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Abstract

This paper is based on the assumption thal
gudiovisual transiation pedforms a social and culfural
function over its viewers, thus still justifying studies
{hal focus on finguistic issues. This is paricuarly
siriking for the reading liferacy in countries such as
Portugal, which are traditionally sublitling countries,
even if dubbing and voice-over are also occasionally
used, particulary in the case of documenfanies and
children’s programmes. Reading habits may offen be
restricted to the reading of sublitles. This subslitution
emphasises the need for considerable care with
subtities in order fo make them appear as fluent and
natural — fulfitfing norms of ‘idiomalicity’ — that would
read like a source language fext or domesficated,
and not like a franslation of a source fext, not
foreignised, From the analysis of a limited sample of
fixed expressions and their transtation in the subfitling
of a documentary fim called “The Real Da Vinci
Code”, it was possible to gather dafa thal indicate
that these expressions are as common in general
language as in specialised languages, namely within
{he audiovisual context and the informative genre,
i.e. documentary films. Finally, il was possible lo
idenfify a logical relation befween the visual, sound
and linguistic elemenis of a documentary, since their
inreraclr'c_:n strengthens the semiotic value of the fixed
exprassions.

Keywords: Audiovisual Translalion, Sublitling,
Documentary Films, Idiomaticity, Set Phrases.

Introduction

This paper intends to briefly discuss the thearelical
framework of Translation Studies (TS), specificaily
Audiovisual Translation (AVT), an area that has gone
through several ordeals in order to be acknowledged
as an autonomous fleld within TS, mainly due to
research conducted by numerous scholars. Since
then, AVT has had lo strive to expand to less
traditional areas, apart from subtitling and revoicing,
such as audio description, subtitling for the deal and
hard-of-hearing, among others.

MNonetheless, this paper focuses on one of these
mainstream AVT modes, which is interlingual
subtitling, particularly relevant in Portugal, traditionally
a sublilling country. This conscious choice was done
at the time of the Portuguese diclatorship {between
1926 and 1974), as a means to prevent less educated
people from having access to culture in generai,
namely ¢inema. Paradoxically, subtitling is considered
io be a means of foreignising audiovisual products
_and, in Spain, the opposite option was made, making
it a dubbing country.

1078

The case sludy lo be presented here is centred
on the documentary film “The Real Da Vinci Code”
{Kashaf Chaudhey, 2005: en), a particularly long
documeniary based on Dan Brown's best-seller
‘The Da Vinci Code”. Instances of fixed language
used lhroughout the first 20 minutes will be analysed
conirastively, i.e. English original versus Portuguese
translation, and commented on. It is also our
purpose to attemnpt to ideniify whether they consist of
collocations or idiomatic expressions.

Brief overview of Audiovisual Translation

At lhe early stages of developmeni of TS, this
discipline was based on the idea that translation
consisted of a process of fanguage transfer, which
initially excluded AVT from ils realm. Gottlieb (1997:
87) stales that “the pre-1980 concept of iransiation
limiled its scope to 'premeditated writing’ [and]
translation of dialog was accepted only when (...}
nol heard”. However, wilh research conducted
by schalars throughout the lasl decades, such as
Gambier, Gottlieb, Diaz-Cintas and QOrero, it came to
be regarded as part of this field of knowledge.

Luyken (1991: 153-155) argues ihat, although
AVT is a form of translation, it differs from other types
of translation in some importanl aspects. To begin
with, the message that is to be transferred from one
language into other(s) is expressed by everything
within lhe screen, namely the image, the acting,
the sound and the language, which means thal the
linguistic transfer will only replace the message and
thus cannot change any of those other meaningful
f:omponenls. Secondly, audiovisual language transfer
is unable to use resources like those from other
lranglation forms, such as “explanalory footnotes,
aslerisks or asides™ (Luyken 1991: 154), but, at the
same time, it should be complete in such a way as
to be undersiood, despite deleting things from the
original. Thirdly, the text transferred is sharter than
the original, “a mere fraction of the original dialog”
{Luyken, 1991; 154), forcing translators lo drastically
abridge the texi. Finally, audiovisual translators also
have to integrate editorial skills concerning omissions
or additions of information and condensation of the
original.

Even though AVT involves a considerable degree
of adaptation of the original texts to the audiovisual
means of communicalion, it has to be accepted as
a field of translation studies. This idea of adaptation
has been embodied by Gambier's (2003) concept

of transadapfation, which intends to go beyond
tha dichotomy between literal and free translation,
translation and adaplation, and takes audience into
account. This concept means that transiating in the
audiovisual contexl has nothing to do with word-for-

word fransfer, but comprehends: “a set of sirategies
that might Include summarizing, paraphrasing, elc.
(...) [as well as] taking into consideration the genre,
the film-maker's style, the needs and expectations
of viewers (...) and the multimodality of audiovisual
cammunication” {Garnbier in Gambier, 2003: 178).

