then, that further
research should be undertaken in order to map extralinguistic triggers that are

essential in the case of kinetic synchrony.
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7.3. Voice-over isochrony

As discussed in chapter 5, the notion of voice-over isochrony refers to the adapting of
the translation in such a way that the beginning and the end of the original utterance
are audible. It should be highlighted, nonetheless, that voice-over isochrony refers
only to the segments where speakers appear on the screen, that is, when witnesses,
experts, or people involved in an event share their experiences or expertise with the
audience while appearing in the picture. VVoice-over isochrony does not apply to
narrator’s parts as the original soundtrack is completely replaced by the translated
one.

The general analysis detected 59 segments (Appendix 4) that are presented by
survivors of the attack or experts explaining how the attack was carried out and how
the Pentagon withstood the impact of a crashing plane. The analysis also showed that
the practice of voice-over isochrony might in fact take different forms. Despite the
significant numbers of segments that keep isochrony at the beginning and at the end
of utterances, there are also a few ones that keep isochrony only at the beginning or
only at the end. There are also segments where isochrony was completely lost, mostly
due to the fast tempo sustained by the speakers, in most cases in testimonies. The
Spanish and Polish versions present quite different patterns when it comes to the

distribution of types of isochrony as shown in Figure 3.
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Figure 3: Distribution of the voice-over isochrony

30 ~ 27
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According to Figure 3, the most frequently implemented type of isochrony both in the
Spanish (27 segments) and the Polish (24 segments) is the one that leaves the original
soundtrack audible at the beginning of the utterance only. Then the patterns followed
by the two translations slightly differ. In the Spanish version seems to provide a wider
disparity of the extremes: there are more segments (16) where isochrony is
completely lost than where full isochrony is kept (14 segments). In the Polish version,
on the other hand, although the same number of segments responds to full isochrony
as in the Spanish (14), fewer segments (11) show no adaptation to the time constraint
imposed by voice-over isochrony either at the beginning or at the end. The differences
between the two versions also relate to the segments that maintain isochrony only at
the end. This type of partial isochrony is, however, present only in the Polish version
(6 segments). Finally, two segments in the Spanish version and five in the Polish one
were not translated at all, leaving the original soundtrack audible but

incomprehensible.
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The main purpose of isochrony, as already highlighted in Chapter 5, is that it
contributes to the sense of authenticity in the translation and prevents a degree of
mistrust from developing (Luyken et al. 1991, p. 80). The analysis shows that this
illusion of authenticity is not always sustainable by this kind of synchrony, at least not
entirely. However, in both the Spanish and Polish versions, most segments try to
abide by this guideline at least to a certain degree. Table 10 presents a Spanish
segment where the beginning of the survivor’s testimony is perfectly audible to the
viewer. For demonstrative purposes, the table also includes the original audio in

parenthesis with bold typeface.

Table 10: Isochrony at the beginning — Spanish version

Spanish version Back translation Original version
Segment 49

TCR: 00:08:43 - 00:08:48

Marylin Wills Marylin Wills Marylin Wills

(And I just happened to...)

Miré el rolej por casualidad | I just happened to glance at | And I just happened to

y me di cuenta de que la my watch and realized that | glance at my watch and
reunion Se habia alargado the meeting had been going | thought oy this meeting
demasiado. too long. is going a little long.

In the Spanish version, the viewer first listens to the original voice of Marilyn Wills.
After one second it is lowered and overlapped by the translated version with a
different voice-artist. The illusion of authenticity is reinforced further by the fact that
Marilyn Wills is translated by a female voice-artist. The same isochrony is applied to

the Polish version as shown in Table 11.
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Table 11: Isochrony at the beginning, Polish version

Polish version Back translation

Segment 49

TCR: 00:08:43 - 00:08:47

Marilyn Wills Marylin Wills Marylin Wills

(And I just happen...)

Spojrzatam na zegarek i I just glanced at my watch | And | just happened to

pomyslatam, ze spotkanie si¢ | and realized that the glance at my watch and

przedtuza. meeting had been going too | thought oy this meeting
long. is going a little long.

As in the Spanish version, the Polish viewer is exposed to the first words of Marilyn
Wills’s testimony in the original version. It produces, however, a different effect as
Marilyn Wills is translated by the same male voice-artist as the narrator and other
survivors and experts in the documentary. Rather than proper illusion of authenticity,
this creates then an illusion of simultaneous interpreting, thus sidelining any attempt
to approach the viewer with anything close to a suspension of disbelief, if not about
the content, about the procedure at least. Quite on the contrary, the illusion of a
simultaneous interpreting would highlight the foreign origin of the speaker. It could
therefore be argued that the particular practice of choice in both voice-over traditions
heavily conditions the viewer’s experience and establishes a different convention as to
how the foreign is presented in its per se value. In this sense, the particular solution
adopted for this segment at the micro level in the Polish version echoes the more
general function at the macro level that the voice-over mode is conventionally
assigned to in Poland, which refers to the direct interrelation between this technique
and the way it emphasizes the foreign character of the audiovisual product. The
illusion of authenticity function is replaced by a certification of foreignness,
contributing to the reinforcement of the general tendency of this AVT mode to make

some segments of the audiovisual text resemble a foreign-language simultaneous

71




The transition between this and the preceding segment is too quick, so it apparently
blends into just one segment. Isochrony, then, is not kept at the beginning. However,
Kevin Schaeffer’s slow speech rate allows the narrator to catch up with the text and to
leave the end of the utterance audible in the original.

The last situation detected in the analysis of voice-over isochrony relates to
segments that were left in the original with no translation at all, as illustrated in Table

18.

Table 18: Lack of the voice-over isochrony — no translation

Spanish and Polish version
Segments: 82 and 83
TCR: 00: 16: 00 -- 00: 16: 03

Follow my voice!
Come, come this way!

In both the Spanish and Polish versions, these two segments were left completely
audible in the original version. However, immediately afterwards Kevin Schaeffer
explains the situation: Some young guys were saying: there is a way out here. There’s
IS a way out this way, this way. So we didn 't question much we just kind of grabbed
on each other, hunched over and made for the door (Pentagon 9/11, 2004). The
choice of not providing a direct voice over for these short utterances resembles a
situation of consecutive interpreting, where the target audience first listens to the
original utterance and then he hears a translation. Again the communicative goal is
shifted towards an illusion, not of authenticity, but of testimoniality, by virtue of
which the viewers are put in the position of observers of a foreign, yet realistic, event,
where the protagonists are viewed as individuals belonging to a different linguistic
domain.

Extralinguistic factors that determine voice-over isochrony resort, similarly as

in action synchrony, to reduction techniques and to the specific characteristics of the
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voice-artist. However, in the case of voice-over isochrony, those two factors do not
stem exclusively from time-related criteria, but they also depend on a sustained effort
to generate an illusion of authenticity. This factor, emphasized by theoreticians
(Luyken, et al. 1991, Franco, Matamala, & Orero, 2010, among others), is much more
conspicuous in the Spanish version than in the Polish. This might be a consequence of
the fact that voice-over mode in Spain is usually associated with genre (nonfictional

production), while in Poland it is associated with the medium (TV).

7.4. Literal synchrony

The last type of synchrony analyzed is literal synchrony, which consists of translating
the audible original at the beginning and the end of an utterance, literally trying, as
much as possible, to maintain a word-by-word correspondence between the target and

the source. As pointed out by Luyken et al. (1991):

The first and last words will not only be heard by the audience but very often
be understood by some of them. Because of this, the translator, while

struggling to render the message contained in the statement, will also have to
give a much more exact translation of the two to four words at the beginning
and the end. Sometimes even a well-considered semantic translation will not

suffice and a literal translation will have to be given (p. 141).

