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ABSTRACT

SEMI, Giilce Naz. Translation of Adult-Oriented Humour in Children’s Animated
Movies: A Corpus-Based Study, Master’s Thesis, Ankara, 2022

The aim of this thesis is to examine the translators’ strategies in translating adult-oriented
linguistic humour in children’s animated movies. The research presents a corpus-based
mixed study which draws insights from humour translation, translation of children’s
literature (most especially the address problem in children’s literature), and audiovisual
translation. The corpus-data was collected from forty Hollywood-made animated movies
released between the years of 2010-2019. In order to distinguish a humorous instance as
adult-oriented, Akers’ (2013) adult humour filters were applied to the source and target
data. The translation strategies applied to the target movies were categorised in
accordance with their functions as retainment, replacement, and omission. The
classification of translation strategies used in this study was developed relying on the
available translation strategies of Delabastita’s (1996) for puns, Leppihalme’s (1997) for
allusions, and Mateo’s (1995) strategies for irony. Further, the data were interpreted both
qualitatively in accordance with Asimakoulas (2004) theoretical model for the translation
of humour and quantitively. The analysis of the corpus-data revealed that in order to
preserve the adult humour, the most successful translation strategies belong to
Replacement Set while the least successful translation strategy set is Omission Set.
According to the overall results, the general tendency is towards the elimination of adult
humour. The thesis aims to contribute to the field of humour translation through initiating
an attempt to come up with a guideline for translators in order to overcome possible issues

while translating linguistic adult humour in works aimed for children.
Keywords

humour translation, adult humour, double address, translation for children, animated

movies



OZET

SEMI, Giilce Naz. Cocuk Animasyon Filmlerinde Yetiskinlere Yonelik Mizahin Cevirisi:
Biitiince Temelli Bir Calisma, Yiiksek Lisans Tezi, Ankara, 2022

Bu tezin amaci, ¢ocuk animasyon filmlerinde yetiskin odakli dilsel mizahi gevirmede
cevirmenlerin stratejilerini incelemektir. Arastirma, mizah c¢evirisi, ¢ocuk edebiyati
cevirisi (0zellikle ¢ocuk edebiyatindaki alici belirsizligi) ve gorsel-isitsel c¢eviriden
yararlanan biitiince temelli karma bir ¢alisma sunmaktadir. Veriler 2010-2019 yillari
arasinda gosterime giren Hollywood yapimi kirk animasyon filminden toplanmistir. Bir
mizah 6rnegini yetiskinlere yonelik mizah olarak kabul edebilmek i¢in kaynak ve hedef
verilere Akers'in (2013) yetigkinlere yonelik mizah filtreleri uygulanmistir. Hedef
filmlere uygulanan ceviri stratejileri, islevlerine gore tutma, degistirme ve ¢ikarma olarak
simiflandirilmistir. Bu ¢alismada kullanilan ¢eviri = stratejilerinin ~ siniflandirmast,
Delabastita'nin (1996) kelime oyunlart i¢in, Leppihalme'nin (1997) imalar i¢in ve
Mateo'nun (1995) ironi icin mevcut ceviri stratejilerine dayanilarak gelistirilmistir.
Ayrica veriler Asimakoulas'in (2004) mizah cevirisine yonelik kuramsal modeline gore
niteliksel ve niceliksel olarak yorumlanmistir. Derlem verilerinin analizi sonucunda,
yetiskinlere yonelik mizahi korumak i¢in en basarili g¢eviri stratejilerinin Degistirme
Seti'ne ait oldugu, en basarisiz ¢eviri strateji setinin ise Cikarma Seti oldugu ortaya
konmustur. Genel sonuglara gore, egilim yetiskinlere yonelik mizahin hedef filmlere
aktarilmamasi yoniindedir. Bu tez, ¢ocuklara yonelik eserlerde yetiskinlere yonelik dilsel
mizahi ¢evirirken olas1 sorunlarin iistesinden gelebilmek adina ¢evirmenlere bir kilavuz

olusturma girisiminde bulunarak mizah ¢evirisi alanina katki saglamay1 amaclamaktadir.
Anahtar Kelimeler

mizah c¢evirisi, yetiskinlere yonelik mizah, alici belirsizligi, ¢ocuklar i¢in c¢eviri,

animasyon filmler
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INTRODUCTION

i. BACKGROUND OF THE STUDY

Humour is an essential part of our life. Whether it is the conversations we have with our
friends in our daily lives or the shows we watch, humour is everywhere. Especially in
audiovisual field, there are popular works in the humour genre, in the forms of movies or
series. One field of humour movies which has existed for years and has been in demand
more and more with each passing year is the Hollywood-made animated movies.
Appealing to both children and adults, these films are big box office hits worldwide. This
demand can also be depicted from the fact that large production companies such as Walt
Disney Studio Animation, Pixar Animation Studios, DreamWorks Animation and so on
invest in productions with larger budgets every year, spending millions of dollars in order

to produce animated movies.

There may be many reasons for this success, such as excellent animation, outstanding
script, great dubbing, etc.; however, one of the foremost reasons is that the movies appeal
to adults as well as children. The adults watching these movies can enjoy the same things
as children, but, additionally, the humorous elements added to the movie just for the
entertainment of adults also attract adults to these movies. In the past, adults watched
animated movies with the purpose of simply spending time with their children or to
nostalgically remember their own childhood, however, through years, with the
broadening of the movies’ appeal by some important production companies, the movies
started to attract a more diverse audience in terms of age while at the same time managing

to keep the young audience captivated (McKay, 2011).

The increase of adult-oriented humour in Hollywood-made children’s animated movies
between the years of 1983-2012 has been investigated by dividing these thirty years into
three 10-year periods. The results of the study showed that the adult-oriented humour

increased approximately five times since the first 10-year period (Akers, 2013, p. 46).

In addition to the scientific research, the popularity of adult-oriented humour in children’s

animated movies have been mentioned in various articles and fan-made websites.



The popularity of the genre has led to its spread among different countries which has born
the necessity for their translations. For this reason, the translation of animated movies,
particularly the humorous aspects of them, has become an important as well as a difficult

branch of translation studies.

The first researcher to systematically examine the relationship between humour and
language is Viktor Raskin (1985), later on, his studies with Attardo (1991) put forward
an influential theory for the relation between humour studies and linguistics. After the
integration of linguistics into humour studies, the contribution of the translation studies
was inevitable. Vandaele and Zabalbeascoa are significant scholars for humour
translation. Especially Zabalbeascoa’s ideas on humour translation forms the basis for

this thesis.

Zabalbeascoa sees translation as “a matter of priorities and restrictions” (1996, p. 243).
According to him, while the intended goals for the translation make up the priorities, the
challenges encountered and the solutions adopted during the translation process constitute
the restrictions. In the case of humour translation, the transfer of humour would be a
priority for the translator unless the norms of the target culture require otherwise. If the
latter is realised, then, the situation poses as a restriction for the translator. Zabalbeascoa
refers to the translator as a restriction as well since the ability of the translator plays a
huge role in the translation process (1996, pp. 244-248). Zabalbeascoa’s solution to
facilitating the works of translators is preparing stylebooks that include national styles
and traditions of humour as well as examples of existing translations in order to serve as
a model (1996, p. 251).

While the priorities of the translators are a matter of question for adult humour in
children’s animated movies, the solutions to the challenges will deliver the answer to this
question. Getting inspiration from Zabalbeascoa’s idea of the necessity of stylebooks, this

thesis is intended to serve as a guideline for translators.

ii. PURPOSE AND SCOPE OF THE STUDY

This thesis aims to contribute to the knowledge on the humour translation in animated
movies. To elaborate further, the tendency of translators in translating linguistic adult

humour in Hollywood-made animated movies will be examined in this study.



The thesis presents a corpus-based mixed model research design study of the translation
of linguistic adult humour in children’s animated movies. As it can be deduced from the
topic, the study draws insights from humour translation, translation of children’s literature
(most especially the address problem in children’s literature), and audiovisual translation.
The fact that humour translation and translation of children’s literature are already
challenging fields of translation studies because of their culture and language-bound
features and that there is an intersection between them may and do raise some problems
for translators. The aim of this thesis is to give a start to preparing a guideline based on a
comprehensive corpus analysis of adult humour translations in order to overcome these

possible issues while translating adult humour in works aimed for children.

Iii. RESEARCH QUESTIONS

As it has been stated, the aim of this thesis is to provide a guideline for translators in order
to overcome possible issues while translating adult-oriented linguistic humour in works
aimed for children. In accordance with this aim, this thesis seeks the answers to the

following questions:

1. To what extent the adult humour is preserved in the translation of children’s animated
movies, to what extent it is reduced to general humour, and to what extent it is
deleted?

2. Towhat extent the adult humour filters (see Chapter 2) are preserved in the translation
of children’s animated movies?

3. Which of the adult humour filters are present in the target movies?

4. What is the distribution of the translation strategy sets used in the translation of the
linguistic adult humour in children’s animated movies?

5. Which translation strategies are the most effective in preserving adult humour?

6. What are the outcomes of these translation strategies in the TT?

iv. SIGNIFICANCE OF THE STUDY

There are lots of studies investigating humour translation. These studies examine the
translation of different types of humour in different fields. Sitcoms and animated movies
are the most popular areas of the audiovisual field for humour translation studies.

However, while animated movies are popular, the research is restricted when it comes to



comprehensive corpus studies on the translation of linguistic humour in animated movies,
especially on the translation of adult humour in children’s animated movies. Since adult-
oriented humour is becoming a more and more prominent feature of animated movies and
it is a field that can pose a problem for translators, this study is aimed to provide a

guidance for translators.

v. LIMITATIONS

Sense of humour is a phenomenon that varies from person to person. What is humorous
for one person may not be so for another. Although this fact creates a limitation for this

study, the use of researcher triangulation was used to reduce it.

In a similar vein, what is considered as adult-oriented humour is a matter of opinion. The
fact that a humorous instance is considered as adult-oriented does not necessarily mean
that no children would understand the humour. The definition of adult humour is used for
situations that are not expected to be understood by children, and there is a consistency
in the same way as what is considered humorous. In this study, humorous instances that
fall under certain definitions are considered as adult humour as well as the scenes
mentioned as adult humour in the articles written and the websites created for this

purpose.

Although a period of two decades and forty movies are analysed for the study,
chronological development is not included in the results.

Another limitation is that the reasons behind the translation preferences are not
investigated in this study. Although some inferences will be made according to the results,

they are inconclusive and need further investigation.



CHAPTER 1

LITERATURE REVIEW

1.1. ABRIEF OVERVIEW OF TRANSLATION STUDIES

In this chapter, a brief overview of translation studies will be given with an emphasis on
Katharina Reiss’ text types, Hans Vermeer’s skopos theory and Gideon Toury’s norms of
translation behaviour because of their close relation to humour translation which will be
explained later on. Also, the new directions of the translation studies will be discussed in
terms of corpus-based translation studies, audiovisual translation, and translation for

children, particularly the double address in children’s literature.

1.1.1. Early Concepts of Translation Studies
Translation studies has always been in a constant change. Throughout history, starting
from prehistoric times, different aspects of the practice of translation were discussed by
different scholars. Cicero, who was one of the first scholars to discuss translation theory,
started the longstanding distinction between word-for-word and sense-for-sense
translation, the former being the literal replacement of source words with target ones
while the latter being the transfer of the meaning and sense (first century BCE). Dryden
was the first scholar to name the classification of translation strategies as metaphrase —
word-for-word translation, paraphrase — sense-for-sense translation, and imitation — more
or less adaptation (1680/1992, p. 17). For translation studies, the 19" century passed with
these attempts at setting rules for how a translation should be and the main purpose of the

field was to teach foreign languages through word-for-word translation.

Towards the middle of the 20" century, the translation studies took a turn towards
linguistics in order to find answers to key issues such as equivalence. Roman Jakobson’s
definition of translation and translation types are still prominent in the field. According
to Jakobson (1959), there are three types of translation: 1) Intralingual translation, or
rewording, to translate within the same language (e.g. translation between different
dialects of a language), 2) Interlingual translation, which is also known as translation

proper, translating between two different language pairs, and 3) Intersemiotic translation,



translation between different sign systems which can range from translation of sign
language into verbal language to the adaptation of a book into a movie.

To be able to translate between two different languages, there should be, what the
translation studies scholars call an ‘equivalence’ between the language pair. Jakobson
states that while a translation “involves two equivalent messages in two different
languages” (1959/2004, p. 139), the full equivalence between these messages is not
possible. Full equivalence between two code-units means that they are basically the same
units, which is against the nature of translation and equivalence. However, for Jakobson,
despite the differences between languages, interlingual translation is still possible but
with the exception of poetry (1959/2004, p. 143). Indeed, equivalence may become the
main problem for translators when the linguistic and/or cultural factors of a source text
comes into the equation. In a similar vein, and in line with the scope of this thesis, Diot
made a similar remark about the translation of humour, which may contain both linguistic
and cultural elements within, “When it comes to translating humor, the operation proves
to be as desperate as that of translating poetry” (1989, p. 84). As an outcome of these
comments about equivalence when humour is discussed, we can say that equivalence is

not only between two different sign systems but also between two different cultures.

From this point of view, Eugene Nida’s perspective carried the topic towards culture.
According to Nida, language is an important part of culture and because of this, it is not
possible to achieve complete equivalence in translation. For him, what should be
accomplished in translation is finding the closest natural equivalent of, first, the message
and, then, the form (Snell-Hornby, 2006, p. 25). This is the fundamental of humour

translation as being both a linguistic and culture bound concept.

1.1.2. Functional Theories of Translation Studies: Reiss’ Text Types and
Skopos Theory
Although Nida brought a new perspective of culture to the term of equivalence, the
translation studies were still concerned with equivalence on the word or sentence level
until Katharina Reiss built the concept of text types. Reiss’ functional approach divides
text types into four different categories with hybrid varieties in between, with the initial
purpose of “systematising the assessment of translations” (Munday, 2008, p. 72). The

main features of Reiss’ work can be summarised as follows (1977/89, p. 108-9):



1) ‘Informative’ texts: Language is used to transmit information and knowledge. The
text should be translated in order to transmit “the full referential or conceptual content

of the ST” (1976, p. 20).

2) ‘Expressive’ texts: Language is used to transmit the aesthetic form of the ST. The text
should be translated in order to transmit the “artistic form of the ST (1976, p. 20).

3) ‘Operative’ texts: The language aims to move or persuade the receiver of the text. The
text should be translated in such a way to create “an equivalent effect among the TT
readers” (1976, p. 20).

4) ‘Audiomedial’ texts: Visual images, music, etc. that support the other text types. The
translation of this kind of texts require what Reiss calls the “supplementary” method
which is “supplementing written words with audiomedial material such as visual

images and music” (1976, p. 20).

Reiss’ text types still form the basis for translation studies. Although there is not a clear-
cut distinction between the text types in today’s translation studies, it still constitutes the
fundamental idea of the branches of translation such as technical text translation, literary
translation, audiovisual translation, and even humour translation which may have its own

subfields and intersections with other fields.

In addition to the text types, Reiss also lists intralinguistic and extralinguistic criteria, the
former being the semantic, lexical and stylistic features of a text, while the latter being
the subject field, time, place, sender of the ST, receiver of the TT, and ‘effective
implications’ such as humour, emotion, etc (Reiss, 1971, pp. 54-88). Reiss claims that the
importance of these criteria is correlated with the text type (Reiss, 1971, p. 69). For
instance, for the translation of informative texts, the semantic features of the text should
be preserved, while for the translation of expressive texts, the emotion should be
preserved. Reiss also adds that the function of the TT may differ from the ST (1977/89,
p. 114). An example she gives on the topic is actually interrelated with the topic of this
thesis, Jonathan Swift’s novel Gulliver’s Travels was originally written as a satirical
novel against the government of the time disguised as a book for children (e.g. an
operative text), nowadays this double addressee of the novel is lost with only the

entertainment function of the text present (e.g. expressive text).



In a similar vein, and built on Reiss’ text types, Hans Vermeer introduced a new term into
translation studies: Skopos. Vermeer, together with Reiss, worked towards a general
translation theory that can be applied to all texts. According to the skopos theory, the
purpose of the translation determines the translation methods and strategies to be
employed. Therefore, knowing the purpose of the translation act and the function of the
TT are important for translators (Reiss and Vermeer, 1984). This simple but effective
theory is still prevailing in the translation studies because of its applicability to all kinds
of branches of translation. For instance, for humour translation the purpose of the text is
to produce the same or at least a similar effect on the target audience, which is to create
a humorous effect, and to achieve this, the translation strategies may change in accordance

with this purpose.

1.1.3. Descriptive Translation Studies: Toury’s Norms of Translation
Behaviour
Besides the purpose and the function of the texts that affect the translation process, there
are other factors effecting the process and the product of translation, which Gideon Toury
calls the norms of translation behaviour (1995). Toury’s concept of norms aim to
distinguish the tendencies in translation behaviour and generalise the decision-making

processes of the translators. Toury defines the concept of norms as:

“the translation of general values or ideas shared by a community — as to what is
right or wrong, adequate or inadequate — into performance instructions appropriate
for and applicable to particular situations.”

(Toury, 1995, p. 55)

There are three types of norms: 1) initial norms that designate the adequacy-acceptability
of the translation product, 2) preliminary norms that designate the text type and the
language pairs of the work to be translated, and 3) operational norms that are the decisions

taken by the translator during the translation process (Toury, 1995, pp. 56-58).

While these norms are bound to the culture, society and time, the translator acquires them
from living in that culture, society and time, through education and socialisation
(Munday, 2008, p. 112). These norms are especially prominent in translations of culture-
bound works, such as humour translation, and translations of works that require careful
consideration of the word selection and/or the works to be translated, such as the

translation of children’s literature.



1.1.4. New Directions of the Translation Studies

Although the act and theory of translation date well back to the 1% century BC, the
translation studies has always been an ever-growing and developing field. In addition to
the above-mentioned discussion on the prescriptive, functional, and descriptive theories
of translation studies, with new technologies, a new era for translation studies began. In
this section, a few branches of translation studies selected in accordance with the scope
of this thesis, namely corpus-based translation studies, audiovisual translation, and
translation for children, will be explained. Humour translation, which is the main focus
of this thesis, will be explored in Section 3 of this chapter, after a brief overview of
Humour Studies itself in Section 2.

1.1.4.1. Corpus-Based Translation Studies

A corpus is the “bodies of texts assembled in a principled way” (Johansson, 1995, p. 19),
in the case of this thesis, the texts are transcribed movies. Corpus linguistics is an
important branch of linguistics and the integration of corpus-based studies into the
translation studies happened through an interdisciplinary case study conducted with
corpus linguistics tools. At that time, the corpus-based approach to translation studies was
believed to be the “new paradigm in translation studies” (Laviosa, 1998). While corpora
for linguistics are mainly comprised of monolingual texts, for translation studies the
variety increases. Bernadini et al. (2003) briefly summarises the corpus types for

translation studies and the uses of each type as follows:

1) Monolingual corpora which are comprised of a large collection of texts in one
language. These corpora may be used by translators who translate into their L2 as a
guidance.

