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Abstract

This article aims to describe how written translasi of audiovisual products change
along the dubbing process until they reach the emeodi, focusing mainly on the
synchronisation stage. The corpus is made up dirgtaeel of the Catalan and Spanish
translations of three different films released 0@ (Casino RoyaleGood night and
good luckandThe Da Vinci Codge After a brief summary of the dubbing process and
short overview of the approaches to synchronisdtbond in the literature, the specific
strategies found in a bottom-up analysis are hihitdid, offering both a wide analysis
of the general changes throughout the process acldsar analysis of the specific
changes that occur in the synchronisation stagsmparison of the strategies found in
Catalan and Spanish is also included in order tesss whether different languages

result in different strategies.
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0. Introduction

Dubbing, next to subtitling, has been one of thalatities that has captured the interest
of most audiovisual translation researchers foryngars. However, there is still need
for empirical research to help us understand moogopndly this transfer mode. This
article deals with dubbing and aims to carry owtteyatic corpus-based research on
how translations for dubbing can be viewed as dyoaexts which change along a
complex process. The corpus is made up of theriedt of three fiction films released
in 2006, namelyCasino RoyaleThe Da Vinci CodandGood night and good luck he
translations into Catalan and into Spanish have bealysed and compared to both the
synchronized script, the linguistically revised igtr(if available) and to the final
broadcast version in order to identify the chantdpestext undergoes. Special attention
has been paid to the synchronisation stage.

After a brief summary of the dubbing process (8h)js article presents an
overview of the approaches to synchronization foumdhe literature (82) and then
highlights the strategies found in the analysishef corpus (83), offering both a closer
perspective on the changes made in the synchrmmssiiage and a wider perspective
which takes into account other key stages sucth@danguage revision or the actual
recording. A comparison of the strategies in Catalad in Spanish closes the article
and is used to assess whether different languaggest rin different strategies being

employed (84).

1. Dubbing: the process
Dubbing is a complex process in which various agy¢ake part. From translators to

dubbing actors a series of professionals work tde/arcommon final goal: offering an



audiovisual product in the target language that lmaraccepted by the audience as a

credible illusion. According to Ledesma and L6p2@02), in Catalonia the following

steps can be identified in the process:

(i)

(if)
(iii)
(iv)

(vi)
(Vi)

(viii)

the original version is sent to the durgpbstudio: it includes a master (digital
betacam) with the international soundtrack andodia¢s. A script might be
included, although it is not always available;

a sound engineer makes copies to wotkwi

the artistic director views the produotbe dubbed;

the production manager chooses the teanosslithe dubbing dialogue writer
and the linguist;

the audiovisual product is translated addpted;

the translated product is synchronised;

sometimes there is a language revisibis is normally the case for Catalan
television (TVC) but it is not a common occurremdgen translating into
Spanish;

the spotting is done by the director'smsant while the dubbing director

chooses the actors;

The result at this stage is a written script intdrget language, with indications both for

actors and sound engineers, ready for actual regprih the studio. The process

continues as follows:

(ix)

Dubbing, with the dubbing director, acpa sound engineer and if

necessary, a linguist.



The result after the recording is an oral versiothe target language.

(xX)  The linguist (in the case of Catalan) revisesaral version and asks for
retakes, if necessary;

(xi)  the sound engineer takes care of the mgixi

(xii)  the artistic director views the final tdsand asks for retakes, if necessary;
and

(xiii) the client (or a supervisor appointedthg client) views the final result and

asks for more retakes, if necessary.

After all this long and expensive process, the Itesua dubbed version in the target
language in which many agents have taken part. Eveagh all participants in this
chain are essential in order to produce a finatasssful result, my interest lies in the
role of translators, dialogue writers and linguistdich will be described in the next
paragraphs.

Translators deliver a written version of the oraifilm taking into account it is
to be interpreted orally by actors and to be remigudiovisually by the audience. The
translator captures all the nuances of the origangiovisual product and transfers them
into the target language, delivering a version Wwhiamics the features of the original
in terms of language variation and adequacy.