However, as highlighted by Orero (2006), professionals consider that maintaining a
genuine language structure is their priority, rather than rending a literal translation
(p. 261).

Literal synchrony is directly related to voice-over isochrony and can be
analyzed only in those segments when at least partial voice-over synchrony is

maintained. The analysis of voice-over isochrony revealed differences between the
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Spanish and Polish versions. For instance, in some segments isochrony was
maintained in the Spanish version and completely lost in the Polish one. The analysis,
however, although carried out on different segments, points to many similarities. The
general analysis for the Spanish version is presented in Appendix 5 and in Appendix 6
for the Polish one.

In the Spanish version 14 segments kept full voice-over isochrony and 27
segments were characterized by partial isochrony (see Figure 3: Distribution of voice-
over isochrony). Therefore, the analysis of literal synchrony in the Spanish version

was carried out on 41 segments which were distributed as shown in Figure 4.

Figure 4: Distribution of the literal synchrony — Spanish version
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M Literal synchrony only at the
8 - beginning
A
- Literal synchrony at the end
6 -
4 - M No literal synchrony
2 .
0 T f
Full Isochrony Isochrony at the
beginning

According to Figure 4, full voice-over isochrony was accompanied by full literal
synchrony in only six segments. In other words: those audible segments at the
beginning and the end of an utterance were literally translated. Interestingly, none of
the rest of the segments with full isochrony kept literal synchrony at the beginning,

while three of them kept it at the end. The other five segments with full isochrony did
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not keep literal synchrony at all. On the other hand, in utterances with partial
isochrony, literal synchrony was encountered in 11 segments while in the majority of
them (16 segments), literal synchrony was lost. Generally, literal synchrony was lost
in over half of the segments.

In the Polish version, an analysis of literal synchrony was carried out on the 43
segments that showed any kind of isochrony (full or partial) and the results are

presented in Figure 5.

Figure 5: Distribution of the literal synchrony — Polish version
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The bar graph shows a rather diversified distribution. Out of 14 segments with full
voice-over isochrony, only five kept full literal synchrony. One excerpt was translated
literally only at the beginning while four only at the end. Four segments with full
voice-over isochrony did not keep literal synchrony at all. Only five segments with
isochrony only at the beginning recreate literal synchrony while the vast majority (18)
did not. Out of six segments with isochrony at the end, only two audible excerpts

were translated literally and four used other translation options. A general conclusion
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for Polish as well as Spanish versions is that over half of the segments with some kind

of isochrony (26) did not keep literal synchrony.

As mentioned above, full isochrony combined with literal synchrony is

considered an exemplary guideline from the theoretical point of view, as it contributes

to generating an illusion of authenticity (Luyken et al., 1991) as Tables 19 (Spanish

example) and 20 (Polish example) illustrate this process.

Table 19: Literal synchrony and the illusion of authenticity — Spanish version

Spanish version
Segment (56)
TCR: 00:09:42 - 00:09:50

Back translation

Daniele
(we lost)

Perdimos el contacto por radar con la
nave y esperamos nerviosamente y
corazon Se Nnos salia del pecho. (chest)

Daniele

We lost radio contact with that aircraft
and we waited and your heart’s just
beating out of the chest.

In this segment of the Spanish version, the only audible parts in the original are the

beginning (We lost) and the end (chest), both translated literally (perdimos and pecho,

respectively).
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Table 20: Literal synchrony and the illusion of authenticity — Polish version

Polish version
Segment (66)
TCR: 00:11:42 - 00:12:33

Back translation

Marilyn Wills
(Someone grabbed...)

Kto$ ztapal mnie z tytu za spodnie,
powiedzialam ,,trzymaj si¢ mnie, idz za
mng Wyjdziemy stad.” Zaczalismy si¢
czotgaé. Ja pierwsza, kobieta cywil za
mng. Nie wiedziatam, Ze bylo za nig
wielu ludzi, poniewaz nic nie byto widac.
Gdybym wyciagneta przed siebie reke,
nie widziatabym dtoni tak byto ciemno od
dymu. Kobieta za mng pociagneta mnie
za spodnie i stwierdzita, ze nie da rady i§¢
dalej z powodu dymu. Powiedziata kazdy
wdech boli. Miatam na sobie czarny
wojskowy sweter. Z sufitu lata si¢ jakas$
ciecz, zmoczytam w niej sweter i ssatam
go, poniewaz czutam jak moej usta
ptonety. Podatam jej sweter i
powiedziatam ssij, nie potykaj tylko ssij i
wypluwaj (don’t swallow, just suck and
then spit it out).

Marilyn Wills

Someone grabbed me from the backs of
my pants and | said: “hold on to me.
Follow me, we will get out of here”. We
started to crawl. | was first and the
civilian was behind me. I didn’t know
that there were several people behind her
because you couldn’t see anything. If you
put your hand in front of you face you
could not see your hand. It was that dark
from the smoke. Then the lady behind
grabbed my pants and said she couldn’t
go any further because of the smoke. She
said that every breathe hurts. | had on me
my black army sweater. There was some
liquid falling from the ceiling, | just put
my sweater on it and soaked it on it
because | felt my mouth was on fire. So |
just passed the sweater to her and said
soaked on this, don’t swallow just suck
and then spit it out.

In the Polish example, the beginning of the utterance (Someone grabbed) and the end

(don 't swallow, just suck and then spit it out) are also translated literally (Ktos ztapat

and nie polykaj tylko ssij i wypluwaj, respectively).

The analysis of all segments with the pattern of full literal synchrony suggests

that full literal synchrony might be achieved under two conditions: 1) the speaker is

speaking slowly; 2) the syntactic structure of the audible sentences in the original

language is similar to the syntactic structure in the target language. These

requirements are not easily met simultaneously, especially when three languages from
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different language sub-families are being compared, as in the present study.
Therefore, this ideal situation of full isochrony accompanied by full literal synchrony
is applied to a very limited number of segments, suggesting what was already
emphasized by Orero (2006a) among others, i.e. that the priority of the translation is
to keep a natural syntax structure and idiomaticity in the target language rather than a
literal but unnatural construction. In contrast to Luyken et al. (1991), who consider
the illusion of authenticity and lack of literal synchrony as contradictory categories, it
could be claimed that from this analysis those two aspects are in fact interdependent.
Literal translation creates an illusion of authenticity only in as much the translation
meets the expectations of idiomaticity and proper syntactic structure of the target
language. Literal synchrony accompanied by a non-grammatical translation would
threaten the illusion of authenticity and would potentially disturb the reception.
Literal synchrony, although kept in mind, does not seem to constitute a top-tier
priority in the translation process as the results of this analysis demonstrate.
Linguistic differences might result from general structural/grammar
differences (as shown in the Polish example in Table 21), or might be related to the
spontaneous character of the utterance (as shown in the Spanish example in Table 22).
For illustrative and comparative purposes these two Tables also contain the original

version.
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Table 21: Literal synchrony and linguistic differences — Polish version

Polish version

Back translation

Original English version

Segment (144)

TCR: 00:29:11 - 00:29:16

Bobby Hoag Bobby Hoag Bobby Hoag
(My glasses were still on

my head...)

Na glowie miatem wcigz
okulary, gdy jest zdjatem,
myslatem, ze sg pokryte
krwia, ale teraz wiem, ze to
byto paliwo (now I know it

On the head, | was still
heaving my glasses. When |
took them off | thought that
they were covered in blood
but now | know that it was

My glasses were still on
my head. And when |
took them off I thought
they were covered in
blood because there was

something on them and |
now know it was jet
fuel.

was a jet fuel). jet fuel.