2) Comparable bilingual corpora which are similar, parallel, STs in two different
languages. These texts may be used by translators as supplementary sources for
terminology and equivalence.

3) Parallel corpora which are STs and their translated TTs. These corpora may be used
in order to study the translation patterns and strategies employed by the translators in

a specific topic as is the case in this thesis.

Parallel corpora also allow the researchers to conduct both quantitative (statistics put

forward via comparison of ST-TT pairs) and qualitative (descriptive analysis of
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individual instances) studies. This thesis seeks to achieve both a qualitative and

quantitative study using a parallel corpus of forty movies.

1.1.4.2. Audiovisual Translation

Another branch of translation studies that has been gaining popularity is the audiovisual
translation. While the name of the branch has been subjected to suggestions such as ‘film
and TV translation’ (Delabastita, 1989), ‘media translation’ (Eguiluz et al., 1994), ‘screen
translation’ (Mason, 1989; O’Connell, 2007), ‘multimedia translation’ (Gambier and
Gottlieb, 2001), and ‘transadaptation’ (Gambier, 2004), the discussions concluded that
the term “audiovisual translation (AVT) has been gaining ground in recent years and is
fast becoming the standard referent” (Diaz Cintas and Remael, 2007, pp. 11-12). The
discussions on the name of the branch is not surprising when the broad scope of the field
is taken into account. Pérez Gonzalez (2011) explains AVT as “the transfer of multimodal
and multimedial texts into another language and/or culture”. Audiovisual translation is
much more than the translation of the script, it is a variety of semiotic codes that combine
and mix the meanings of these texts (Chaume, 2004). There are several constraints that
must be taken into account when translating audiovisual texts namely the visuals, lip

synchronisation, and so on.

The typology of AVT also has different standpoints. Gambier (2013, pp. 49-52) classifies
types of AVT in two main groups: 1) Translation between codes and within the same
language, and 2) Translation between languages; while Pérez Gonzalez (2011, pp. 14-17)
classifies AVT into two categories as subtitling and revoicing giving special attention to
lip-synchronized dubbing. Although the classifications may change, the types of AVT are

the same. To go with Pérez Gonzalez’ classification:

- Subtitling, which consists of the “production of written texts” (2011, p. 14), has
interlingual subtitles (a written rendition of the ST), bilingual subtitles (translation of
the ST into two different languages at the same time), intralingual subtitles, which has
become almost synonymous with subtitling for deaf and hard-of-hearing (written
composition of the ST speech). Gambier (2003) also has surtitling in his types of AVT
which is the subtitles produced for staged works such as operas and theatre plays.

- Revoicing, which is “a range of oral language transfer procedures” (2011, p. 16), has

voice-over or half-dubbing (a few seconds delayed reading of the TT over the source
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voice which is fully audible), narration (a summarised and faithful scripted rendition
of the ST), audio description (narrative of the visual aspects of the material instead of
the translation of the linguistic content), free commentary (adapting the ST to the
target culture instead of a faithful translation), simultaneous interpreting (usually
carried out in low budget film festivals where translators may work with or without

scripts), and lastly lip-synchronized (or lip-sync) dubbing.

I would like to expand on dubbing more than the other types of AVT since the corpus

data collected for this thesis is comprised of dubbed movies.

Dubbing is the most preferred audiovisual translation type alongside interlingual
translation. Luyken et al. (1991) described dubbing as the re-recording of the ST voice in
the target language. The main purpose and the distinctive feature of dubbing is that it aims
to preserve the dynamics of the ST by recreating the dialogue using dubbing voice actors.
The delivery pace and the lip movements are important restrictions of this type of AVT.
The fact that dubbing allows the audience to focus on the movie instead of diverting their
attention between written text (subtitles) and the visuals of the movie, makes dubbing the
most preferred and effective type of AVT for the translation of movies and programmes
aimed for children and audiences with a limited level of literacy (Pérez Gonzalez, 2011,
p. 17). This is one of the reasons behind the preference of choosing the dubbed versions
of children’s animated movies instead of the subtitled versions for the corpus data of this
thesis.

1.1.4.3. Translating for Children

Children’s literature is a broad branch of literature, both with its audience spectrum
starting from toddlers to young adults and with its wide range of material, such as board
books, fairy tales, adolescent novels, etc. Likewise, translation of children’s literature has

the same audience spectrum and materials to work with.

One of the features that separate children’s literature from other forms of literature is that
children’s literature is assigned to children by adults (Ewers, 2009). Children’s literature
and, in turn, the translation of children’s literature is written, translated, published,
reviewed, purchased, read, and recommended by adults for children. So, writers and
translators of children’s literature not only try to appeal to the young audience but also,

and probably more so, to the older audience.
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Another feature that separates children’s literature and the translation of children’s
literature from other forms of literature is the name of the branch. The fact that this type
of literature is named after its target receiver shows that the target receiver is the main
determinate in this branch. Although the branch of the translation studies is commonly
labelled as ‘translation of children’s literature’, Oittinen (2000, p. 69) states that she
prefers to speak of ‘translating for children’ as children are the intended readers and
translators are always translating for a target receiver and for a purpose. In this thesis, |
prefer to use translating for children as well, not only because of Oittinen’s perspective
but also because the corpus data of the study is comprised of children’s animated movies

and not literary works.

Although in principle, the translation of children’s literature is not any different from the
translation of other forms of literature, some characteristics of the field call for a separate
branch named after children. Alvstad (2010, pp. 22-25) lists these characteristics as
features of orality, text and image, cultural context adaptation, ideological manipulation
(purification), and the dual readership. We can briefly summarise these characteristics as

follows:

1) Features of orality: Some texts of the literature for children are written to be read
aloud. These features of orality, such as rhymes, wordplays or nonsense words, often
pressure the translator into deciding between the sound and content.

2) Text and image: It is common for children’s books to have images that go along with
the text. These images may help or hinder the translation process and it is the
translator’s job to translate in accordance with these images.

3) Cultural context adaptation: Klinberg (1986, p. 11) argues that children’s literature
“is produced with a special regard to the (supposed) interests, needs, reactions,
knowledge, reading ability and so on of the intended readers” and puts forward the
term ‘cultural context adaptation’. This cultural adaptation may include literary
references, flora, fauna and proper names that are foreign to the target culture, foreign
languages, historical background, measures, and other culture-specific features. It is
the translator’s job to keep the balance between adapting these cultural features while
enhancing the young target readers’ international outlook as it is one of the aims of

translating for children.
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4) Ideological manipulation: Children’s literature can also be adapted for ideological
reasons. Since children’s literature and translation for children cannot happen without
adults, if the text doesn’t suit the supposed values of the adults (e.g. parents’,
teachers’, publishers’, translators’, etc.), what Klinberg (1986, p. 12) calls
‘purification’ may occur. This dependency forms the basis of the censorship applied
to the translation for children. These adaptations, or censorship, may involve textual
manipulation (e.g. manipulation of images) and stylistic manipulation (e.g.
simplification of the vocabulary and omission of swearwords or informal language).
These manipulations show us “the image of childhood in the target culture at a given
time [...] and the kind of literature deemed appropriate for that child” (O’Sullivan,
2013, p. 453) So in a way, when the translated works aimed for children are analysed,
the results show the image of the young reader in eyes of the decision makers (e.g.
translators, publishers, etc.) rather than the actual audience.

5) Dual readership: As mentioned above, children are not the only target receivers of
children’s literature. So, the writers and translators of the genre have the responsibility
of catering the needs of the adults as well as children in order to have success in the
literary system. This duality is probably the only characteristic that is unique to the
children’s literature. Shavit (1986, p. 37) summarises this feature of children’s
literature as:

“The children's writer is perhaps the only one who is asked to address one particular
audience and at the same time to appeal to another [...] this demand is both complex

and even contradictory by nature [...] but one thing is clear: in order for a children's
book to be accepted by adults, it is not enough for it to be accepted by children.”

The result of this demand is texts with double or dual address. Wall (1991) points out
three different address types for the authors of children’s literature as a way of addressing

the reader:

- Single address is when the text is written only for the enjoyment of the children with
a disregard of the adult audience.

- Dual address is when the text is written for both the younger and older audience while
keeping both sides at the same level with giving the same message.

- Double address is when the writer casts the younger reader aside and talks to the adult

audience. Egan (1982) describes this type of address as glancing sidelong at the adults
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listening in the stories and winking. In this kind of situations, the references or the
jokes are not meant to be understood by the younger audience.

When faced with challenges such as double or dual address, the translator’s may “use
their voices to ‘reduce’ translations” (O’Sullivan, 2013, p. 458). Omission and deletion,
substitution, explication, and simplification strategies may be used in order to overcome
these challenges (Desmet, 2007). Wall states that most of the stories for children that have
managed to gain the status of classics are those “whose narrators satisfactorily address
adults, either as part of a dual audience, or by oscillating between child and adult narratee”
(1991, p. 22). This observation brings forward the question of which type of strategies
should be used in order to preserve the status of the works and this thesis aims to answer

this question.
1.2. ABRIEF OVERVIEW OF HUMOUR STUDIES

In this chapter, a brief overview of humour studies will be given with an emphasis on
humour theories, most especially linguistic theories of humour such as Script-Based
Semantic Theory and General Theory of Verbal Humour as they form the basis of the
humour theory that will be used in this thesis. Also, Linguistic Verbal Humour Strategies
(punning, hyperbole, comparison, paradox, spoonerism, irony, sarcasm, allusion,
euphemism) based on Norrick (1994 & 2004) and Dynel (2009) will be discussed as the

corpus data collected is categorised in accordance with these categories and strategies.

1.2.1. From Early Concepts to the Modern Approaches
Throughout history, one of the most difficult questions about humour has been, funnily
enough, the most basic one: “What is humour?” Finding a pre-theoretical definition of
humour has been such a problem that scholars have claimed that humour is undefinable
(see Escarpit (1960, pp. 5-7). There have been various answers to this question from
negative connotations such as “a corrective [...] intended to humiliate” (Bergson, fra
1899, p.187 or eng 1913, p. 197) to positive ones such as “humor is any sudden episode
of joy or elation associated with a new discovery that is self-rated as funny.” (Davis, 2008,
p. 547). These different views of humour resulted in various theories that approached
humour from different aspects such as superiority, aggression, incongruity, and release

theories of humour.
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Plato who defined humour as “a mixed feeling of the soul” (Piddington, 1933, p. 152) is
considered to be the first humour theorist by the literature (Piddington, 1933, p. 152;
Morreall, 1987, p. 10; Attardo, 1994, p. 18). Years later, Keith-Spiegel (1972) said that
Plato’s definition can be considered as the prototype of aggression theories. Aristotle’s
perspective of comedy, “particular kind of the Ridiculous, which is a species of the Ugly.”

(1954), continued Plato’s definition from the superiority angle.

These views of humour continued well in to the twentieth century. For Bergson, humour
Is a way of disparagement, and he summarised his view of humour as “the trifling faults
of our fellow-men that make us laugh” (Bergson, 1899, p.149) In a similar vein, Albert
Rapp (1951) put forward a theory of humour based on hostility.

Carrell (2008, pp. 307-308) summarises these “grim views of humour” as todays teasing
and goes on to explain that not every perspective on humour has been so negative during
the aforementioned centuries. Carrell observes that Kant’s assertion of humour being “an
affection arising from sudden transformation of a strained expectation into nothing”
(Kant, 1790, pp. 176-177, emphasis in original), is based on incongruity and, Kant’s
definition of humour is “the word sudden” (Carrell, 2008, p. 308, emphasis in original).
If the process does not happen suddenly, but build gradually, then the incongruity will be
solved in the process and the joke will be understood earlier than it should, which will
result in a less humorous joke. The fact that jokes lose their humorous quality when one
hears it for the second time is also because of the absence of surprise (Raskin, 1985, p.
33).

Some of the optimistic scholars of humour see humour as a form of relief. Freud who is
the most prominent supporter of the release theory said that humour is “the release of the
comic pleasure” (1976 [1905], p. 282), according to him, what characterised humour is

the pleasure derived from this release and relief of comic pleasure.

There are many classifications of humour theories with many of them being synonyms of
each other. Raskin (1985) classified these theories as incongruity, hostility and release

theories and Attardo charted this classification.

Below is Attardo’s (1994, p. 47) reproduced classification chart (2008, p. 103) for the

synonyms of humour theories based on Raskin’s classification:
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Table 1. Attardo’s Reproduced Classification of Humour Theories

Incongruity Hostility Release

Contrast Aggression Sublimation

Incongruity/Resolution Superiority Liberation
Triumph Economy
Derision

Disparagement

In Raskin’s classification, the incongruity theories comment on the stimulus, the
superiority-based theories are about the relations between the speaker and the receiver,
and the release/relief theories concern the feelings and the psychology of solely the
receiver (1985, p. 40). These theories of humour form the basis for many other theories.
Most especially the incongruity and relief theories are an important base for the linguistic
theories of humour, which are within the scope of this thesis.

1.2.2. Linguistic Theories of Humour
With the late twentieth century, humour scholars began to discuss linguistic approaches
to humour. As mentioned above, incongruity and relief theories of humour were at the
base of these linguistic theories of humour. The most prominent of these linguistic
theories are Raskin’s (1985) The Script-Based Semantic Theory of Humour and Attardo
and Raskin’s (1991) General Theory of Verbal Humour.

1.2.2.1. Script-Based Semantic Theory of Humour

The Script-Based Semantic Theory of Humour (hereinafter referred to as SSTH) is a
theory set forth by Victor Raskin. Before Raskin’s theory, there were no prior linguistic
theory of humour. Raskin took the first step with his linguistic analysis of verbal humour
and as a result, SSTH was “the first linguistic-based theory of humor” (Carrell, 2008, p.
314).

Raskin’s goal was to develop a theory which “provides the necessary and sufficient
conditions that a text must meet for the text to be funny” (Attardo, 1994, p. 198) and what
he put forward in this regard is that a joke is humorous if it is comprised of two different
scripts that overlap but, at the same time, are opposed to one another (Raskin, 1979, p.
333). Raskin summarises his theory as follows:

“A text can be characterized as a single-joke-carrying-text if both of the [following]
conditions are satisfied: i) The text is compatible, fully or in part, with two different
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scripts, ii) The two scripts with which the text is compatible are opposite in a special
sense [...].”

(Raskin, 1985, p. 99)
To sum up, SSTH deems a text “funny” or humorous if “the two scripts with which some

text is compatible are said to overlap fully or in part on this text” (Raskin, 1985, p. 99).

Since SSTH was developed using jokes as the primary sources, the theory is very limited
in terms of other types of humorous texts. Attardo (1994, p. 222) proposed “devising the
tools necessary to handle those features that characterize texts other than jokes.” In order
to achieve that, Attardo and Raskin (1991) collaborated and set forth the “General Theory

of Verbal Humour”.

1.2.2.2. General Theory of Verbal Humour

Attardo and Raskin broadened the scope of SSTH and developed General Theory of
Verbal Humour (hereinafter referred to as GTVH). According to GTVH, every joke has
six parameters which Attardo refers to as Knowledge Resources (KR). These knowledge
resources are language (LA), narrative strategy (NS), target (TA), situation (SI), logical
mechanism (LM), and script opposition (SO) (Attardo and Raskin, 1991, p. 297; Attardo,
2002, p. 176).

According to Attardo and Raskin (1991, pp. 297-309), ‘Language’ refers to linguistic
choices on the phonetic, phonologic, morphophonemic, morphologic, lexical, syntactic,
semantic and pragmatic levels and these choices determine the composition of the joke,
‘Narrative strategy’ is the micro-genre of the joke, as in whether the joke is a riddle, an
anecdote or a one-liner, etc. ‘Target’ is the individuals that are, in some way, attacked by
joke, these individuals may entail groups, parties or ideological targets. ‘Situation’ refers
to the props of the joke such as the objects, the participants, the activities, etc. that
constitute the joke (Attardo, 2002, p. 179). ‘Logical mechanism’ involves the resolution
of the incongruity which is present in the joke. Since the logic behind a humorous text is
unique to the universe the joke belongs to, the resolution of the incongruity requires a
mode of thinking particular to that universe (Attardo, 1997, pp. 409-415). The last
parameter, ‘script opposition’, is what Raskin claimed in SSTH. There have to be two
different scripts that are opposite of each other and that overlap fully or partially on the
text. The ambiguity created with the script opposition is resolved with the punchline
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which “triggers the switch from the one script to the other” (Attardo and Raskin, 1991, p.
308), and as a result of this switch a humorous feeling is evoked in the receiver.

The hierarchical organisation of the knowledge resources adapted from Attardo (1994, p.

227) can be found below:

| Script Opposition (SO) |
A4

| Logical Mechanism (LM) |
AV 4

| Situation (SI) |
AV 4

| Target (TA) |

| |

| |

| |

\Z
Narrative Strategy (NS)
\Z
Language (LA)
\Z
Joke Text

Figure 1. The Hierarchical Organisation of the Knowledge Resources

Attardo and Raskin has underlined that the levels presented above “do not correspond to
the consecutive stages of actual production” (1991, p. 327) of the joke and that any of the
knowledge resources can produce a joke with other knowledge resources being filled in.
The aim of this model was to compare two jokes intralingually in order to see their
differences and similarities (Attardo, 1994, p. 228). The same purpose can be applied to
the source and target versions of translated jokes in order to compare the level of
similarity and dissimilarity. In a comparison like this, the language parameter would
differ in translation by default. However, this system of comparison will not be applied
to the corpus data as the similarity level of the ST and TT is not within the field of interest
of this thesis.

The relation of GTVH with translation studies, humour translation in particular, will be

discussed in Chapter 2.

1.2.2. Linguistic Verbal Humour Strategies
While GTVH is concerned with why a text is humorous, there is another perspective that
many scholars like Goldstein and McGhee (1972), Zijderveld (1983), Feigelson (1989),
Alexander (1997) deliberated over, and that is the verbal humour strategies applied in
order to create a humorous text. In this section, some common strategies for linguistic
verbal humour will be given based on Norrick (1994 & 2004) and Dynel’s (2009) types

of verbal humour. The linguistic verbal humour strategies explained below are selected
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for discussion because some of these strategies are commonly used in sitcoms and
comedy movies as is the case of this thesis.