The process of synchronisation, which can be dgrenbther professional or by
the same translator, consists in adapting thetteachieve different types of synchrony,
including a series of symbols to facilitate theuattdubbing, as will be explained in

section 2. Some authors add that these professi@isb adapt the script so that it



sounds natural but from my point of view this taslould lie with all agents: that is, the
translator must produce credible dialogues and ggmmade by the dialogue writer
must also fulfil this requirement.

Finally, certain clients such as Catalan televisidN'C) require a specialised
professional to check both the written script amel final recorded version: this is the
task of a linguist, who verifies the linguistic agecy of the text and monitors the

pronunciation.

2. Synchronisation in dubbing

Synchronisation can be defined as “one of the feataf translation for dubbing, which
consists of matching the target language transiadind the articulatory and body
movements of the screen actors and actresses, lhasmmatching the utterances and
pauses in the translation and those of the soexd® {Chaume 2004). This definition
envisages visual synchrony as an umbrella whiclrapasses lip synch, isochrony and
kinesic synchrony, a view recurrently found in therature (Agost & Chaume (1996:
208), Agost 1999: 65-67, Chaume 2003, 2004, EspaiB4).

Other approaches to synchrony that probab$pired this classification are
those of Fodor (1972) and Whitman-Linsen (1992} tmilestones in the description of
synchronisation in dubbing. Fodor (1972), an book whose initial version was
published in 1962 proposes the differentiatiorivieen phonetic synchrony —
concerning lip movement—, character synchrony —aigg the voice of the dubbing
actors— and content synchrony —which points tociblgerence between the translation
and the situation on screen. Whitman-Linsen (1968)the other hand, describes not
only the technical procedures but also the prodesds involved in the synchronisation

process and points to the following types of syookr (i) visual/optical synchrony,



which includes lip synchrony (phonetic synchrongyllable articulation synchrony,
length of utterance synchrony (gap synchrony ochsony) and gestual and facial
expression synchrony (kinetic synchrony); (ii) audr acoustic synchrony, which takes
into account the idiosyncratic vocal type, paralistic elements such as tone, timbre
and pitch of voice, prosody (that is, intonatiorelody and tempo), cultural variations,
accents and dialects. Whereas the first type otleymy falls within the scope of
dialogue writers, the second type is mainly relatethe selection and performance of
dubbing actors. All in all, Whitman-Linsen (1992)%foncludes that as far as priorities
are concerned “what matters is the impresstbe credibility of the artistic work
viewed as an integral whole”.

A wider overview of the literature in the field cée read in Chaume (2004),
who states that four approaches towards synchitwornsare to be found: a professional
perspective (Martin 1994, Avila 1997, Gilabert, ketha and Trifol 2001), a
functionalist perspective (Fodor 1976, Mayoral &t 1088, Kahane 1990-1991 and
Zabalbeascoa 1993), a polysystemic approach (@888, Karamitroglou 2000) and a
cinematographic approach (Chaves 2000, Bartrind ,208aume 2003 and 2004, Bravo
2003). According to Chaume, the first group progoaefunctional viewpoint where
dialogue writers are responsible for synchronisatibe second group coincides with
the previous group although adopting a more acadepyproach, the third group focus
on naturalization as a translational norm dumbbing and synchrony as the most
prominent feature of this naturalization, and tlerth group try to establish links
between film language and translation and analysehsonisation as “one of a set of
elements in the broad network of signs that makehgpomessage, the film and the

narration” (Chaume 2004: 42).



As for national differences in this practice, Poram({1988) offers a thorough
introduction to the technical procedures used ianEe, where théande rhythmas
used, and Chaume (2007) presents a comprehensveien of the different practices

used in Europe that comes to show the absencemhoo standards.