According to Crero (2004: vil), there is another
question 1o elaborale on;

the unsetiled torminology of AVT (...) A step further
would be to agree on a generic name 1o define the
multiple and different modes of translation when 1he
audio {radia), the audio and the visual {screen), or
the writien, the audio and the visual (mulimedia)
channels are the source text. (Orero, 2004: vii}

This terminological unsettleness that Grero (2001:
vii) refers to is quite clear in the abundance of lerms
used to refer to the audiovisual field: treduccion
subordinada or constrained translation (Titford, 1982;
Fawcett, 1983; Mayoral, 1984; Rabadan, 1991; Diaz-
Cinlas, 1998 Lorenzo & Pereira, 2000 and 2001);
film translation (Snell-Hornby, 1988), film and TV
translation (Delabastita, 19889); screen translation
{Mason, 1989}, media translation (Eguiluz, 1994); film
communication {Lecuona, 1994); {raduccio fitmica
(Diaz-Cintas, 1997); audiovisual transtation {Luyken,
1991: Dries, 1995; Shultleworth & Cowie, 1897,
Baker, 1998); (mufthmedia {ranslation {Gambier &
Gottlieb, 2001).

AVT is then regarded as the designalion
encompassing “all translations — or multisemiotic
transfer — for production or postpreduction in any
media or format, and also new areas of media
accessibilify” (Orero, 2004: viii). A year before Orero,
in 2003, Gambier {2003: 172-177) had divided AVT
into dominant! mainstream and challenging types,
the former including interlingual subtilling, dubbing,
consecutive and simultaneous interpreting, voice over,
free commentary, sight translation and muitilingual
produclion {like doubled versions and remakes),
wheraas the latter consisting of script translatian,
surlitling, intralingual translation, real-time subtitling
and audio description. However, this organisation into
challenging and mainstream is no longer Up to date,
simply because mast of the challenging modes are
already part of the mainstream activities within the
realm of AVT, namely infralingual subtitling for the
deaf and hard-of-hearing or audio description.

Because of its complexity and multisemiotic
wealth, research in AVT may “draw on a variety
of {...) methodologies — from polysystem theory,
psycholinguistics, cultural studies, critical discourse
analysis, relevance theory, as well as functional
approaches to translation” (Gambier in Gambier,
2003; 183), attempting to tackle concepls such
as those of texl, meaning, norms, equivalence,

manipulation or acceptabilily.

The present paper focuses on the concept of text
and within this a linguistic lopic — instances of fixed
language. Notwilhstanding, these issues often give
rise to a great deal of criticism within AVT, mirrored

in the words of Gambier thal considers it *a misuse
of time” if il is to be compared to other much more
“interesting” and “useful” research. Nonelheless, we
must not forget that ina traditionally subtitling counlry.
such as Portugal, “the power of the wrillen word" 15
of the utmosl importance, especially ever since the
Estado Novo (the Portuguese dictatorship).

This is even more siriking if one thinks of the
importance of subliting for the developmem of
reading habils and lileracy in a population with an
unusual reading deficit. It is also worth mentioning that
\he Portuguese illiteracy rale has varied considerably
according to the National Census, surveys conducted
by Statistics Portugal, the government hody ihal
callects official data. Therefore, in 1970, 25.7% of ths
Portuguese were considered illilerale, a percentage
thal has decreased considerably since then, and
in 2011, only 5.2% of illiterales, ihe lowest number
so far. Finaily, until quite recently, there was rather
limited research done in AVT in Periugal, when
compared 1o that of olher European countries, which
also makes the need for Portuguese research even
more significant.

AVT types: subtitling

Interpersonal communication has always been
based on verbal signs, non-verbal gesiures and
images. After the invention of the printing press
the writen word became dominant and, with the
development of literacy, it achieved paramount
importance. However, in the 20" ceniury, il was
rivalled by the radio and molion pictures {Gottlieb.
1997: 49).

The first cinema projecion took place in Paris on
29+ March 1895 and was conducted by the brothers
Lumigre, Louis and Auguste. From that moment
onwards, the popularity of cinema was overwhelming
throughout the world, a purely visual phenomenon
(Diaz-Cintas, 2001; 53). At the beginning, cinema
was considered a universal language, a visual
Esperanto. Nevertheless, silent films {though never in
absolute silence, because they were accompanied by
music and sometimes an orchestra) eventually had
to be equipped with what was then called ‘subtilles’,
cardboard signs inserted between scenes of the fitm
(Gottlieb, 1997: 50). In its first meaning, ‘sublille
teferred to a secondary tille placed afier Lhe main litle
at the beginning of the film (Diaz-Cintas, 2001: 59).

Later these gol the name of intertities (or ‘insert
litlas”), integrated into the films by means of the
Norwegian optical method or the Hungarian chemical
method, which were taken to olher fringes of Europe
They stared off as “being projected by a magc
lantern between the parts of the film, when (. ) jit]
was actually paused” (Karamitroglou, 2000: 7}, “using
a sciopticon (a kind of siide projector)’ {lvarsson
1992: 23) and later “became an indispensable part of
the film, photographed and printed on the film-strip”
{Ilvarsson, 1995 cit. Karamitroglou, 2000: 7).