Punning

Punning is one of the most popular linguistic humour strategies examined in humour
research. A pun is a humorous expression that has at least two different interpretations
“couched in purposeful ambiguity” (Dynel, 2009, p. 1289), these different interpretations
can be uttered in a word or in a string of words such as idioms or collocations. Puns can
be formed in words with one form or two very similar forms but they always convey at

least two different meanings (Dynel, 2009, p. 1289).

Hyperbole

Hyperbole is the act of depicting something out of proportion, “a figure or trope of bold
exaggeration” (Preminger, 1974, p. 359). This amplification used in order to express an
emotion should not be taken literally (Norrick, 2004, p. 1728).

Comparison

A comparison is an analogy made between at least two different things. Comparison can
be made in different ways: 1) Metaphors are figures of speeches that relate two different
things, e.g. a phrase and an action that are normally not applicable to each other, 2)
Similes are comparing two different elements with auxiliary words such as ‘like’ or ‘as’
(Norrick, 1984). Humorous comparisons often include far-fetched metaphors and similes
(Norrick, 1984, p.196).

Paradox
Paradoxes are statements that show an internal contradiction (Nilsen and Nilsen, 1978).

These contradictory statements usually carry an absurdity that makes them humorous.

Spoonerism

Spoonerisms are speech errors that occur when the letters or sounds are intentionally or
unintentionally swapped in a sentence. When done intentionally the aim is to produce a
humorous effect while when done unintentionally the humorous effect is due to the
absurdity of the statement. Spoonerisms may include speech errors such as phoneme
deletion, phoneme substitution, phoneme addition, syllable deletion, word exchange and
word blend (Harley and MacAndrew, 1995).
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Irony

Irony is the contradiction between what we say/do and what we mean or what is expected
and what happens. In literature we can talk about three types of irony: 1) verbal irony,
when a speaker says something and means the opposite of what they say (Gibbs, 1994, p.
362), 2) situational irony, the incongruity between what is expected and what happens in
reality (Lagerwelf, 2007, p. 1705), 3) dramatic irony, when the audience/reader is aware

of something that the character is unaware of (Dempster, 1932, p. 7).

Sarcasm

Although, sometimes, sarcasm and irony are used interchangeably, they are, in fact, two
different phenomena. Haiman (1998, p. 20) differentiates between these two types of
humour as: 1) while we can state that a particular situation is ironic, people can only be
sarcastic, 2) while irony can occur intentionally or unintentionally, sarcasm is only uttered
with intention. Also, the oppositeness entailed for irony is not necessary for sarcasm, any
“sharp, bitter or cutting expression or remark” can be a sarcastic comment (Partington,

2006, p. 212).

Allusion

Allusions are direct or indirect references to pre-existing works and popular culture
products such as movies, songs, books, advertising slogans, etc. According to Freud
(1976/1905), people find pleasure in allusions because of the fact that in each allusion
“something familiar is rediscovered” when something new was expected. Even if the
allusion is not considered to be funny, pleasure can be derived from the recognition and
the rapport between the participants of the conversation, as they can “bask in their shared
ability to identify the relevant intertextual source” (Norrick, 1989). There are two kinds
of allusions: 1) Quotation are direct citations from pre-existing texts, 2) Distortions are
references to pre-existing text with deletions, substitutions or additions. Distortions allude
to a source text while at the same time change the meaning completely. Both kinds of
allusions rely on the cultural and linguistic knowledge of the recipient to be able to create
a humorous effect (Dynel, 2009, p. 1290).

Euphemism
Euphemisms are words or expressions used when the substituted ones are considered to

be inappropriate for the situation. Although euphemisms may not always be inherently
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humorous, the situation they are used in may turn the euphemistic remark into a humorous
one. Creating a register clash, which is a common device for humouri is an example for
this. Register clash is the use of an informal language in a formal situation or vice versa
(Alharthi, 2016, p. 26). Euphemistic remarks in works aimed for children are an example
for this. Euphemisms substituted for swearwords or slang in works aimed for children
may create this effect on the adult audience. Although the euphemism is not meant to be
humorous in the context, the unexpectedness of the register clash may turn the instance

into a humorous one.

These linguistic verbal humour strategies are significant for the scope of the thesis as they
set the framework for which instances of the source movies are deemed as linguistic

humour.
1.3. HUMOUR AND TRANSLATION

In this chapter, a brief overview of humour translation will be given with an emphasis on
equivalence, translatability, the translator’s competence, and the norms of the target
culture. Also, Raphaelson-West’s (1989) humour categorisation and Delabastita’s (1996)
translation strategies for puns, Leppihalme’s (1997) translation strategies for allusions,
and Mateo’s (1995) translation strategies for irony will be explained. These strategies are

chosen as they form the basis of the translation strategy sets applied in this thesis.

1.3.1. Humour Translation
Humour, especially verbally expressed humour, has two fundamental characteristics that
hinder its travel: Cultural differences and linguistic differences. These restrictions show

themselves as equivalence and translatability issues in translation studies.

As it was mentioned in the first section of this thesis, equivalence has always been a
popular issue for translation studies. While scholars have reached a consensus on the
impossibility of full equivalence (Jakobson, 1959/2004), the type of equivalence that
should be employed is still a matter of discussion. Nida’s formal equivalence vs dynamic
equivalence model is one of the most accepted approaches to equivalence. According to
Nida (1964), formal equivalence is focused on the message in both form and content while

dynamic equivalence is based on the function of the text. There is a general tendency
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towards formal equivalence when it comes to informative or expressive texts and a

leaning towards dynamic equivalence with operational text types.

Since humour is closely related to culture, equivalence cannot be disregarded when it
comes to humour translation. However, when humour comes into the equation of
equivalence and translation, a different approach to the phenomenon of equivalence has
to be adopted. For the translation of humour, especially verbally expressed humour,
formal equivalence is often sacrificed for the sake of dynamic equivalence, that is, so long
as the amusement function of the ST is transferred to the TT, the TT may depart from the
ST in formal terms (Chiaro, 2008, p. 571). The TT receivers have to be content with
exchanges of some features of the ST for a gain in the TL for the sake of functional
correspondence. This purpose-oriented approach drifts the discussion towards Vermeer’s
skopos theory which favours TT oriented translations. This debate on equivalence and
humour translation leads to the question of “if the Skopos in the SL was to amuse, should
it matter if equivalence is somewhat skewed compared to the ST as long as if the original
function is fulfilled?” (Chiaro, 2008, p. 578). Chiaro (2008, p. 582) answers her own
question as “[when humour translation is concerned] more often than not, translational

sacrifice is frequently inevitable and the concept of dynamism can be quite useful”.

The aforementioned translational sacrifices usually concern linguistic barriers which
cause humour to be deemed as untranslatable by some scholars (see Diot, 1989; Burge,
1978). Especially the humour created with linguistic humour strategies poses a resistance
to translation. When dealing with humour created through wordplays in interlingual
translation, the need for a sort of compromise arises since finding the exact pun on the

same word with the same meaning is close to impossible between two different languages.

Another reason behind the idea of untranslatability of humour is that translation is not
only the substitution of words of one language with another language. Every language
feeds on the culture it belongs to and since humour is a cultural phenomenon as well as a
linguistic one, “[a] successful translation does not simply involve the translation of words,

but also the translation of worlds.” (Chiaro, 2008, p. 587).

Leaving the cultural aspect of the humour as it is or explaining the humour for the TT
receiver may also be applied in humour translation, however, with these methods the TT

would no longer be humorous (Chiaro, 2008, p. 584). For the TT receiver to understand
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a culturally humorous instance which belongs to the source culture, the TT receiver

should have a command of the source culture.

Another alternative is for the translators to use their creativity to put forward a similar or
a completely different humorous instance as a solution. As an anti-thesis to this, von
Stackelberg (1988, p. 12) says “The question is should the translator be allowed to make
us laugh at his own ideas rather than at those of the author?”” His answer to the question
is in the negative. According to von Stackelberg, the act of creating humour puts pressure
on the translator and leads to the idea of untranslatability of humour. However, the
aforementioned perspective of dynamic equivalence and putting the function of the text
before the content, negate von Stackelberg’s view of humour translation and the
translator’s responsibility. If the purpose of the humorous text is to amuse the receiver,
then, it is the translator’s assignment to create the same or at least a similar effect on the

TT receiver.

This brings up another major issue of humour translation: the competence of the
translator. In order to overcome the linguistic and cultural barriers of humour, first, the
translator has to recognise the humour in the ST. Vandaele (2010, p. 150) explains this
issue as “humor relies on implicit knowledge”. If the humour is not recognised by the
translator, could we expect a translation with a humorous effect? Moreover, the translator
may recognise the humorous instance but may not find it funny as sense of humour varies
individually. This situation may create the dilemma for the translator on translating a ‘bad
joke’ or not translating it at all or creating a new joke for achieving a humorous effect

(Vandaele, 2002, p. 150).

Additionally, the norms of the target culture may hinder the translator from translating
the humour of the ST. Like every individual has a sense of humour, every culture also
has a unique sense of humour. What is amusing for one culture may be offensive for the
other. It is the translator’s job to find the ‘acceptable’ translation. Tymozcko (1987) views
this notion as the ‘comic paradigm’. According to her, the target culture’s ‘comic
paradigm’ determines its reception of humour. If the ‘comic paradigm’ of the target
culture does not coincide with the ‘comic paradigm’ of the source culture then the humour
may fail to transfer. In cases when there is an incompatibility between the culture’s sense

of humour, ideological, ethical and/or political factors may interfere (Vandaele, 2010, p.
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150). Translators may come across humorous instances that they find culturally
unacceptable or ‘inadequate’ and may apply censorship with personal, institutional or
political motivations (Vandaele, 2010, p. 150). While the ethical aspect of these kinds of
censorship may be open to debate, when the aforementioned purpose-oriented translation
method of humour is considered, these censorships are not uncommon. The prevalence
of censorship applied to the adult-oriented humour in children’s animated movies is one

of the questions this thesis aims to find an answer to.

1.3.2. Humour Categorisation: Raphaelson-West’s Categorisation of
Humour
Since language and humour are cultural phenomena every humorous instance has a bit of
cultural and linguistic elements for them. Raphaelson-West (1989) divides humour into
three groups by adding universal humour to linguistic humour and cultural humour.
Although the lines separating these groups are not clear cut, she explains her

categorisation as follows (Raphaelson-West, 1989, pp. 130-132):

The first step for the humour translator is to analyse the text in order to understand what
makes the text humorous. After deciding on the humorous element, the translator should

decide on the type of the humour:

- Linguistic Humour: Linguistic humour depends on the linguistic qualities of a
language. The humour of linguistic jokes is probably evident in only the source
language. Because they are language-based jokes, linguistic humour is the most
difficult humour type to translate.

- Cultural Humour: Although cultural humour is more translatable than linguistic
humour, the success of the transfer of humour from one culture to another is
questionable. The ST and TT may mean the same thing semantically but in terms of
pragmatics and culture, the meaning may be lost in translation. Moreover, what is
funny for one culture might not be so for the other, especially if the target of the
humour is the target culture receivers.

- Universal Humour: Although Raphaelson-West adds this third group to her
categorisation, she highlights the fact that it is difficult to say if there is such a thing
as universal humour. “Not being aware of every culture, there is no way for me to

know whether there are any situations of universal humour” (1989, pp. 130-131) she
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says, and goes on to explain that there are instances which more than one culture may
find funny. She calls these instances “bi-cultural jokes” (1989, p. 130) and gives three
examples: 1) a child making adult-like statements, 2) a victim getting revenge on their

offender, and 3) an unexpected or unusual response.

In this thesis, only linguistic humour will be analysed with occasional references to the

other two types of humour.

1.3.3. Humour Translation Strategies
Despite the various strategies for various humour types, there is not a general strategy for
humour translation. In this section, different translation strategies for various types of
humour will be explained. These strategies are Delabastita’s (1996) translation strategies
for puns, Leppihalme’s (1997) translation strategies for allusions, and Mateo’s (1995)
translation strategies for irony. The reason for selecting these translation strategies are
their applicability to other types of linguistic humour which will form the basis of the

translation strategies used for the analysis of the corpus data.

1.3.3.1. Delabastita’s Translation Strategies for Puns
Delabastita (1996, p. 134) put forward eight translation strategies for the translation of
puns. These strategies are:

- PUN -> PUN: the ST pun is translated as a pun in the TT which may differ from the
ST pun in terms of formal structure, semantic structure, or lexical function

- PUN -> NON-PUN: the ST pun is translated as a non-punning phrase which may
transfer both senses of the wordplay without being a pun or may sacrifice one of the
senses

- PUN -> RELATED RHETORICAL DEVICE: the ST pun is replaced with another
type of wordplay-related rhetorical device such as repetition, alliteration, rhyme,
referential vagueness, irony, paradox, etc., which also aims to transfer the effect of
the ST pun

- PUN -> ZERO: the part of the ST with the pun is omitted from the TT

- PUNST=PUN TT: the ST pun and possibly its immediate environment is reproduced
in the TT without actually translating the ST pun

- NON-PUN ->PUN: a TT pun is added where there is no pun in the ST by a way of

compensation
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- ZERO -> PUN: totally new text containing a pun is added to the TT without any
precedent or justification in the ST except as a compensatory device
- EDITORIAL TECHNIQUES: explanatory footnotes, end-notes, in-text comments or

forewords added by the translator in order to overcome the ST problem.

1.3.3.2. Leppihalme’s Translation Strategies for Allusions
Leppihalme (1997) categorises translation strategies for allusions for proper names and

key phrases respectively.

Leppihalme (1997, pp. 78-79) analyses the translation of allusions to proper names under

three main strategies with sub-categories under them. These strategies are:

- Retention of the proper name, to keep the ST proper name unaltered in the TT
- Use the name as such
- Use the name with adding guidance
- Use the name with adding detailed explanation (e.g. footnotes, end-notes)
- Replacement of the proper name with another
- Replace the proper name with another proper name from the SL
- Replace the proper name with another proper name from the TL
- Omission of the proper name
- Omit the name but transfer the sense by other means (e.g. with a common noun)
- Omit the name and the allusion altogether

Leppihalme (1997, p. 84) offers nine strategies for the translation of allusions to key
phrases. These strategies are:

- Standard translation

- Literal translation

- Extra-allusive guidance added in the text

- The use of footnotes, end-notes, prefaces

- The use of internal marking

- Replacement by a preformed TL item

- Reduction of the allusion to sense by re-phrasal
- Re-creation

- Omission of the allusion
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Leppihalme also adds two other translation strategies which she puts aside from the
above-mentioned nine strategies: 1) stating there is an allusion in the ST without giving
an explanation, 2) leaving the allusion untranslated in the TT (1997, p. 84). As these

strategies are seldom used, she keeps them separated from the main nine strategies.

1.3.3.3. Mateo’s Translation Strategies for Irony
Mateo (1995, pp. 175-177) lists the most common strategies used for the translation of

irony as follows:

- ST irony becomes TT irony with literal translation

- ST irony becomes TT irony with ‘equivalent effect’ translation

- ST irony becomes TT irony by means of different effects from those used in ST
- ST ironic innuendo becomes more restricted and explicit in TT

- ST irony becomes TT sarcasm

- the hidden meaning of ST irony comes to the surface in TT

- ST ironic ambiguity has only one of the two meanings translated in TT

- STirony is replaced by a ‘synonym’ in TT with no two possible interpretations
- ST irony is explained in footnote in TT

- ST irony has literal translation with no irony in TT

- ironic ST is completely deleted in TT

- noirony in ST becomes irony in TT

1.3.4. Previous Research on Humour Translation in Animated Movies

No previous studies have been found on the translation of linguistic adult-humour or
adult-humour in children’s animated movies in the Turkish-English language pair. The
studies found in this language pair usually examined the translation of cultural humour or
the translation of culture-specific items in animated movies and series (Erguvan, 2015;
Kog, 2018). Tiifekcioglu (2013) studied the translation of humour in Ice Age series and
found out that for linguistic humour instances, the humour has been eliminated without

any attempt at compensation.

There are various studies on the translation of humour in animated movies for different
language pairs (Jabbari and Ravizi, 2012; Khazaeefar, Khoshsaligheh & Sadeghpour,
2015; Lopez Gonzalez, 2017). Among these studies, the article of Jabbari and Ravizi
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(2012) has the closest structure to this thesis in terms of the categorisation of humour in
accordance with Raphaelson-West’s (1989) humour categorisation and the similarity of
the translation strategies used (Delabastita (1996) for puns, Leppihalme (1997) for
allusions and Mateo (1995) for irony). However, the fact that Jabbari and Ravizi
examined irony for the universal humour, allusion for the cultural humour and pun for
linguistic humour separates their study from this thesis because both irony and allusion
are considered as linguistic humour in this thesis. Also, the fact that the language pairs
are different (English-Persian versus English-Turkish) decreases the comparability of the

two studies.
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CHAPTER 2

METHODOLOGY

In this chapter, general information about the framework of this thesis will be given. The
materials used for the corpus-data collection, the methods used for the analysis of the

corpus-data and the research questions that will be sought to answer will be presented.
2.1. PROCEDURES

For the data collection, forty Hollywood-made children’s animated movies are watched
with adult humour instances being compared with their Turkish dubbed versions. During
the data collection process, the adult-oriented humour is filtered in accordance with
Akers’ (2013) adult humour filters. Also, alongside Akers’ study, fan websites created
(eg. https://pixar.fandom.com/wiki/Adult_Humor) and articles written for the purpose of
sharing examples of adult-oriented humour in Hollywood-made animated movies set

examples for finding the adult-oriented humour in the source movies.

Further, in order to identify the linguistic humour in the adult-oriented humorous
instances in accordance with Raphaelson-West’s (1989) definition, Norrick (1994 &
2004) and Dynel’s (2009) linguistic verbal humour strategies are taken as a basis. These
linguistic verbal humour strategies are also used in order to determine the translation

strategies applied to the STs.

The translation strategies used in this thesis are adapted from Delabastita’s (1996)
translation strategies for puns, Leppihalme’s (1997) translation strategies for allusions,
and Mateo’s (1995) translation strategies for irony in order to design linguistic humour
translation strategies which can be further considered for humour translation analysis by

future research.

Additionally, after the data collection process, the corpus-data is analysed qualitatively in
accordance with Asimakoulas’ (2004) humour theory model in terms of norm

acceptance/opposition and externalities.
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2.2. MATERIALS

The corpus data collected for this thesis consists of humorous scenes in children’s
animated movies that cater for the adult audience’s amusement. Within this framework,
forty animated movies which were released between the years of 2010-2019 are chosen
randomly from different production companies such as Walt Disney Studio Animation,
Pixar Animation Studios, DreamWorks Animation, Sony Pictures Animation,
[llumination, and Blue Sky Animation Studios. The movie list can be found in Appendix
A.