The beginning which is audible in the original (My glasses were still on my head) is
not literally translated into Polish and the original passive voice is transformed in the
Polish version into the active one. In fact, the differing uses of the passive voice are
typically a very good measure of the grammar differences between these languages. It
is used in English much more frequently than in Polish, or in Spanish for that matter.
While grammatical, a literal translation would constitute a rather bizarre construction
that would possibly distract attention from the content and toward the unidiomatic
phrasing. On the other hand, the structure of the final wording is very similar to its
rendition in Polish, thus enabling a translation that is both natural and literal. The
spontaneous characteristics of speech in source segments are also another reason why

literal synchrony is not an effective solution, as shown in Table 22.
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Table 22: Literal synchrony and linguistic differences — Spanish version

Spanish version Back translation Original English version
Segment (176)
TCR: 00: 38:07 - 00: 38:15

Allyn Kilsheimer Allyn Kilsheimer Allyn Kilsheimer
(What this does...)
Esto impide que las barras | This impedes that these bars | What this does, is this

se doblen hacia afuera 'y bend outward and it stops these bars from

previene que el acero se prevents that the concrete bending outward and it

salga de esta jaula (cage). comes out from this cage. stops the concrete from
in here from coming out
of this cage.

Similarly to the Polish segment, the Spanish ending is translated literally. The
beginning, however, is not since it contains the expression what this does, is this stops
which is characteristic of spontaneous speech and is translated by a more formal “Esto
impide”. As analyzed by Franco, Matamala and Orero (2010), certain parts of
documentaries depict a language which is generally full of hesitations, false starts,
syntactic anomalies and other oral features which have to be changed into precise
discourse so that the final audience understands it (p. 74). Sepielak and Matamala
(forthcoming) add that in non-fictional products, these oral markers are generally
used by so-called ‘talking heads’ and are often omitted from the translation because
the information is considered more important than the reproduction of a spontaneous
language. Therefore, the Spanish translation decided to eliminate the expression as it
did not entail an informative value related to the content of the utterance, although
information about the quality of the utterance is suppressed.

In order to emphasize the statement made previously which indicated that
proper syntactic structure is an important element of the illusion of authenticity, Table

23 compares the translated version to a hypothetical literal translation of the segment.
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Table 23: Literal synchrony and illusion of the authenticity — hypothetical translation

Spanish version Hypothetical literal translation

Segment (176)

TCR: 00: 38:07 - 00: 38:15 Segment (176)

Allyn Kilsheimer Allyn Kilsheimer

Esto impide que las barras se doblen Lo que esto hace es esto impide que estas

hacia afuera y previene que el acero se barras se doblen hacia el exterior y que se

salga de esta jaula. frene al hormigon de ahi dentro a salir de
esta jaula

This hypothetical literal translation keeps all the oral markers, in contrast to the real
version, which does not. However, the resulting phrasing is much longer and
syntactically convoluted.

Another very similar example illustrating a parallel usage of literal synchrony
is the case of the segments with full isochrony that keep a literal translation only at
the beginning. In fact, in the Spanish version, this pattern was not encountered at all

while in the Polish a single example could be detected (Table 24).

Table 24: Literal synchrony at the beginning — Polish version

Polish version Back translation
Segment (212)
TCR: 00:45:51 - 00: 45:56

Kevin Shaeffer Kevin Shaeffer

(That builindg...)
Ten budynek jest symbolem sity That building is a symbol of the strength
Ameryki. Wyleczylismy go (we have of America. We have healed it.

healed that builidng)

This example, similarly to the previous one, shows a characteristic feature of
spontaneous speech, i.e. repetition. The translated version avoids the repetition of the
word “building”, especially unnecessary in such a short segment for merely
informational purposes or issues of macrotextual cohesion.
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The Spanish and Polish versions also show similar statistics when it comes to

the segments with full isochrony and no literal synchrony at all. Five segments in the

Spanish version and four in the Polish one do have full isochrony, but literal

synchrony is not recreated in them as shown in Tables 25 and 26. Again,

quantitatively speaking, both versions show a similar number of segments that keep

full isochrony and no literal synchrony. It should be stressed, however, from a

qualitative point of view, that the actual segments maintaining this pattern are not

always the same ones. For comparative reasons, the original version is shown in the

Tables.

Table 25: Full voice-over isochrony and no literal synchrony — Spanish version

Spanish version
Segment (140)
TCR: 00:28:22 - 00:28:34

Back translation

Original version

Thomas Stanton

(What this forces did)

La potencia del impacto
aplasto todo lo que encontro
a su paso y lo redujo a ruinas
que luego ardieron. Se
desplomaron las paredes y
los techos. Lo aplasto todo.
(and just pushing it
everywhere)

Thomas Stanton

The power of the impact
crushed everything in its
path and reduced it to ruins
then burned afterwards. The
walls and ceiling collapsed.
It crushed everything.

Thomas Stanton

What these forces did
was push everything all
around through the
building in the piles and
they burnt, taking out
the walls, taking out the
ceilings, everything and
just pushing it
everywhere.
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Table 26: Full voice-over isochrony and no literal synchrony — Polish version

Polish version
Segment (140)
TCR: 00:28:18 - 00:28:31

Back translation

Original translation

Thomas Stanton

(what these forced did)
Sita no$na przepychata
szczatki przez budynek
tworzac sterty, ktore
ptonety. Burzyta Sciany,

Thomas Stanton

The lift was pushing the
remains through the
building creating piles that
burned. It destroyed walls,

Thomas Stanton

What these forces did
was push everything all
around through the
building in the piles and

ceilings and crushed
everything around.

zrywala sufity | rozgniatala
wszystko dookota. (and just
pushing it everywhere)

they burnt taking out the
walls, taking out the
ceilings, everything and
just pushing it
everywhere.

Both the beginning of the utterance (What these forced did) and the end (everything
and just pushing it everywhere) in the original version show strong characteristics of
oral speech. The segment is in fact just another example establishing the importance
of syntactic anomalies and oral speech markers as crucial factors in recreating (or
failing to recreate, as it is in this case) literal synchrony.

Full literal synchrony, similarly to full voice-over isochrony, involves a far
bigger constraint than partial literal synchrony which provides much more flexibility
in sentence construction. Here, however, the comparison between the Spanish and the
Polish versions reveals yet wider differences in their distribution. In the Spanish
version, eleven segments with partial voice-over isochrony kept literal synchrony at
the beginning while in the Polish version there were only five segments to do so.
Tables 27 and 28 show the Spanish and Polish examples of such distribution. For

illustrative reasons, the original version is also included in the tables.
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Table 27: Partial literal synchrony — Spanish version

Spanish version
Segment (11)
TCR: 00:01:28 — 00:01:36

Back translation

Original version

Marilyn Wills

(That morning I...)

Esa manana llamé a una
amiga para ver si pudieran
llevar a los nifios al colegio
porque mi marido y yo no
podiamos. Asi que les di un
beso y me fui.

That morning | called a
girlfriend and asked if she
could get the kids to school
because my husband and |
couldn’t. So I kissed them,
and went out.

Marilyn Wills

That morning | called a
girlfriend and asked if
she could get the girls to
school because I had to
go and my husband had
to go. So | kissed them,
smacked them ...., I’'m
out.

In this case, only the beginning of the utterance (That morning 1) is audible and

literally translated, similarly to another example taken from the Polish version.

Table 28: Partial literal synchrony — Polish version

Polish version
Segment (156)
TCR: 00:32:35 - 00:32:40

Back translation

Original version

Bobby Hoag

(I remember...)
Pamigtam gigantycznag kule
ognia, przestrzen
eksplodowata przewracajac
mnie na ziemig.