Intertitles then consisted of:
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una o varias palabras escrilas, impresas sobre un
fondo opaco y distinlo al del espacio escénico de
la pelicula, que aparecian entre dos escenas (...)
venian impresos en caracleres de color blanco sobre
un fondo negro (...} limitAndese nomalmente a
una sola frase [y s]u inclusion en el discurso filmico
enlrababa el fluir natural de la imagen por lo gue
los direclores se mostraban precavidos a la hora de
ulilizaros, siendo la 16nica general de una marcada
parquedad. (Dlaz-Cintas, 2001: 54)

The first intertitles appeared in “Uncle Tom's Cabin”
by Edward S. Porter (1903: en). These were what
they called “epic tilles”, titles that provided comments,
anticipations (like cataphoras) or identification of time
and place, allowing “cinemalic description [lo be]
understandable to the audience™ (Gottlieb, 1997: 58) or
the rendering of the actors' lines in words: “a good silent
film of the usual c. 45 minutes could work splendidly
with about 20 titles — some 5% of the amount we would
expect in a modem sound film™ (Gottlieb, 1997: 58).

Moreover, there were examples of superimposed
captions to render displays, such as letters, telegrams,
names on doors, and the like. The oldest example of a
whole film captioned is the silent film "Mireille” (Emest
Servaés, 1922: fr), in which the titles were placed al the
bottorn of the screen, actually betow the piclure, which
was reduced for this purpose. (Gotilieb, 1997: 59)

With the appearance of sound fims or talkies,
interfities no longer played the same role and the need
for cinematographic translation was felt. The issue was
which method to use: subtitling or dubbing, or another
not very popular method called double versions or
audition subtiiling. According to Gottlieb (1997: 53), this
method “was found in some movie theatres, where the
audience could listen to simultaneous or tape-recorded
interpreting of the film dialog through small headpheones
installed at each seat’, a sort of modem audio-
description for the performing arts, bul in this case not
specifically for the blind and visually impaired. However,
Diar-Cintas {2001: 58) also speaks of a similar type of
“traduccidn a vista” {or sight translation} of the interfilles
of silent movies, a task that was often performed by
the pianist or the “maestro de ceremonias”, a means to
overcoma the illiteracy of many viewers. Despite these
expetiments, an idea remained that a translated film
was thought to be “a niined film”, as much as “a dubbed
film was an insult to the aclors [and] a subtitie version
(...} a violation of the picture” (Gottlieb, 1997: 51-52).

After many years experimenting with this technique,
the first sound film fully equipped with subtiles was
“The Jazz Singer® (Alan Crosland, 1927: en) shown in
non-English-speaking countries and, in 1938, the BBC
broadcast the German film “Der Student von Prague”
(Stellan Rye, Faul Wegener, 1913: de) (Gottlieb 1997:
59). With the development of Hollywood films and
theirs stars, the American producers chose to export
their films with subliled versions in Spanish, French
and German, a choice based on the European linguislic
fragmentation. For instance, neighbouring countries
would have to walch these movies in their “brother's
language”: the Portuguese would only have access to
the Spanish version, the Poles and the Dutch {0 the
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German version, and the Turks and the Greeks to the
French version — this Pan-Europeanisation of subtitling
was doomed 1o failure, due to the severe offence to
nalions {Dijaz-Cintas, 2001; 60).

Generally speaking, after shorl experiments with
eilher methods (subtitling and dubbing), France chose
lo dub films, as well as Spain and laly, whereas
Holland (in 1930), Greal Britain {in 1932), Hungary
and Sweden began to subtitle extensively. According
to Gottlieb (1997: 70), subtiffing emerged as a unique
forrn of translation, defined as written, as opposed 1o
spoken in other AVT modes; as additive by adding
something to the orginal; as immediate, in which
discourse is presented “in a flowing manner” (idem); as
synchronous, since the original film and the translation
are present simultaneously, and as polymedial,
because “two parallel channels are used 1o convey the
total message of the oniginal" {iderm).

In line with this, Luyken presents the following
definition:

Subtilles are condensed written translalion of the
ofiginal dialog which appear as lines of text, usually
posilioned lowards ihe foot to the screen. Sublilles
appear and disappear to coincide in time with the
coresponding portion of the original dialog and are
almost always added 1o the screen af a laler dale as a
post-production aclivity. (Luyken ef a/, 1991: 31)

This type of AVT has always presented a number
of advantages that explain why a reasonable number
of European countries {Porlugal, Belgium, the
Netherlands, Greece) chose it over dubbing (Spain,
France, Germany) or voice-over {Russia, Poland). This
is also clear Imom the fact that Portuguese or Greek TV
channels organised separate depariments (RTP and
ERT, respectively) for conducting this activity, which
have enabled the "speedy and cosi-effective production
of easy to read subfitles, even at shorl nelice and for
complex subject areas” (Luyken et al., 1991; 36).

According to Diaz-Cintas (2001: 48-50), the benefils
of subtitling can be summed up in the following way: it
Is a cheaper and fairly quick job; it respects the integrity
of the original diatog; it develops the leaming of foreign
languages; it helps the development of viewers' reading
ability in their mother tongue; it maintains the criginal
voices; it is better for the deaf and hard-of-hearing and
for immigrants.

Nevertheless, it alsoholds anumber of disadvantages
which are the tact that it “contaminates” the image on
screen, leading to the spreading of altention across
several aspects, like the image, the wrtten text or
the soundtrack; it demands more reduction of the
original text because of lime and space limitations; it
does not allow for the overapping of dialogs; it is hard
to manipulate; if viewers gel dislracled or lost, they
are unable to read the sublitles; it may lead to some
disarientation due o the presence of (al least) two
linguistic codes (in the case of Belgium, sublitles are
presented in both Flemish and French); and linguistic
calques may enter the language.