2.3. METHODS

Three methods are used for the analysis of the corpus-data. First, Akers’ (2013) adult
humour filter model will be explained which is applied in the analysis process of the
animated movies in order to filter out the adult-oriented humour. After that, Asimakoulas’
(2004) theoretical model of subtitling humour will be given which is modified to fit in
with dubbing of adult-oriented linguistic humour in children’s animated movies and is
used in the analysis of the ST and TT humorous instances. Lastly, the linguistic humour
translation strategies used in the analysis of the corpus-data will be given with references
to Delabastita’s (1996) translation strategies for puns, Leppihalme’s (1997) translation

strategies for allusions, and Mateo’s (1995) translation strategies for irony.

2.3.1. Akers’ Adult Humour Filters
Akers (2013) studies the rise of adult humour in animated movies aimed for children
released between the years of 1983 to 2012 and in order to distinguish a humorous
instance as adult-oriented, she uses five different adult humour filters. These filters are:

- Adult Appropriate References: When a humorous instance refers to a situation, person
or thing that only an adult should understand.

- Vocabulary: When a type of vocabulary that is often inaccessible to children is used
because of its level of difficulty.

- Intertextual Dialogue: When a humorous instance includes a reference to another film
or a literary work, etc.

- Sexual Innuendo: When a humorous instance is realised through allusions and

references to sexuality.
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- Swearwords / Substitute Swearwords: When unusual terms or methods are used with

the aim of hiding or substituting swearwords.

This classification of filters is applied to the corpus-data collected in this thesis. However,
it should be noted that while the aim of these adult humour filters is to filter out the adult-
oriented humour, the end-results could still be understood by children as the knowledge
and maturity level of children differ individually. Just like some of these corpus-data
could be understood by children, there could also be adults that would fail to see the

humour in an adult-oriented humorous instance.

2.3.2. Asimakoulas’ Theoretical Model for the Translation of Humour
Asimakoulas (2004) takes on Attardo and Raskin’s (1991) GTVH and adapts it to the
subtitling of humour with a few additions to the original model. Asimakoulas claims that
besides the knowledge resources put forward by Attardo and Raskin, verbal humour also
involves social and cognitive expectations which he refers to as “norm acceptance” and

“norm opposition” (2004, p. 824).

Norm acceptance is when something the society has established as funny is used (e.g.
stereotypes, clichés, etc.). Contrary to incongruity theories of humour, Asimakoulas’
norm acceptance shows that humour can be created without clashes or incongruities with
the help of contextual/social factors that generate socially accepted humour
(Asimakoulas, 2004, p. 824).

Norm opposition includes Raskin’s (1985) script opposition but from the perspective of
norms that are deeply rooted in the society. Norm oppositions involve situations where
there is a clash of some kind (e.qg. clashing interpretations created with puns, taboo issues
in inappropriate situations, etc.). This way norm oppositions may occur through cognitive
(e.g. puns) or social (e.g. taboo topics) incongruities, also, deviations from “natural” or
“proper” uses of language (e.g. stuttering or taking everything literally) are accepted as
norm oppositions. Verbal humour can include norm acceptance and norm opposition

simultaneously (Asimakoulas, 2004, p. 824).

Norm acceptance/opposition in movies can be established through humorous
communication between the screenwriter and the audience, as well as, between the

characters. In the case of the latter, the audience is still in communication with the
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characters and the screenwriter as long as they understand the humour (Asimakoulas,
2004, p. 825).

Asimakoulas also adds contextual variables to the knowledge resources of GTVH and
norm acceptance/opposition. Below is the graphic of Asimakoulas’ humour theory model

with the additions he made to the GTVH (Asimakoulas, 2004, p. 825):
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Figure 2. Asimakoulas’ Humour Theory Model

Asimakoulas explains the ‘externalities’ as follows:

Image: Some actions, objects, entities that are present on the screen and that affect the
perception of humour, and thus, its translation.

Constraints: The convenience of creating humour through some words or other textual
material (lexical, syntactic ambiguity, spoonerisms, etc.) differs for every language and
culture. This externality may also involve the constraints of subtitling and dubbing in

terms of translation.

Presupposed knowledge: The encyclopaedic knowledge accumulated by experience or
cultural assumptions that the receivers possess individually or collectively as a society.
The term contains both linguistic and cultural knowledge. This externality can be applied

to adult-oriented humour in works aimed for children.
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Intertextuality: Texts that depend on previously known texts. Allusions, parodies or

repeated segments can work as means for humorous intertextuality.

Interpersonal Level: The expression of an attitude or a feeling that act in accordance with
the superiority/disparagement humour. The humour can get personal either with the
purpose of being hurtful towards someone or a group of people or not. If making such
kind of humorous comments in a given context is unacceptable, a norm opposition is
created, if it is a recurring humorous device, then norm acceptance occurs through this

norm opposition.

Asimakoulas’ theoretical model for the translation of humour is applied to the analysis of
the corpus-data in terms of comparing the STs and TTs and the success of the preservation

of adult humour in the movies.

2.3.3. Humour Translation Strategy Sets
The classification of translation strategies used in this study was developed for this thesis
relying on the available translation strategies of Delabastita’s (1996) translation strategies
for puns, Leppihalme’s (1997) translation strategies for allusions, and Mateo’s (1995)

translation strategies for irony (See Appendix B for a detailed record of the strategies).

The strategies suggested by Delabastita (1996), Leppihalme (1997) and Mateo (1995) are
grouped in accordance with their functions under three translation strategy sets: 1)

Retainment Set, 2) Replacement Set, and 3) Omission Set.

Below is the table showing the translation strategies used by Delabastita (1996),

Leppihalme (1997) and Mateo (1995) gathered under the abovementioned sets:
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Table 2. Translation Strategy Sets

RETAINMENT SET REPLACEMENT SET OMISSION SET

SL humorous item is not SL humorous item is replaced
translated, it's left the same in with TL humorous item of the
TL same form/strategy

SL humorous item is replaced
with TL humorous item of a
different form/strategy

SL humorous item is replaced
with a more well-known SL
humorous item (preformed)

SL humorous item is replaced
with a more well-known TL
humorous item (preformed)

SL humorous item becomes
non-humorous item in TL

Literal translation of the SL
humorous item

SL humorous item is deleted
in TL, so there is no text in TL

Editorial techniques, end-text
guidance!

Editorial techniques, in-text
guidance

Standard translation of the SL
humorous item

! “Editorial techniques, end-text guidance” translation strategy from the Retainment Set will not be
included in the analysis of this thesis since the corpus-data consist of audiovisual material.
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CHAPTER 3

DATA ANALYSIS AND RESULTS

In this chapter, the analysis of the corpus-data will be presented. With these results, it is
aimed to seek the answers to the research questions given in the Introduction section. The
quantitative analysis will be supported with examples from the corpus-data which will be

analysed qualitatively as well.

In the first section of this chapter, to what extent adult humour is preserved, to what extent
the adult humour is reduced to general humour and to what extent the adult humour is
eliminated will be analysed. In the second section, the preservation percentages of adult
humour filters (Adult Appropriate References, VVocabulary, Intertextual Dialogue, Sexual
Innuendo, Swearwords / Substitute Swearwords) will be given, while in the third section,
the distribution of adult humour filters in the target movies will be presented. In the fourth
section, the distribution of the translation strategy sets (Retainment Set, Replacement Set,
Omission Set) for each adult humour filter will be given and in the fifth section the most
effective translation strategy sets for each adult humour filter will be presented. Finally,
in the sixth section, the outcomes of the translation strategies from each set will be

analysed for each adult humour filter respectively.
3.1. RESULTS FOR RESEARCH QUESTION 1

The first research question of the study was to determine to what extent the linguistic
adult humour in children’s animated movies is preserved in the translated text, and
furthermore, in case of a reduction, to determine if the tendency of the translators was
towards preserving the humour in general, or omitting the humour altogether. To be able
to answer these questions, initially, forty animated movies released between the years of
2010-2019 were chosen randomly. The movies were analysed in order to filter out the
linguistic adult humour. During this process, the Turkish dubbed versions of the movies
were checked to determine to what extent the adult humour was preserved in the

translated movies. The results for the Research Question 1 are presented in Figure 3.
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Figure 3. The Change in Linguistic Adult Humour in TT Data

m Adult Humour
® No Humour

= Reduced to General Humour

According to the results obtained from these forty movies, out of the 392 instances of
linguistic adult humour, 127 of them were preserved as adult humour in the TT, which

makes 32% of the total adult humour.

Example 1 illustrates one of the instances where the ST linguistic adult humour was

preserved as linguistic adult humour in the TT.

Cars 2

Context: Mater, a tow truck, meets two old cars.

Source Text:

Mater: Oh, a Gremlin and a Pacer! No offense to your makes and models, but you guys break
down harder than my cousin Betsy after she got left at the altar.

Adult Humour Filter: Adult Appropriate References
Verbal Humour Strategy: Punning

Target Text:

Mater: Bir Gremlin ve bir Pacer! Uretici ve modelinize laf etmek istemem ama nikah masasinda
ekilen kuzenim Betsy’den daha ¢ok bozuluyorsunuz.

Trans. Strategy: Literal translation of the SL humorous item
Adult Humour: Yes (Adult Appropriate References)
Humour: Yes

Verbal Humour Strategy: Punning

Example 1

In Example 1, Mater is talking to two old cars, one is a Gremlin and the other one is a
Pacer. In this scene, Mater commits norm oppositions both in cognitive and social terms
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through his comments on the old cars and his cousin. The cognitive norm opposition is in
the way he compares the old cars’ breaking down, as in ‘failing to work properly’, and
his cousin Betsy getting upset, ‘breaking down’, when she gets left at the altar. The social
norm opposition is in the fact that Mater talks in a tactless way about the old cars and his
cousin. The humour was conveyed in an interpersonal level with the targets being both
the old cars and his cousin Betsy. The offensiveness of the humour and the topic make
the scene an adult-oriented humorous scene. In a similar vein, the translator kept the norm
oppositions, both cognitive and social, in the TT by creating the same pun in the TL and

thus, kept the adult humour intact.

According to Figure 3, the data analysis revealed that 68% of the linguistic adult humour
was lost in translation. Out of the lost instances, 78 (20%) of the 392 linguistic adult
humour instances were reduced to general humour which addresses both children and

adults.

Example 2 illustrates an example of ST linguistic adult humour reduced to general

humour inthe TT.

Madagascar 3: Europe’s Most Wanted
Context: Lion Alex, Tiger Vitaly, and Zebra Marty try to pinpoint the problem in their circus.
Source Text:
Alex: It’s missing passion.
Vitaly: How one to have passion for stool poked in face?
Marty: Exactly! And by stool you mean chair, right?

Adult Humour Filter: Vocabulary
Verbal Humour Strategy: Punning

Target Text:

Alex: Sizin tutkunuz kalmamus.
Vitaly: Suratina iskemle yemek i¢in tutku mu lazim ki?
Marty: Cok dogru! Iskemle dedigin su sandalye oluyor, degil mi?

Trans. Strategy: Literal translation of the SL humorous item
Adult Humour: No

Humour: Yes

Verbal Humour Strategy: It’s not linguistic humour anymore.

Example 2
In Example 2, Alex, Vitaly and Marty are talking about the problems in their circus. When
Alex says that the circus lacks passion, Vitaly reproaches that one cannot have passion
with a stool poked in the face. The humour comes with Marty’s confusion about the

meaning of the word ‘stool’ which means a seat without a back and armrests but can also
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mean faeces. This norm opposition on the pun and the presupposed lexical knowledge
makes the ST scene an adult-oriented humour. However, in the TT scene, we can see an
example of an address change in humour. The ST humorous instance is addressed to an
adult audience with a pun on ‘stool’, while in the TT version, it can be seen that the pun
is eliminated which also causes a change in humour type (from Linguistic Humour to
Universal Humour). The elimination of the pun doesn’t eliminate the humorous instance
of the TT, it only widens the audience spectrum. The humour isn’t about the pun on the
word ‘stool’ and Marty’s confusion about what kind of stool Vitaly means anymore. It is
only about Marty’s lack of knowledge about what ‘iskemle’ (chair) means. Thus, the
norm opposition leaves its place to norm acceptance since Marty who is a silly character

in the movie acts in the way that would be expected from him.

Out of the lost linguistic adult humour, 187 (48%) linguistic adult humour instances were
omitted altogether which means that the source movie scene containing the linguistic

adult humour was not humorous in the target movie.
Example 3 illustrates the omission of adult humour and humour in the TT.

Wreck-1t Ralph

Context: Car racing game characters Taffyta and Vanellope are going to race. Meanwhile
Vanellope’s image comes and goes and Taffyta says Vanellope is forbidden to race because
she is a glitch.

Source Text:

Taffyta: Well, King Candy says glitches can’t race.

Vanellope: I’m not a glitch, Taffyta. I’ve just got Pixlexia, okay?

Adult Humour Filter: Vocabulary

Verbal Humour Strategy: Punning

Target Text:

Taffyta: Seker Kral ‘Arizalar yarigamaz’ diyor, canim.

Vanellope: Ben ariza falan degilim, Taffyta. Sadece goriintiim kesiliyor.
Trans. Strategy: SL humorous item becomes non-humorous item in TL
Adult Humour: No

Humour: No

Verbal Humour Strategy: Humour is eliminated.

Example 3

Example 3 is a conversation between two car racing characters, Vanellope and Taffyta.
Vaneloppe has a problem with her appearance in the game, her image keeps glitching. As
Taffyta reminds Vanellope in the example, it is forbidden for the glitches to race. So,

Vanellope hides her glitching under the cover of having ‘Pixlexia’. The humorous
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instance in this scene is achieved through the humorous communication between the
screenwriter and the audience via a wordplay on ‘Dyslexia’ — ‘Pixlexia’ This pun creates
a norm opposition in the form of a cognitive incongruity. This norm opposition combined
with the presupposed knowledge of the disorder, Dyslexia, make the ST scene an adult-
oriented humorous instance. In the TT, the humorous instance is not transferred. Only the
gist of the scene, the fact that VVanellope claims that she is not a glitch and that her image
keeps disappearing and appearing, is preserved. Therefore, in the TT not only the adult

humour is lost but also the humour in general is eliminated.
3.2. RESULTS FOR RESEARCH QUESTION 2

The second research question was to determine to what extent the adult humour filters
were preserved. To answer this question, all of the 392 linguistic adult humour instances
found in the forty movies were identified as one of the five pre-determined adult humour
filters (Adult Appropriate References, Vocabulary, Intertextual Dialogue, Sexual
Innuendo, Swearwords / Substitute Swearwords). Then, the translations of these linguistic
adult humour instances were analysed to see how the linguistic adult humour was
transferred to the TT (either as linguistic adult humour or as another humour type such as

cultural adult humour or universal adult humour).

The distribution of the adult humour filters in the source movies and the distribution of
the translated adult humour filters can be seen in Figures 4 and 5 respectively.

Figure 4. Adult Humour Filter Percentages in ST Data

m Adult Appropriate References
= \ocabulary
m [ntertextual Dialogue

Sexual Innuendo

m Swearwords / Substitute
Swearwords
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Figure 5. Adult Humour Filter Percentages of Source Data Preserved in Translation

m Adult Appropriate References
m VVocabulary
m Intertextual Dialogue
Sexual Innuendo
m Swearwords / Substitute

Swearwords

m Not Translated

It can be deduced from these charts that Intertextual Dialogue filter is the most preserved
adult humour filter with 1% loss, closely followed by Sexual Innuendo filter with 2%
loss. Vocabulary filter follows them with 10% loss, while 19% of the Adult Appropriate
References filter was lost in translation. Swearwords / Substitute Swearwords filter, by
far, has the largest loss with 36%. As a result, 68% of the total adult humour filters were

not translated as adult humour instances in the target movies.

The fact that Adult Appropriate References and Swearwords / Substitute Swearwords
constitute the largest group of linguistic adult humour instances should not be overlooked.
Swearwords / Substitute Swearwords filter has the largest share with 158 instances out of
392 and Adult Appropriate References filter has 127 instances out of 392. Only
Vocabulary filter has a somewhat close share with 71 instances. The other two filters,
Sexual Innuendo and Intertextual Dialogue, have the smallest shares with 29 and 7
instances each. The large quantity of loss in Adult Appropriate References and
Swearwords / Substitute Swearwords can be attributed to their large share of numbers in

the source movies.

Below, we can see examples of preservation and loss of adult humour for each of the

adult humour filters.
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Example 4 shows the preservation of adult humour for Adult Appropriate References
filter.

Zootopia
Context: Sheep Bellwether, Assistant Mayor of Zootopia which is a city for all kinds of
animals, helps Rabbit Hopps by giving her the camera footage of the whole city.
Source Text:
Bellwether (a sheep): There! Traffic cams for the whole city. This is so exciting, actually. Well,
you know, | never get to do anything this important.
Hopps: But you’re the Assistant Mayor of Zootopia.
Bellwether: Oh, I'm more of a glorified secretary. I think Mayor Lionheart just wanted the
sheep vote.

Adult Humour Filter: Adult Appropriate References
Verbal Humour Strategy: Punning

Target Text:
Bellwether: Oh, iste! Sehirdeki biitiin kameralar. Bu ¢ok heyecan verici. Yani, ben, sey, daha

once hi¢ bu kadar 6nemli bir sey yapmamigtim.

Hopps: Siz Zootropolis’in bagkan yardimcisisiniz.

Bellwether: Aman iste. Cilalanmis sekreter gibi bir sey. Baskan Lionheart koyun oylarini almak
icin yapti.

Trans. Strategy: Literal translation of the SL humorous item
Adult Humour: Yes (Adult Appropriate References)
Humour: Yes

Verbal Humour Strategy: Punning

Example 4

In Example 4, Zootopia’s Assistant Mayor Sheep Bellwether gives Police Officer Hopps
the traffic camera footage of the whole city so that the police can catch the criminal. The
humorous instance in this scene is achieved through humorous communication between
the screenwriter and the audience via a pun on the term ‘sheep votes’ uttered by a sheep.
Although what Sheep Bellwether means is actual votes cast by sheep, the underlying
meaning is that the mayor wants the votes of those who are easy to manipulate, a.k.a.
sheep. Both the norm opposition on the pun and the presupposed knowledge of what a
sheep vote is make the ST scene an adult-oriented one. Since the same connotation is
present in the TL, the TT has the same meaning as well as the same target audience with
the ST. As a result, this is an example of a translated humorous instance under the filter

of Adult Appropriate References.