Bobby Hoag

I just remember a gigantic
fire ball, the space exploded
knocking me to the ground

Bobby Hoag

| just remember a
gigantic fire ball, the
space exploding and hm
knocking me to the
ground.

Just as in the Spanish example, the audible portion at the beginning of the original is

translated literally. In both examples, however, the translation coincides with the

ending of the original, which would constitute perfect, full literal synchrony had the

last words been audible. In fact, this is the case for all segments characterized by

partial isochrony with literal synchrony in the Spanish version, and the majority of

them in the Polish. As already mentioned, literal synchrony depends on voice-over

isochrony in a direct way, underlying its fundamental assumption: time constraints.

Therefore, the main hurdle would seem to be in this case limited time, the speaker’s
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tempo and the relevance of the information contained that did not allow for viable
reductions that may have enabled the end of an utterance to be audible.

However, the results show that the majority of segments with partial isochrony
both in the Spanish and Polish versions (16 and 18, respectively) did not keep literal
synchrony at all, undermining the actual incidence of the time factor and enhancing
the already mentioned reference for syntactic appropriateness and overall
idiomaticity. Another example that emphasizes this preference is presented in Tables

29 and 30.

Table 29: Literal synchrony and linguistic differences, example 2 — Spanish version

Spanish version Back translation Original version
Segment (187)

TCR: 00: 39:05 - 00: 40:41

Bobby Hoag Bobby Hoag Bobby Hoag

(If you gonna have to do)

Si hay que sufrir un If you have to suffer an | If you gonna have to go

atentado como este mejor attack like this better be | through something awful
estar dentro del Pentagono | within the Pentagon that | like this, you know, the

gue en ningan otro sitio. anywhere else. May Pentagon is as good place to
Que Dios nos guarde de que | God save us from thing | chose as any.

ocurra algo asi pero este es | to happen but this is the
el lugar mas seguro que se | safest place to choose
puede elegir. from.
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Table 30: Literal synchrony and linguistic differences, example 2 — Polish version

Polish version
Segment (187)
TCR: 00: 39:05 - 00: 40:41

Back translation

Original version

Bobby Hoag
(If you gonna have to do)

Gdyby kto$ musiat przejsé¢
przez tak okropne
doswiadczenie, mogly
wybra¢ do tego Pentagon
tak jak kazde inne miejsce.
Nie zycze nikomu, zeby
musiat dokonywac takiego
wyboru, ale w razie
potrzeby Pentagon bytby
najlepszym miejscem.

Bobby Hoag

If someone had to go
through such a terrible
experience, he could
choose the Pentagon for
it just like any other
place. | do not want
anyone to have to make
that choice, but if
necessary, the Pentagon
would be the best place.

Bobby Hoag

If you gonna have to go
through something awful
like this, you know, the
Pentagon is as good place to
chose as any.

In the Polish version, the analysis also detected six segments with partial voice-over

isochrony at the end of an utterance. As already mentioned, no isochrony was kept at

the beginning due to the fast tempo of those utterances and the lack of synchrony

between changing speakers. This means that none of the segments kept literal

synchrony either. The example of this situation is presented in Table 31.

Table 31: Partial isochrony and no literal synchrony — Polish version

Polish version
Segment (23)
TCR: 00:04:24 - 00:04:35

Back translation

Original version

News reporter

Z ostatniej chwili.
Niepokojace zdjecia na zywo.
Do wiezy World Trade
Center. Mamy
niepotwierdzony raport, ze w
jedna z wiez uderzyt samolot
(of World Trade Center).

News reporter

From the last moment.
Disturbing images live.
The tower of the World
Trade Center. We have
an unconfirmed report
that in one of the towers
hit the plane.

News reporter

This just in, just you are
looking at a obviously
very disturbing life shot.
There that is the World
Trade Center and we
have unconfirmed report
that a plane has crashed
into one of the towers of
the World Trade Center
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The beginning of this utterance (this just in) contains implicit information for the
viewer that he or she is dealing with live coverage. The news is usually created based
on a strict format that differs substantially among languages and even countries. The
format of the news in Spain is different from the one in Mexico, for example. This
influences the syntax employed in the sense that it needs to fulfill a double goal
specific to a very specific communicative context: it has to support the semantic
import of the message, but at the same time must be adapted to a format that would
implicitly transmit to the viewer that he or she is dealing with a piece of news. The
spontaneous character of the original is reflected in the repetition of the phrase
“World Trade Center”, substituted by the stylistic figure pars pro toto, which impedes
literal synchrony. This is a very illustrative example, since it combines all the factors
that typically impede literal synchrony.

To summarize, extralinguistic factors determining literal synchrony are: voice-
over isochrony, speaker’s speech tempo, and syntactic structure, all usually being
strongly interdependent. The first factor stems from the fact that literal synchrony is
physically dependent on voice-over isochrony. In other words, literal synchrony
fulfills its function only in those parts where the beginning and/or the end of an
utterance are audible in original. However, the analysis has shown that voice-over
isochrony strongly depends on the speaker’s speech tempo. The utterances where
speakers spoke more slowly presented a more frequent implementation of voice-over
isochrony, essential for literal synchrony. Although those two factors are crucial in
order to enable literal synchrony, they often are not sufficient, even in segments
fulfilling these two requirements. Literal synchrony could not be kept due to the

syntactic structure of the utterance. It should thus be highlighted that literal synchrony
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is also strongly linked to linguistic factors that would require a more comprehensive

corpus for an in-depth discussion.

92



Conclusions

The aim of this study was to provide an exhaustive analysis, and a methodology for a
systematic analysis of one of the crucial aspects of translating documentaries in voice-
over mode: synchronization techniques. A comparison between two versions of one
particular documentary film enabled an analysis of the differences between voice-
over practices in two different linguistic traditions, the Spanish and the Polish. Firstly,
some general reflections on the voice-over mode in those countries helped to explore
fundamental differences in those traditions and what implications those traditions may
have on the reception of this audiovisual mode. On the one hand, Spain is a dubbing
country where voice-over mode is used almost exclusively for documentaries. This
results in a strong association of this mode with the non-fiction genre. It also implies
the association of voice-over with the notion of “illusion of authenticity”, where
convention establishes that no manipulation is supposed to take place, as opposed to
dubbing. On the other hand, the Polish version responds to a completely different
reality: in Poland, voice-over does not depend on the genre but on the medium, as all
non-Polish programs in television are voiced-over. Therefore, the interdependence
between voice-over and illusion of authenticity is barely, if at all, present.

Our analysis showed different patterns when it came to this translation mode
itself. In the Spanish voice-over, each character present in the documentary has its
individual voice-artist. The selection of the voice-artist is based, inter alia, on the
characters’ gender. Hence, male characters are voiced by a male voice-artist and
female characters by a female one. This procedure provides a better distinction
between characters themselves and also between characters and the narrator. This has

implications inasmuch the length of the actual production process is longer as more



actors should record their voices on different soundtracks that are all mixed at the
final stage. The Polish voice-over differs significantly in this aspect, as it implies one
single male voice-artist (except for some singular nature documentaries or cooking
programs) providing the translation for all the speakers, be they male or female, or
even the narrator, whose function is therefore degraded from the "voice of God" to a
simple “voice of an interpreter”. Using one single voice-artist also has some
significant implications in the translation process, as it implicitly includes a need of
reduction, especially in segments with overlapping or that include fast changing
dialogue. This factor also influences the reception of the documentary, as a clear-cut
distinction between the participants becomes rather distorted.

