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Abstract

This paper explores the question of what strategies n@tivatian speakemsould employ in
translatinginto Croatianwordplay from English video clipsA variety of brief video clips

with different forms of wordplaywere chosenas material for subtitlingall originally in

English and requiring a greater or lesser familiarity with anglophone cultures. For the
purposes of this paper, wordplay was consider&hguageboundpart of culture, requiring

those familiar with said culture to utilize the languagsociated with it in creative ways. The
respondents vad from undergraduate and graduatidents of the English language to
speakers without collegevel credentialswith a working knowledge of EnglishThe
respondents were presented with the clips in original English, subtitled to reduce chances of
mishearing words, and briefly instructed loow to approach thedanslation. The results were

then analyzed in regards to whether the respondents were fammilia the content,
recognized the relevant forms of wordplay, and the kinds of translation strategies which were
XVHG WR UHQGHU WKHP LQWR &URDWLDQ 7KH UHVXOWYV Z

demographic data and analyzed in that regard.

Key Words

translation, translation studies, translatology, traductology, subtitling, audiovisual translation,
culturebound reference,languageplay, wordplay, pun, humor, translation strateg

translation problemntranslation crisis poinffV show,comedy, sitcommovie, film



1. Introduction

The purpose of this thesis paper is to analymeway in which native speakeo$ the
Croatian language who also understand Englisid are, presumably, also acquainted with
anglophone culturesjecognizeand translatewordplay in audiovisual material from the
Anglospheré, as well as analyzingnore closelythe specific translation strategies and
solutions which they chose for remagy said material into subtitles in Croatiadnless
RWKHUZLVH VSHFLILHG WKH WHUPV 3SWUDQVODWH"™ "WUDQV ¢
term (producing a text in the target language for a specific use), instead of the narrower
meaning of poducing formal equivalents (which would exclude translation strategies like
RPLVVLRQ DQG SRWHQWLDOO\ HIFOXGH FHUWDLQ VKLIWV

context of (types of) wordplay.

This studyis based on an onlingurveyin which theparticipants were asked to watch
ten brief video clips WKH VR XUFH 3W H [ ¥gntairingd spokeD EnglidHawdLproQuce
corresponding subtitles in Croatian for each vidihe target text for the translatiédn)rhe
theoretical basis for analyzing audiovisual transl&t{angeneral and in the Croatian confext
will be laid out, after which the notions of humor and wordplay will be analyzed. Then a
model of translation strategies will be laid out and explain®d. overview of initial
hypotheses, materials used as source text, methodotmmyents of thesurvey and
demographic result@s well as the limitations the demographics of this study impeitidoe
given. After thatthe results of thesurveywill be laid out and analyzedonclusions drawn,

and areas that require further study identified.

! More precisely, Angldmerican culture, seeing that all the audisual material used (save for one clip) was
produced in either the US or the UK, primarily for audiences from those countries and their associated
culture(s), with the outlying clip beiregapted to those audiences.

2The terms source text and target text are often abbreviated ST and TT, respectively.

3 Usually abbreviated as AVT.



2. Audiovisual Translation

2.1. General Outlines

Audiovisual translations WKH 3 XVXDOO\ LQWHUOLQJXDO WUDQVIH
through anumber of semiotic channedémultaneously, in particular sound, image, and often
writing. ~ (Schroter2005: 5)

According to Diaz Cintas and Remael (2007: 8, gtd. in Jaki 2016: 358), subtitling can
EH GHILQHG DV 3D WUDQVODW Lédiipg & WilitEnNdxt gendfdlypon tieR Q VL V
lower part of the screen, that endeavors to recount the original dialogue of the speakers, as
well as the discursive elements that appear in the image..., and the information that is
FRQWDLQHG RQ WAK RedérRex Qa@ed/ (2@0F:M0), the translator enters mto a
unspoken pact with the viewer within which the viewer agrees to treat the subtitles as spoken
material, despite the spoken source text being simultaneously available, in exchange for the
translatorproviding aid with the understanding of the source text in written foFimis is the
result of audiovisual materials beipglysemc entities @ccording toSchréteff V. GHILQLWLRQ
the former paragraph; alstchauffler 2015: 233Gottlieb 1997: 143, qtdn Pedersen 2010:
68), consisting of visualauditory and textual information.1 LN RO L QRWHYV V
subtitler necessarily does their job wrongly some of the time, as their work is present parallel
to the original text and, therefore, open foiticism by anyone who understands the source

languagé.

Far from being a neutral practic@etrole of translaterdiffers by country. Contrary to
the belief that everything has become globalized, it has merely become availétéeidoal
institutions that mediate the globa(Sassen 2008, qtd. in Kuipers 2015: 986) It is national
LOQVWLWXWLRQV Wéadiwvantvsdielimles blo€kWwhid hternational diffusion of
JRRGY SHRSOH LGHDV DQlss apRlieR tbPsbrg¢h Ranslatioh Bs @ell
XLSHUV ZLWK IDFWRUV VXFK DV :PDUNHWYV ODZ

“E}S (MooC JPV}E]JVP 8Z }uCE S ES ] Vv Ju%o] ]85 & ZA§maygle }VSE
trandators/philologists can undoubtedly attest from personal experience, it is not uncommon for viewers of

subtitled material, especially those with a knowledge of the source language, to conplaimyone with

comparable knowledge of the target languagbou certain translation strategies and/or solutions the

translator of the subtitles had selecte@®uch perceived oversight represents a breach of contract on the

SE veo S}E[* % ES AZ] Z % E}A}l « & 3]}v (E}u 3Z A] lbasEpértiadbe} v}§ 3§Z
pv Ee+8 v JvPe }( §Z <luE& S A£S ]* SZ & <}v (}E& SZ pSZ}E }( S$Z]* %o %o
(necessarily) a substitute in understanding.

5 This contrasts it with the other major form of audiovisual translation, nangklipbing, where the original

polysemic text is stripped of its original sound component. For a discussion of further differenc8shsater

2005 48.



religion, eddX FDWLRQ DQG QDWLRQDO FX GuipXry @@ 5UIEMGEHIIWRLUHV
lists the examples of Poland, Italy, Holland and France, with Poland and Italy being oriented
WRZDUGY 3SURWHFWLQJ" WKH DXGLHQFHV IUpabkbléRithHLJIQ FX
local value§, France being focused on high professionalism and protection of the French
language from foreign influences, and Holland being the most focused on subtitling as
opposed to dubbing, as well as valuing preservation of the origexaland allowing

consumers to have access to international influences. Furthermore, she notes how subtitling is
becoming more popular in the former three countries thanks to increased demand from the
younger generations and the upper mietdéss who arePRUH 3SLQWHUQDWINRQD OO\
general, subtiting is preferred in smaller European speech communities such as the

Netherlands, Portugal and the Scandinavian countries (Pisek 1997: 38)

2.2. Audiovisual Translation in Croatia

As a country with asubtitling (as opposed to a dubbing) tradition (Schra5:29
30), Croatian residents af@miliar with subtitled material, both on television, in cinemas, and

on streaming services.

The current @atian translation culture is relatively youngharaterized from the start
by the dominance of the state TV corporatisnon supplanted by private corporations and
various streaming servicesXGJLQJ E\ WKH UHYV X OON5107R EhelfielN RO L U
somewhat chaotic, with the national televisiarented more towards conservative, stanedard
language practices. However, the same diversification noted by Kuipers in the above section
will likely marginalize the role of majoftargetlanguageoriented)institutions and bring the
Croatian audiences clas¢o the Dutch marketn its focus on sourclnguageoriented

translations

8 Including, but not limited to: noeterosexual relationships, things offensive to the Catholic Chuatch

7 At least if one considers its beginning to be Croatian independence. Subtitling has existed in Croatia before
the existence of the contemporary Croatian state, although not in afneeket economy, and with a marked
influence of tendencies to dimish distinctions between the Croatian and Serbian national standards of-Serbo
Croatian in the Socialist Federative Republic of Yugoslavia.



3. Wordplay

Pisek(1997: 42) defines wordplay as the use of specific structural characteristics of a
language to achieve semantic and pragmatic effects employed for various rhetorical purposes.
Schréter(2005) gives a slightly more detailed definitidnQ KLV W KH \hifefalBoE VW U D F
SUHIHUULQIlangu&EgdSWBUPIRU WKH VDPH SKHQRPHQRQ

3 anguageplay can briefly be described as thdllful manipulation of the
peculiarities of a linguistic system in a way that draws attention to these
pecularities themselves, thereby causing a communicative and cognitive effect
that goes beyond the conveyance of propositional medmingpng the various
phenomena answering this description are the different kinds of puns, but also
more strictly formbased manipulations such as rhymes and alliteration, in

addition to a host of other, sometimes even fuzzier, subcatedories.