Example 5 demonstrates the loss of adult humour for Adult Appropriate References filter.
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Frozen
Context: Kristoff and Anna are being chased by a huge snow monster and they have to jump
down a cliff.
Source Text:
Anna: What if we fall?
Kiristoff: There’s twenty feet of fresh powder down there; it’ll be like landing on a pillow...
Hopefully. Okay, Anna. On three.
Anna: Okay. You tell me when...
Kristoff: One...
Anna: I’m ready to go...
Kristoff: Two...
Anna: | was born ready! Yes!
Kristoff: Calm down.
[A huge tree flies through the air toward them.]
Anna: TREE! [Anna jumps]
Adult Humour Filter: Adult Appropriate References
Verbal Humour Strategy: Punning

Target Text:

Anna: Ya diisersek?

Kristoff: Asagida alti metre kar var. Yastiga diismek gibi olacak. Yani umarim. Pekala, Anna.
Ug deyince.

Anna: Tamam.

Kristoff: Bir.

Anna: Zamani sOyle ben hazirim.

Kristoff: iki.

Anna: Ben hazir dogdum, evet.

Kristoff: Sakin ol.

[Kocaman bir agag iistlerine dogru diiser.]

Anna: AGAC! [Anna asagiya atlar]

Trans. Strategy: Literal translation of the SL humorous item
Adult Humour: No

Humour: Yes

Verbal Humour Strategy: It’s not linguistic humour anymore.

Example 5

In Example 5, Anna and Kristoff are chased by a snow monster to the edge of a cliff and
they have to jump in order to escape. Kristoff prepares ropes to slow down their fall and
asks Anna to jump on three. Anna says she is ready to jJump whenever he wants but she
jumps as soon as she sees a fallen tree coming their way which, in turn, constitutes the
homophonic pun on the words ‘three’ — ‘tree’. In this scene, the humour is communicated
between the screenwriter and the audience. The screenwriter committed norm oppositions
both in cognitive and social terms. The cognitive norm opposition was achieved through
the pun which constitutes the linguistic adult humour while the social norm opposition
occurred through Anna’s actions. The fact that she says she is ready to jump on three but

acts in the opposite way creates a humorous scene for the general audience. However, for
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the translation process, although the image of Anna jumping early keeps the general
humour intact, it also restricts the creativity and freedom of the translator. Therefore,
since the homophonic pun on ‘three’ — ‘tree’ cannot be transferred in to the TL, the
linguistic adult humour is lost in the translation. Only the general humour of Anna
jumping before the countdown is over is preserved in the TT. However, that part of the
humorous instance is neither linguistic nor a part of the Adult Appropriate References
filter.

Example 6 illustrates the preservation of adult humour for Vocabulary filter.

The Secret Life of Pets
Context: Duke and Max, two house dogs, are trying to get to the shore by swimming.

Source Text:
Duke: Come on! We gotta get to shore.
Max: I only know the doggy paddle! And I don’t know it well!

Adult Humour Filter: Vocabulary
Verbal Humour Strategy: lrony

Target Text:
Duke: Daha hizli. Kiyiya ¢ikmamiz lazim, haydi!

Max: Sadece kdpekleme yiizebiliyorum ama o da ¢ok iyi degil, Duke!

Trans. Strategy: Standard translation of the SL humorous item
Adult Humour: Yes (Vocabulary)

Humour: Yes

Verbal Humour Strategy: Irony

Example 6

The linguistic adult humour instance in the ST is the irony of a dog not knowing how to
doggy paddle well. This irony serves for the social norm opposition that a dog doesn’t
know how to swim doggy paddle, a swimming style that earned its name for resembling
a dog’s swimming. The scene also presupposes that the audience knows what doggy
paddle is, which in turn makes the scene adult-oriented. Since the equivalence of this
swimming type is also related to dogs in the TL, the translation preserved the exact social
norm opposition in the TT. Therefore, the meaning and the addressee is preserved in the

target movie.

Example 7 presents the loss of adult humour for Vocabulary filter.
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Frozen
Context: Trolls are trying to make Kristoff look good in the eyes of Anna by singing a song
about his “good” features.
Source Text:
Trolls [singing]: Is it the way that he runs scared? Or that he’s socially impaired?
Kid Troll: Or that he only likes to tinkle in the woods?
Anna: | did not need to know that.

Adult Humour Filter: Vocabulary
Verbal Humour Strategy: Euphemism

Target Text:
Troller: Su korkak davranist mi? Ve de anti-sosyalligi?

Cocuk Trol: Yalniz ormanlarda takilmasi mi1?
Anna: Bunu bilmesem de olur.

Trans. Strategy: SL humorous item becomes non-humorous item in TL
Adult Humour: No

Humour: No

Verbal Humour Strategy: Humour is eliminated.

Example 7

In Example 7, little rock like creatures called trolls are singing a song about Kristoff and
why Anna should marry him. In one part of the song, they ask Anna why she is not
interested in Kristoff. The norm opposition occurred in this instance in the form of a social
incongruity. The trolls ask Anna if the reason is because Kristoff only likes to ‘tinkle in
the woods’ which is a slang version of the verb ‘to urinate’. This humorous instance
requires the vocabulary knowledge and, although the trolls mean well, it is also a form of
disparagement humour with the target being Kristoff. Even though, this is a linguistic
humorous instance, since the humour is not based directly on the structure of the lexical
item, it could be easily transferred through a literal translation of the humorous
vocabulary item. However, we can see the humour is lost in the TT due to the choice of
the patronage. Whether this censorship was conscious or subconscious, and who was
responsible for this choice (the translator, the editor, or some other position of power) are

not known.
Example 8 illustrates the preservation of adult humour for Intertextual Dialogue filter.

Toy Story 3
Context: The toys put on a theatre show every year. During a discussion about next year’s
play, Hamm has a special request.
Source Text:
Buttercup: Next season, we’re doing Cats.
Hamm: Or might | suggest Hamlet?
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Adult Humour Filter: Intertextual Dialogue
Verbal Humour Strategy: Punning / Allusion

Target Text:
Buttercup: Gelecek sezon Evita miizikali.

Hamm: Hamlet oynasak daha iyi olmaz mi, ha?

Trans. Strategy: SL humorous item is not translated, it’s left the same in TL
Adult Humour: Yes (Intertextual Dialogue)

Humour: Yes

Verbal Humour Strategy: Punning / Allusion

Example 8

In Example 8, the toys are discussing which famous play they should re-enact next year.
In response to Buttercup’s suggestion, Hamm requests the famous play of Shakespeare,
Hamlet. This scene has two aspects that make it a humorous one: The first aspect is the
pun on ‘Hamm’ and ‘Hamlet’. In an indirect way, Hamm wants to get in the show and
displays his desire with a pun. The second aspect is the allusion to Shakespeare. This
presupposed knowledge of theatre and the intertextuality make the humorous scene an
adult-oriented one. Since Shakespeare is a universally known literary figure and the
musical Hamlet has the same title in the TL, the musical’s name is left the same in the TT
without any attempt at domestication which in turn kept the meaning and the addressee

the same as the ST.

Example 9 shows a loss in both adult humour and linguistic humour for Intertextual
Dialogue filter.

Hotel Transylvania 2

Context: Dracula is disgruntled about the new songs their children are singing nowadays.

Source Text:

Murray: Why are we doing this?

Dracula: You'd rather be listening to those putrid new songs? What happened to Michael Row
Your Corpse Ashore? Or Old McWerewolf Had an Axe?

Adult Humour Filter: Intertextual Dialogue

Verbal Humour Strategy: Allusion

Target Text:

Murray: Tabelay1 okumadin mi1? Yasak diyor.

Dracula: Oturup o yeniyetme sarkilarint mi1 dinlemek istersin? Nerede o eski sarkilar? Salla
Cesedi Denize vardi, sonra Kurtadam Babanin Baltasi.

Trans. Strategy: Literal translation of the SL humorous item

Adult Humour: No

Humour: Yes

Verbal Humour Strategy: It’s not linguistic humour anymore.

Example 9
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In the scene, Dracula is complaining to Murray about the new songs their children are
learning nowadays and he remembers the songs of his childhood. The linguistic adult
humour in this scene comes from the allusion to old songs, Michael, Row the Boat Ashore
and Old McDonald Had a Farm. Especially the allusion to Michael, Row the Boat Ashore,
which is an African-American spiritual from the 1960s requires a familiarity to the song
in order to understand the humorous instance. This presupposed knowledge and the norm
opposition created through the cognitive incongruity of the distorted allusion make the
humorous scene adult-oriented. With the literal translation of the song names, the
allusions were omitted which in turn, eliminated the linguistic humour and adult humour
of the scene. However, the weird song names that Dracula lists still have a humorous side
to them because of their ridiculousness. As a result, while the linguistic and adult humour

are lost in the translation, the general humour is preserved in the TT.

Example 10 demonstrates the preservation of adult humour for Sexual Innuendo filter.

Frozen

Context: After Anna told him that she is engaged to someone she has just met, Kristoff tries
to make her realise that she doesn’t know anything about Hans, her fiancé, by asking questions
about him.

Source Text:

Kristoff: What’s his favourite food?

Anna: Sandwiches.

Kristoff: Best friend’s name?

Anna: Probably John.

Kristoff: Eye colour.

Anna: Dreamy.

Kristoff (suggestively): Foot size?

Anna: Foot size doesn’t matter.

Adult Humour Filter: Sexual Innuendo
Verbal Humour Strategy: Euphemism

Target Text:
Kristoff: En sevdigi yemek?

Anna: Sandvig tabii ki.

Kristoff: En iyi arkadags1?

Anna: Muhtemelen John.

Kristoff: G6z rengi?

Anna: Riiya gibi.

Kristoff: Ayakkab1 numaras1?

Anna: Ayakkabi numarasi onemli degil ki.
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Trans. Strategy: Literal translation of the SL humorous item
Adult Humour: Yes (Sexual Innuendo)

Humour: Yes

Verbal Humour Strategy: Euphemism

Example 10

Example 10 is a scene between Anna and Kristoff. Anna has just told Kristoff that she is
engaged to someone she has just met and Kristoff is trying to make her see reason by
asking her questions about Hans, her new fiancé. His last question about the foot size of
Hans is a well-known euphemism on the so-called correlation between foot size and
men’s genitalia. This euphemism and allusion form the social incongruity and norm
opposition of the humorous scene. The presupposed knowledge about foot size — male
genitalia relation is considered as a taboo topic for children’s movies which makes this
scene’s addressee adults as children are not supposed to understand this joke. Since this
is a universally known myth, the literal translation of the euphemism in the ST is enough
to make the TT an adult-oriented humorous scene. The same norm opposition and topic
are preserved in the TT after the translation, therefore, the Sexual Innuendo filter is
transferred into the TT.

Example 11 illustrates the loss of adult humour for Sexual Innuendo filter.

Toy Story 3
Context: Ken and Barbie meet for the first time. Barbie can’t help herself from giving him a
once-over.
Source Text:
Ken: Hi, I'm Ken.
Barbie: Barbie. Have we ever met?
Ken: Uh-uh. I would’ve remembered. Love your legwarmers.
Barbie: Nice ascot.
Adult Humour Filter: Sexual Innuendo
Verbal Humour Strategy: Punning

Target Text:
Ken: Merhaba, ben Ken.

Barbie: Ben de Barbie. Acaba daha dnce sizinle tanigsmig miydik?
Ken: I-1h. Tanigmis olsak hatirlardim. Tozluklarina bayildim.
Barbie: Ne giizel bir fulariniz var dyle.

Trans. Strategy: Literal translation of the SL humorous item
Adult Humour: No

Humour: No

Verbal Humour Strategy: Humour is eliminated.

Example 11
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In Example 11, Barbie and Ken meet for the first time and they start flirting and
complimenting each other. In response to Ken’s compliment about her legwarmers,
Barbie compliments Ken’s ascot with an emphasis on the first syllable which makes the
word a pun on ‘ass’. This slight emphasis creates a norm opposition in the form of
cognitive and social incongruities. The cognitive incongruity comes from the pun on ascot
while the social incongruity is formed with the topic that is considered as a taboo for
children’s movies. These two aspects also comprise the adult-oriented humour of the
scene. With the literal translation of the scene, the incongruities were omitted, and the
meaning and the humour was lost in the TT. Which, as a result, made the scene an

example of loss in adult humour and humour in general for Sexual Innuendo filter.

Example 12 shows the preservation of adult humour for Swearwords / Substitute

Swearwords filter.

Monsters University

Context: Don steps on something thorny.

Source Text:
Don: AH! CHEESE AND CRACKERS!

Adult Humour Filter: Swearwords / Substitute Swearwords
Verbal Humour Strategy: Euphemism

Target Text:
Don: AH! LANET OLASI DIKENLI BUCUR!

Trans. Strategy: SL humorous item is replaced with a more well-known TL humorous item
(preformed)

Adult Humour: Yes (Swearwords / Substitute Swearwords)

Humour: Yes

Verbal Humour Strategy: Euphemism

Example 12

In Example 12, Don steps on a thorny ball and shouts in pain. His exclamation, “Cheese
and crackers” is a minced oath derived from ‘Jesus Christ’. Saying ‘Jesus Christ’ and/or
‘God’ to express emotions such as surprise, annoyance, pain, etc., is considered as
blasphemy according to one of the Ten Commandments that says not to use God's name
"in vain". So, the minced oath “Cheese and crackers” is a socially accepted norm. What
makes the scene humorous is the register clash created by the use of a minced oath in a
children’s movie which turns the norm acceptance into social norm opposition. Also, the
wordplay on ‘Jesus Christ’ — ‘Cheese and crackers’ creates a cognitive incongruity. All

of these aspects of the scene designated the target addressee of the scene as adults. In the
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TT version, the minced oath from the source language was replaced with a minced oath
from the target language. Therefore, the addressee and the meaning, and the Swearwords
/ Substitute Swearwords filter were preserved, even though, the TT humorous item is not

the direct equivalent of the ST humorous item.

Example 13 demonstrates the loss of adult humour for Swearwords / Substitute

Swearwords filter.

Madagascar 3: Europe’s Most Wanted
Context: Circus animals are having a discussion about helping Alex and his friends.
Source Text:
Gia: What? We have to help them!
Horse: But they lied to us!
Dog: Yeah. Why should we lift a paw?
Gia: They are our friends!
Dog: They're not even circus!
Vitaly: That's Bolshevik!

Adult Humour Filter: Swearwords / Substitute Swearwords
Verbal Humour Strategy: Euphemism

Target Text:
Gia: Ne? Onlara yardim etmeliyiz!

At: Ama bize yalan soylediler!

Kopek: Evet. Niye patimizi oynatalim ki?
Gia: Onlar dostlarimiz!

Kopek: Onlar sirkten bile degiller.
Vitaly: Bu sagmalovski!

Trans. Strategy: SL humorous item is replaced with TL humorous item of a different
form/strategy

Adult Humour: No

Humour: Yes

Verbal Humour Strategy: Allusion

Example 13

In the scene, circus animals are discussing if they should help the main characters of the
movie. Vitaly, who is a Russian tiger with an obvious Russian accent, puts an end to the
discussion with a euphemism on the swearword ‘bullshit’ by saying “That’s Bolshevik”.
The norm opposition is created both cognitively and socially. The cognitive incongruity
comes from the wordplay, ‘Bullshit’ — ‘Bolshevik’, while the social incongruity is formed
through the register clash of having a (substitute) taboo word in a children’s movie. All
of these aspects of the scene and the presupposed knowledge of the relation between the
tiger being a Russian and the word ‘Bolshevik’ make the scene an adult-oriented one. In

the TT, there is only an allusion to a foreign accent through a made-up word on ‘sagmalik’
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(nonsense). The addressee changed to both adults and children because of the loss of the

euphemism.
3.3. RESULTS FOR RESEARCH QUESTION 3

The third research question was to determine the distribution of the adult humour filters
used in the target texts in order to preserve the adult humour in the target movies. To
answer this question, the translated linguistic adult humour instances were analysed and
categorised in terms of the five adult humour filters (Adult Appropriate References,
Vocabulary, Intertextual Dialogue, Sexual Innuendo, Swearwords / Substitute
Swearwords). Then, the translations of these instances were analysed in terms of whether
the adult humour filters were transferred as the same filter or if there were a change in

adult humour filters.

Figure 6 shows us the change in the numbers of adult humour instances for each adult
humour filter (Adult Appropriate References, Vocabulary, Intertextual Dialogue, Sexual

Innuendo, and Swearwords / Substitute Swearwords) after the translation process.

Figure 6. The Change in Adult Humour Filters
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In Figure 6, ST column gives the number of linguistic adult humour instances for each
filter, Translated ST column shows the number of linguistic adult humour instances that
were translated as adult humour (either as linguistic adult humour or as another humour

type such as cultural adult humour or universal adult humour) for each filter and TT
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column shows the numbers of adult humour instances for each adult humour filter in the

target movies.

As it can be deduced from Figure 6, out of 127 Adult Appropriate References instances,
57 of them were translated as adult humour and there was an increase of eight adult
humour instances in Adult Appropriate References in the target movies. Although Adult
Appropriate References filter has the second largest loss of adult humour instances, it can
be seen that it is the most preferred filter for the translators to be able to keep the adult

addressee of the humour by changing the adult humour type.

Example 14 below shows a linguistic adult humour instance from the VVocabulary filter
that was translated as an adult humour instance from the Adult Appropriate References
filter.

Incredibles 2

Context: Evelyn wishes good luck to Elastigirl.

Source Text:
Evelyn (to Elastigirl): Hey! Stretch a leg!

Adult Humour Filter: Vocabulary
Verbal Humour Strategy: Allusion

Target Text:
Evelyn: Hey, sag ayakla gir!

Trans. Strategy: SL humorous item is replaced with a more well-known TL humorous item

(preformed)

Adult Humour: Yes (Adult Appropriate References)

Humour: Yes

Verbal Humour Strategy: It’s not linguistic humour anymore.

Example 14
In Example 14, Evelyn wishes good luck to Elastigirl, who is a superheroine known for
her ability to stretch any part of her body to any sizes and shapes. Evelyn’s good luck
wish “Stretch a leg” is an allusion to the idiom “Break a leg”. The linguistic adult humour
in this scene comes from this cognitive incongruity which creates a norm opposition.
Also, the presupposed knowledge of the idiom ‘Break a leg” makes the humorous instance
an adult-oriented humour under the VVocabulary adult humour filter. In the TT, the idiom
‘Break a leg’ is replaced with ‘Sag ayakla gir’ (‘Enter with right foot’). The act of entering
a place first with the right foot is a cultural and religious (for Muslims) belief from the

target culture. Through this norm acceptance and the presupposed knowledge of the
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belief, the adult humour was kept in the TT, however, the adult humour filter was changed

from Vocabulary to Adult Appropriate References.

Example 15 is another example of an adult humour filter change. This time the linguistic
adult humour instance from the VVocabulary filter was translated as another linguistic adult
humour instance from the Swearwords / Substitute Swearwords filter.