3. Strategies used in synchronisation

Although as shown in the previous section someaasthave described synchronisation
—also called adaptation or adjustment— and a fewehaven listed some of the
strategies used in order to synchronise the ofigend (Chaume 2005, Mayoral 2003),
to the best of our knowledge no corpus analysi® lmeen provided to demonstrate the
changes translations undergo before they reacautience. The aim of this article is to
fill this void, by providing a categorisation whidbcuses on synchronisation but also
includes further changes such as those that tadee muring the language revision or
even later in the process, in the actual recordingtead of starting from an already
established categorisation, a bottom-up approaébil@®ved, proposing a classification
resulting from the data analysis.

As already stated, the corpus consists of the fest of three fiction films
released in 2006C@asino RoyaleThe Da Vinci Codand Good night and good lugk
both in their Catalan dubbed version and Spanidibed version. | have compared the
translated script with the synchronised script, thguistically revised script (if
available) and with the final broadcast versione Tésults are then presented separately
for each film, and a common analydigking into account the language
(Spanish/Catalan) is also offered.

Figure 1 summarises the changes observed in thteréel of theDa Vinci Code

both in Catalan and in Spanish. In the first coluame can see whether the change



belongs to the synchronisation stage (i.e. chafaesd in the synchronised scripts that

are compared with the written translated scrift)thte language revision (i.e. changes

found in the linguistically revised script compareih the synchronised script) or to

the actual recording (i.e. changes included inbiteadcast version but not in the written

script, probably due to improvisations or last-nienchanges proposed by either the

dubbing actor, the dubbing director or the superyisin the second column different

strategies have been identified following a bott@mapproach.

e Both in the synchronisation stage and in the rangrd

0]

(0]

reduction: the number of syllables of the origiisaleduced,;

repetition: some words are repeated,;

amplification: the text is made longer;

modification: the length of the utterance kept the same but the
sentence is altered;

changed order: the same words are kept but ifferelift order, and

deletion: some part of the utterance is deletedtheitrest remains the

same.

e In the revision stage:

o

amplification, as defined previously;

reduction, as defined previously;

grammar, referring to changes made due to gramahagasons;
vocabulary, meaning lexical units that have beemgkd;

style/register. changes made in order to follow stye-sheet of the

television network or because the register is detjaate, and



0 content: when changes are due to either erronganslations which

alter the meaning of the original or wrong data.

The third, fourth and fifth column contain the infmation concerning the Catalan
version: the number of occurrences for each styatdte percentage of times this
strategy is used within each group (synchronisdtiaguage revision/recording) and
finally the percentage of changes found in eacthe$e stages. The same data is offered

for the Spanish version on the right.

CANVI CAT % ES % %

Synchronisation Reduction 15 34.88% 10 38.46%
Repetition 5 11.63% |43= {1 3.85% |26=
Amplification 15 34.88% |59,72% | |6 23.08% |41,935%
Modification 3 6.98% HE 34.61%
Changedorder |5 11.63% ' |o 0%

Language Grammar 4 15.38% 0 0%

revision Vocabulary 3 11.54% | 26= ' |0 0%
Content 1 3.85% |36,11% | |0 0% 0%
Style, register | 14 53.84% o 0%
Amplification |3 11.54% ' To 0%
Reduction 1 3.85% 1o 0%

Recording Changedorder |1 33.33% 3 8.33%
Deletion 1 33.33% | 3= B 277% |36=
Reduction 1 33.33% |4,17% | |11 30.56% | 58,065%
Modification 0 0% BE 25%
Amplification 0 0% {12 33.34%




Fig 1. Da Vinci Code

As seen in figure 1, reduction is the most frequsinategy when synchronising a
translation, both in Catalan (34.88%, examples d ah and in Spanish (38.46%,
examples 3 and 4). This reduction is achieveddiygushorter forms, by deleting parts
of a sentence which are considered less relevanteketing interjections and other
phatic elements, by changing full phrases by praspby dropping pronouns, by using

shorter verb forms, among other strategies whidhbeifurther described in section 4.