Having in mind those significant differences, the study turned to analyzing
another key aspect when translating documentaries in voice-over mode:
synchronization techniques. The goal of this part of the analysis was to map which
synchronies are used in each version of the movie in order to be able to scrutinize
how the actual practice of voice-over translation overcomes the barriers of language,
culture and preferences, and whether it does so in similar or in disparate ways in both
languages. The classification proposed by Franco, Matamala and Orero (2010), with
four different kinds of synchrony, was used as it embraced all the potential variants of
coherence between image, audio and the co-existence of two soundtracks.

The analysis focused first on action synchrony. The results showed that the
Spanish version managed to keep the action synchrony in many more segments than
the Polish one did. This disparity in the Polish version was caused by three main
extralinguistic factors: 1) less frequent application of reduction techniques; 2) the

characteristics of the voice-artist in the translated versions; 3) the mixing process. As
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all these aspects violated time constraints, and action synchrony simply could not be
kept in a larger number of instances.

Secondly, the analysis shifted its focus to kinetic synchrony. The results
showed that due to the format of the documentary, kinetic synchrony was detected in
very few segments and was kept evenly by both the Spanish and the Polish
translations. Considering the main assumption of kinetic synchrony, that underscores
coherence between audio and body movements, the analysis went one step further
into verifying whether literal translation is an essential factor to maintain kinetic
synchrony in the translation. Results showed that literal translation is one of the
possible solutions but not the only available one. The analysis could not, however,
further develop this aspect due to the very limited number of segments with kinetic
synchrony found in the corpus. It should be emphasized that kinetic synchrony
constitutes a genuinely interesting aspect from the translation point of view:
consistency between body movements and audio might constitute a challenging task
for the translator who has to deal with an unchangeable image and audible original
soundtrack. The challenge stems also from the fact that body language is related to
culture. Therefore, in order to understand kinetic synchrony better, a more extensive
analysis with a broader corpus should be carried out.

The next step in the analysis was the examination of voice-over isochrony.
This technique refers to a common practice consisting of leaving the original speech
audible in the foreign language for a few seconds at the onset and the end of a
segment. This characteristic constitutes a defining factor of the voice-over mode itself
(see Diaz Cintas & Orero 2005). However, the analysis revealed that this fundamental
assumption of voice-over is rather neglected in the translation analyzed. Less than one

third of the segments could be categorized as keeping full isochrony. Interestingly
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enough, this proportion was the same for both versions although the distribution
pattern of this type of synchrony differed between Spanish and Polish. The results
also showed that voice-over isochrony, if applied, might take distinct forms of full
isochrony or partial isochrony, which in turn may show audible parts in the original
either at the beginning or at the end. In both versions, the extralinguistic factors that
appear to be decisive in the use of isochrony are time constraint and the particular
brevity of some segments which leave too little time for the translated version to catch
up. In the case of the Polish translation, however, there is also an additional
constraint: the speech rate of the speakers combined with the fact that one single
voice-artist is used. As already mentioned, the voice-artist renders the translated
version in a monotonous manner in Polish. He also keeps his speech rate constant,
which can be a problem when translating other speakers with much higher speech
rates, as shown in the examples. This influences significantly the translation process
as those segments spoken faster must be considerably condensed. In the Spanish
version, as each speaker is translated by a different voice-artist, this problem is easily
resolved as the speech rate of voice-artists might simply differ. Despite this drawback,
it is not very likely that voice-over in Poland would suddenly adopt a format similar
to the Spanish one. The long standing communicative convention of single voice actor
that the Polish audience is used to, and also economic reasons, should be seen as
crucial factors. However, introducing another voice-artist that would allow a
distinction between the voice of narrator and the voice of other characters present in
the documentary could be beneficial for the quality of the reception. It would also
restore the semiotic function the narrator has in the original documentary (or in the
Spanish voice-over for that matter), which would consequently influence the illusion

of authenticity.

96



The final step of the analysis was centered on literal translation, the most
contentious issue between theoreticians and practitioners (Luyken et al. 1991; Orero,
2006a, Franco, Matamala, & Orero, 2010). In fact, the results show that literal
synchrony is maintained in a very limited number of segments, thus signaling that
translations prioritize maintaining a proper syntactic structure that is familiar to the
receiver, rather than providing literal but odd-sounding constructions. Theoreticians
argue that literal synchrony is an essential factor in creating an illusion of
authenticity, and it should be achieved even at the expense of coherent translation.
This study, however, challenges this argument, suggesting that illusion of authenticity
helps to achieve audience-oriented translation and seems therefore to be preferred. A
literal translation accompanied by less than acceptable phrasings in the target
language would question the true value of the illusion of authenticity, and could
potentially disrupt the reception of the segment. Therefore, the importance of literal
synchrony is not supported by the specific corpus analyzed as crucial to the
professional translation process.

To summarize, a descriptive analysis and comparison between Spanish and
Polish versions helped to establish that extralinguistic differences in the voice-over
influence not only the translation techniques but also potentially the reception of the
final products. The examples which were provided illustrated not only some
extralinguistic aspects but also certain strictly linguistic factors important in the voice-
over process. The results of this study suggest subsequent research that should
examine a more comprehensive corpus, and that it should explore possible guidelines

for the improvement of aspects of synchronization strategies in voice-over translation.
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Appendix 1- Segments excluded from the analysis

Segments present in original but absent in Polish and Spanish versions

00:00:41 — 00: 00:
46

Marilyn Willis
| told her hold on to me. Don’t let me go wherever | go. | got you.
You gonna get out here.

00:06:58 — 00:07:05

Bobby Hoag
So, everybody known now what’s happening and mm you know now
you have to act to do something

00:07:54 -
00:07:55

Allan Wallace
Hi this is Chief Campbell

Segments present in the Spanish version but absent in the original

00:00:53 — 00:00:57

Narrator
Segundos catastroficos. 11 S. El ataque al Péntagono.

00:04:37 — 00:04:41

Narrator
Una extrafia intranquilidad de aduefia de las oficinas del Pentagono.

00:04:45 - 00:04:48

Narrator
Todo el mundo esta transfigurado por acontecimientos de Nueva
York.

00:06:55 — 00:07:22

Bobby Hoag

Ahora todo el mundo sabe lo que esta pasando y hay que hacer algo,
hay que reaccionar. Por algo estamos en el Pentagono, en el cuartel
general militar. Empecé por pedir a nuestro asistente de que llamara a
la seguridad para verificar el estado de nuestro edificio. Nadie lo
estaba vigilando. Todo el mundo estaba pegado a la television. El
cabo volvio y me dijo que la situacion de amenaza era lo normal. Yo
pensé que no podia ser cierto.

00:07:22 - 00:07:27

Narrator
Pero en pocos segundos el nivel de seguridad del edificio se eleva con
rapidez.

00:13:49 — 00:14:01

Narrator
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Nueve cuarenta de la mafiana. Las calles que llevan al Pentagono
estan bloqueadas. Los equipos de rescate tienen que abrirse paso para
llegar a la zona del siniestro.

00:21:22 — 00:21:32

Bob Francis

Resultaba mas dificil de lo normal porque los controladores estaban
buscando un avidn con direccion al oeste que era la direccion inicial
del vuelo y suponian que continuaria viajando en esa direccion.

00:27:50 — 00:28:02

John Yates

En la oficina donde trabajaba yo murieron 24 personas. Tres de ellas
justo al lado de mi despacho. Mi jefe y dos amigos. Ademas de esos
21 compafieros.