In addition fo this, Gottlieb summarises that most

criticisms to subtitling focus on the reduction of the
dialog and the interferance in the image: itis not only a
long series of visual shocks (Marleau, 1982 cit. Gottlieb,
1997: 56), but also “an esthetically unjustified blol on
[the picture’s] artistic unity” (Reid, 1977 cil. Gottlieb,
1997: 56),

An allemalive to subtitling, as mentioned above, is
revoicing, which for some authors (such as Shuttleworth
8 Cowie, 1997 or Baker & Hochel in Baker, 1998) is
regarded as a general term that encompasses any
technigue of covering or substituting the original sound
by other sounds. Among the most common, there are
dubbing and voice-over. Dubbing, on the one hand, is
considered {o be a revoicing process that demands lip,
facial, geslural and visual synchronisation, whereas
voice-gver, partial dubbing or half-dubbing means
that the original sound is reduced lo a lower level of
audibility and the translation is heard over the source
soundtrack (cf. Chaume, 2003; Gambier, 2003).

However, revoicing alsa bears a sel of pros and
cons. Among its drawbacks, it should be mentioned Lhat
it tums out to be more expensive; it leads to the loss
of lhe original; it is usually more [aborious and slow;
it intends lo be a domesticaling product; the voices
of the actors can be repetitive; and it must abide lip
synchronisation,

Again Gotilieb mentions the following cons: dubbing
will always remains an artistic swindle {Ford, 1955 cit.
Gottlieb, 1997: 55), as well as a refusal, a negation of
culture in ils first fundamental manifestation, language
(Renaud, 1984 cit. Gotllieb, 1997: 55). On the other
hand, it enables a less problemalic manipulation of
dialogs and their overapping; it is considered more
beneficial for children and illiterate; it respects the
image on screen, not conlaminating it, thus viewers can
concentrate solely on the image and sound; it does not
need 1o reduce as much text as in subtiting; it makes
use of only one linguislic code and of oral language
features; and it might prevent the entrance of finguistic
calques (Diaz-Cinlas, 2001: 49-50).

Therefore, subtiing is also an over type of
translation, “retaining the original version” (Gottlieh,
1997: 108) and is fragmentary, since it only represents
the lexical and syntactic features of the dialog, whereas
dubbing is covert, by “replacing the entire dialog track”
(idem), and integral, because it does not force the
audience to a third cognitive effort of reading, apart from
listening and watching. Subtitling can then be regarded
as a linguistic practice that consists of offering written
text, in the form of subtitles, traditicnalty at the bottorn of
a screen, conveying verbal and non-verbal utterances,
according to the features of the genre of the audiovisual
text {Diaz-Cintas, 2001: 23). It is also regarded as a
“kind of simultaneous written interpretation” (Gambier
cit. de Linde & Kay, 1989: 2), which Chaume (2003: 18)
describes as consisting of the “incorporar text escrit en
la llengua meta a la pantalia on s’exhibeix una pel-licula
en versid original, de manera que aquest text en forma
de subtitols coincidesca aproximadamenl amb les
intervencions dels actors de la pantalla™

Consequently, sublitles are “transcriplions of film or
TV dialog, presented simultaneously on the screen”,
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along with the image, sound, paralinguislic elements
and others, and “usually consist of one or two lines of an
average maximum length of 35 characters (...) [being]
placed al the bottom of the picture and [that] are either
cenlred or left-aligned” (Gottlieb in Baker, 1998: 245},

Itis obvious that these definitions can cover numerous
types of subtiting, each with different features and
imposing different constraints 1o translators/subtitlers,
which Gambier {in Gambier, 2003: 172-177) listed as
being interlingual subtitling, inlralingual translation, real-
time subtitiing and suditling, though sight transiation
and muHilingual production,

According to Diaz-Cintas (2001: 24-26), subtitling
can be divided according lo three criteria: formal
presentation, linguistic elements and technical aspects
As far as the firei one is concerned, there is fradificnal
subiitling, either maintaining complete sentences
(the so-called verbatim) or being condensed, or
bilingual (in which each line is devoted to a different
language, such as in Belgium); and simulfaneous
subtitling, lypical of situations such as a live interview.
Linguistically speaking, there is intralingual sublitfing.
on the one hand, designed fo satisfy different needs,
those of the deaf and hard-ol-hearing, needs relaled lo
the learning of languages and what Diaz-Cinlas calls
the 'karaoke effect’ (connected with the preservation
of the original soundtrack, for instance in musicals)
On the other hand, one has inteningual subtifling.
resutting in the translation of an audiovisual ‘texd’ from
one language to another.

Finally, from the technical point of view, he
mentions open sublitfing and closed subtitling,
according to which one can have either an end product
which is inseparabie of the translaled subtitles (open
subditling), or the audiovisual lext may be accessed
only if the viewer wishes to (closed sublitling). In
open subtitling, cne would be watching a subtitled
programme on TV, cinema or video, i.e. with subtitles
available to everyone, “forming parl of the original
film or broadcast™ (Shuttleworlh & Cowie, 1997: 161,
“which cannot be switched off at liberty of the viewer”
{Carroll, 2004: online). In closed subtilling, “broadcast
fis done] separately and [is] accessible (...} by means
of teletext” {idem}, for example the case of subtitling
for the deal and hard-of-hearing, the case of DVDs or
real-media on the Intemet.