(1) Original : Your Embassy called Division.
Translation: La seva ambaixada ha trucat a la diviMour Embassy called
Division].

Synchronised version La seva ambaixada ens ha trucat [Your Embassgdcas].

(2) Original : 1 was supposed to have drinks with him earlies dvening.
Translation: Aquesta tarda havia quedat amb ell p@angme una copa [This
afternoon | was meeting him for a drink].
Synchronised version Aquesta tarda havia quedat amb ell [This aftemnbaas

meeting him].

(3) Original : Professor Langdon, do not react to this message.
Translation: Profesor Langdon, haga como si nada al oir estesaje [Professor
Langdon, do as if nothing is happening when heahiggmessage].
Synchronised version Profesor Langdon, no reaccione al ofte esensaje

[Professor Langdon, do not react when hearingni@ssage].
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(4) Original : We don’t pick and choose which rules to follow.

Translation: Nosotros no elegimos qué normas cumplir [We dpitk which rules

to follow].

Synchronised version No elegimos qué normas cumplir [(We) don’t pickigh

rules to follow].
This strategy is followed in frequency of use bypéification, with the same percentage
as reduction in Catalan (34.88%) and a slightlydoywercentage in Spanish (34.61%),
as shown in examples 5 and 6, respectively. Stetegsed in this case include the
addition of emphatic elements, discourse nrarkeonjunctions and interjections,

among others.

(5) Original: Is there a restroom | could use?
Translation: Podria anar al lavabo? [Could | go to the restrdp
Synchronised version Escolti, podria anar al lavabo? [Listen, coulgo to the

restroom?].

(6) Original : Ah, the Grand Galerie.
Translation: La Gran Galeria [The Grand Galerie].

Synchronised version Ah, la Gran Galeria [Ah, the Grand Galerie].

Repetition, with 11.63% in Catalan and the sigatfitty lower percentage of 3.85% in

Spanish, could be considered a variation of the daategy since it is used to make

sentences longer, as in the following example,ataan:

11



(7) Original : Why would someone do this to him?
Translation: Per que li han fet aixo? [Why has someone doiseahhim?]
Synchronised version Per qué, per que li han fet aixo? [Why, why hasiaone

done this to him?]

Repetition is the third strategy used in Catalathis film next to a change of order (8),
often used to reach lip-synch, whilst modificati@me hardly present and in some cases,
such as (9), belong to linguistic issues (“vespliéérally ‘evening’, is more adequate
than “nit”, literally ‘night’, due to the time segquce of events). On the contrary,

modifications in Spanish occupy third place wittemarkable 34.61% (10).

(8) Original: I'll take another look when | come back.
Translation: Ja m’ho tornaré a mirar quan torni [I'll take #mer look when | come
back].
Synchronised version Quan torni ja m’ho tornaré a mirar [When | conazly [I'll

take another look].

(9) Original : Tonight this will be our quest.
Translation: Aquesta nit ens proposarem aquest objectiu. fgrdarthis will be our
goal].
Synchronised version Agquest vespre ens proposarem aquest tabj¢this

evening this will be our goal].

(10) Original: Interpret for me, please, this symbol. First ghthat comes to mind,

anybody.

12



Translation: Interpretad, por favor, este simbolo. Detmdprimero que se 0s
ocurra, venga [Interpret, please, this symbol.tRg1g that comes to mind, come
on].

Synchronised version ¢ Podriais interpretar este simbolo? Decid lo gminque se
0s ocurra, adelante! [Could you interpret this sgtbFirst thing that comes to

mind, come on].

As far as language revision is concerned, onlyGatalan synchronised translation is
altered because language editors do not lysteke part in the Spanish dubbing
process. In Catalan, most changes belong to issladsd to both style and register, and
also include grammar and vocabulary problems. Smer changes affect the content
or amplify/shorten the translation.