00:29:19 - 00:29:23

Narrator
Stan Ames, es un cientifico experto en fuego que estudia como se
compartan los incendios

00:29:24 — 00:29:49

Stan Ames

Imaginense lo que seria estar en el interior en un edificio cubierto de
la fina niebla de combustible aéreo con un fuego repentino al que
sigue una violenta explosion. En un instante el aire fresco se
transform6 en un intenso calor. El tipo de reaccion entre el aire y el
combustible de los aviones se utiliza en bombas y sefialas para extraer
todo el oxigenos del atmosfera y crear unas condiciones ambientales
letales.

Segments present in the Polish version but absent in the original

00:00:53 — 00:00:57

Narrator
Tuz przed tragedia. Pentagon. 11 wrzes$nia.

00:04:38 — 00:04:40

Narrator
Dziwna cisza zaczyna spowija¢ buira Pentagonu.

00:04:45 — 00:04:48

Narrator
Uwagge wszystkich przykuty wydarzenia rozgrywajace sic w Nowym
Jorku.

00:06:55 — 00:07:22

Bobby Hoag

Wszyscy juz wiedza, co si¢ dzieje. Trzeba zaczaé dziataé. JesteSmy
przeciez w Pentagonie, to siedziba gtéwna sit wojskowych.
Poprositem pracownika, zeby zadzwonit do ochrony i sprawdzit stan
budynku. Wszyscy patrzyli w telewizje, nikt go nie pilnowat. Kapral
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wrocit i powiedziat, ze stan zagrozenia jest w normie.
Odpowiedziatem, ze to nie mozliwe.

00:07:23 — 00:07:27

Narrator
W ciggu Kilku sekund poziom ochrony budynku gwattownie wzrasta.

00:13:49 — 00:13:59

Narrator

Dziewiata czterdziesci. Drogi wokot Pentagonu sa zablokowane.
Brygady ratunkowe muszg si¢ przedrzeé, zeby dotrze¢ do strefy
katastrofy.

00:21:22 - 00:21:30

Bob Francis

Klopot polegat na tym, ze szukali na zachodzie, poniewaz samolot
planowo leciat w tamtym kierunku. Zatozyli, ze nadal bedzie leciet w
tamtg strone.

00:27:50 — 00:28:04

John Yates

W pomieszczeniach, w ktorych pracowatem zginety wowczas 24
osoby. Trzy w moim biurze. M¢j szef i dwoch wspotpracownikow. A
takze 21 innych przyjaciot.

00:29:20 — 00:29:23

Narrator
Stan Ames jest naukowcem, ktory bada, jak zachowuje si¢ ogien,

00:29:25 — 00:29:46

Stan Ames

Wyobrazmy sobie, jak musiato to wyglada¢ wewnatrz. Nagle pojawita
si¢ mgietka paliwa lotniczego, a potem ogien, ktory ja spalat
wybuchajac. W jednej chwili $wieze powietrze stato sie nieznosnie
gorgce. Ten typ reakcji paliwa z powietrzem wykorzystuje si¢ w
bombach, ktére po wybuchu usuwaja caty tlen z atmosfery i stwarzaja
$mierciono$ne warunki.
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Appendix 2 — Action synchrony

Code of the segment Spanish version  Polish version

) - - V — action synchrony kept

6 - —no action synchrony

7

12

< <<

13

14

16

<<

17

21

22

27

I < < <K<K KKK LK<

<<

36

38

45

46

<
< <<

50

51

58

<

59

61

63

71

72

74

75

<< <<

76

NENENYENENENEIREYEN R RS

77

82

83

85

86

87

89

92

< << <
<<l

93

97

98

<
<

103

<
<

101












List of Tables

Table 1: Qualitative research on audiovisual modes (Franco, Matamala, Orero, 2010)

Table 2: Example of encoded fragments .........c.ccoviiiieiinene e
Table 3: Example 1 the action synchrony -- original VErsion...........cccceceeeneiencnennnnn
Table 4: Lack of reduction in the action synchrony in the Spanish version...................
Table 5: Lack of reduction in the action synchrony in the Polish version.....................
Table 6: Lack of action synchrony — soundtrack mixing problems..............ccccceevvevnenee.
Table 7: Kinetic synchrony, example 2 — original Version ..........c.ccccecvverenencncnenenn
Table 8: Kinetic synchrony, example 2 — Spanish Version.........c.ccccooeveiennniennn
Table 9: Kinetic synchrony, example 2 — Polish VEISION..........ccccccoveiieeiie e,
Table 10: Isochrony at the beginning — Spanish Version ...........ccccccovevviveieese e,
Table 11: Isochrony at the beginning, Polish VErsion............cccccvevvvievveccsinese e,
Table 12: Full isochrony — Spanish VEISIiON..........cccceiiiiieie i
Table 13: Full isochrony — POliSh VEISION .........ccooviiiiiiie e
Table 14: Voice-over isochrony and the fast speech rate — original version..................
Table 15: Voice-over isochrony and the fast speech rate — Spanish version..................
Table 16: Voice-over isochrony and the fast speech rate — Polish version ....................
Table 17: Voice-over isochrony at the end — Polish version .............cccocevvieienininenne.
Table 18: Lack of the voice-over isochrony — no translation ...........ccccoceveniiicienen
Table 19: Literal synchrony and the illusion of authenticity — Spanish version.............
Table 20: Literal synchrony and the illusion of authenticity — Polish version ...............
Table 21: Literal synchrony and linguistic differences — Polish version.......................

Table 22: Literal synchrony and linguistic differences — Spanish version....................

Table 23: Literal synchrony and illusion of the authenticity — hypothetical translation

Table 24: Literal synchrony at the beginning — Polish version .............cccccoovevviieinennn.

Table 25: Full voice-over isochrony and no literal synchrony — Spanish version..........

110



Table 26: Full voice-over isochrony and no literal synchrony — Polish version ..................... 87

Table 27: Partial literal synchrony — Spanish VErsion ...........ccccoeveinnnieninie e 88
Table 28: Partial literal synchrony — PolisSh VEISION ..........ccccovviiieiiiciic e 88
Table 29: Literal synchrony and linguistic differences, example 2 — Spanish version............ 89
Table 30: Literal synchrony and linguistic differences, example 2 — Polish version............... 90
Table 31: Partial isochrony and no literal synchrony — Polish version.............c.ccocooviiinnnnee. 90

111



List of Appendixes

Appendix 1- Segments excluded from the analysiS ..........ccocoovriiiiiniiiin e, 98
Appendix 2 — ACLION SYNCRTONY .....c.oiiiiiie e 101
AppendixX 3 — KINELIC SYNCRIONY ......ooiiiiiiiiii ettt 103
AppendiX 4 — VOICE-0VEr ISOCNIONY ........ccviiiiieiie ettt 104
Appendix 5- Literal synchrony (Spanish VEISIioN) ..........ccoceviririniniinienenese s 106
Appendix 6 — Literal synchrony (Polish VErSION) .........cccooeiiiiiiiiniiicee s 108

114



Diaz CINTAS, J; ORERO, P. (2006). Voice-over. In Encyclopedia of Language and
Linguistics. (2™ edition, pp. 477-479). Oxford: Elsevier.

Diaz CINTAS, J., & ANDERMAN, G. (Eds.). (2009). Audiovisual Translation:
Language Transfer on Screen. London: Palgrave Macmillan

Diaz CINTAS, J. (1998). La labor subtituladora en tanto que instancia de traduccion
subordinada. In P. ORERO (ed.), Actes del 111 Congrés Internacional sobre
Traduccio (pp. 83-89). Bellaterra: Servei de Publicacions de la Universitat
Autonoma.

DiAZ-CINTAS, J. (2003). Audiovisual Translation in the Third Millennium. In G.
ANDERMAN, & M. ROGERS (ed.), Translation Today: Trends and Perspectives
(pp. 192—204), Clevedon: Multilingual Matters.