JRU WKH UHTXLUHPHQWYV RI WKLV WKHVLV WKH WHUP 3ZRU
GHOLPLWDWH LW IURP W Knthetbdd D Isiteét G aétbsel off tReXfQrmeD QrG
identical to it, or completely different. (See Pisek 1997482for a brief discussion of the

matter)A distinction will also not be made between language play and woréplay.

Regarding types ofvordplay, Jaki (2016: 364) lists the most commonly occurring

categoriesThe examples are from the same paper, with the page noted in parentheses.

1. Homonymy +3 /HRQDUG! OD\EH VKHYV KLV ODZ\HU +RZD|

to examine my brief8 ©~ - D N L 366)
2. Near-homophony / paronymy £3+HfV JRW D ULJKW HDUearD OHIW I
JURQWLHU *HW LW"" LELG
Polysemy+37KH WURXEOH ZLWK \RXU VRFLDBObMY GHVHU)
Creative lexical blends / neologismst 3\ D F K 12 WJldkF 2016: 365)
Literalisation of figurative language®® +3 JUDQNLH! *R IXFN \RXUVHOI
, FDQYW , EURNH P\ KLS ~ -DNL

8E}S 8Z Ju%o0] ]85 * % & S1}V }( %o E}%}*]S]}v o u Vv]JVP v 0 U VvS8e ~"% O]
9ThoughSchroter(2005: 8460+« u | o Ju% oo]vP ¢ (}E& AZC 3Z 3§ Eu "0 VPU P %0 C
concedes that the term wordplay is more widespread. The author of this thesis has opted for defining a term

that is vague and potentially misleading, yathespread.

0 E] (¢« ]v 8Z e ve }("IHUES ¢ } pu vde_ Ae E] (*]v 8Z e+ ve }( ~"pv EA
Ldz A}YE "E] Z_Z & Ju%oC]vP }3Z Z A]JvP u}v C v JvVP E] Z ]v § 3 X
PW}ESuUu v p}(~"C ZSJAVE_ v N~ E Z]8 §_X



6. Phraseological modification$* +35LFK SHRSOH WKH\fUH DOZD\V .
FDUV ,WTV OLNH p(aM20V685P) HDW FDUV {°

7. Rhyme / alliteration +3 6KHOGRQ! ,I \RX KDYH WLPH WR OHDC
FOHDQ °~ -DNL

8. Misunderstandings / slips of the tonguet3 *UDFH! , NQRZ ,WfV D OLV
WKRXJK JUDQNLH! :KRTV IURP %RLVH"" LELG

,PSOLFLW RQ WKLV OLVW LV WKH FDWHJRU\ RI SRWKHU"~ LW
as well as possible hybrid formSchréter(2005: 160-226, 237336) presents a much more

detailed modelwhich includes puns (further subdivided into homonymy, polysemy,
KRPRSKRQ\ DQG SDURQMNPENgUES® PQRY XEGLPERGWIE LQWR
metaphors, similes, idioms, and related figures of speech; modified expressions, foreign
words, nonce formatins, play with grammar, sentences ending in unexpected wayses,
half-rhymes, alliteration, repetition, and otherSeeing that even such a detailed taxonomy
LVQTW H[KDXVWLYH -DNLTV WD[RQRP\ ZLOO EH X¥iyG DV D E

with slight modifications

Homonymy

Near-homophony / paronymy
Polysemy

Creative lexical blends/ neologisms
Literalisation of figurative language
Phraseological modifications
Rhyme/ alliteration

Misunderstandings/ dips of the tongue

© © N o g A~ W DdPRE

Hybrid forms tCombinations of two or more previous forms

10. Other *Any form that does not fit into the prior categories

The above model allows for more nuance while not proliferating categories into dozens of
possibly overlapping fields. The category of other wiltlude any form of wordplay not

adequately described by the prior categoard will be described in analysis if it appears.

B 1] v}E « §Z § "~Ye %Z@E « }o}P] o u} 1(] 8]}v }voC Jv op e« =« e« AJSZ (}EuU
while literalisation includes singl@ord expressions as well as muktord expressions without formal

08 E S]}veX_ ~: I] T1iOoW 706
14 See fotnote above.



Note also that the categories are not necessaxihaustive® (Jaki 2016: 364) omutually
exclusivé® (Jaki 2016: 365).

For a list of categories with abbreviations used, see fable

PIJEC ~}3Z E_ A - X
PIJEC ~,C E] (}Eues_ A -« X

< U

10



4. A Model of Translation Strategies

A general overviewand a listof translation strategies can be found in chapter 2 of
B3DYORY LiUHowever, BHGHUVHQTV PRGHOV SURYLGH D WD[RQRP\
31) based on the orientation of a translationr3D Y OR Y L (i, also see Venuti 1998, qtd.
in Kuipers 2015: 88 ZKLFK FRXOG SRWHQWLDOO\ \LHOG PRUH LQVI
approach.The model used to analyze translation strategies was adopted from Pedersen
(2005}2. Although the focus of Pedersen 2005 and 2007 isxralinguisticculturebound
referencegd ECRS) a concession is made that culture and language often cannot be strictly
delineated without going beyond the scope of the same paper (2006:QVR VHH 3DYORY LI
221). The author of this thesis does not seek to strictly delineate intra extracultural
content, subsuming wordplay under ubiquitous cultural practices that happen to use language
astheir means Similarly, there are overlaps and degrees of cultural speci(gety Pedersen
2005: 1011 for the notion of transculturality and levels of transculturaljtygt like there are
overlaps and degrees of specificity amangthodsof producing wordplay(and overlaps
between ECRs and wordplay it9eit Phenomena such afliteration are doubtlessly possible
in all languages, as they only necessitate repetition of existing phonemes. For an example of a
more exclusive element of language susceptible to wordplay, Mandarin, as a logographic
language, allows for subtle conntwa jokes and implications to be made via choice of
FKDUDFWHU V WKDQNV WR WK H aFRXabtideDtRawisl inpgdssiBle toH UL Q J

replicate in alphabetic writing whose elements have long ago lost any iconicity to most users.

The areas otulturatlanguageoverlap and specificitpf their elementslepend on the
culturelanguagepairs themselves and will be specific for each .pltrerefore, it is assumed
for the purposeof this thesis that wordplay can be considered culturally specific (though
sometimesculturally shared and, at other timespecific to the point of exclusivity 2°
CRQVHTXHQWO\ 3HGHUVHQTV PRGHO RI WhbDnQ xefelerndsR Q WH!

can be applied to wordplaglbeit in a slightly modified formThe reason being that different

Translations can b&L(or sourcelanguage oriented ~” (} & P v]ITLRr targeHanguage oriented

~N Ju 8] 3]vBo WUJVP }v AZ 3Z E 3Z C + | 8} "% E « EA 3Z ]v8 PE]SC ]
‘privileg[ing] the accessibility of the target texienuti 1998, gtd. in Kuipers 2015: 988

18 Although Pedersen 2007 also provides a taxonomy of translation strategesot as detailed as the one in

Pedersen 2005. Therefore, the author of this thesis has decided to err on the side of caution and adopt the
former, more detailed one.

%Indeed, as the examples from tisaerveyshow, it is not unusual for wordplay to @zcu with ECRs-However,

the frequency of such eoccurrence is a question that would require a detailed delimitation between
language/wordplay and culture as well as an overview of a large corpus, and as such is beyond the scope of this

thesis.
20

11



languages have differing elements on all levels of analysis, necessitating some degree of
difference in what is and is not possible in creative use of langaadelanguage play.
Consequently, different cultural practices/customs around such use of language not only have
to differ. Culture also dictates what, out of possible creative interventions, is likely to be
understood by speakers of that language, matangn additional limitation. Such creative

use of language is intrinsically linked to the structure of the language, yet rarely included in

formal grammars.

Much more could be said about the relation between culture(s) and language(s). For
example, cultures that are commonly expressed by/conveyed through/related to multiple
languages would doubtless have specifics in the usage of wordplay, as would langeages u
by multiple cultures (such as English). However, since English is primarily shaped by the
British and the US cultures and cultural exports, the materials used here were produced for (or
adapted to) primarily Angldmerican audiences. Likewise, the tstations in the survey
were produced with Croatian audiences in mind and such considerations are unnecessary. In

any case, they would go beyond the scope of this thesis.