Finally, with regard to the final changes that fitlteir way into the broadcast
version, it is remarkable to notice that a high bemof changes are found in the
Spanish version, probably due to the fact thatamgliage revision is foreseen in the
process, whilst in Catalan these changes are &epiinimum. Modifications found at
this stage in the Spanish version mainly includgldmations (11) and reductions (12)
which are achieved by means of longer or shortemdo repetitions and deletions,

addition or deletion of emphatic words, etc.

(11) Original: You're telling me that, uh, Sauniere’s last astearth was to draw a
goddess symbol on his chest?
Translation: ¢Me esta diciendo que lo ultimo que ha hecho i8eurha sido
dibujarse el simbolo de una diosa en el pecho?’{¥delling me that, uh, the last

thing Sauniére did was to draw a goddess symbbioohest?]

13



Synchronised version ¢Me esta diciendo que el dltimo acto de Saangtr la
tierra ha sido dibujarse el simbolo de una diosal gecho? [You're telling me that,

uh, Sauniere’s last act on earth was to draw aegxisymbol on his chest?]

(12) Original: Let’s cover the talking points again, Your Eminen
Translation: Volvamos a repasar los temas de discusion, Emiadhet’'s cover
the talking points again, Your Eminence].
Synchronised version Repasemos los temas de discusién, Eminenciss [tever

the talking points, Your Eminence].

The previous data corresponds to the first redDafVinci Codebut two other films
were also analysed. The data for the first reeCa$ino Royales included in Figure 2

and is summarised next.

CASINO CAT % ES % %

ROYALE

Synchronisation| Reduction 3 42.85% 7 53.85%
Repetition 0 0% 7= 1o 0% 13=
Amplification |2 28.57% |53.85% | |5 38.45% |68,42%
Modification |1 14.29% B 7.7%
Changedorder |1 14.29% " To 0%

Language Grammar 0 0% 0 0%

revision Vocabulary 2 50% ' To 0%
Content 0 0% 4= 1o 0%
Style, register |1 25% 30,77% | o 0% 0%
Amplification |0 0% I o 0%

14



Reduction 1 25% 0 0%

Recording Changedorder |0 0% 0 0%
Deletion 0 0% 4= I ]o 0% 6=
Reduction 0 0% 15,38% | |3 50% 31,58%
Modification |0 0% BE 50%
Amplification |2 100% o 0%

Fig. 2. Casino Royale

In this case, most changes occur in the synchrommsatage, although the percentage is
higher in Spanish probably due to the fact thattthe does not undergo a language
revision. As for the strategies in synchronising thanslation, reduction ranks first in

both languages, with the most used ones being d¢hetiah of unnecessary verbs, the
deletion of discourse markers the deletion of esgxe units and the use of synonyms

(see 13 in Catalan and 14 in Spanish).

(13) Original: I wonder if bomb makers are insured for thinge lihat.
Translation: No sé si els fabricants de bombes tenen una @ssem que els ho
cobreix [I don’t know if bomb makers have got irmuce that covers that].
Synchronised version No sé si els fabricants de bombes tenen assecal

don’t know if bomb makers have got insurance].

(14) Original: If M was so sure | was bent, she’d have sent ablxO.

Translation: Si M estuviera tan segura de mi corruptibilidadbria enviado a un

doble cero [If M was so sure of my corruptabilgie would have sent a Double-O].

15



Synchronised version Si M supiera que soy corrupto, habria enviadm aloble

cero [If M was sure I'm corrupt, she would havetse®ouble-O]

Amplification is the second most frequent changeden#o the translation in both
languages ( 15 and 16), whilst modification ancerali orders occur with some

frequency in Catalan (17) and infrequently or rtalbin Spanish.

(15) Original: Looks like our man. Burn scars on his face.
Translation: Sembla el nostre home. La cara cremada [Loolksdik man. Burnt
face.]
Synchronised version Sembla el nostre home. Té la cara cremada [Lbkd&our

man. (He) has a burnt face.]