Hotel Transylvania 2
Context: Wolf Wayne makes a joke after the little wolf pack that are his children makes a mess
of the party.
Source Text:
Wayne: Don't worry. There's a reason they call it a litter.

Adult Humour Filter: Vocabulary
Verbal Humour Strategy: Punning

Target Text:
Wayne: Merak etme. Bosuna it siiriisii demiyorlar.

Trans. Strategy: SL humorous item is replaced with TL humorous item of the same
form/strategy

Adult Humour: Yes (Swearwords/Substitute Swearwords)

Humour: Yes

Verbal Humour Strategy: Punning

Example 15

In this linguistic adult humour instance, Wolf Wayne jokes after his children make a mess
of'the party. His joke is constructed on a pun on the word ‘litter’, which means both ‘trash’
and ‘a group of animals that are siblings’. The presupposed vocabulary knowledge of the
two meanings of the word and the cognitive incongruity the pun creates make the humour
adult-oriented. In the TT version, the adult humour is preserved through another pun.
Although the pun is again on the word group that describes the pack of wolves (it siiriisii),
in the TL the meaning is different than the SL version. The definition of ‘it siiriisii’
changes in accordance with the context, the literal meaning of the word group means ‘a
pack of dogs’, while the idiom version is an insult that means ‘a group of contemptible
people’. As a result, although the presupposed vocabulary knowledge and the norm
opposition created through the pun are kept in the TT, the adult humour filter is changed
from Vocabulary to Swearwords / Substitute Swearwords because of the use of an insult

in a children’s movie.

The distribution of the adult humour filters used in the target movies can be seen in Figure
7.
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Figure 7. Adult Humour Filter Percentages in TT Data
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When compared with Figure 4, which shows the distribution of adult humour filters in
the source movies, we can see that there is a significant difference in the Adult
Appropriate References filter with a 18% increase. The other filters with an increase in
adult humour instances in the target movies are VVocabulary filter with a 6% and Sexual
Innuendo filter with a 5% increase each. The smallest increase can be seen in Intertextual
Dialogue filter with 1%. While Swearwords / Substitute Swearwords filter has the only

decrease in adult humour with 30%.
3.4. RESULTS FOR RESEARCH QUESTION 4

The fourth research question was to examine the distribution of the translation strategy
sets used in the translation of the linguistic adult humour in children’s animated movies.
In order to answer this question, ten pre-determined translation strategies were classified
in three main categories as Retainment, Replacement, and Omission Sets. Then, the
translations of all of the 392 linguistic adult humour instances found in the 40 movies
were put under one of these three categories in order to determine the distribution of the
translation strategy sets.

The distribution of the translation strategy sets used in the target movies can be seen in
Figure 8 below.
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Figure 8. The Distribution of Translation Strategy Sets

m Retainment Set
m Replacement Set

Omission Set

According to the results obtained, 32% (126 linguistic adult humour instances) of the 392
adult humour instances were translated with a strategy classified under the Retainment
Set while 27% (106 linguistic adult humour instances) were translated with a strategy
from the Replacement Set and 41% (160 linguistic adult humour instances) were

translated using a strategy from the Omission Set.

Further, to get a better grasp of the preference for the translation strategy sets for each of
the five adult humour filters (Adult Appropriate References, Vocabulary, Intertextual
Dialogue, Sexual Innuendo, and Swearwords / Substitute Swearwords), the distribution
of the translation strategy sets (Retainment, Replacement, and Omission) was analysed
for each adult humour filter. The results can be seen below as Figures 9, 10, 11, 12, and

13 for each adult humour filter respectively.

Figure 9 demonstrates the distribution of the translation strategy sets for the Adult

Appropriate References filter.
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Figure 9. The distribution of the translation strategy sets for Adult Appropriate References filter

m Retainment Set
m Replacement Set

Omission Set

For the 127 adult humour instances under the Adult Appropriate References filter,
Retainment Set was used for 47% (59 linguistic adult humour instances), followed closely
by Replacement Set with 35% (42 linguistic adult humour instances). Omission Set was

the least used set with 18% (26 linguistic adult humour instances). (Figure 9)

Example 16 illustrate a linguistic adult humour instance from the Adult Appropriate

References filter that was translated with a strategy from the Retainment Set.

Minions
Context: Anchor-man is presenting the world-famous supervillain, Scarlet Overkill.
Source Text:
Anchor-man: Move aside, men!
Scarlet: Make way.
Anchor-man: There's a new bad man in town...
Scarlet: Excuse me.
Anchor-man: ...and that man is a woman! Crime isn't pretty!
Scarlet: It's red hot!
Adult Humour Filter: Adult Appropriate References
Verbal Humour Strategy: Paradox

Target Text:

Spiker: Savulun, beyler!

Scarlet: Yol agin.

Spiker: Sehirde yeni bir kotii adam var.

Scarlet: izninizle.

Spiker: Ve o adam bir kadin! Sug islemek giizel degil.
Scarlet: Ama ¢ok ¢ok atesli!
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Trans. Strategy: Retainment Set - Literal translation of the SL humorous item
Adult Humour: Yes (Adult Appropriate References)

Humour: Yes

Verbal Humour Strategy: Paradox

Example 16

In Example 16, an anchor-man is presenting the world-famous villain Scarlet Overkill. A
norm opposition is constructed with social and cognitive incongruities when he describes
Scarlet, who is a woman, as a ‘bad man’. This paradox is translated via a strategy from
the Retainment Set. Since the TL has the same gendered noun for the word ‘villain” as
the SL (‘kotli adam’ — ‘bad man’), with a literal translation of the SL humorous item, the
paradox, and therefore, the norm opposition, is preserved. As a result, the TT has the same
addressee (adults) and the same adult humour filter (Adult Appropriate References) as
the ST.

Example 17 presents a linguistic adult humour instance from the Adult Appropriate

References filter that was translated with a strategy from the Replacement Set.

The Secret Life of Pets

Context: Max, who is a dog, is confused about his ancestors.

Source Text:

Max: I don't know, Duke. Maybe the legend of dogs coming from wolves is just wrong. Maybe
one puppy asked his mom, "Where did we come from?" And the mom said, "Woof." And the
kid was like "Oh, wolves?" And she was like, "Yeah, fine."

Adult Humour Filter: Adult Appropriate References

Verbal Humour Strategy: Spoonerism / Punning

Target Text:
Max: Bilmiyorum, Duke. K&peklerin kurtlarin soyundan geldigi efsanesi yanlis olabilir. Ne

bileyim, belki yavru bir kdpek “Anne, nereden geldik?” diye sorduysa, o da “Yurt” dediyse, o
da “Kurt” anladiysa... Ne bileyim ya, bilemedim simdi.

Trans. Strategy: Replacement Set - SL humorous item is replaced with TL humorous item
of the same form/strategy

Adult Humour: Yes (Adult Appropriate References)

Humour: Yes

Verbal Humour Strategy: Spoonerism / Punning

Example 17

In Example 17, Max, who is a dog, is confused about his ancestors and voices his doubts
about coming from wolves with a wordplay on the words ‘wolf” — ‘woof”. This pun, which
is constructed through a spoonerism, creates a cognitive incongruity for the audience.
Since this linguistic adult humour instance is formed through both a pun and a

spoonerism, the change of the language makes the literal translation of the ST nearly
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impossible. For this reason, the translator used a strategy from the Replacement Set in
order to keep the adult humour intact. Although the pun and the spoonerism are created
through a different word pair, ‘kurt’ (wolf) — ‘yurt’ (homeland), the gist of the adult
humour instance is the same. As a result, via a strategy from the Replacement Set, the

linguistic adult humour and the adult humour filter are preserved in the TT.

Example 18 shows a linguistic adult humour instance from the Adult Appropriate

References filter that was translated with a strategy from the Omission Set.

Madagascar 3: Europe’s Most Wanted
Context: Vitaly, a Russian tiger, dismisses Alex and his friends from their circus train.

Source Text:
Vitaly: Absolut no outsiders. So, wipe that Smirnoff your face and Popov!

Adult Humour Filter: Adult Appropriate References
Verbal Humour Strategy: Punning / Allusion

Target Text:

Vitaly: Yabancilar giremez buraya. O ylizden bos yere siritma, nas nas!

Trans. Strategy: Omission Set - SL humorous item becomes non-humorous item in TL
Adult Humour: No

Humour: No

Verbal Humour Strategy: Humour is eliminated.

Example 18
In Example 18, Vitaly, a Russian tiger, dismisses Alex and his friends from their circus
train. What makes this an adult humour instance are the allusions to several Russian vodka
brands, Absolut, Smirnoff, and Popov. These allusions are also puns on ‘absolute’, ‘smirk
off’, and, most probably, ‘sod off” respectively. Because of the presupposed knowledge
of alcoholic beverage brands, the humour is directed at adults. Moreover, the cognitive
incongruity created through the puns also make the scene an adult-oriented one. In the
TT, not only the adult humour but the humour in general is eliminated by using a strategy
from the Omission Set. Only the meaning of the scene is transferred without the allusions

and the puns.

Figure 10 shows the distribution of the translation strategy sets for the VVocabulary filter.
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Figure 10. The distribution of the translation strategy sets for Vocabulary filter

m Retainment Set
m Replacement Set

Omission Set

For this filter, we see that in contrast to the Adult Appropriate References filter,
Replacement Set were used more frequently than the strategies of the Retainment Set with
a difference of 5%. 44% (31 linguistic adult humour instances) of the 71 linguistic adult
humour instances were translated with a strategy from the Replacement Set while 39%
(28 linguistic adult humour instances) of them were translated with a strategy from the
Retainment Set. Omission Set strategies were the least used strategies with 17% (12

linguistic adult humour instances).

Example 19 illustrate a linguistic adult humour instance from the Vocabulary filter that
was translated with a strategy from the Retainment Set.

Tangled

Context: Flynn is tangled in Rapunzel’s hair.

Source Text:

Rapunzel: So, what do you want, with my hair? To cut it?

Flynn: What?

Rapunzel: Sell it?

Flynn: No! Listen, the only thing I want to do with your hair, is to get out of it. Literally.
Adult Humour Filter: Vocabulary

Verbal Humour Strategy: Punning

Target Text:
Rapunzel: Soyle bakalim. Sagimdan ne istiyorsun? Kesecek misin?

Flynn: Ne?
Rapunzel: Yoksa satacak misin?
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Flynn: Ne alakas1 var? Bak canim, saginla ilgili yapmak istedigim tek bir sey var. O da iginden
kurtulmak. Cok ciddiyim.

Trans. Strategy: Retainment Set - Literal translation of the SL humorous item

Adult Humour: No

Humour: Yes

Verbal Humour Strategy: It’s not linguistic humour anymore.

Example 19

In Example 19, Flynn is tangled in Rapunzel’s unusually long hair and tries to free
himself. Rapunzel is worried that Flynn is one of the bad people who want to get a hold
of her magical hair. When she questions him about his intentions, Flynn’s response is a
pun on the verb ‘to get out of something’ (to escape) and the idiom ‘to get out of
someone’s hair’ (to not cause someone annoyance). This pun creates a cognitive
incongruity. This norm opposition and the presupposed knowledge of the idiom make the
scene an adult-oriented one. In the TT, a strategy from the Retainment Set is used to
translate the scene. As a result, the pun is eliminated in the process, only ‘to escape’
meaning of the verb is transferred to the TT. Although the linguistic adult humour is lost
in the translation, the visual the scene projects and the misunderstanding between the
characters preserve the general humour of the source scene inthe TT.

Example 20 presents a linguistic adult humour instance from the Vocabulary filter that
was translated with a strategy from the Replacement Set.

Despicable Me 2
Context: Gru, who is a bald man, enters a hairdresser in order to investigate if the owner of the
salon is the criminal.
Source Text:
Floyd: Welcome to Eagle Hair Club. It's about time you showed up, Mr. Gru.
Gru: You know my name?
Floyd: When someone moves into the mall who is follically challenged, | make it my business
to know all about them. You are bald. And that is bad.
Adult Humour Filter: Vocabulary
Verbal Humour Strategy: Euphemism

Target Text:

Floyd: Hos geldiniz, Eagle Sa¢ Kuliibiine. Fazlasiyla geciktiniz bile, Bay Gru.

Gru: Adimi nereden biliyorsun?

Floyd: Sag agisindan sorunlar1 olan biri AVM’ye tagindiginda onlar1 aragtirmayi kendime gorev
bilirim. Kelsiniz ve bu ¢ok koti.

Trans. Strategy: Replacement Set - SL humorous item is replaced with TL humorous item
of the same form/strategy

Adult Humour: No

Humour: Yes

Verbal Humour Strategy: Euphemism

Example 20




60

In Example 20, Gru, who is a bald man, enters a hairdresser in order to investigate if the
criminal they are looking for is the owner of the salon. The linguistic adult humour of the
scene comes from Floyd’s description of Gru’s baldness. In the scene, the term ‘folically
challenged’ is a euphemism used instead of bald. A cognitive incongruity is created with
this euphemism. Moreover, in order to understand the meaning of the euphemism, the
audience has to have the required vocabulary knowledge. Also, the fact that being bald is
not a bad thing and that Floyd uses a euphemism instead of the word ‘bald’ makes the
scene an instance of disparaging humour with Gru being the target of the joke. This
disparagement forms a social incongruity. These cognitive and social incongruities result
in the norm oppositions which constitute the linguistic adult humour instance of the scene.
In the TT, a strategy from the Replacement Set is used to translate the linguistic adult
humour instance. With the translation, ‘sa¢ acisindan sorunlari olan biri’ (‘a person who
has issues with his hair’), the euphemism is preserved in the TT, however, the required
vocabulary knowledge and the disparagement are reduced to the level of general
audience. As a result, while the adult humour is lost in the translation, the linguistic

humour is preserved for the general audience.

Example 21 shows a linguistic adult humour instance from the VVocabulary filter that was

translated with a strategy from the Omission Set.

Madagascar 3: Europe’s Most Wanted
Context: Alex gives a pep talk to the circus animals before a show.
Source Text:
Alex: All right, animals! We may be your new owners, but we don't want to reinvent the
circus wheel here, so just go out, do what you do!
Adult Humour Filter: Vocabulary
Verbal Humour Strategy: Allusion

Target Text:
Alex: Pekala, hayvan dostlar! Biz yeni sahipleriniz olabiliriz fakat burada sirki yeniden icat

edecek halimiz yok. Cikin numaralarinizi yapin!

Trans. Strategy: Omission Set - SL humorous item becomes non-humorous item in TL
Adult Humour: No

Humour: No

Verbal Humour Strategy: Humour is eliminated.

Example 21
In Example 21, Alex gives a pep talk to the circus animals before an important show. His
words ‘to reinvent the circus wheel’ is an allusion to the idiom ‘to reinvent the wheel’.

This presupposed vocabulary knowledge of the idiom and the cognitive incongruity
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created by the allusion make the scene an adult-oriented one. In the TT, with the use of a
strategy from the Omission Set, the allusion to the ‘wheel’ — ‘circus wheel’ is lost. Also,
since the TL version of the idiom ‘Amerika’y1 yeniden kesfetmek’ (‘to re-discover
America’) does not involve the verb ‘to invent’ (icat etmek), the attempted allusion to a
different idiom of the TL is also not successful. Therefore, not only the adult humour is
lost but also the humour in general is eliminated in the TT.

Figure 11 illustrates the distribution of the translation strategy sets for the Intertextual
Dialogue filter.

Figure 11. The distribution of the translation strategy sets for the Intertextual Dialogue filter

H Retainment Set
= Replacement Set

m Omission Set

For this filter, we see that Retainment Set is the most used strategies with 71%. Five out
of the seven linguistic adult humour instances were translated with a strategy from the
Retainment Set, while the other two linguistic adult humour instances (29%) were
translated via a strategy from the Replacement Set. Omission Set strategies were not used
for any of the linguistic adult humour instances under the Intertextual Dialogue filter.

Example 22 demonstrate a linguistic adult humour instance from the Intertextual

Dialogue filter that was translated with a strategy from the Retainment Set.
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Ralph Breaks the Internet

Context: Pyro and Shank are two computer game characters and they are critiquing their game
strategy.

Source Text:

Pyro: Do you reckon we're going a bit too hard on the players?

Shank: Honestly, no, I don't. Of course, | have empathy for players like DirtySocks537 and
BabeRaham_Linkin. But if we just let them win, where's the life lesson, you know?

Adult Humour Filter: Intertextual Dialogue

Verbal Humour Strategy: Allusion

Target Text:

Pyro: Sen de bu oyunculara fazla sert davrandigimiz1 diistiniiyor musun?

Shanks: Diiriist¢e, hayir, diisiinmiiyorum. Elbette KirliCorap537 ve BebekRaham_Linkin gibi
oyunculara kars1 bir empati besliyorum. Ama yenmelerine izin verirsek alacaklar1 hayat
dersine ne olacak?

Trans. Strategy: Retainment Set - Literal translation of the SL humorous item

Adult Humour: Yes (Intertextual Dialogue)

Humour: Yes

Verbal Humour Strategy: Allusion

Example 22

In Example 22, two game characters, Pyro and Shank, are discussing their strategy about
the game players. Since they keep beating the players, they are wondering if they are a
bit too harsh on the players. The humour in this scene is created through norm oppositions.
The allusion to Abraham Lincoln established through one of the players’ nicknames,
BabeRaham_L.inkin, constitutes the cognitive incongruity, while the slight ridicule of the
said-president’s name causes a social incongruity, especially in the source culture. The
allusion to Abraham Lincoln requires a knowledge of history which makes this scene an
adult-oriented one under the Intertextual Dialogue filter. In the TT, the allusion is
preserved via a translation strategy from the Retainment Set. Although this allusion to the
USA former president is a culture-bound knowledge, Abraham Lincoln is a worldwide
known name. So, preserving the allusion as it is does not mean a loss in the TT. If the
target movie audience has the necessary knowledge, then, they would be able to
understand the humour. The same situation can also be said for the source movie
audience. If the audience has the necessary and presupposed knowledge of history, then

the humour would be intact.

Example 23 presents a linguistic adult humour instance from the Intertextual Dialogue

filter that was translated with a strategy from the Replacement Set.
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Ralph Breaks the Internet
Context: Vanellope and Ralph part ways after a day spent together.
Source Text:
Vanellope: Talk next week?
Ralph: I shall await your call, madam.
Vanellope: Then, adieu, adieu, farting is such sweet sorrow. So long, stinkbrain.
Ralph: Bye, kid.

Adult Humour Filter: Intertextual Dialogue
Verbal Humour Strategy: Punning / Allusion

Target Text:

Vanellope: Haftaya konusalim mi1?

Ralph: Telefonunuzu bekleyecegim, hanimefendi.

Vanellope: O halde, saglicakla kal, pirtlatmakla olmaz 6yle miizikal. Goriisiiriiz, kokusuk
beyin.