In a sense, wordplay can be considered an-limtgaistic culturebound element, ginig
BHGHUVHQTYV (again,PNRIG3o@e modificationsg higher degree of generality.
None of this is to say that no distinctions can or should be made beingtances 0ECRs
and instances ofvordplay co-occurring Indeed, such distinctions will bmade in analysis
when wordplay and ECRs overlap, each analyzed through the same model, but independently
of the other They will be treated, to the greatest extent possible, as two distinct’letieds
semantic, prototypical of translation perceivedttaes process of joining formal equivalents,
and linguistiepragmatic, focusing on the elements of the language system(s) carrying the
wordplay itself. Therefore the term wordplay wilbe predominantly bdimited to the formal
arrangement of language elemév DQG UHODWLRQV FDUU\LQJ WKH KXPRL

The terms that will be used here for the two levels is propositional (semantic
informational) level and pragmati(pragmatierhetorical, relating to language elements that
enable wordplay).6 XFK D GLYLVLRQ LV DOUHDG\ LPSOLFLW LQ VYV
3:KHQ LW FRPHV WR WKH WUDQVODWLRQ RI ZRUGSOD\ WK

21 Naturally, both form and meaning/function exist on every level of language and cannot always be strictly

separated, though it is possible to focus on strictly denotative meaning separated from the pragmatics

produced by wordplay, and the latter as its own layenafaning.

2E}S §Z 83U (J& 8Z v« }( 8Z]* 8Z «]*U §Z & Eu "% E Pu 3] o A o_ AJoo }vi
wordplay, not all of the facets of language usually studied as a part of pragmatics.

12



maintenance of fonal fidelity to the source text (as well as the consequent prioritization of
transfer of information) on the one hand, and the preservation of comic value by selecting the
IXQQLHVW RSWLRAQ ’ '"HODEDVWLWie dviGdhR PHQW |
into linguistic basis, semantic structure, and pragmatic and rhetorical a@geitiert 1993,

gtd. in Delabastita 1994: 236)hile Schauffler also implicitly recognizes a division from the
HOHPHQWY WKDW FDUU\ KXPRIRDW& HVWH[¥W XUIDFH VWUXFW

The translatiof? strategies included in Pedersen (2005) are the follatking

x Official Equivalent Well established equivalents created either through
widespread usage or bureaucratic deciiégrs strategy does not fit within the
SL/TL-orientation spectrun{Pedersen 2005)3

X Retention SL-oriented strategy in which the original element is preserved. It can
be adjusted (through spelling or dropping the article) or complete (unaltered).
Completeelements can be marked (with quotation marks or italics) or unmarked.
(Pedersen 2005: 4)

X Specification SL-oriented strategy in which the original element is untranslated
but contains additional information. Two subtypes exist: Explication (making
the imgicit explicit, i.e., spelling out an acronym or abbreviation) and Addition
(making connotations or background knowledge explicit,, iading the
profession next to the name of a person whose accomplishments are not widely
known in the target culture)ibid.)

x Direct Translation SL-oriented strategy in which (parts of) an element is (are)
replaced with a close equivalent(s). It can be a Calque (formal equivalent/s) or
Shifted (equivalents adapted to sound more natural in the target language). This
stratayy is close to Tkoriented strategies (Pedersen 2005: 5)

X Generalization TL-oriented strategy in which an element from the SL is
replaced with a more generalized element of the(P&dersen 2005: 6)

X Substitution TL-oriented strategyin which an element is replaced with
something else. The new element can be a cultural equivalent in what is called
Cultural Substitution (something different that nevertheless carries a similar
meaning in the context of the target culture as the origileahent in the source

culture). The other option is a Paraphrase, which can be done by preserving the

2 Pedersen prefers the term ‘transfer' as he uses the term 'translate’ in the narrow sense (Pedersen 2005: 3).
% See FigR for a graphical representation of their taxonomy.

13



basic sense of the original element or by insertimgunrelated phrasthat
nevertheless makes sense in the situation,-eaked Situational Paraphrase
(Pedersen 2005:-8) A special case where the target element appears elsewhere
in the text is called Compensation.

x Omission Replacing the element of source text with nothibhtke Official
Equivalent, this strategy is not Sfiented in the typical seasbut it can be
considered at that part of the spectrRedersen 2005: 9)

Having listed all of these strategies, which are applicable to wordplay? Official
equivalents can certainly exist, though more as generally accepted solutions than
bureaucraticayl dictated onese.g., neologisms from popular, if not the only, translations of
popular works of fictior?> Omission can be as valid a choice as it is in translating other
elements of the S% Retention can also be applied, especially in cases such as alliteration
where language creativity is generally as easy to notice for speakers as it is-Speasers
of the SL.Direct translation would be better calladirect rendition in this contexte.g.,

rendering a rhyme in ST with arhyme in.TT

However, in the context of wordplay, it would be hard, if not impossible, to distinguish
it from retention Although most forms of wordplay will likely need some adjustment (ssch a
changing the alliterating sound in case of alliteration, the words that rhyme, etc.), it is possible
that, under specific circumstances, the translator will be able to retain the same sound if not
even the same word, so the division into complete angstatjretention standsSubstitution
is equally easy to incorporate, as one can easily replace alliteration with rhyme or vice versa,
for example(and provided the exact form of wordplay does not matenther divisions of
the strategy listed by Pedensare not applicable, save maybe in very specific situations
where particular types of wordplay in the SL have specific cultural meanings that necessitate
a specific kind of wordplay in the T he two strategies that do not really apply to language
creatvity are generalization ansgpecification(save maybe for cases where wordplay is not

easily distinguishable from an EGR

BKv £ u%o $§Z S }Yu e 8} ulv ] 8Z (18]}vo]lSu(E}usz , EEC W}sSs E
Ev E Jv E}ElV « Avi }EAI|_ ~Z35%*WIIZ EEC%}355 EX( Vv }uX JulA]
well as many other similar wordpldyased nelogisms from the same book series which have widely accepted
(semi)official translations.

26 Note that in the context of wordplay omission does not necessarily result in the shortening of the TT relative

to the ST as the omission of an E®en does.

14



The result is the following list of strategies applicable to translation of wordplay:
official equivalent, retention substitution, andomission (which could also be called
neutralization in this contextf Compensatioras a strategy can be considered a somewhat
separate category, one where the original wordplay is omitted at the corresponding location in
the TT and insted appears in another location in the TT. Provided it is connected to the
wordplay in the ST, it can still be evaluated in terms of the aforementioned strategies.
However, its usage in sitcoms is severely limited by the existence of cues sadaugh

trackwhich signal the presence (or emphasize the omission) of a joke

Pisek (1997: 49provides amodelwith a similar basic outlinestating that a p#fican
EH SWDNHQ RYHU IURP WKH VRXUFH ODQJXDiHaZheNK DQ
reproduced with only little changes due to the structural similarities of the two languages, or it
can be lost, (...) when it is not only dependent on the wordsl$mbn the action presented on
the screef®” -DNL UHDFKHV D VLPLODU FRQFOXVLRQ
subtitles has revealed that language play has either been translated literally, adapted for the
target language audience, neutralizgdlon SOD\ RU SURYLGHG LQ D& XQWUD (

also explicitly provides a model of translation strategies (2016: 364):
1. Literal translation with the intention of creating verbal humor in the target language
2. Equivalent translation to create varbumor in the target language
a. Translation by language play of the same category
b. Translation by language play of a different category

3. Using the unadapted languagjay of the source language in the target language

(zerotranslation)
4. Translatio by a passage deprived of language play (neutralisation)
5. Deletion

Jaki names the first two strategies literalisation and equivalence, respectively. (Jaki,
1RWH WKH VLPLODULW\ ZLWK WKH DERYH PRGHO GH

27 e Fig3for a modified version of Pedersen's taxonomy.

BW]e | pe ¢ 3Z A}E "%opuv_ e+ ]Jvd§ & Z VP 0o A]S8Z "A}E %0 C_ ~i6BOW dT+X
2|n the above model, this would correspond to retention with TL adjustment.

%0Pisek (1997: 50) considers this the only lmarto wordplay's translatability.
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straegy classification. Note that the resulting model depends on both the denotative level of

meaning and the pragmatic lev#&t combines the two into a single system of categorization.

For the sake of simplicity and easier comparison, as well as the &gt tinites both
the denotative and pragmatic level of langi#agbe model that will be used in this paper is
-DNLYV LELG ZLWK W Kftt th&sD@egigd QJ WHUPV XVHG

1.Literalisation +3/LWHUDO WUDQVODWLRQ ZLWK WKH LQWHQWI
WDUJHW ODQJXDJH" LELG

2. Equivalent translatior’? by language play of thesame categonor a different

category.