DRIES, J. (1994). Slightly out of synch. Television Business International, 62-63.

DRIEs, J. (1995). Breaking Eastern European Barriers. Sequentia, 11 (4), 6.

EGuiLuz, F. (1994). Transvases culturales: Literatura, Cine. Vitoria-Gasteiz:
Universidad del Pais Vasco.

EspAsA, E. (2004). Myths about documentary translation. In P. ORERO (Ed.), Topics
in Audiovisual Translation (pp. 183-199). Amsterdam, Philadelphia: John
Benjamins Publishing Company

EUROPEAN BROADCASTING UNION (EBU). (2004). EBU Report on Access Services.
EBU Technical-Information 144-2004.

FAWCETT, P. (1983). Translation modes and constraints. The Incorporated Linguist 22
(4), 186-190.

FODOR, 1. (1976). Film Dubbing: Phonetic, Semiotic, Esthetic and Psychological

Aspects. Hamburg: Helmut Buske.

117



FRANCO, E. (2000a). Documentary film translation. A specific practice? In A.
CHESTERMAN, N. GALLARDO, & Y. GAMBIER (Eds.), Translation in context
(pp. 233—242). Amsterdam/ Philadelphia: John Benjamins.

FRANCO, E. (2000b). Revoicing the alien in documentaries. Cultural agency, norms
and the translation of audiovisual reality. Retrieved from
http://tede.ibict.br/tde_arquivos/1/TDE-2005-02-23T06:09:47Z-
94/Publico/ElianaPCFranco.pdf

FRANCO, E. (2001). Voiced-over television documentaries. Terminological and
conceptual issues for their research. Target 13 (2), 289-304.

FRANCO, E., MATAMALA, A, & P. ORERO. (2010). Voice-over translation An
Overview, Berna: Peterlang.

GALASsSI, G. (1994). La norma traviata. In R. BACCOLINI, R. M. BOLLETTIERI
BOSINELLI & L. GAvioLl (Eds.), Il doppiaggio. Trasposizioni linguistiche e
culturali (61-70). Bologna: Clueb.

GAMBIER, Y. (1996). La traduction audiovisuelle un genre nouveau? In Y. GAMBIER
(ed.), Les transferts linguistiques dans les medias audiovisuels (pp. 7—12).
Villeneuve d’Ascq: Presses Universitaires du Septentrion.

GAMBIER, Y. (1997). Language transfer and audiovisual communication
bibliography (2nd ed.). Turku: Unipaps.

GAMBIER, Y. (2003). Screen Translation, [Special edition]. The Translator 9 (2).

GAMBIER, Y. (2004). La traduction audiovisuelle: un genre en expansion, Meta, 49

(1), 1-11.

GAMBIER, Y. (2006). Multimodality and Audiovisual Translation. In EU-High-Level
Scientific Conference Series MuTra 2006 — Audiovisual Translation

Scenarios: Conference Proceedings. Copenhagen: Mutra.

118



GARCARZ, M. (2009). Pol wieku polskiej telewizji i przekladu telewizyjnego: o
,,szeptance” wczoraj, dzis i jutro. In K.HEJwowsKI, A. SZCZESNY, & U.
TopczewskA (Eds.), 50 lat polskiej translatoryki (pp. 571-580). Warszawa:
Wydawnictwo Uniwersytetu Warszawskiego.

GARCIA LUQUE, F. (2011). De como "domesticar» un documental de divulgacion
cientifica en el proceso de traduccion. Estudio de la version en espafiol de
I’Odyssée de I’espéce, Sendebar 22, 235 - 263.

GIL ARIZA, C. (2004). A Case Study: Spain as a Dubbing Country, Translation
Journal, 8 (3), Retrieved from:
http://www.bokorlang.com/journal/29movies.htm

GILABERT, A., LEDESMA, |, & TRIFOL, A. (2001). La sincronizacion y adaptacion de
guiones cinematograficos. In: M. DURO (eds.) La traduccion para el doblaje y
la subtitulacion (pp. 325-330). Madrid: Catedra.

GLASER, G. (1991, February 24). Why Marilyn Monroe is a Polish Baritone? New
York Times. Retrieved from http://www.nytimes.com/1991/02/24/movies/film-
why-marilyn-monroe-is-a-polish-baritone.html.

GONZALEZ REQUENA, J. (1988). El discurso televisivo. Madrid: Catédra.

GONZALEZ REQUENA, J. (1989). El espectdculo informativo. Madrid:Akal.

GoRriIs, O. (1993). The Question of French Dubbing: Towards a Frame for Systematic
Investigation. Target 5 (2), 169-190.

GRIGARAVICIUTE, |., & GOTTLIEB, H. (1999). Danish voices, Lithuanian voice-over,
The mechanics of non-synchronous translation, Perspectives: Studies in

Translatology 7 (1), 41-80.

119



GUARDINI, P. (1995). La traduzione simultanea del film: produzione e percezione.
Un’analisi della prestazione dell interprete e della risposta del pubblico.
Unpublished thesis. University of Trieste.

GUBERN, R. & VERNON K. M. (2013). Soundtrack. In J. LABANY, & T.PAvVLOVIC
(eds). A companion to Spanish Cinema (pp. 370-388). Chichester: Blackwell
Publishing.

HENDRYKOWSKI, M. (1984). Z problemow przektadu filmowego. In E. BALCERZAN
(ed.), Wielojezycznosé literatury i problemow przektadu artystycznego (pp.
243-259). Wroctaw: Ossolineum,

HERNANDEZ BARTOLOME, & A. MENDILUCE CABRERA, G. (2005). New Trends in
Audiovisual Translation: The Latest Challenging Modes. Miscelanea: A
Journal of English and American Studies 31, 90-104.

HIGGINBOTHAM, V. (1988). Spanish Film under Franco. Texas: University of Texas
Press.

JAKOBSON, R. (2000/1959). On Linguistic Aspects of Translation. In L. VENUTI
(ed.), The Translation Studies Reader (pp. 113-118). London: Routledge.

JUEL, H. (2006). Defining Documentary Film. P.O.V. A Danish Journal of Film
Studies 22, 5-15.

KAHANE, E. (1990-91). Los doblajes cinematograficos: Trucaje lingiiistico y
verosimilitud. Paralleles, 12. 115-120.

KARAMITROGLOU, F., (2000). Towards a Methodology for the Investigation of Norms
in Audiovisual Translation: The Choise between Subtitling and Revoicing in
Greece. Amsterdam & Atlanta, Editions Rodopi B.V.

KAUFMANN, F. (1995). Formation a la traduction et a I’interprétation pour les médias

audio-visuels . Translatio XIV (3-4), 431-443.

120



KOTELECKA, J.K. (2006). Traduccion audiovisual para la television en Polonia:
version locutada Entrevista con Barbara Rodkiewicz-Gronowska (TVP).
Trans, 10, 157-168.

KRASOVSKA, D. (2004). Simultaneous use of voice-over and subtitles for bilingual
audiences. Translating Today 1, 25-27.

LORSCHER, W. (1992). Investigating the translation process. Meta XXXVII (3), 426-

439.

LAMBERT, J., &DELABASTITA, D. (1996). La traduction de textes audiovisuels: modes
et enjeux culturels. In Y. GAMBIER (Ed.), Les transfers linguistiques dans les
medias audiovisuels (pp. 33-58). Villeneuve d’Ascq (Nord): Presses
Universitaires du Septentnon.

LEVY, J. (1966). Translation as a decision process. In To honor Roman Jakobson:
Essays on the occasion of his seventieth birthday. 11 October 1966. Vol. 2.
The Hague: Mounton.