Ralph: Hosca kal, ufaklik.

Trans. Strategy: Replacement Set - SL humorous item is replaced with TL humorous item of
a different form/strategy

Adult Humour: No

Humour: Yes

Verbal Humour Strategy: It’s not linguistic humour anymore.

Example 23

In Example 23, Vanellope, a child game character, and her friend Ralph are parting after
a day they have spent together. This scene involves both cognitive and social
incongruities. Vanellope’s response to Ralph’s formal words is an allusion to
Shakespeare’s famous play, Romeo and Juliet and also a pun on the same play’s famous
line “parting is such sweet sorrow.” (Shakespeare, 1993). The presupposed knowledge of
the play and the intertextuality constitute the linguistic adult-oriented humour of the
scene. While the pun is a cognitive norm opposition, the fact that VVanellope makes fun
of a renowned play and playwright creates a social norm opposition. The translation
strategy from the Replacement Set used in the translation of this adult humour instance
caused a change in the addressee of the humour. In the TT, the humour was reduced to
general humour through the omission of the quotation which, in turn, omitted the allusion
and the pun. What makes the TT scene humorous is the cognitive norm opposition created
by Vanellope’s somehow a rude language. However, the word ‘pirtlamak’ (to fart) is not
something we do not hear from a child, so, as a result, the humour is not addressed to only

adults anymore but to both adults and children.
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Translation strategies from the Omission Set were not used for the translations of any of
the linguistic adult humour instances under the filter of Intertextual Dialogue. Therefore,

there are not any examples for this translation strategy.

Figure 12 shows the distribution of the translation strategy sets for the Sexual Innuendo
filter.

Figure 12. The distribution of the translation strategy sets for Sexual Innuendo filter

= Retainment Set
= Replacement Set

Omission Set

For this filter, we see that Retainment Set was preferred more with 62%, 18 out of 29
linguistic adult humour instances were translated with a strategy from the Retainment Set.
Replacement Set came second with 28% (eight linguistic adult humour instances out of
29) and Omission Set strategies were, once again, the least preferred strategies with only

three linguistic adult humour instances out of 29 (10%).

Example 24 illustrate a linguistic adult humour instance from the Sexual Innuendo filter
that was translated with a strategy from the Retainment Set.

Puss in Boots
Context: Puss in Boots is looking for magic beans and Luis and Moustache Man tell him where
to find them.
Source Text:
Moustache Man: The murderous outlaws, Jack and Jill, have gotten their hands on magic
beans.
Puss in Boots: Do not joke with me about magic beans! | searched half my life for them.
They do not exist.
Luis: No, cat. We have seen them.
[Moustache Man shows Puss the magic beans tattooed on his arm]
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Moustache Man: These are the beans of legends.

Puss in Boots: Oh!

Luis: Grows the vine to the land of giants. And the golden goose.
[Moustache Man opens his shirt to reveal castle in the sky tattooed on his chest]
Puss in Boots: The golden goose!

Moustache Man: One of her eggs could set you up for life.

Luis: All nine of them... Show him the golden eggs.

[Moustache Man gets up and unzips his trousers]

Puss in Boots: No! Please uh... you have, uh... shown enough.
Adult Humour Filter: Sexual Innuendo

Verbal Humour Strategy: Punning

Target Text:
Biyikli Adam: Kanun kagaklar1 Jack ve Jill’de ne var biliyor musun? Sihirli fasulyeler.

Cizmeli Kedi: Bana sihirli fasulye deme sakin! Hayatim onlar1 aramakla gecti. Oyle bir sey
yok, canim.

Luis: Hayir, kedi. Biz onlar1 gordiik.

[Biyikhh adam Cizmeli Kedi’ye kolundaki sihirli fasulye dovmesini gosterir.]

Biyikli Adam: Iste bunlar efsane fasulyeler.

Cizmeli Kedi: Oh!

Luis: Bir asma yetisir, devlerin iilkesine ve altin yumurtlayan kaza dogru.

[Biyikh adam gogsiindeki sato dovmesini gostermek icin gomleginin diigmelerini acar]
Cizmeli Kedi: Altin yumurtlayan!

Biyikli Adam: Boyle bir vurgun sana dmiir boyu yeter.

Luis: Hem de dokuzuna birden. Altin yumurtalarini géstersene.

[Biyikh adam ayaga kalkar ve pantolonunun fermuarim acar]|

Cizmeli Kedi: Hayir! Por favor, liitfen. Yeterince gosterdin.

Trans. Strategy: Retainment Set - Literal translation of the SL humorous item
Adult Humour: Yes (Sexual Innuendo)

Humour: Yes

Verbal Humour Strategy: Punning

Example 24
In Example 24, Puss in Boots overhears a conversation about the magic beans and
questions the men about the whereabouts of the beans. The linguistic adult humour of the
scene comes from an innuendo. When Luis asks the Moustache Man to show the golden
eggs, he makes a move to unzip his trousers. The norm opposition is constituted through
both cognitive and social incongruities. The cognitive incongruity is created via the pun
on eggs (‘an oval object laid by a female bird’ — ‘male genitalia’), while the social
incongruity is formed as a result of the sexual innuendo which is a taboo topic for
children’s movies. In the scene, it is obvious from the previous visuals that the Moustache
Man has a tattoo of the golden eggs, however, the pun on eggs combined with the reaction
of Puss in Boots make the scene an adult-oriented one. In the TT, the linguistic adult
humour instance is translated by using a strategy from the Retainment Set. With the

existence of a similar pun on ‘eggs’ in the TL and the help of the visuals of the scene, the
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literal translation of the ST is enough to preserve the pun and the innuendo (cognitive and

social incongruities) in the TT.

Example 25 presents a linguistic adult humour instance from the Sexual Innuendo filter

that was translated with a strategy from the Replacement Set.

Tangled

Context: A drunk dwarf sees Gothel, the beautiful villain, outside a pub.

Source Text:

Drunk old dwarf (slurring): Hi, oh, somebody get me a glass. 'Cause | just found me a tall drink
of water.

Gothel: Oh, stop it, you big lug.

Adult Humour Filter: Sexual Innuendo

Verbal Humour Strategy: Comparison

Target Text:

Sarhos Yaglh Ciice: Vay! Biri bana bir bardak getirsin. Bir i¢im su bir hatun buldum. Yavrum.
Gothel: Kes sunu, koca sersem.

Trans. Strategy: Replacement Set - SL humorous item is replaced with a more well-known
TL humorous item (preformed)

Adult Humour: Yes (Sexual Innuendo)

Humour: Yes

Verbal Humour Strategy: Comparison

Example 25

In Example 25, a drunk old dwarf comes out of the pub he has been drinking in and sees
Mother Gothel who is a beautiful woman. His remark about her appearance is what makes
this scene an adult-oriented one. The slang idiom, ‘a tall drink of water’, creates a social
incongruity with its sexual connotation, especially when uttered by a drunk man towards
a woman, that has no place in a children’s movie. Also, the wordplay on ‘glass’ — ‘water’
constitutes a cognitive incongruity. This taboo topic, combined with the presupposed
knowledge of the idiom and the wordplay, make the addressee of the ST adults. In the
TT, the ST linguistic adult humour instance is replaced with another idiom from the TL
which has a similar connotation to the SL one. With the use of a translation strategy from
the Replacement Set, the sexual innuendo and the wordplay on ‘glass’ — ‘water’ are
preserved in the TT. As a result, the TT scene is a linguistic adult humour instance under

the filter of Sexual Innuendo, just like the ST scene.

Example 26 shows a linguistic adult humour instance from the Sexual Innuendo filter that

was translated with a strategy from the Omission Set.



67

Toy Story 4

Context: Bo sees Doug lying on the floor without the bottom half of his body.
Source Text:

Bo: Hey guys! Long time no see.

Doug: Couldn't take it out there, huh?

Bo: Hey, Doug. Saw your better half at the front of the store.

Doug: Yeah, you mess with the cat, you get the claws.

Adult Humour Filter: Sexual Innuendo

Verbal Humour Strategy: Punning

Target Text:
Bo: Merhaba ¢ocuklar! Arayi agtik biraz, ha?

Doug: Vay! Disarida yapamadin, ha?

Bo: Merhaba, Doug. Viicudunun yarisini diikkkanin 6niinde gérdiim.

Doug: Eh, kediyle ugrasirsan pengeyi yersin.

Trans. Strategy: Omission Set - SL humorous item becomes non-humorous item in TL
Adult Humour: No

Humour: Yes

Verbal Humour Strategy: It’s not linguistic humour anymore.

Example 26
In Example 26, Bo sees her old friend Doug lying on the ground without the bottom half
of his body. Her remark on the missing piece of his body is a pun on the phrase ‘better
half” which means, ‘your wife, your husband, or the person that you live with in a sexual
relationship’ (“Better Half,” 2021). This sexual innuendo creates a norm opposition
through both cognitive and social incongruities. The cognitive incongruity comes from
the pun on the phrase, while the taboo topic of having sexual innuendos in a children’s
movie constitutes the social incongruity. The presupposed knowledge of the phrase is
another aspect that makes the addressee of the ST adults. In the TT, the scene was
translated via a strategy from the Omission Set. The phrase, ‘better half’, is reduced to
‘half of your body’ and in the process, lost the features that made the example a linguistic
adult humour instance. However, the image of Doug having only half of his body and his
explanation about the situation still make this a humorous scene with a change in

addressee from adults to general audience.

Figure 13 demonstrates the distribution of the translation strategy sets for the Swearwords

/ Substitute Swearwords filter.
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Figure 13. The distribution of the translation strategy sets for Swearwords / Substitute
Swearwords filter

m Retainment Set

m Replacement Set

Omission Set

For this filter, we see that in contrast to the other adult humour filters, Omission Set
strategies were the most frequently used strategies with 75% (119 linguistic adult humour
instances out of 158). There is a significant difference between the Omission Set and the
other two translation strategy sets, Replacement Set and Retainment Set. For 23 linguistic
adult humour instances out of 158 (15%) a strategy from the Replacement Set was used,
while for 16 linguistic adult humour instances (10%) a strategy from the Retainment Set

was used.

Example 27 illustrate a linguistic adult humour instance from the Swearwords / Substitute

Swearwords filter that was translated with a strategy from the Retainment Set.

The Secret Life of Pets
Context: Norman is a lost hamster and he is looking for his apartment.

Source Text:

Norman: Hey, guys.

Max: Oh, hey, Norman. You still looking for your apartment?

Norman: Yeah. Going on three weeks now. Is this the second or the third floor?
Max: I don't know any numbers, but, uh, you don't live here.

Norman: Ah! Pellets! Well, see you guys later.

Adult Humour Filter: Swearwords / Substitute Swearwords

Verbal Humour Strategy: Euphemism
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Target Text:

Norman: Merhaba, ¢ocuklar.

Max: Ah, merhaba Norman. Hala evini bulamadin m1 yoksa?

Norman: Nerede! Biliyor musun, tam {i¢ hafta oldu. Burasi ikinci kat mu, {igiincii kat mi1?
Max: Aslina bakarsan saymay1 bilmiyorum ama kesinlikle buras1 degil.

Norman: Ah, kedi kumu! Neyse, sonra goriisiiriiz ¢ocuklar.

Trans. Strategy: Retainment Set - Literal translation of the SL humorous item

Adult Humour: No

Humour: No

Verbal Humour Strategy: Humour is eliminated.

Example 27

In Example 27, Norman, who is a hamster, is lost and is searching for his apartment. He
comes across Max in his search and asks the floor number. When he doesn’t receive the
answer he is hoping for, he says ‘Pellets’. Since pellet is another name for animal
droppings, we can say that when Norman says ‘Pellets!’, what he really means is ‘shit’.
This euphemism generates a register clash which forms the social incongruity in the ST.
Also, the wordplay creates a cognitive incongruity that requires an analysis and
vocabulary knowledge to understand the euphemism. These cognitive and social norm
oppositions are what make the scene adult-oriented. In the TT, ‘pellets’ is translated with
a strategy from the Retainment Set as ‘kedi kumu’ (cat litter). This translation can be
regarded as a literal translation as ‘cat litter’ is another meaning of the word ‘pellet’.
However, with this translation, the euphemism and, therefore, the linguistic adult humour
are not preserved in the TT. Also, ‘kedi kumu’ (cat litter) makes no sense in the TT, and

as a result of this translation, the humour is eliminated altogether.

Example 28 presents a linguistic adult humour instance from the Swearwords / Substitute

Swearwords filter that was translated with a strategy from the Replacement Set.

Ice Age: Continental Drift

Context: A huge crab appears on Sid’s ice floe.

Source Text:
Sid: Holy crab!

Adult Humour Filter: Swearwords / Substitute Swearwords
Verbal Humour Strategy: Euphemism / Punning

Target Text:
Sid: Hay bin yengeg!
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Trans. Strategy: Replacement Set - SL humorous item is replaced with a more well-known
TL humorous item (preformed)

Adult Humour: No

Humour: Yes

Verbal Humour Strategy: Euphemism

Example 28

In Example 28, Sid is floating on an ice floe when suddenly a huge crab appears. His
exclamation of ‘Holy crab’ is a euphemism created through a pun on ‘crap’ — ‘crab’.
While the pun constitutes the cognitive incongruity in the scene, the use of a euphemism
in a children’s movie forms the social incongruity through a register clash. These norm
oppositions designate the addressee of the ST scene as adults. In the TT, the scene is
translated through a strategy from the Replacement Set. The euphemised exclamation
‘Holy crap’ is replaced with another exclamation from the TL that is widely used in
children’s movies, ‘hay bin kunduz’ (a thousand beavers), which has been modified as
‘hay bin yenge¢’ (a thousand crabs) in order to fit in the scene. Even though, the TL
version of the exclamation still has an underlying meaning of damnation, it is a
euphemism used especially in children’s movies for this purpose. As a result, although

the adult humour is lost in the translation, the general humour is preserved in the TT.

Example 29 shows a linguistic adult humour instance from the Swearwords / Substitute

Swearwords filter that was translated with a strategy from the Omission Set.

Coco
Context: Hector, dressed up as Frida Kahlo, tries pass through the gates of the Land of the
Living but gets caught by the departure agent.
Source Text:
Departure Agent: Well shoot. Looks like no one put up your photo, Frida...

Adult Humour Filter: Swearwords / Substitute Swearwords
Verbal Humour Strategy: Euphemism

Target Text:
Gorevli: Hay aksi. Kimse senin fotografin1 koymamus, Frida...

Trans. Strategy: Omission Set - SL humorous item becomes non-humorous item in TL
Adult Humour: No

Humour: No

Verbal Humour Strategy: Humour is eliminated.

Example 29

The movie Coco takes place on the Dia de Muertos (Day of the Dead), a day dedicated to

the dead in Mexico. Every year on this day, the dead can pass to the Land of the Living
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if only there is a photo of them left at the altar by their loved ones. In Example 29, Hector,
who is a dead man, wants to leave the Land of the Dead and enter the Land of the Living.
Since no one ever leaves a photo of him at an altar, he finds the solution in dressing up as
Frida Kahlo, who, contrary to Hector, is very popular in the Land of the Living. However,
the departure agent at the departure gates of the Land of the Dead knows he is not actually
Frida. His sarcastic remark, ‘shoot’, is a euphemism of the exclamation ‘shit’. This
register clash brings the social incongruity of having a substitute swearword in a
children’s movie which, in turn, constitutes the linguistic adult humour instance in the
scene. The euphemism is translated with a strategy from the Omission Set in the TT. The
translation ‘hay aksi’ is an everyday exclamation that can be used by anyone from any
age. As a result of this neutralisation of the euphemism, not only the adult humour is not

preserved in the TT but also the humour is completely eliminated.
3.5. RESULTS FOR RESEARCH QUESTION 5

The fifth research question was to determine the most effective translation strategy set
(Retainment, Replacement, or Omission) in preserving adult humour in children’s
animated movies for each adult humour filter (Adult Appropriate References,
Vocabulary, Intertextual Dialogue, Sexual Innuendo, and Swearwords / Substitute
Swearwords). In order to answer this question, the translations of the 392 linguistic adult
humour instances under each adult humour filter were analysed for each translation
strategy set in terms of the preservation of adult humour, general humour, and loss of

humour. The relevant results are presented below.

Figure 14, Figure 15 and Figure 16 illustrate the preservation of adult humour, general
humour, and loss of humour for Adult Appropriate References filter for Retainment,

Replacement, and Omission translation strategy sets respectively.

Figure 14 shows the preservation and loss of adult humour for the linguistic adult humour
instances translated with a strategy from the Retainment Set for Adult Appropriate

References filter.
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Figure 14. Retainment Set for Adult Appropriate References Filter

m Adult Humour
m General Humour

= No Humour

According to the analysis, translation strategies from the Retainment Set were 54%
successful in preserving adult humour with 32 adult humour instances out of 59, while
17% (10 out of 59 adult humour instances) were reduced to general humour when
translated with a strategy from the Retainment Set. 29% of the adult humour (17 out of
59 adult humour instances) was lost in translation with this set for Adult Appropriate

References filter.

The examples below (Example 30, Example 31, and Example 32) illustrate the
preservation of adult humour, general humour, and loss of humour respectively for Adult
Appropriate References filter when translated with a translation strategy from the

Retainment Set.

Brave

Context: Merida listens to the voicemail message of the witch she is trying to contact.

Source Text:

Witch’s Dial Tone: Welcome to the Crafty Carver, home of bear-themed carvings and
novelties. | am completely out of stock at this time. But if you'd like to inquire about portraits
or wedding cake toppers pour vial one into the cauldron. If you'd like a menu in Gaelic, vial
two. If you're that red-haired lass, vial three. To speak with a live homunculus...

Adult Humour Filter: Adult Appropriate References
Verbal Humour Strategy: Punning

Target Text:
Witch’s Dial Tone: Usta Oymaci’ya hos geldiniz. Ay1 konulu oymalar ve giizelliklerin hepsi

igte burada. Su aralar elimde hig {iriin kalmadi maalesef. Fakat portreler ya da diigiin pastasi
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heykelleri hakkinda bilgi almak isterseniz kazana birinci sisecigi dokiin. Meniiyii Galce
dinlemek i¢in ikinci sisecigi dokiin. Kizil sa¢h kizsaniz sise {ic. Meniiyii tekrar dinlemek i¢in-
Trans. Strategy: Retainment Set - Literal translation of the SL humorous item

Adult Humour: Yes (Adult Appropriate References)

Humour: Yes

Verbal Humour Strategy: It is not linguistic humour anymore.