3. Zero-translation £38VLQJ WKH [XQuagyide$ BV tHe&ssource language in the
WDUJHW ODQJXDJH® LELG

4. Neutralisation 3 7UDQVODWLRQ E\ D SDVVDJH GHSULYHG RI O
5. Deletion +tOmitting a portion of the ST
For a list of categories with abbreviations used,Tsdde?2.

It can reasonably be expected that the deletion strategy will be rare in audiovisual translation,
save for rare circumstances in which the wordplay in question is not relevant to the plot and is
surrounded by enough text that its absence is not verpobd¥ne methodological weakness

of this study is that it precludes insight into such examples due to the clips being relatively

brief and isolated

31 Thus, more importantly, bridging the gap between language and culture and bypassing the issue of which
elements belong to which of the two.
%2The basic meaning is the same, although the translation is not literal
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5. Research

5.1. Method and Brmat

The survey was created {Boogle Forms and opened fogspondents on the first of
June 2021, with the intent of being concluded on tHeéd&Qune the same year. However, as
some respondents asked for more time to complete the ad$wieesdeadline was extended
to the 3¢ of June the same yedesponderst were given the option of saving a link which
ZRXOG HQDEOH WKHP WR UHRSHQ DQG HGLW WKHLU DQVZHI
in one sitting.Most of the respondents were obtained through snowball sampling, starting
from a Faculty ofHumanities and Social Sciences mailing list and student and translator

groups on social networks.

The clips themselves were uploaded onto a custmde YouTube channel and
embedded in the Google Fornssirvey with a link to the video provided in caghe

embedded video would not stream properly or display English subtitles.

Schroter(2005) finds that two sets of factors affect translation more than otliferg K H
type of the languags OD\ DQG WKH LGHQWLW\ DQG ZRUNLQ@J FRQGL
latter was freely chosen by the respondéntse can assume the respondents chose optimal

or nearoptimal working conditions for themselves.

33 Personal correspondence.
34 Save for the deadline, however, as was stated in the prior section, it was extended by a week after which no
more further requests for more time were noted.
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5.2. Hypotheses

The following hypotheses will be analyzed:

1. Respondents with aollegelevel knowledge of Englist are more likely to
recognize wordplay.

2. Respondents with a colledevel knowledge of Englishareless likely to employ
neutralization or zertranslation.

3. Respondents who have a better knowledge of the English laeg@rabassociated
culture(s) (as measured through their ability to recognize wordplay in these clips)
will prefer literalisation and equivalent translation over neutralization or-zero

translation.

As the main question that this thesis seeks to attemptdweanis whether there are
patterns of wordplay translation from English to Croatian, what they are like, and how they
compare to patterns in other language pairs. If a comparison is possible, are there universals in
translation strategy patterns? AccordiyR -DNLfV VWXG\ FRPSDULC
from English to German, none of the passages from the corpus of subtitles she used
containing verbal humor were deleted. In contrast, a limitation of the study undertaken for this
thesis was that the rempdents were under no obligation to provide any translation, including
one with an omitted section, nor were they given a significant opportunity to simply omit
wordplay in such short clipsThe respondents in this study were also not necessarily
professi)QDO WUDQVODWRUV XQOLNH LQ -DNLYV LELG VW X(
limited number of examples of wordplay in the clips, casting doubt on how representative of
the overall ratio of various wordplay types the materid@l isD N L 1V study liszalso not

beyond reproach in this regard as it only analyzes three American sitcoms.

However, she is able to make some general observafitels 2016 372373)
Wordplay utilizing homonymy was translated literally (if it was easily transferrable between
languages) or neutralized; misunderstandings, literalizations and polysemy were

predominantly translated literally; phraseological modifications were also preduthgina

% Since selfeported levels of knowledge varied in detail and quatity, scope will only include those
respondents who are/were students of English.

3 See above footnote.

%7 This also precludes the creation of a graph such as the one. ib8Fidaki 2016: 368), because the sample of
wordplay instances is too small to refteany patterns in Englislanguage comedy. However, the relatively
large number of translators involved in translating the limited number of clips create a pool of possible
translation solutions and strategies that compensate for this paucity of sourteriala
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translated literally; literal translation was avoided with rhymes and alliterations; creative
lexical blends and neologisms were mostly left untranslated or translated literally; the highest
proportion of neutralizations (omitting the wordplay) appéamwith wordplay based on

polysemy or phraseological modifications.

Although this study cannot hope to clearly give an answer to the questions of wordplay
translation patterns, it can provide a similar analysis based on very similar categorization
models ad compare the results as a contribution to any and all future studies of such patterns.

With this in mind, a very broad hypothesis can be made:

4. Regardless of the target language and translator proficiency, translating wordplay
from English into other langages necessitates the use of some translation strategies
more than others specific patternstherefore, wrdplay translation patterrfeund
in this study (Fig 30) will be similar to those reported by Jaki (F&9, Jaki 2016:

372.

5.3. Contents of th&urvey

The first part of the survey consisted of general instructions and questions about
demographic data, including: sex, gender, age, birthplace, place of residence, first language,
other languages they speak and (3a#fisessment ofieir level of proficiency, the college they
attend or have attended (if applicable), the name of their college study program(s) (if
applicable), whether they have studied a foreign language outside a university, where and for
how long, whether they are #&udent of the English language and what (undergraduate or

graduate) year (if applicable).

The first section also included three translatielated questions: whether the
respondents had translated anything (either as a college assignment, a persoral flavor
money and whether any of the language pair(s) they had translated included English and
Croatian), whether they had ever subtitled any material (and whether any of the language
pair(s) they had subtitled included English and Croatian), and a besfrigtion of their

translation experience (if applicable).

The material meant to be translated consisted of ten short clips (< 1 minute) selected as
representative of various forms of wordplay in different contésitsply and complex forms

of wordplay, nore or less relevant visual elements, independent wordplay and wordplay
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depending on prior wordplaypubtitles in English were provided for the hearing impaired
and/or as aid for any respondents unsure of a word or phrase they had&hehrdip was

followed by four identical questions. The first one inquired whether and to what degree the
respondent was acquainted with the film/show in question (or even the specific scene) and
whether they had translated any portion of it before (or even the speeifie)sthe second
guestion asked of the respondents to identify examples of what they would consider wordplay

in the clip at hand.

Thethird question consisted of a space for the translation itself, along with the technical
instructiong(maximum of 2 lineper subtitle, 37 symbols with spaces per line, the use of a
dash to signal a change of speaker, separating or numbering subtitles that are meant to stand
on their own, and to try to keep the subtitles congise use as few as possipl@ne issue
with this approach is that it was impossible to strictly enforce technical limits (Pedersen 2010:
69) on subtitles, such as a character limit or maximal character count per second. This,
unfortunately, imposes a limitation on the study, namely, it allows gporalents to subtitle
the material without such constraints in mind which could have potentially increased the

number of translations that would have to be shortened due to constraints.

The fourth question asked of the respondents to briefly commehegroblems they
had translating the clip in questioit the very end of the studyhe respondents were asked
to list any interesting examples of wordplay they remember from other sources and to leave
anycritiques,comments or recommendations regardimgstructure and concept of the study

itself.
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5.4. Material for Translation

Transcripts of the clips are presented here, with the elements that take part in wordplay

underlined.

The first clip was from the Netflix showhe Dragon Prince HSLVRGH WLWOHG
& U R ZQn thefifteen-seconeclip, Callum, one of the main characters, encounters a small
FXWH DQLPDO DWWDFKHG WR KLV OHJ DQG LV WROG WKDW

-What is it?
-, W 1 ddva®urr

(The Dragon Princeseason 3, episode 2, 00:19@®19:55

The wordplay consists of the neologism adoraburr, a portmanteau of adorable and burr.
Pertinent visual elements include only the cute creature itself, whithits name.
(See Fig. 4)

The second clipvas from the Netflix shooJack Horseman HSLVRGHR WILOWOH G 3
that Cali Lifestyle!!°. The twelvesecondclip features a brief exchange between a recurring

axolotl character named Yolanda Buenaventura aedod the main characters, Todd Chavez.

-My name isYolanda Buenaventura of the Better Business Bureau

-It would be funnier if your name wdetty Buenaventura of the Better Business

Bureau

-:HOO ,TP VRUU\ \RX GRQTW [|tdnGalPbutGhis Bldctvaly ILFLHQV

a very serious matter.
-Oh!
(BoJack Horsemarseason 4, episode ,XiD:08:1600:08:30

The wordplay in this clip consists of alliteration of the name of the character and the
agency, as well as paronynn thename Betty Buenaventura (which sound similar to the
ZRUG PEHWWHUY DV ZHOO DV WKH VXUQDIRUk&dhbrsLQJ 3JRR(

are not particularly pertinent in this clip.