Bearing in mind the several types of subtitling and
their distinction according to specific criteria, it is worth
mentioning Gottlieb's (in Baker, 1998: 245-247) three
dislinctive features of subtitling, which enable the
understanding of some of the constraints involved in
the practice of sublitling: the semiotic composition, the
time dimension and the pragmatic dimension.

According to the semiotic composilion, translated
texts can bé either monosemiotic or polysemiotic,
whether they use only one channel of communication,
which lranslators control, or they use other channels
of communication, such as the visual and 1he
auditory, which will influance translaters’ job. In
addition, polysemiotic texts cen be isosemiotic if 1he
translation uses the original channel, or diasemiotic if
the franslation results from a combination of different
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channels, which occurs in the case of subtitling.

Consequently, in subtitling one has to work with four

simultaneous channels; lhe verbal auditory channel

(dialog, background woices, lyrics); the non-verbal

auditory channel {music, natural sounds, sound

effects); the verbal visual channel (titles, writlen signs
on the screen); and the non-verbal visual channel

{picture composition and fiow). This means thal every

decision made by lhe translalors/sublitlers will affect

the end product in any of these four channels, which is
especially relevant in inlralingual subtitling. {Gottlieb in

Baker, 1998; 245-247)

Concerning the time dimension, il is worh
remembering that sublilling is dependent on the
“time for production of the original’, the “time
for presentation of the original” and the ‘*time for
presentation of the franslation”, making it a type of
synchronous translation, because it is in synchrony
with the original, as well as of contemporal transiation,
since it is connected with the original in terms of time
and space. (Gotllieb in Baker, 1998: 245-247)

Finally, regarding the pragmatic dimension, since
"intentions and effects are more important than isolated
lexical elements” which make up an audiovisual
text’, translators/sublitlers will have lo ensure thal
considerable dialog restriction and concision are
achieved, involving intersemiotic and intrasemiolic
conciseness, so as fo avoid redundancy of infortnation
that is given by facial expressions, lone of voice, the
rhythm of music and sound effects. (Gotllieb in Baker,
1998: 245-247)

Furthermore, there is a number of parameters that
need to be taken into account in subtitling, according
1o Karamitroglou (1998):
= the spafial parameter or layoul — position an the

screen; number of lines; text positioning; number of

characters per line; typeface and distribulion; font
colour and background;

» the temporal parameter or duration - maximum
duration of a full two-line subtitle; minimum and
maximum duration of a full single-line subtitle;
leading-in time; lagging-out time; time between
two consecufive sublitles; overlay, add-ons and
cumulative lext; camera takes/culs;

= the typographic parameter — punctuation and letter
case,;
the target text editing - subtille segmentation and
line length; spoken utierances; omissions and
changes; retaining original elements; acronyms,
apostrophes, numerals and symbols; rendering
dialects, taboo words and culture-speciiic linguistic
elements.

To conclude, the focus of this paper is inlariingual

sublitling, which refers 1o the type of transadaptation

of a so-called ‘source lext, a post-production script

(when there is one) asscciated to what happens on

screen, into a set of {usually) two-line ‘target text',

with {normally) 34 to 40 characters each, that is to
be presented to viewars (most cften) at the botlom of

Ilha screen every four or every six seconds while an

audiovisual product is being broadcast. More than the

idea of transferring, restricting, reducing or adapting,
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one should retain the concopt of transadaption, which
involves the already-montioned lemporal constraints,
the conciseness of information and the relationship
eslablished between the spoken and the written
codes, and “allows 1o go beyond the usual dichotomy
[between] literalffree franslalion or translation/
adaptation™ (in Gambier, 2003: 178-199).

A word about audiovisual genres

It is obvious that genres are alsc dependent on
and influenced by the society in which they appear —
they accomplish a function and possess a pragmalic
validity. Their function is to organise the diversity of the
discourse spaces and iheir validity comes forth as a
way to organise text inlo different discourses according
to pragmatic, enunciative, syntaclic and semantic
criteria. Agost (in Duro, 2001: 237-238) claims that the
audiovisual text is the concept used for understanding
the different discourse praclices in the audiovisual
context and when one lalks about television, ihe basic
unit of broadcasting and the concrele manifestation of
a specific genre is the program.

From Duro's viewpoint (2001: 239-241), there is a
number of criteria for classifying auvdiovisual genres,
of which one is the mode {lhese texts make use ol
visual and linguistic codes), the other the scope of use
{television, cinema, video or computer} and, at last,
the function of the specific program (the predominant
communicative intention, which for some aulhors,
such as Nord (1991) or Bathia {1993}, determine both
the genre and lheir internal structure). The majority of
programmes achieve one of these functions: telling
fictional slories; informing about facts and real events;
acting upon viewers so as to change their habits,
atlitudes or behaviours; entertaining and maintaining
contact with the spectators,

Although any text, audiovisual or not, can have
more than cone function, it is possible to divide
audiovisual texts into four chief macro-genres:
dramatic, informative, adverising or enlertaining
genres. The dramalic genre comprehends narrative
(flms, TV series, soap operas, TV maovies or
cartoens), descriptive {documentary or philosophical
films) or expressive texts {televised theaire or
opera, musicals), while the informative one includes
documenrtlaries, reality-shows, programs about social
life, interviews, debates, weather forecast or DIY
programs. On the other hand, the adverfising genre
is characterised by ils mainly educational purpose,
combined with the conversational and the expositive,
such as institutional campaigns, election campaigns,
ameng others. Finally, the enterfaining genre
encompasses a more heterogenecus group, namely
the narrative {social chronicles, sports emissicns}), the
conversational (contests), the expressive (humorous
or musical programs), the predictive {horoscope)} or
the edugational (gymnastics program}) types.