(16) Original : He’s on the move. He’s on the move and he’s mgpsliraight for me.
Translation: Se mueve. Se mueve y viene directo hacia mi [iHesing. He's
moving and heading straight for me.]

Synchronised version Se ha levantado. Se ha levantado y viene ditemtea mi

[He’s stood up. He’s stood up and heading strefightne.]

(17) Original: And | can access it anywhere in the world?
Translation: Podré accedir-hi des de qualsevol punt del mdn@afi access it

anywhere in the world?]

Synchronised version Hi podré accedir des de qualsevol punt del mdrcan

access it anywhere in the world?]

16



Concerning language revision, very few changesvaede in the Catalan version, with
those that are, mostly concerning vocabulary agié.sin (18) the translator used the
noun “banquers” instead of the adjective “bancasifijch is the most appropiate in this

particular context.

(18) Original: | suppose our friend Mr. White will have told ythat | have provided
reliable banking services for many other freedaghtirs over the years.
Translation: Suposo que el nostre amic, el senyor White, f@lcomentat que fa
anys que presto serveis banquers fiables a mdksstas de la llibertat [| suppose
our friend Mr. White will have told you that | hayarovided reliable banking
services for many other freedom fighters over thary].

Synchronised version Suposo que el nostre amic, el senyortéVha li ha
comentat que fa anys que presto serveis bancabtes$i a molts defensors de la
llibertat [I suppose our friend Mr. White will havweld you that | have provided

reliable banking services for many other freedaghtirs over the years].

Finally, regarding the changes made either by actexternal supervisors or dubbing

directors in the final stages of the process, theia to amplify the text in the Catalan

version (19) and either reduce it or modify it (2}he Spanish dubbed version.

(19) Original: | suppose that's something.

Translation: Ja és alguna cosa [(That) is already something].

Synchronised version Aixo0 ja é€s alguna cosa [That’s already somefhing

(20) Original: | believe in a reasonable return of rate.

17



Translation: Creo en una tasa de retorno razonable [I belie@ereasonable return
of rate].
Synchronised version Creo en una tasa de retorno razonable éptirbaligve in

an optimal return of rate].

Finally, figure 3 presents the results for the fBnod night, and good luck

CANVI CAT % ES % %

Synchronisation| Reduction 38 63,33% 46 63,9%
Repetition 1 1,66% 60= 1o 0% 72=
Amplification |17 28,33% |50,42% | |14 19,44% |86,75%
Modification 2 3,34% 112 16,66%
Changedorder |2 3,34% o 0%

Language Grammar 1 1,75% 0 0%

revision Vocabulary 3 5,26% o 0%
Content 0 0% 57= 1o 0%
Style, register |53 92,99% |47.9% | |0 0% 0%
Amplification 0 0% o 0%
Reduction 0 0% ' To 0%

Recording Changedorder |0 0% 0 0%
Deletion 0 0% ' To 0% 11=
Reduction 1 50% 2= 15 45,45% |13,25%
Modification |0 0% 168% | |4 36,36%
Amplification |1 50% 12 18,19%

Fig 3. Good night, and good luck

18



Again, most changes occur in the synchronisatiagest although a remarkable
percentage of changes are made in the languagearewf the Catalan version. As for
the alterations in the actual recording, they agt ko a minimum in both versions, with
few reductions, modifications and amplifications.

With regard to synchronisation, reduction repres@ensimilar percentage in both
Catalan and Spanish (21 and 22), followed agaiarbplification (23 in Catalan and 24

in Spanish).

(21) Original: I understand. | already put them on his desk.
Translation: Entesos. Les hi he deixat sobre la taula [OKe llgft them on his
desk].
Synchronised version Entesos. Les té sobre la taula [OK. He's gomtlom his

desk].