%8 Henceforth referred to as clip #1 or DP.
%9 Henceforth referred to as clip #2 or YB.
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The thirdclipLV TURP WKH ILIWK L Q VFi&tes@iQHe g&ivtbedn 'LVQH\TV
franchise titled Dead Men Tell No Taf€sThethirty-six-secondclip features an exchange
between Corrina, the academicailhclined deuteragonist, and captain Jack Sparrow and

some members of his pirate crew.
-, 1P QRW RQO\ DQ DVWUB&tPHU ,fP DOVR D
-No shame in that, dear. | mean, welalve to earn a living, eh?
-1R QR hdfdlodist
-6R ZzDV P\ PRP EXW VKH GLGQTW FURZ DERXW LW DV

-<RXTUH VD\LQJ \RacademiralKridlide® D V

-More like, horizontally reclined

-Horologyis the study of time.
-And she was always looking at her watch.
-I can vouch for that.
(Pirates of the Caribbean: Dead Men Tell No Ta@k.09:2001:09:57

The wordplay in this clip consists afclassical misunderstandifarilitated by
paronymy tthe pirates misinterpret the word horology as having something to do with
whoring xas well as the paronymiR | 3SDFDGHPLFDaA@AKIRUJHORQWG OO\ UHFOL
Visual elements are primarily relevant in establishing the pirates as uneducated/uncultured

and, therefore, unfamiliar with horology, but familiar with prostitutes.

The fourth clipis from the Pokémon movidewtwo Returrf$ and features a short
fifteen-second exchange between two of the three protagonists, Ash and Brock, who start

running from the impending rainstorm during which Brock uses his frying pan as an umbrella.
-2K QR LWV UDLQLQJ

-+H\ , NQRZ , 10 OfringhpaRas &Iriing\bad \

(Pokémon: Mewtwo Return@0:05:1600:05:3)

40Henceforth referred to as cli$g3 or POC.
4l Henceforth referred to as clip #4 or PKM.
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The wordplay in this brief clip consists of theymeof phrases¥rying S D gnd
drying S D,Qvith the visual elements being relevant in demonstrating how the character uses
afrying pan to shield his head from the rdimportant visual elements include Brock holding

the pan over his hea(See Fig. 5)

The fifth clip? LV ITURP WKH WKLUG LQVWIh@ offhe RMsR1 3HWHU -L
trilogy“3, The Return of the King. The forpur-seconeclip features a brief exchange
between Eowyn, disguised as a male soldier, and the monstrous, undeakimgjtoh

Angmar.
-You fool. Nomancan kill me. Die now.
-l am noman
(The Lord of the Rings: The Ren of the King02:47:5002:48:34)

7KH ZRUGSOD\ KHUH LV VLPSOH SRO\VHP\ RI WKH ZRUG 3
being important in establishing the army as bgiredominantly (more accurately,
exclusively) composed of men, and Eowyn being a woman disguised as npartant

visual elenentsareEowynwithout her helmet, clearly a woman, not a mi@ee Fig. 6)

The sixthclipLV TURP DQ HSLVR G HBBddcK Hoygdoan W\ Bl&tR & 3
Spreading the New#* and features a tesecond scene in which the titular character, BoJack,

is givingone from a series of interviews about his upcoming role.
-l am so thrilled to be here talking with... uhm...
-Yahoo Finland.
-Yahoo Finland! Are yourinnist?
-No. We are jusgetting started.
-Walked right into that one.

(BoJack Horsemarseason 3, episode 1, 00:002@00:59

42 0ne respondent complained (personal correspondence) how the embedded dimes not work for them,

so a timecoded link to an alternative YouTube video containing the exact same scene was provided in the
survey form next to the fifth clip.

“3Henceforth referred to as clip #5 or LOTR.

4 Henceforth referred to as clip #6 or FN.
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Again, we have a simple case of paronyofiyhe words Finnish and finished. The

visual elements are not particularly relevant here.

The seventh clifs from the British sitconThe New StatesmanW L 8£© Id @réng 4°
In the thirtytwo-secondFOLS WKH PDLQ FKDUDFWH@tol$eBQ % T6WDUG
colleague Sir Stephen Baxter in order to goad lady Virginia to give him money for publishing
her pamphlet on the evils of sex. In doing so, he invents a Christian organization he can

supposedly persuade to print it while intending to keep wiaste money for himself.
-Well, lady Virginia, | suppose the best thing is if you let me have a cheque.
-What? Right away?
-:HOO WKHUHTV QR WLPH WR ORVH P\ GHDU +D KD
-,IfP LQ \RXU KDQGV
-Ha ha!
-Payable to Sir Stephen Baxter?

-Oh, Good Lord, no, no, no, no, no, no, no, we must make it out to the charity.
And the charity is, uhm... The charity is,eBZ7KH &KULVWLDQ $SSURDFK

+tDQGERRNV ’

-, GRQIW WKLQN , FRXOG VTXHH]H DOO WKDW LQ

-,WIV D ELW RI D RRXWH,shal we M Jthe Mitials, then?
PayCASH one thousand pounds.

(The New Statesmaseason 1, episode 3, 00:110®11:49

Here we have a case of a creative lexical blend which, when abbreviated, is
KRPRQ\PRXV ZLWK WKH Z& tiSissahplvitforn/ Qe WUritalRon here
where visual information helps is in the fact that cheques are an outdated form of payment
and the situation becomekarerwhen it is visually confirmed thahe character has to write

the name down.

4SHenceforth referred to as clip #7 or NS.
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The eighthFOLS LV IURP DQ HSLV B&G&tkRiorderhsvi W L BIatHVAK R Z
Spreading the New#®. The nineteersecondclip features a phone conversation between one
of the main characters, Todd Chavez, and another one of the main charactelspa gol
retriever named Mr. Peanutbutter (with a fictional version of J. D. Salinger chiding Mr.

Peanutbutter for not focusing on their meeting and for his ignorance of American literature).
- HTUH LQ WKH PLGGOH RI D PHHWLQJ

-2K JRW W BiwaysRapWitIRuUnwith this guy right? Oh yeah, somebody

did their research on J. D. Salinger.

-Ralbit, Run" 7 K DJOKE you illiterate!

- K D WWHdike?

-Not muchdyke, Z KD W fvith y087? Is dyke an okay thing to say now? Has it
EHHQ UHFODLPHG" eektiR€cBHVWO\ FDQTW N

(BoJack Horsemarseason 3, episode 1, 00:92-00:08:11)

An example ofa phraseological modificationetweenW KH TXHV W LRAQkeTKDW TV u
DQG WKH SKUDVH 3#IChs¢lf klated to@idNudrdplay is another that straddles
the line between wordplay and a cultdoeund reference: thaeralisationof the titleRatbit,
Runbeing ascribed to J. D. Salinger both as a work (erroneously) and as a character trait of
beingimpatient.As wordplay, it would be an example of literalisation in which a title of a
book is applied in its literal meaningisual elements that somewhat restrict this translation is
the likeness of J. D. Salinger, though it would notrbpossible to pass him off as another

white, male American author were this his only appearance in the series.

The ninth clipis from a British sitconOne Foot in the Grave HS LV R GWhoWiIIW O H G 3
Buy? 48 The twentyeightsecondclip features the two nia characters, an older married
couple Victor and Margaret, watching a screen adaptation of one of Agathd L \c\whe H T V
mysteries featuring Hercule Poirot and having a brief exchange about who they believe is the

killer.

-Who do you reckon did it then?

46 Henceforth referred to as clip #8 or UPD.
471t could also be treated as a form of paronymy.
48 Henceforth referred to as clip #9 or OFG.
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-His nephewBasil.
-Why?

-%HFDXVH ZKHQ WKH\ ILQG WKH ROG PDQTV ERG\ LQ VW

was clutching in his hand, a piecelasil
-$KD IXFN\ KH ZzDVQMWDiKkOOHG E\ KLV XQFOH
(One Foot in the Graveseason 3, episode 4, 00:003301:0)

Herewe have homonyy between the name Basil and the plant named basil. As well as
another homonymy between the name Dick and the slang word for penis. Pertinent visual info
is the fact that both characters are watching TV, implying that they are talking about a crime
mystey they have just finished watching.

The tenth clip®is from an episode of the British sitcorhe Thin Blue Lingtitled
31 LJKW B Rnhelfavtirsecondclip features inspector Fowler interrogating (with the aid of

constable Goody) a young criminal who refuses to give his legal name.

-$00 ULJKW ODGGLH GRQYW SOD\ JDPHV ZLWK XV

for you if you do. Nowgive me your name!
-Ivor.