Apart from the function, it is of the utmost
importance to consider also the mode, which aliows
for the distinction between those genras hat are
more oral and spontaneous and those that are more

writlen and deliberate, and the tone lhat measures
the attitude of the enunciators and their enunciative
distance, distinguishing the documentary sub-genre
from the reality-show, for instance. Nevertheless,
Lhis classification cannot be understood as a closed
one, because of he speed al which new audiovisual
formals are showing up.

Fixed Language

In terms of the verbal or linguislic dimension of
the audiovisual genre, one should iake inlo account
the lexical knowledge of a tanguage, which implies
nol only the knowledge of morphemes, simple and
compound words and their respective meanings, but
also of a number of fixed or set phrases, which are non-
compaosilional (Vilela, 1994: 9-11), Their importance
derivas from the facl that they are exiremely common
in any natural language and represent their wealh,
paradoxically more metaphorical and figuralive than
literal.

I1is worth mentioning that "PEOPLE SPEAK IN SET
PHRASES — rather than in separate words; hence the
imporlance of set phrases” (Mel'cuk, 1998: 23}, which
is emphasised furlher by the fact thal phrases in any
language “outnumber words roughly ten to one” (idem:
24),

Generally speaking, these expressions lend to
reach a certain degree of frozenness or syntactic
irregularity, nol normally allowing other combinations
and preventing the order of their parts from being
changed. Additionally, they frequently break the
combination rules derived from semantic proprieties,
possessing syntaclic and semantic features of their
own. Therefore, they musl be understood as whole
unils with specific meanings and reslrictions o their
occurrence (Fromkin & Rodman, 1993: 197-198).

Although the existence of a cerlain degree of
frozenness in language is a common characterislic
of phraseolegical expressicns, it does not necessarily
imply idiomaticity. In the words of Irarte Sanroméan
(2001: 25), the more or less fixed expressions of a
language are generally known as phrases and they
correspond {o specific sequences leamt by hear,
lexicalised phrases or lexical combinatory patterns.
This range of combinations is then understood
by speakers as words, including everyihing in the
spectrum from collocations to idiomatic expressions
({idem: 28)

MeVEuk (1995: 175) stales lhat a sel phrase can
be replaced by another synonymic lexical expression
and ils signifier is understood out of the sum of all
the signifiers. On the other hand, restricted lexical
combinalions can be divided inle pragmatic phrasemes
or pragmalhemes and semantic phrasemes, the
latter also encompassing full phrasemes or idiomatic
expressions, semi-phrasemes or collocations and
quasi-phrasames. Semantic phrasemes are the
combination of two or more lexemes, in which the
overall meaning is different from the sum of their
meanings, thus non-compositional. The meaning in a
semantic phraseme is freely chosen, because it is not

Capitulo IV — Cinema ~ \ecnaiugia

imposed by the situation, cenlrary to what oocurs with
pragmatic phrasemes. The lexical selection of their
meaning is partially or totally timited, even i it may be
a regular construction in morphologicat and syntactic
terms {(Mel'guk, 1995: 181).

On the one hand, full phrasemes are characterised
by a group of feaiures: they are semantically non-
composilional and coherent (their elemenis are
mutually required); they resist formal varialion; they
can be ambiguous and bring aboul problems when
they are to be approached in tight of linguistic models
The meamng of full phrasemes is represented as
'AB' = 'C". On the other hand, the meaning of sem-
phrasemes does not maich the sum of the meanings o*
their elements, which are nol freely selected. Because
of this, they are nol free combinations of Jexemes, bul
frequent, probable, preferential or usual combinations
of lexemes (namely [noun + adjective] or [verb -
noun]), as well as apparently free combinalions
crealed according to the rules of a l[anguage where
some type of lexical restriction determined by these
rules is to be found. (Mel’€uk, 1995: 46)

Despite the complexity and fuzziness of set
phrases, the Tollowing features can be summed up
Set phrases have al least two lexical independent
elements; they bear a high degree of semantic opacily,
i.e. they are nom-compositional by nalure; they are
nonditeral and ofton metaphorical and idiomatic,
i.e. showing semantic irregularity; they enable the
creation of mental images; they funclion as complete,
unbreakable units; they are fixed, frozen or crystallised
sequences, i.e. they bear syniactic irregularity; they
are exocentric and demolivaled conslruclions; they
are institutionalised.

Documentary film “The Real Da Vinci Code”

The decumeniary film chosen to be analysed was
“The Real Da Vinci Code”, originally in English and
directed by Kashaf Chaudhry in 2005. It was based
on the blockbuster book by Dan Brown — “The Da
Vinci Code” — which was published 1n 2003, sold 60.5
copies by 2006 and has been iranslated in almost 50
different languages. The ariginal English version was
co-produced by Wildfire Television, Channel Four
Film and History Television. This documentary fiim 1s
espacially long: it is 102 minutes, when opposed to the
usual 45 and 60 minutes.