LUYKEN, G. M., HERBST, T., LANGHAM-BROWN, J., REID. H., & SPINHOF, H. (1991).
Overcoming Language Barriers in Television: Dubbing and Subtitling for the
European Audience. Manchester: The European Institute for the Media.

MARTIN, L. (1994). Estudio de las diferentes fases del proceso de doblaje. In
EGuiLuz, F. (eds.), Trasvases Culturales: Literatura, Cine, Traduccion (pp.
323-330). Gasteiz: Universidad del Pais VVasco-Euskal Herriko Unibertsitatea.

MASON, I. (1989). Speaker meaning and reader meaning: preserving coherence in
Screen Translating. In R. KOLMEL, & J.PAYNE (eds). Babel. The cultural and
Linguistic Barriers between Nations (13-24). Aberdeen: University Press.

MATAMALA, A. (2005). Freelance voice-over translation. Translating for Catalan

Television. Journal of Specialized Translation 4, 45-48.

121



MATAMALA, A. (2008). Teaching voice-over translation: a practical approach. In J.
Diaz-Cintas (ed.), The didactics of audiovisual translation (pp. 115-127).
Amsterdam: Benjamins.

MATAMALA, A. (2009a). Translating documentaries: from Neanderthals to the
Supernanny. Perspectives. Studies in Translatology, 17(2), pp. 93-107

MATAMALA, A. (2009b). Main challenges in the translation of documentaries. In J.
Diaz-CINTAS (ed.), In So Many Words: Translating for the Screen (pp. 109-
120). Londres: Multilingual Matters.

MATAMALA, A. (2010). Translations for dubbing as dynamic texts. Strategies in film
synchronisation. Babel 56 (2), 101-118.

MATEO, M. (2007). Surtitling today: new uses, attitudes and developments.
Linguistica Antverpiensa, 6, 135-154.

MAYORAL, R. (2001). El espectador y la traduccion audiovisual. Retrieved from:
http://www.ugr.es/~rasensio/docs/Espectador_y TAV.pdf

MAYORAL, R, KELLY,D. & GALLARDO, N. (1988). Concept of Constrained
Translation. Non-Linguistic Perspectives of Translation. Meta 33 (3), 356—
367.

MCcLANE, B.A. (2012). A new history of documentary film (2™ edition). New York,
NY, London: Continuum International Publishing Group.

NEVES, J. (2005). Audiovisual Translation: Subtitling for the Deaf and Hard-of-
Hearing. Roehampton University. Retrieved from:
http://roehampton.openrepository.com/roehampton/bitstream/10142/12580/1/n
eves%?20audiovisual.pdf

NEVES, J. (2008). 10 fallacies about Subtitling for the d/Deaf and the hard of hearing.

The Journal of Specialised Translation, 10, 128-144.

122



NicHoLs, B. (2001). Introduction to Documentary Film. Bloomington: Indiana
University Press.

ORERO, P. (ed.) (20044a). Topics in Audiovisual Translation. Amsterdam /
Philadelphia: John Benjamins Publishing Company

ORERO, P. (2004b). The pretended easiness of voice-over translation of TV
interviews. The Journal of Specialised Translation, 2, 76-96.

ORERO, P. (2005). La traduccion de entrevistas para voice-over. In P.
ZABALBEASCOA, L. SANTAMARIA, & F. CHAUME (EdSs.), La traduccion
audiovisual: Investigacion, ensefianza Y profesion (pp. 213—222). Granada:
Comares.

ORERO, P. (2006a). Synchronization in voice-over. In J.M. BRAvO (Ed.), A new
spectrum of translation studies (pp. 255—264). Valladolid: Publicaciones de
la Universidad de Valladolid.

ORERO, P. (2006b). Real-time subtitling in Spain [Special Issue: Respeaking]. Intra-
linea.

ORERO, P. (2006c¢). Voice-over: A case of hyper-reality. In EU-High-Level Scientific
Conference Series MuTra 2006 — Audiovisual Translation Scenarios:
Conference Proceedings. Copenhagen: Mutra

PAGEON, D. (2006) The world of the voice-over. Actors World Production Ltd.

PETILLO, M. (2008). Doppiaggio e sottotitolazione: problemi linguistici e traduttivi
nel mondo della screen translation. Bari: Digilabs.
PONNIO, K. (1995). Voice-over, narration et commentaire. Translatio, Nouvelles de la

FIT-FIT Newsletter, XIV (3-4), 303-307.

123



REMAEL, A. (1995). From the BBC’s Voices from the island to the BRTN’s De
President van Robbeneiland: A case study in TV Translation. Linguistica
Antverpiensia XXIX-XXX, 107-128.

ROBINSON, D. (1998). Literal translation. In Routledge Encyclopedia of Translation

Studies (pp. 125-127). New York: Routledge.

Russo, M. (2005). Simultaneous film interpreting and users’ feedback. Interpreting,
7(1), 1-26.

SACCONI, S. (2013). How The Nanny has become La Tata ”: analysis of an
audiovisual translation product. Unpublished master's thesis. Universita degli
Studi di Padova.

SALWAY, A. (2007). A Corpus-based Analysis of Audio Description. In J. Diaz
CINTAS, P. ORERO, & REMAIL (Eds.), Media for All: Subtitling for the Deaf,
Audio Description and Sign Language (pp. 151-174). Amsterdam — New
York, Rodopi.

SAPINO, R. (2011). What is a Documentary Film: Discussion of the Genre. Paper
presented at Intensive Seminar in Berlin, September 12-24, 2011, Retrieved
from: http://www.amerikanistik.uni-
muenchen.de/forschung/konferenzprojekte/ip_60s/finalpapers/hoenisch_sapin
0.pdf

SEPIELAK, K., & MATAMALA, A. (forthcoming). Synchrony in voice-over of Polish
fiction genres. Babel 59.

SHUTTLEWORTH, M., & Cowig, M. (1997). Dictionary of Translation Studies.
Mancheter: St. Jerome.

SKUGGEVIK, E. (2010). A typological Threesome: Subtitling, interpretation and voice-

over. A study of symbiotic translation types. In L. Bocucki & K. KREDENS

124



(eds.) Perspectives on Audiovisual Translation (pp. 13-26). Frankfusrt am
Main: Peterlang.

SNELL-HORNBY, M. (1988). Translation Studies. An Integral Approach. Amsterdam:
John Benjamins.

SZARKOWSKA, A. (2005). The power of film translation. Translation Journal, 9 (2).
Retrieved from: http://translationjournal.net/journal/32film.htm

SZARKOWSKA, A. (2009). The Audiovisual Landscape in Poland at the dawn of the
21st century. In A. GOLDSTEIN, B. GOLUBOVIC, (eds.) Foreign Language
Movies — Dubbing vs. Subtitling (pp. 185-201), Hamburg: Verlag Dr. Kovac.

TAYLOR, C. (1999). The translation of film dialogue. Textus XII (2), 443-458.

TITFORD, C. (1982). Sub-titling: constrained translation. Lebende Sprachen 27(3),
113-116.

VIRKKUNEN, R. (2004). The Source Text of Opera Surtitles. Meta 49 (1), 89-97.

WHITMAN-LINSEN, C. (1992). Through the Dubbing Glass: the synchronization of
American motion pictures into German, French and Spanish. Frankfurt am
Main: Verlag Peter Lang GmbH.

ZABALBEASCOA, P. (1993) Developing Translation Studies to Better Account for
Audiovisual Texts and Other New Forms of Text Production. PhD dissertation.

Universitat de Lleida.

125



126