-You see, Goody? A firm, authoritative approach normally bears results. All
ULJKW ,YRU ZKDWTTV \RXU VXUQDPH"

-Biggun.

-Biggun. Constable, kindly notézor Biggun
(-.)

Oh, | see. A comedian.

-<HV VLU KHfV DOUHDG\ QDPHG®G®BeKDdMNEHHIRhIE FRWWLYV |
Macavity.

(The Thin Blue Linegseason 1, episode 5, 00:17ED18:30

“°Due to YouTube copyright restrictions, the clip had to be uploaded in a blowredersion, however, the
dialogues and the outlines of the characters are enough to understand it.
%0 Henceforth referred to as clip #10 or TBL.
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The wordplay in this clip rests on a hybrid paronyamd creative lexical blend, where
WKH QDPHV ,YRU %LJIXQ %HQ 'RRQH DQG 3KLO ODFDYLW\
RQH ~ 32%HQG GRZQ ~ DQG 3)LOO P\ FDYLW\ ~ 7KH YLVXDO HC(

an interrogation room and explain wthe character is being asked about his name.

21 WKH HLJKW W\SHV RI ZRUGSOD\ WKDadWar® g&eddid RQ -D|

these clips, including in hybrid forms
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6. Results

6.1. Demograpias

A total of 33 respondents took part in the survé&we respondents did not provide a
single complete or partial translation, and are therefore excluded from the following statistics,

leaving a total of 28 respondents with at least one translation.

The respondents wedisproportionately youngand female, see Fig. 7 and &jults
(see Fig. 11 for comparison with the general population), born and living in Zagreb (See Fig.
12 and 13).

All respondents but one listed Croatian as their mother tongue, withstivig English
in addition to Croatian, and one listing Ukrainian in addition to Croatian. The remaining
respondent listed Albanian as their first language, with Croatian as a second language (self
estimated knowledge at B2 level), in addition to Engliself-estimated knowledge at C1
level). Out of foreign languagd§ig. 14), 24 respondents listed Engl®hmost listing sel
assessed proficiency level as-@ RU VLPSO\ 3|OXHQW"~ 2WKHU OLVWH
included German, Russian, French, ItaliaBpanish, Japanese, Portuguese, Czech,

Macedonian, Chinese, and Polish.

(OHYHQ UHVSRQGHQWYV KDG ILQLVKHG PLGGOH VFI
GHJUHH KDG D PDVWHUYY GHJUHH 1R UHVSRQGHQ'
elementary shool or only finished elementary school (Fi$).1ln comparison to the general
population Fig. 19, the respondents had no representatives in the subset of people with a
basic education or less, were underrepresented in the subset of people witheappdary
education (0.73imesthe same subset from the general public), and overrepresented in the

subset with higher educatioB.{ timesthe same subset from the general puylsiee Fig. 2

Out of the 26 respondents who report attending or havingdste college, 19 report
attending the Faculty of Humanities and Social Sciences in Zagreb, and 11 report studying
English language and literature. Out of the aforementionedsiklreport being at the
undergraduate level, and of the remaining 5, threertdpaing at the graduate level on a
program focusing on translation, while the other two are attending another graduate program

related to the English languad&ee Fig. 16)

51 Curiously, 4espondentsdid not indicate any knowledge of English even though instructions ekpéitited
that it is a prerequisite for participation.
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Seven respondents (25%) reported never translating any text, 3 (I@p@ted having
translated before, but never from English to Croatian or vice versa, while the rest (18
respondents, 64.3%) reported having translated before, including English to Croatian or vice
versa (Fig. I). Twentytwo respondents (78.6%) reportedseehaving subtitled anything, 6
(21.4%) reported having subtitled before, including from English to Croatian and/or vice

versa (Fig. 8). No respondent reported having subtitled any other language pair.

Five respondents (15.2 %) did not, fully or partialranslate any of the 10 clips. Two
respondents (fully or partially) translated only one out of ten clips, likewise, 2 respondents
(6.1%) translated 2 clips out of 10, none had translated exactly 3 clips, 2 respondents
translated 4 out of 10, none traaigld 5 out of 10, one (3%) respondent translated 6 out of 10
clips, two translated 7 out of 10, seven (21.2%) translated 8 out of 10, two translated 9 out of
10, and 10 (30.3%) translated all ten clips (Tabland 6.

From all of this, it can be concludehat the results will be representative of young,
collegeeducated, predominantly urban and female native residents of the Republic of Croatia.
Most of whom consider themselves proficient in English and had translated texts before, but

for the most partot any audiovisual material.

6.2. Familiarity with the Material

None of the respondés report having translated the particular sections the clips are
from nor the films/shows they are from in general. The most numerous responses regarding
familiarity with the clips were not knowing the material at all (119 responses), followed by
knowing the film/show, but not the exact scene or episode (60 responses), closely followed by
the responder only having heard of the film/show or knowing it vaguely (54 responses),

finally, by the responder knowing the exact scene or episode the clip is from fjénses).

When it comes to familiarity with specific clips, the majority of responders (14 or more)
have expressed familiarity with clips #3, #4, and #5, with the other clips having more than

half of the respondents unfamiliar or only vaguely familiar whibir sources?

Overall, we can conclude that the respondents probably did not give much thought to
the translation problems in the clips prior to encountering them here and that their decisions

were likely not affected by translation solutions seen sameegvelse.

52See Table 3 for an overview of all the data in this section.
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6.3. Wordplay identification

Patterns of wordplay identification are presented in TdbMthough clips #7 and #10
contain two potential types of wordplay, it is impossible to strictly separate them in translation,

so they are treated age instance of wordplay per their respective @ipybrid).

6.4. Translations

The respondents have provided a total of 208 translatiohsf 280 possible from 28
respondents (see Tabig: 28 for clip #1 (100%of total possible solutions24 for clip #2
(85.7%),19 for clip #3 ©7.9%), 23 for clip #4 (82.1%)19 for clip #5 (67.9%), 22 for clip #6
(78.6%),19 for clip #7 67.9%), 12 for clip #8 (42.9%), 22 for clip #9 (78.6%), an@ fbor
clip #10 67.1%).

Assuming that all of the respoexts watched all of the clips, and that their skipping of
some was not due to personal dislike of the material or some other external factor but
difficulty of the task, we can arrange the clips by difficulty from the easiest to the hardest: clip
#1/DP, clp #2/YB, clip #4/PKM, clips #6/FN and #9/OFG, digt3/POGC #7/NS and
#5/LOTR, clip #10/TBL, and clip #8/UPD.

All of the clips except #8 were translated by at least half of the respondents, indicating
that the clips and the related translation problemgadveere not difficult enough to be

deemed unsolvable by any means to the respondents.

Table 5shows which respondents produced viable translations of which clips. Tables 7
and 8 show which types of wordplay are present in the translated material and which

wordplay translation strategies were used, respectively.

30



7. Analysis

7.1. Analysisof Wordplay Identification

Regarding the first hypothes$ts the average number of recognized instances of

wordplay was used as a gauge of proficiency.

The average was calculated for students of the English language (Fig. 21), everyone
who is not astudent of the English langua§éFig. 22), andall of the respondents (Fig23).
The overall average was75instances of wordplay recognized (out of the possible maximum
of 13), with a margin of error af1.211 (+13.84965. The average among studenfEaglish
was9.2with a margin of error 0£2.163 (+x23.5198%. The average among those respondents
who were not students of English was, with a margin of error oft1.53 (£18.00%).
Expressed in ranges, all respondents were, on average, likely gmizseiopom 7.539 to 9.961
instances of wordplay (out of possible 13). For students of English, this range is 7.037 to
11.363 instances, while for those who were not students of English the range is 6.97 to 10.03

instances.

A significant overlap in theanges is immediately noticeable, so any conclusions about
the first hypothesis must be made with appropriate hedges. The available data is not enough to
either conclusively prove or disprove the hypothesis, though it, within a margin of error,
suggests tht the hypothesis is correct, albeit without a notable difference between students of

English and other respondents.

This lack of a dramatic difference between students of English and other respondents
stands to reason, as any person likely to even attparptipating in a study such as this one
would have to be relatively confident in their English language skills. This confidence would
have to be at least partially justifiable, or the potential respondent would be expected to give
up after attempting tdranslate one or more of the clipghe proportion of educated

respondents (almost four times as many as in the general population, see Fig. 20) supports this.