This documentary was broadcasl in Portugal in
2006: the subtitled version was first shown on the
public TV channel RTPZ2 on 17" May 2006, whereas
the voiced-over version about a week later, 239 May
20086, on the other public TV channel RTP 1, Bolh were
translated from English into European Porluguese
and broadcast with a time span of one week. The
subtitled versicn was translated by Filomena Pedro
and sublilled by Teresa Sustelo, whereas the voice-
over version was iranslated by the same persen and
Carlos Ribeiro, 1sabel Angelino, José Henrigue Nelo,
Maria Margarida and Paulo Lazaro were in charge of
the revoicing process.

il is worth menlioning thal, in recent years, the
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difference between one public channel and the other
has been emphasised, especially due to the type of
programmes televised, leading the general public
to consider RTP1 more popular and RTP2 more
intelleclual and this elitist.

Although some efforts were made to gather further
information on the original documentary, its two
versions and the context in which the audiovisual work
was conducted, it was impossible to find out more
details about these. It was then impossible to have
access to the script and the official sublitling of the
documentary, which required manual transcription.
Therefore, a question was left to answer which
concems the reasan{s) why the same documentary
film was broadcast on both public TV channels in two
different AVT modes (subliling with voice-over and
revoicing), with only a week apart,

The materials thal constituled the basis for this
paper ara then a documentary film originally in English,
102 minutes long, in its audiovisual versions — sublitled
and voice-over in European Portuguese. They were
recorded at the time they were broadcast (May 2006)
from the two Portugusse public channels. In terms af
methodology, we transcribed the original documentary
film, which enable lhe creation of the sublilling text;
and we also went Lhrough the original in search of sel
phrases and then compared them with their translation
in the subtitied version. In addition, we alsc atiempted
lo identify and classify these examples according to
the theoretical framework presented above, especially
in terms of collocations and idiomatic expressions.
The examples presented forth were chosen from the

ey et 5 2
Table 1, Examples of set phrases from “The R

% o] et i

eal Da Vinci Code™,
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first 20 minutes of the documentary fllm, roughly giving
the idea that a fixed expression is used every two
minutes. To elicit the meaning of these expressions,
the Cambridge Diclionary online was used and when
this was shown insufficient, other Internet resources
were also utilised.

From a firsi analysis of lhese examples, we could
atternpt to conclude that four out of ten of these phrases
are semi-phrasemes (collocations), three of which
clearly metaphorical, and the remaining five consist of
full phrasemes (idiomalic expressions). Secondly, the
contrastive analysis of the English examples and its
respective Portuguese translations enabled to draw
some conclusions, as presented below.

As far as the first example is concemed, at the hearf
of means lhat something is al centre of something,
having thus a special importance. It is a semi-phraseme
that has a metapharical basis, because it uses a part
of a human being's body — the heart, which is In the
middie of the body — to represent the centre of a certain
aclivity, in this case of the quest. In the lranslation, the
metaphorical collocalion is simplified and the figuralive
aspedt is eliminated, athough a possible altemative
collocation in English would also lose the melaphorical
connolalion — al the centre of any guest.

The prinl screen for Fig. 1 shows that the action
on screen is enhancing the strength of the phrase,
since the narrator is posilicned at the centre of the live
represeniation of the “Last Supper®, preventing lhe
viewers to actually see the person playing the role of
Jesus Christ, who is replaced by the narrator.

Figure 1, Print screen of “at Ihe heart of (any quest)”.

The second example bears a rather slrong
metaphorical connotalion in which we could mention
the comparison between ‘taking [over] the world’,
attacking it in order o rule it, and the effects of a storm,
sudden, noisy, sometimes destructive. Cambridge
Dictionary (online) defines # as something or saomeone
lhal has suddenly become sugcessful. Therefore, we
could compare the reception of Dan Brown's book lo a
storm, a story that "attacked’ the world in a sudden way:
leading to various reactions and, in this case, some
degree of controversy.

The Porluguese ftranslation followed the idiomatic
and metaphorical sense of the original, alihough it
shifted from the conceptual field of the weather lo the
conceptual field of crime and robbing or eventually
baxing.

Figure 2. Print screen of “taken the world by storm™

The third example, one heff of functions as a qualifying
expression meaning a great, awesome or similar idea,
The Portuguese lranslation fallowed another path
and changed the expression into a paraphrase that
atlempted lo replicate the same significance — A coisa
promete... Nonetheless, it would be possible to use a
sel phrase, which could be considered rather informal,
such as uma viagem e peras, which can mean both
interesting and difficult.

Fig. 3 illustrates the narrator preparing himself to
start a joumney, by looking to the back and lhe side
mirrors, and by admitting that it would a both interesting
and difficult joumey.

Foliow in the footsteps means to do the same job or
the same things in your life as someone else, which 15
exactly what is expressed by the Portuguese equivalent.
Fig. 4 exemplifies this replication of one's foolsieps,
because the narrator is aclually replicating the main
characler’s steps in “The Da Vinci Code”.

Figure 4, Print screaen of “foliow in the footsteps”.

In the following example, think-tank represenis
a group of people established by a government or
organisation in order to advise them on paricular
subjects and to suggest ideas Here, it seemns that the
translator considered a paraphrase (grupo de reflexéo
seen in Fig. 5} more appropriate to the conlext, which
can be arguable, but matches the meaning of the English
phrase, in spile of losing the underlying metaphor.