(22) Original: It is my desire, if not my duty...
Translation: Es mi voluntad y cuando menos mi deber... [ihisdesire, if not my
duty...]

Synchronised version Es mi voluntad y mi deber... [It is my desirelany duty].

(23) Original: And if there are any historians about fifty othandred years from
now.
Translation: I, si d'aqui a cinquanta o cent anys queden hators... [If in fifty or
a hundred years there are historians...].
Synchronised version I, si d’aqui a cinquanta o cent anys agacqueden

historiadors... [If in fifty or a hundred years taeare still historians...].

19



(24) Original : Well, it is editorializing, Ed. Period.
Translation: Es tomar partido, Ed. Punto [It is editorializjiigd. Period].
Synchronised version Bueno, eso es tomar partido, Ed. PUnwll, it is

editorializing, Ed. Period.]

In terms of language revision, the Catalan vergmsents a wide array of changes,
which include grammatical issues, vocabulary abdyva all, alterations affecting both
style and register, which are generally maaher to comply with the Catalan

Television style-sheet (available on www.esadiy.catto increase the orality of the

text. In example 25 a colloquial combination ofpwans (“els hi”) which creates a non-
standard duplication of an object (“a tots els @f)i¢s added in order to enhance the

colloquial nature of the dialogue.

(25) Original: Are they going to explain to their friends, etret why their father is
a security risk?
Translation: Hauran d’explicar a tots els amics, etcéetera,qoer el seu pare €s una
amenaca a la seguretat? [Are they going to expéaitheir friends, etcetera, why
their father is a security risk?]
Synchronised version Els hi hauran d’explicar a tots els amics, ei@tper que el
seu pare €s una amenaca a la seguretat? [Are ¢y @ explain to their friends,

etcetera, why their father is a security risk?]

All in all, regardless of the film chosen —hencegardless of any particular habits of

the professionals involved— it seems thatuctidn is the most frequent strategy,

20



probably due to the fact that translations are doyma English into Romance languages
such as Catalan and Spanish which use longer cotistis to deliver the synthetic
English speech. However, it is also striking toicethat in all cases amplification, i.e.
adding information, is the second most frequeraitstyy used in order to adapt the
translation. There is no doubt that wider reseavbith encompasses more translators
and dialogue writers would shed more light on tessie and would go beyond personal

practices.

4, Dubbing into Catalan and into Spanish: @aomparison
In this section we aim to analyse whether differamtguages result in the use of
different strategies; hence, instead of analysirggdata taking each film into account,

results are grouped by language and summariseguref4.

CAT % ES

Synchronisation| Reduction 56 50,9% 63 56,76%
Repetition 6 546% |110= | |1 0,9% 111=
Amplification 34 30,9% |53,92% | |25 22,53% |67,68%
Modification 6 5,46% 122 19,81%
Changedorder |8 7,28% 1o 0%

Language Grammar 5 5,75% 0 0%

revision Vocabulary 8 9,19% o 0%
Content 1 1,15% |87= o 0%
Style, register | 68 78,16% |42,65% | |0 0% 0%
Amplification 3 3,45% 1o 0%
Reduction 2 2,3% 1o 0%
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Recording Changedorder |1 14,28% 3 5,66%
Deletion 1 14,28% 1 1,89%
Reduction 2 28,57% | 7= 19 35,85% |53=
Modification |0 0% 343% | [16 30,19% |32,32%
Amplification 3 42,87% 14 26,41%

Figure 4. Results in Catalan and Spanish

Taking a wider perspective, a striking differenséaund between Catalan and Spanish:
whilst in the former most changes are carried owither the synchronisation stage or
the language revision stage, in the latter the masi number of modifications occur
during synchronisation, followed by changes madenduthe recording. This comes to
show that language revision can be envisaged agteemely useful filter which allows
the recording to run smoothly and faster.