53 ‘Respondents with a collegevel knowledge of Eglish are more likely to recognize wordplay.~” %o X 6«

59 0s} E ( EE &} o N}EZ E~ee_ }E NEZ E E *%}v vEe_ Jv §Z (}oo}A]vP v
5 Assumingatypicalconfidence level of 95%

56 Assuming a typical confidence level of 95%.

57 Assuming aypical confidence level of 95%.

31



7.2. Analysis of Wordplaylranslation Strategies among Students of English

The wcond hypothsis °8 was tested by comparing the average percentage of
untranslateef instances of wordplay among students of English against the same average

percentage among other respondents, with the expectation that the latter will tend to be lower.

The average percentage of untranslated wordplay among all respondents was 50.1%,
with a margin of error oft8.901 percentage point$+17.75%%° (See Fig. ). Among
students of English, it was 41.3%, with a margin of errortb8.561 percentage points
(£3283%¥* (See Fig. 8). Among other respondents, it was 55.M4h a margin of error of
+11.56 percentage point§+21.00%%? (See Fig. B). Expressed in ranges, all respondents
produced from 41.2% to 59% untranslated wordplay, students of English 27.3%96%,
other respondents 43.6% to 66.7%.

Again, a significant overlap in ranges is noticeable and no definitive proof or disproof
of the second hypothesis is possible, though we can again draw a careful inference that
students of English do tend to use talization and zerdranslation slightly less than other

respondents, but that the overall distinction between the two groups is not large.

Once again, it can be hypothesized that respondents likely to take part in a survey such
as this tend to have good knowledge of English and have likely consumed media with
subtitles of varying quality, leading them to put extra effort into both preserving some form of
wordplay and attempting to find a way to do so in the TL (Croatian), rather than going for

zerotranslation.

8AZ «%}v vSe A]3Zevel koawl®ge of English are less likely to employ neutralization of zero

SE veo S]}vX_ ~N %X (0

VEIYE S§Z %oUE%o}e ¢ }(SZ ¢ }v Vv SZ|E ZGC%}SZ *]-hewaddpyEu "UVSEE VeO &
translation strategies of neutralization and zeranslation, i.e., those instances where the TT was produced

complete, but either did not contain wordplay or contained wordplay carried by segments in the SL (English)

rather than the TL (Croiain). Note that this definition (and analysis) excludes empty and incomplete responses,

i.e., any and all instances where no translation solution or only a partial solution that does not contain the

relevant t wordplay-carrying t segments was offered by ¢hrespondent(s). The term was selected over terms

*HZ o+ "UVSE ve E § _ }JE "uv3E ve( EE _ He 18Z €& }( 8Z}+ A}po Z A
as this one as well.

80 Assuming a typical confidence level of 95%.

61 Assuming a typicalonfidence level of 95%.

62 Assuming a typical confidence level of 95%.

32



7.3. Analysis of Wordplay7/UDQVODWLRQ 6WUDWHJILHV $FFRL

Proficiency of Wordplay Identification

The tird hypothesi® was tested by comparing the number of recognized instances of
wordplay and the percentage of untransl&tevordplay, with the expectation that the

relationship will be inversely proportional if the hypothesis is correct.

The data can be seen on Fig. 24 and, although there does not seem to exist a(n inversely)
proportional relatior(Fig. 27) the data was ptted on a scatterplot chart (Fig. 28) to make it
easier to visualize. No regularity is found on the chart, and we can conclude that respondents
with a better knowledg®f the English language and associated culture(s) (as measured
through theirability to recognize wordplay in these clipdp not show a preference for

literalization or equivalent translation over neutralization or 2eaoslation.

In light of this conclusion, we could modify our attempt to explain the results of the
previous subection and propose the possibility that proficiency in English (more accurately,
proficiency in recognizing wordplay in English) is not the reason why students of English
choose to shun neutralization and zgemslation We can speculate that studetteely
choose to preserve wordplay and avoid Zeaoslation because of expectations instilled by

college classes as to what constitutes a good transfation.

63 ‘Respondents who have a better knowledge of the English language and associated culture(s) (as measured
through their ability to recognize wordplay in these clips) will prefer liteasilon and equivalent translation

over neutralization or zertranslation. ~”~ %o X (0

64 See previous note on the exact meaning of this term.

/v §Z]e =+ U A Vv epEu]s $§Z 8§ ~P}} SE& veo S]}v_ (}E Su 9s }( vPo]eZ
(and, therefore, avoid zertranslation as a strategy), yet still attempts to preserve the effect of wordplay

~Z v A}] JvP v USE o0]iI]vP A}E %0 Ce ¢} « 3} vV} %% E "o IC_X
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7.4. Analysis ofTranslation Strategies per Wordplay Type

The fourth hypothesi® was tested by comparing Fig. 29 and Fig. 30 as well as
comparing the conclusions drawn by Ja&016: 372373)%” with those we can make here

based on Fig. 30:

Homonymy was predominantly translated with equivalents, with little -rartslation
and neutrasation. Neathomophony/paronymy was translated by all four wordplay
translation strategies, with only literalisation being less favoured. Polysemy was universally
either neutralized or (less likely) literalised. Creative lexical blends/neologisms were
predominantly translated with equivalents, the other three strategies being noticably less
favoured. Literalisaton of figurative language was mostly translated by literalisation,
somewhat less by equivalence or zeamslation. Phraseological modificationgns rendred
with zerctranslation or neutralised, an equivalent was found in a significantly lesser
proportion. Rhyme/alliteration was mostly neutralised or (less likely) literdseelquivalent
was found, with zerdranslation being significantly les&ély. Misunderstandings were either

rendered by zertranslation or (less likely) with an equivalent.

Comparing the two, we can see Croatian translators tend to see equivalence among
homonyms much more than German ones. Misunderstandings are not neeoiyrasnly
translated literally, while literalizations and polysemy are translated literally in both studies
(though, in the case of the latter, Croatian translators preferred neutralization). Phraseological
modifications also differ significantly, with Cadian translators not favoring literalisation as a
strategy. Both studies show literal translation was avoided with rhyme/alliteration. Unlike
German translators, Croatian ones favored finding equivalents to creative lexical
blends/neologisms. In Croatianhe highest proportion of neutralizations appeaish

wordplay based on nelomophony/paronymy and rhyme/alliteration.

6 74, Regardless of the target language and translator proficiency, tranglatordplay from English into

other languages necessitates the use of some translation strategies more than mtlspecific patterns

therefore, wordplay translation patterns found in this study (Fig 20) will be similar to those reported by Jaki (Fig
19, Jaki 2016: 372). ~" %o X D

57 Summarized on pp. 186 WVotdplay utilizing homonymy was translated literally (if it was easily

transferrable between languages) or neutralized; misunderstandings, literalizations and polysemy were
predominantly translatd literally; phraseological modifications were also predominantly translated literally;
literal translation was avoided with rhymes and alliterations; creative lexical blends and neologisms were
mostly left untranslated or translated literally; the highgsbportion of neutralizations (omitting the wordplay)
appeared with wordplay based on polysemy or phraseological modifications.
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We can clearly reject the fourth hypothesis, as the proportions of wordplay translation
strategies per wordplay type differ significahO\ EHWZHHQ WKLV VWXG\ DQG
before, the scope of both studies is too limited to make any broad conclusions, as a number of
factors could be influencing the difference: the difference between German and Croatian
language systems and whateyhoffer to someone translating wordplay, the distinction
between analyzing more material vs the same material translated by different translators, the
bias inherent in the material used in this study, etc. However, the patterns found in both

studies coulgrove of some use to future researchers interested in the translation of wordplay.
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8. Conclusion

In summary researching types of wordplay and strategies of wordplay translation is a
complex topic where little consensus has been achieved not only about the results, but also the
methods of studytas demonstrated by various classification methods of both wordplhy
wordplay translation strategieBhough the limitations of this study preclude definite answers,
some (careful) inferences can be made, such as the possible tendency of students of English to

prefer some translation strategies over others.

Among quesbns that might merit further study is the issue of multilingual wordplay,
translation of wordplay in contexts that are not meant to be overtly amusinga(engvie
villain toying with their victim), the question of whether translators perceive and btthe
preserve possibly unintentional wordplay (ephrases that unintentionally end up rhyming),
and the extent to which the Croatian audience notices and objesstation of wordplay
deemed unsatisfactory (as well as whether an audience will bedietr to hakhearted
attempts at preserving wordplay or omissions ofTit)e interaction of translation norms in
Croatia and translation of wordplay could also yield interesting results, especially when it
comes to vulgar wordplay that would likely benitted or toned down on daytime television.
Furthermore, it would be interesting to study how much college education influences
translation standards through preferences for different translatiategies and whether
specific language pairs produce dSfiegpatterns of wordplay translation owing to language

specifics and /or the translation culture that exists in the TL.
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Appendics

Tables and Images

Types of Wordplay
# Type Abbreviation
1 Homonymy Hn
2 Nearhomophony / paronymy Pn
3 Polysemy Ps
4 Creative lexical blends / neologisms Lb
5 Literalisation of figurative language Lt
6 Phraseological modifications Pm
7 Rhyme / alliteration Ra
8 Misunderstandings / slips of the tongue Ms
9 Hybrid forms Hy
10 Other Ot

Note: Hybrid forms are treated and analyzed as a combination of two or more of the previous 8 categories. No
instances of the Acategory were found.