Fig. 5 seems to be an example in which the image
does not bring any advantage lo the understanding
of the sel phrase in guestion, in the same way as i
happened with Fig. 2, since the only characteristic thal
could be related to think-tank would be the selting,
which is a library where a schalar is reading.

Figure 5, Print screen of “fhink-tank™
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Cencerning the sixth example, legwork means
practical or boring work that needs to be done.
This meaning was clearly lost in the translation and
replaced by a somewhat different sense, which Is
equivalent in English to follow a certain path. At first
sight, this could be considered an incorrect translation,
bul it is aclually a set phrase in Portuguese — lazer o
meu proprio caminho — meaning to do something (by)
myself. An allemative Iranslation could be partir pedra,
bul that would raise the issue of language register.

The action preceding the print screen in Fig. 6 is the
narralor gathering books from several shelves so as 1o
say thal he has lo make his own legwork, represented
by the pile of books he carries on his arms.

Figure 6. Prinl screen of *(do one's) legwork™.

As far as a spit in the ocean is concerned, this
was definitely the most interesling example, because
the most usual synonym is aclually a drop in the
ocean, something in a very small amount compared
to the amount necessary, and this was aciually the
translation chosen by the translator, also a set phrase
in Portuguese.

In Fig. 7, the narrator is putting books into a plaslic
box in order to conclude his remark, which emphasises
the fact that this litile box carries only a small part of all
that has been written on the Holy Grail.

Figure 7. Prinl screen of “a spit in the ocean™.

The semi-phrase or collocation give it 8 good go is
one of al least four different altematives sharing the
same meaning, i.e. to attempt or try to do something.
The Portuguese franslation clearly lost the idiomaticity
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and frazenness of the orginal, but maintained the
same significant idea: promise o do something.

e )

Figure 8. Print screen af “give it a good go”.

The key word in this fixed expression — grip — is
widely used in many different expressions (e.g. get a
grip; loosen your grip; hold your grip), as well as an
independent word either functioning as verb (in the
sense of holding inlerest or emotion on something)
or as noun (i.e. having control or hold on something).
In this parlicular expression, it has a rather strong
meaning: to begin to deal with someone or something
difficuli or challenging in a sensible way. The
Porluguese translation again loses the idiomaticily, but
conveys lhe main idea of the expression by using the
verb desafiar (challenge).

Figure 9. Prinl screen gt to grips wilh'.

Finally, at the cutling edge, in Fig. 10, is a
metaphorical expression hat refers to something
placed al the most recent slage of development. The
Interesting thing is the association of edge {outer
point, border or oulling) with culling, which is usually
associated with knives or axes ‘and in this case fries
to convey the image of something that breaks or
divides a surface, leading to a breakthrough, However,
it seems that the Portuguese expression fails to
express this idea of forefront and vanguard, because
suprasumo refers more lo lhe idea of the highest
poinl in something, but nol necessarily in terms of
developmenl.

Figure 10, Print screen of “[be] at the cutting edge".

To conclude, we could claim that, in most cases,
ihe Portuguese ftranslations maintained part of the
idiomatic and melaphorical strengih, lransferred
into Portuguese idioms or collocations or, at least,
paraphrased in its core meaning. Furthermore,
the selting of the scenes is also importani, which
clearly emphasises the deliberale mode of numerous
documentaries. Examples of this are the narralor
in the centre of the representation of “The Last
Supper”; the action thal is aiso essential, such as the
car coming out of parking lot, ihe pile of books, the
books inside the plastic box (a conlainer); the library
surrounded by bookshelves and the scholar.

The work done so far is undeniably a drop in
the ocean, because it has only shown the tip of fhe
iceberg. Following in these footsieps would be one
hefl of a journey and a lot of Jegwork to be done. The
next stages of this iceberg will be 1o gather any olher
fixred expressions from lhe remaining 80 minules
and get fo grips with a more balanced and sustained
classification scheme for these expressions, and
give a good go al analysing the translation/subtilling
stralegies used in the Portuguese translations.

Conclusion

This paper intended to examine the verbal-audilory
channel transposed to the interlingual sublitiing
of the documentary film "The Real Da Vinci Code”.
The basic premise for the choice of this topic was
the social and cuilural role that subtitling plays in a
counlry such as Porlugal with has a large tradition in
1his AVT mode, though also making occasional use of
dubbing and voice-over.

The initial theorelical discussion enabled us to
conclude thal, as expected, sel phrases are extremely
common in audiovisual texts, represented by this
study case, the documentary film based on Dan
Brown's bes!-seller. Added to this, it was also possible
to confirm that most set phrases were maintained with
almosl “perfect” or close equivalents in Portuguese,
whereas others were either translated or paraphrased
into non-idiomatic expressions, due 1o the constraints
imposed by the languages involved, by the subtitling
activity or the absence of idiomalic equivalents.

Furthermore, it was also possible to conclude

that lhe setness of language presented in ihe given
examples was emphasised by what was going on in
the image, in terms of the aclion, 1he setiing or details.
thus taking advantage of the richness of the verbal-
auditory and non-verbal visual channels invelved
In audiovisual 1exts to support ihe effect of the set
phrases.
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