Looking closer at the data in each category, itlbarseen that in the first stage,
i.e. synchronisation, the two main strategies ahe tsame —reduction and
amplification— and their percentages are quite Isimiprobably hinting at the
importance of isochrony. On the contrary, minoratgtgies such as repetition,
modification or changed orders present variablegraages.

As for the specific strategies used in each catggoris not the aim of this
article to present a detailed list of them but fegi5 and 6 can offer an overview of the

main ones found in the analysis.

Strategy Occurrences | %
Deletion of modalerbs 3 2.52%
Deletion of verbs not needed in ttranslation 10 8.4%
Deletion of interjections or discoursearkers 13 10.93%
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Deletion ofadverbs 11 9.25% | DELETION |43.07%
Deletion ofpossessives 1 0.84%

Deletion of relativeclauses 1 0.84%

Deletion ofpronouns 6 5.04%

Deletion ofvocatives 7 5.88%

Deletion of minorinformation 11 9.24%

Vocatives changed into shorter discoursarkers 1 0.84%

Verbal structure changed into a nomis#lucture 1 0.84%

Nominal structure changed into a veristducture 1 0.84% | CHANGES |4.2%
Pronouns used instead of fobjects 1 0.84%

3rd person singular> 2n persepfural 1 0.84%

Other shorter forms/structures with similar |51 42.86%| SYNONYMS | 42.86%
meaning(synonyms)

Fig 5. Strategies used in reduction (synchronisagtage)

As seen in figure 5, when making translations shrpdeletion and the usage of
synonyms are found in similar percentages whilsinged structures or units are
employed in lower percentages. As for amplifyingatggies, these are generally
achieved by adding different types of units (whd®&uctures, emphatic units,
interjections, discourse markers, verbs, pronoets) although longer synonyms are

also used and verb tenses are sometimesgetharas shown in the following

percentages.

Strategy Occurrences | %
Addition of structures such as *I think”, “I'nsure”, | 1 1.69%
etc.

Addition of emphaticunits 8 13.56%
Addition of interjections or discoursmarkers 11 18.65%
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Addition of verb 2 3.39%

Addition of conjunction 1 1.69% |ADDITION |66.11%
Addition of adverbs 4 6.78%

Addition of subject/object 6 10.17%

Addition of information 6 10.18%

Changing of the verb tense/ modarb 7 11.86% |CHANGES |11.86%
Longersynonyms 13 22.03% | SYNONYMS|22.03%

Fig 6. Strategies used in amplification (synchratien stage)

As for the second stage, only availabletlie Catalan version, the most
prominent changes are stylistic ones, which comeshbw the importance of editors in
adapting synchronised translations to the stylesbé the television network which
commissions the translation.

Finally, in the final stages of the process, changee kept to a minimum in
Catalan whereas in Spanish reductions, modificatemmd amplifications are abundant.
This could serve to demonstrate the usefulnesswahf language editors in a previous
stage as a means of avoiding unnecessary changdatat stage, although it should not
be forgotten that external supervisors usually @ger stronger control over Spanish
versions, usually to be shown in cinema theatrather than Catalan versions, more

often released on DVD.

5. Conclusions

In summary, this article has presented a smalksstidy into the changes translations
undergo before they reach the final i@k, by focussing mainly on the

synchronisation stage but also on other signifigdnaises such as language revision and

recording. Although only the first reel dir¢ée fiction films has been used, some

24



interesting findings on recurrent patterns haveear,i hopefully opening new research
avenues in the field of dubbing. Further detailed aystematised studies would not
only contribute to a thorough description thie discipline but could also prove
extremely helpful in teaching a craft which is slpvinding its way onto university
courses.

In our opinion, these future studies could tackie¢ issues: (i) a description of
the specific strategies used in each category; t(i® usage of a wider corpora,
incorporating other languages, and (iii) an analysi the relationship between the
synchronisation strategy and each shot (closeamy shot, actor on/off-screen, etc.),

stating which type of synchrony is achieved (li;xdy, isochrony, kinetic synchrony).
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