Table 1
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Note: BBT stands fofhe Big Bang TheoryGF stands foGrace and Frankig
NG stands foNew Girl Types of language play correspond to categories in Table

Fig. 2

Fig. 1
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Wordplay transfer strategies

Official /
Equivalent /

Omission
SL oriented
Retention
Complete TL adjust.
Fig. 3
Wordplay Translation Strategies

# Type Abbreviation
1 Literalisation Lt
2 Equivalence (Wordplay of the Same Categor EqgS
3 Zerotranslation Zt
4 Neutralization Nt

bl

Note: The frequency of deletion cannot be assessed from the data, therefore, it will not be analyzed.

Table 2
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Fig. 4

Fig. 5
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Fig. 6

Sex . Gender
2
0% 7,100/@%\

20

71,40%

= Male = Female = Intersex = Man = Woman = Nonbinary = Butch

Fig. 7 Fig. 8
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48,5 515 48,2 518
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m Male ®Female

Fig. 9
Age
6
4 4
3
2 2
1 I 1 1 1 1 1 1

20 21 22 23 24 25 27 29 44 45 51 56 57

Fig. 10
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35
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25
20
15
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oONAOOON D

Percentage of Participants by Age
(Compared to the General Population)

5955 5956 869 6,66,7 76,7 727271
i= Ii= 0= NN
20-24 25-29 40-44 45-49 50-54 55-59
B General population (2011 Census) m General population (2021 Census) B Sample
Fig. 11
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Fig. 12
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30
25
20
15
10

Place of residence
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Fig. 13
Languages that you speak other than you mother tongue?
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4 4 4 3 5 2 > 1 1 1
& & & & &> & & & & & & &
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<&$ & QY & N & & o0 ¢ &b° S
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Fig. 14
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Degree of formal education

0

o0

= Unfinished elementary school
= Elementary school

= Middle school

= Bachelor's degree

= Master's degree

= Doctorate

Fig. 15

Have you ever translated any
text?

3
10,70%____

= No

= Yes, including from English to Croatian or vice
versa

= Yes, but never from English to Croatian or
vice versa

Fig. 17

2
7,10%\

Are you a student of the
English language?

A

= No

= Yes, undergraduate

= Yes, graduate program focusing on
translation

= Yes, graduate program other than
translation

Fig. 16

Have you ever subtitled
anything?

0%

= No

= Yes, including from English to Croatian or vice
versa

= Yes, but never from English to Croatian or
vice versa

Fig. 18
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Percentage of Participants by Degree of Education
(Compared to the General Population)

70
60,7
60 52,6
50
39,3
40
30,8
30
20 16,4
10
0
0

Basic education or less Upper secondary education Higher education

B General population (2011 Census)® Sample

Fig. 19

Percentage of graduates from institutions of higher
education(Compared to the General Population)

General population (2011 Censu- 16,4

Fig. 20
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Table 3
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Clip # 1. 2. 3. 4. 5. 6. 7. 8. 0. 10. “J:a‘ ;“T
of wordplay
Clip DP YB POC PKM LOTR =\ TNS UPD OFG TBL instances

Name recognized per
respondent

O 0 O O O 0

O D O o O .

ote: Responade B110 O ed gree ere a ao ad ed a 0 O O a e evel a e eo

espona g o e elResponde O 0 ed e0 aVve Ot PIo ged a gie exa ple O O e ecod e0

orapilay and ere e ded O Eal O orapia a e a e a ead a aia O €CO(Q e e
orapia orre O alied 10 O e a e a cd a e AICO( e eCO(Q ed e orapia

e re o =) e ale o HHAS a e o o = o
O PDONG ara a O D HodDl O O 00 a orapia

Table 4



25. 10
26. 10
27. 10
28. 10
29. 10
30 X X X 8
31 X X X 7
32 X X X 8
33. 10
Total 28 24 19 23 19 22 19 12 22 16 208
# 1. 2. 3. 4. 5. 6. 7. 8. 9. 10. /10

DP YB POC PKM LOTR FN TNS UPD OFG TBL
Note: Respondents highlighted in red have paivided a single full translation. Instances of an empty or unusable partial

response are marked with an X.

Table 5

ol
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Number of
translated 0 1 2 3 4 5 6 7 8 9 10
clips

Total:
10

Number of
subjects
with the

above listed 5 2 2 0 2 0 1 5 5 1 10

number of

Total:
33

translated

clips

Percentage 15.2 6.1 6.1 0 6.1 0 3 15.2 15.2 3 30.3

1RWH 8QOLNH PRVW RI WKH VWDWLVWLFDO GDWD LQ WKLV SDSHUbleWNKLV WDEC
translation.

Table 6
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Type of Wordplay in TT ~ (see Table 1)

| | X | X
I S VS O T I S S 0
| | X | X

| | I | P
| | I | ()

* X

X

X

X

X

X

X

X

X

(Lb) *. (Pn)

(Ms), *

e

X

\
X

X

X

* X *
|

R

X

*+Hn

Lt, (Pm)

X

(Hn)
X
|

X

(Pn+Lb)

X

(Ms), Pn

)P0 |

Ra, (Pn)

*

Ra | Ps |

*

X

*

Pn

Lb+Hn

e | em)

Lb+Hn

Lt, (Pm)

*

P |

Pn

(Pn+Lb)

(Pn+Lb)

Ra Pn Lb+Hn Pn Pn+Lb

Cx x| | =
RN | |
 x ra o | x| pw |
Tws o | T |

Cx e o |

Ra, (Pn)

(Ms), Pn Pm Hn Pn+Lb
* Pn Ms, Pn Ra 2 Pn, * Hn (Pn+Lb)
|
* Ra, (Pn) (Ms), * * * & *+Hn Lt, * (Hn) | (Pn+Lb)
Lb Ra, * (Ms), Ms Ra Ps Pn Lb+Hn Lt, Lb Pn Pn+Lb
* Ra, (Pn) (Ms), * * * * X X X (Pn+Lb)
Lb Ra, (Pn) (Ms), * Ra * Pn X X Hn X
Lb Pn, Pn X * & Pn *+Hn X (Hn) X
Lb Ra, * (Ms), * * * * Lb+Hn (Lt), * Pn+Lb

Respondents highlighted in green were studying or had finished studying English on a university level at the time of
responding to the surveRRespondents highlighted in red have not provided a single full translation. Hybrid forms of

wordplay were treated as a combination of their constituents. Instances marked with an asterisk (*) are translated but do not
contain wordplay. Wordplay in parem$es is a product of zetanslationlnstances of an empty or unusable partial

response are marked with anThe abbreviations used are explained in Table 1.

Table 7
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Type of Wordplay Translation Strategy ( see Table 2)
I T T T N A N N

| | \ | |
o I - I EN BN EE

Nt, Zt Zt, Nt

B I SN N A S AT A
ﬁ ﬁﬁ ﬁ

‘ Eq, Nt X

X , X

T EEE E
ﬁ ﬁﬁ ﬁ

Lt, Lt Zt, Lt Lt
Nt, Lt Eq, Eq Eq Nt Nt Eq
| L S S O T U T
‘ Nt Lt, Zt Zt, Nt Nt Nt Nt Nt Lt, Nt Zt Zt
‘ Eq Eq, Nt Zt, Eq Eq Lt Eq Eq Lt, Eq Eq Eq
‘ Nt Lt, Zt Zt, Nt Nt Nt Nt X X X 7t
‘ Lt Lt, Zt Zt, Nt Eq Nt Eq X X Eq X
‘ Lt Lt, Lt X Nt Nt Eq Nt X 7t X
Lt Eq, Nt Zt, Nt Nt Nt Nt Eq Zt, Nt Eq Eq

Note:Respondents highlighted in green were studying or had finished studying English on a universitytheviaiat of
responding to the survelRespondents highlighted in red have not provided a single full translation. Hybrid forms of
wordplay were treated as a combination of their constituerggances of an empty or unusable partial response are marked
with an X.The abbreviations used are explained in Tablg=2

Table 8
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Recognized Wordplay Instances
(Students of English)
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Recognized Wordplay Instances
(All Respondents)
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Untranslated Wordplay
(Students of English)
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Fig. 25
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