Example 30

In Example 30, Merida listens to the voicemail message of the witch she is trying to
contact. The linguistic adult humour in the scene comes from the presupposed knowledge
of having heard a voicemail message before and the pun on ‘vial’ — ‘dial’, which creates
a cognitive incongruity. The ST is translated with a strategy from the Retainment Set.
Since the voicemail message is a universal concept, the presupposed knowledge is intact
in the TT, however, the pun is lost in the translation. As a result, while the adult humour
Is preserved in the TT, the adult humour is not linguistic anymore.

Rio
Context: Jewel and Blu are running from bad men when Jewel sees a barrier ahead of them.
Source Text:
Jewel: Ah, this is great! I'm chained to the only bird in the world who can't fly!
Blu: Actually, there are about 40 species of flightless birds.
[Jewel sees a barrier ahead of them.]
Jewel: Duck!
Blu: No, ducks can fly.
Jewel: No! Duck!
Adult Humour Filter: Adult Appropriate References
Verbal Humour Strategy: Punning

Target Text:

Jewel: Bu harika! Diinyadaki ugamayan tek kusa zincirlenmis haldeyim!

Blu: Aslinda ugamayan yaklasik kirk kus tiirii var.

[Jewel karsidan gelen bir bariyer goriir.]

Jewel: Egil!

Blu: Oyle bir tiir de mi var?

Jewel: Hayir! Egil!

Trans. Strategy: Retainment Set - Literal translation of the SL humorous item
Adult Humour: No

Humour: Yes

Verbal Humour Strategy: It is not linguistic humour anymore.

Example 31
In Example 31, Blu and Jewel are running away from bad men who want to catch them.
Blu is a bird who cannot fly and since Jewel is chained to Blu, she has to run alongside
Blu in order to escape. Their conversation about flightless birds and the norm opposition

formed with the homographic pun on the word ‘duck’ make the scene adult-oriented. In



74

the TT, the linguistic adult humour instance (‘duck’) is translated with a strategy from the
Retainment Set with the ‘lowering the body’ meaning of the verb being kept intact. When
Jewel commands him to duck, Blu answers as “Is there a species like that?”. With this
translation, while the pun and, therefore, the linguistic adult humour is lost in the TT, the

general humour is preserved without the linguistic aspect.

The Boss Baby

Context: Tim takes a sip from his Long Island Iced Tea cocktail.

Source Text:
Tim: The people of Long Island do not know how to make an iced tea.

Adult Humour Filter: Adult Appropriate References
Verbal Humour Strategy: Irony

Target Text:
Tim: Long Island’da yasayanlar buzlu ¢ay yapmay1 bilmiyor.

Trans. Strategy: Retainment Set - Literal translation of the SL humorous item
Adult Humour: No

Humour: No

Verbal Humour Strategy: Humour is eliminated.

Example 32
In Example 32, Tim takes a sip from his drink thinking it is iced tea while in reality it is
a cocktail called Long Island Iced  Tea. When he says that people from Long Island do
not know how to make an iced tea, actually he is the one who does not know what a Long
Island Iced Tea is. This irony creates a cognitive incongruity while the fact that a child is
drinking an alcoholic beverage forms the social incongruity. These norm oppositions,
combined with the presupposed knowledge of the beverage, constitute the linguistic adult
humour of the scene. In the TT, although the translation strategy used is from the
Retainment Set, the humour is eliminated since the name of the alcoholic beverage, Long

Island Iced Tea, is lost when translated into the TL.

In Figure 15, the preservation and loss of adult humour for the linguistic adult humour
instances from the Adult Appropriate References filter when translated with a strategy

from the Replacement Set is shown.
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Figure 15. Replacement Set for Adult Appropriate References Filter

m Adult Humour
m General Humour

= No Humour

According to the analysis, translation strategies from the Replacement Set were 60%
successful in preserving adult humour with 25 adult humour instances out of 42, while
40% (17 out of 42 adult humour instances) were reduced to general humour when
translated with a strategy from the Replacement Set. None of the adult humour was lost

in translation with this set for Adult Appropriate References filter.

Examples 33 and 34 illustrate the preservation of adult humour and general humour for
Adult Appropriate References filter when translated with a translation strategy from the

Replacement Set.
Cars 2

Context: Mater meets an agent from the British Intelligence.

Source Text:

Finn: I never properly introduced myself. Finn McMissile. British Intelligence.
Mater: Tow Mater. Average intelligence.

Adult Humour Filter: Adult Appropriate References

Verbal Humour Strategy: Punning / Irony

Target Text:
Finn: Affedersin, kendimi tam olarak tanitamadim. Finn McRoket. Ingiliz Haber Alma.

Mater: Cekici Mater. Pek haber almam zaten.

Trans. Strategy: Replacement Set - SL humorous item is replaced with TL humorous item
of the same form/strategy

Adult Humour: Yes (Adult Appropriate References)

Humour: Yes

Verbal Humour Strategy: Punning

Example 33
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In Example 33, Mater meets Finn who is an agent from the British Intelligence. When
Finn introduces himself, he only says “British Intelligence” without specifying that he
works for them and Mater misunderstands the word ‘intelligence’. Instead of the
intelligence agency, Mater thinks that Finn is referring to his 1Q and answers in
accordance with that. The humorous instance in this scene is achieved through humorous
communication between the screenwriter and the audience over Mater’s silliness. The
linguistic adult humour of the scene comes from the cognitive incongruity created with
the pun on the word ‘intelligence’, the presupposed knowledge of the British Intelligence
and the irony of Mater evaluating his intelligence level as average while demonstrating
his silliness with this misunderstanding. In the TT, the humorous instance is translated
via a translation strategy from the Replacement Set. The pun is replaced with another pun
from the TL, ‘haber alma’ — ‘haber almak’ (‘gathering information’ — ‘receiving news’).
As a result, with this replacement, the linguistic adult humour is transferred to the TT as

a pun like the ST linguistic adult humour instance while the irony is lost.

Kung Fu Panda 2

Context: Po is having some internal issues.

Source Text:

Viper: Mantis, this isn't about you! Po is the one freaking out.
Po: I'm not freaking out.

Tigress: Po...

Po: I'm freaking... in.

Adult Humour Filter: Adult Appropriate References
Verbal Humour Strategy: Allusion

Target Text:

Viper: Mantis, bunun seninle ilgisi yok. Po su anda dagilmis olan.

Po: Dagilmadim ben ya.

Tigress: Po...

Po: Dagilmak iizereyim.

Trans. Strategy: Replacement Set - SL humorous item is replaced with TL humorous item
of a different form/strategy

Adult Humour: No

Humour: Yes

Verbal Humour Strategy: It is not linguistic humour anymore.

Example 34

In Example 34, Po is having some personal problems and his friends are trying to help
him. When Viper says that Po is freaking out, Po denies it and then, later, defines his
situation as ‘freaking in’, which is another way of saying that he has internal issues but

he is not showing them. This is a wordplay made on the allusion to Viper’s description of
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Po’s situation, ‘freaking out’. The linguistic adult humour of the scene comes from the
cognitive incongruity created with this wordplay. In the TT, the linguistic adult humour
instance is translated with a strategy from the Replacement Set. With this strategy, the
allusion is lost in the translation. However, the fact that Po denies having problems and
soon after confirms that he, indeed, has problems is transferred to the TT with the
translation. As a result, although the adult addressee of the humour is changed to general
audience and the linguistic aspect of the humour is lost, the TT is still humorous.

In Figure 16, the preservation and loss of adult humour for the adult humour instances
from the Adult Appropriate References filter when translated with a strategy from the
Omission Set is shown.

Figure 16. Omission Set for Adult Appropriate References Filter

® Adult Humour
m General Humour

= No Humour

According to the analysis, when linguistic adult humour instances from the Adult
Appropriate References filter were translated with a strategy of the Omission Set, the
humour was lost with 88%, which is 23 linguistic adult humour instances out of 26; for
the remainder 12% (three linguistic adult humour instances out of 26), the linguistic adult
humour was reduced to general humour. For Adult Appropriate References filter, none

of the adult humour was preserved with a translation strategy from the Omission Set.

Examples 35 and 36 illustrate the address change and humour loss in linguistic adult
humour instances for Adult Appropriate References filter when translated with a
translation strategy from the Omission Set.
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Rio

Context: Some birds are throwing snowballs at his window and Blu is trying to make them
jealous.

Source Text:

Blu: Throw all the snowballs you want. I'm protected by this magical force field called glass.
It's what keeps us so toasty and warm in here while you guys are out there freezing your...
[The birds are mocking Blu by showing their butts]

Adult Humour Filter: Adult Appropriate References

Verbal Humour Strategy: Euphemism

Target Text:

Blu: Istediginiz kadar kartopu atin. Ben bu sihirli alan tarafindan korunuyorum, adi da cam. Siz
disarida donarken biz bu camlarla igeride sicacik bir hayat siiriiyoruz ve...

[Disaridaki kuslar popolarini sallayarak Blu’yla dalga gecerler]

Trans. Strategy: Omission Set - SL humorous item becomes non-humorous item in TL
Adult Humour: No

Humour: Yes

Verbal Humour Strategy: It’s not linguistic humour anymore.

Example 35
In Example 35, some birds are throwing snowballs at Blu’s window and Blu tries to make
them jealous by flaunting his living conditions. However, the birds mock him by showing
him their butts. The timing of their action is a built-in censorship because just as Blu is
about to say the word ‘butt’ the birds turn around and show him their behinds. This
censorship creates a euphemism which constitutes the linguistic adult humour instance of
the scene. In the TT, the scene is translated with a strategy from the Omission Set. The
euphemism is lost in the translation since the birds’ actions do not produce the same effect
of censorship when applied to the TL. However, although the visuals can sometimes
provide difficulties for translators, in this instance, the visual of the birds shaking their
butts keeps the general humour of the scene. As a result, although the TT does not have

linguistic adult humour, the scene is still humorous.

Minions

Context: Scarlet gives Herb the teddy bear she is holding.

Source Text:

Scarlet: Wait, what? How did he? Hold my bear.
[Hands the teddy bear to Herb]

Adult Humour Filter: Adult Appropriate References
Verbal Humour Strategy: Punning / Allusion

Target Text:
Scarlet: Dur, ne oldu? Ama nasil? Tut su ay1y1.

[Elindeki peliis ayry1 Herb’e verir.]
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Trans. Strategy: Omission Set - SL humorous item becomes non-humorous item in TL
Adult Humour: No

Humour: No

Verbal Humour Strategy: Humour is eliminated.

Example 36

In Example 36, Scarlet and Herb are watching the chaos they have created from afar when
suddenly things do not go the way they planned. Scarlet, who is holding a teddy bear in
her hands, gives it to Herb to be able intervene in the situation. The linguistic adult
humour in the scene is achieved through an allusion to the phrase ‘Hold my beer’, which
Is an internet meme used when someone is about to do something dangerous or stupid.
The allusion is created with a pun on the words ‘bear’ — ‘beer’. The cognitive incongruity
the pun creates and the social incongruity of having an allusion to a phrase containing an
alcoholic beverage constitute the linguistic adult humour of the scene. Moreover, the
presupposed knowledge of the internet meme is also a form of adult humour achieved
between the screenwriter and the adult audience. In the TT, the scene is translated with a
translation strategy from the Omission Set. While the pun is omitted because of linguistic
differences, the allusion is also omitted by changing the structure of the sentence from
‘hold my bear’ to ‘tut su ay1y1” (hold the bear). As a result, while the allusion was already
a difficult one to understand because of linguistic and cultural barriers, with this change
in structure, it turns into an unrecognisable phrase for those target audience members who
might be familiar with the internet meme. In the end, the TT has neither linguistic adult

humour nor any humour whatsoever.

Chart 17, Chart 18 and Chart 19 illustrate the preservation of adult humour, general
humour, and loss of humour for Vocabulary filter for Retainment, Replacement, and
Omission translation strategy sets respectively.

Figure 17 shows the preservation and loss of adult humour for the adult humour instances

translated with a strategy from the Retainment Set for VVocabulary filter.
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Figure 17. Retainment Set for Vocabulary Filter

m Adult Humour
m General Humour

= No Humour

According to the analysis, translation strategies from the Retainment Set were 43%
successful in preserving adult humour with 12 adult humour instances out of 28, while
21% (six out of 28 adult humour instances) were reduced to general humour when
translated with a strategy from the Retainment Set. 36% of the adult humour (10 adult
humour instances out of 28) was lost in translation with this set for VVocabulary filter.

The examples below (Example 37, Example 38, and Example 39) illustrate the
preservation of adult humour, general humour, and loss of humour respectively for

Vocabulary filter when translated with a translation strategy from the Retainment Set.

Big Hero 6

Context: Fred welcomes his friends to his house.

Source Text:

Honey Lemon: Where are we?

Hiro: Fred. Where are you going?

Fred: Oh! Welcome to mi casa! That's French for "front door."
Honey Lemon: It's really... not.

Adult Humour Filter: Vocabulary

Verbal Humour Strategy: Irony

Target Text:
Honey Lemon: Neredeyiz?

Hiro: Fred? Nereye gittigini saniyorsun?
Fred: Oh! Mi casa’ya hos geldiniz! Bu Fransizca “6n kap1” demek.
Honey Lemon: Aslinda dyle degil.
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Trans. Strategy: Retainment Strategy - Literal translation of the SL humorous item
Adult Humour: Yes (Vocabulary)

Humour: Yes

Verbal Humour Strategy: Irony

Example 37

In Example 37, Fred welcomes his friends to his house and says “Welcome to mi casa”.
The linguistic adult humour is constituted when he states that ‘mi casa’ is French for
‘front door’ which is wrong in two aspects: Firstly, it is not French but Spanish, and
secondly, ‘mi casa’ means ‘my home’, not ‘front door’. The scene requires a knowledge
of Spanish and/or French or, at least, a deduction ability in order to understand the irony
of the scene. This required knowledge, combined with the norm opposition created with
the irony, constitute the linguistic adult humour instance of the ST. In the TT, the scene
is translated with a translation strategy from the Retainment Set. As the scene requires it,
the Spanish words ‘mi casa’ is left in the TT, while the rest of the sentence is translated
with a literal translation. As a result, the linguistic adult humour is transferred to the TT
with the same adult humour filter.
Hotel Transylvania 3: Summer Vacation

Context: Eunice, who is a monster, tries to prevent her husband from gambling.

Source Text:
Eunice: Oh, no, you don't. Last time you gambled, you lost an arm and a leg. Literally!

Adult Humour Filter: Vocabulary
Verbal Humour Strategy: Punning / Allusion

Target Text:
Eunice: Oh, yo, sana yasak. Son sefer kumarda bir kol, bir bacak gitti. Tam olarak.

Trans. Strategy: Retainment Strategy - Literal translation of the SL humorous item
Adult Humour: No

Humour: Yes

Verbal Humour Strategy: It’s not linguistic humour anymore.

Example 38
In Example 38, Eunice, who is a monster, tries to prevent her husband from gambling and
reminds him that he lost his arm and leg the last time he gambled. This expression is a
pun on the idiom ‘to cost an arm and a leg’, which is used when something is extremely
expensive. In this scene, both the figurative and literal meanings of the phrase is available
which creates a cognitive incongruity. This norm opposition constituted with the pun is
what makes the linguistic humour adult-oriented. Moreover, the presupposed knowledge
of the idiom is necessary in order to understand the allusion. In the TT, the scene is
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translated with a translation strategy from the Retainment Set. With this strategy, the pun
and the allusion are lost in the translation, however, the humour of having lost an arm and
a leg in gambling is still present. As a result, although the linguistic adult humour is lost,

the TT is still humorous.

Zootopia

Context: Chief Bogo wishes Francine a happy birthday.

Source Text:

Bogo: I've got three items on the docket. First... we need to acknowledge the elephant in the
room. [nods to an elephant in the room] Francine, happy birthday.

Adult Humour Filter: Vocabulary

Verbal Humour Strategy: Punning

Target Text:

Bogo: Konusulmasi gereken ii¢ tane konu var. Oncelikle bir file sdyleyeceklerim var. Francine,
iyi ki dogdun.

Trans. Strategy: Retainment Set - Literal translation of the SL humorous item

Adult Humour: No

Humour: No

Verbal Humour Strategy: Humour is eliminated.

Example 39
In Example 39, Chief Bogo wishes Francine a happy birthday. When Bogo says that he
needs to acknowledge the elephant in the room with a serious expression, the scene
creates an expectation on the audience that there is a major problem that they have to
discuss. However, when Bogo nods to Francine, who is an elephant, and wishes her a
happy birthday, the literal meaning of the phrase is realised. This shift between
expectation versus reality is formed through a pun on the figurative and literal meaning
of the phrase ‘the elephant in the room’. What makes the scene adult-oriented is the
presupposed vocabulary knowledge of the phrase and the cognitive incongruity created
with the pun. The fact that the linguistic humour is achieved through humorous
communication between the screenwriter and the audience, also, makes the scene adult-
oriented since this type of humorous communication is covert and requires the audience
to be aware of humorous instances that are outside the plot of the movie. In the TT, the
scene is translated via a translation strategy from the Retainment Set. When translated
literally, the pun is lost in the translation due to linguistic differences between the source
and target languages. As a result, not only the linguistic adult humour but also the humour

in general is lost the translation altogether.
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In Figure 18, the preservation and loss of adult humour for the adult humour instances
from the Vocabulary filter when translated with a strategy from the Replacement Set is
shown.

Figure 18. Replacement Set for Vocabulary Filter

m Adult Humour
m General Humour

= No Humour

According to the analysis, translation strategies from the Replacement Set were 65%
successful in preserving adult humour with 20 adult humour instances out of 31, while
35% (11 out of 31 adult humour instances) were reduced to general humour when
translated with a strategy from the Replacement Set. None of the adult humour was lost

in translation when translated with this set for VVocabulary filter.

Examples 40 and 41 illustrate the preservation and loss of adult humour respectively for

Vocabulary filter when translated with a translation strategy from the Replacement Set.

Despicable Me 2

Context: Gru walks past a bakery named ‘Bake My Day’.
Source Text:
Gru: Hm... "Bake My Day". Blech.

Adult Humour Filter: Vocabulary
Verbal Humour Strategy: Punning / Allusion

Target Text:
Gru: “Unumun Nesesi”, yesinler.
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Trans. Strategy: Replacement Set - SL humorous item is replaced with TL humorous item
of the same form/strategy

Adult Humour: Yes (Vocabulary)

Humour: Yes

Verbal Humour Strategy: Punning

Example 40

In Example 40, Gru walks past a bakery named ‘Bake My Day’ and scoffs at the name.
The reason for his displeasure is the pun on the idiom ‘to make someone’s day’. The pun
is established on the minimal pairs ‘make’ and ‘bake’ which constitutes the cognitive
incongruity of the scene. In the context of the scene, the name of the bakery, ‘Bake My
Day’ alludes to both the verb ‘to bake’ and the idiom ‘to make someone’s day’ with a
pun. This wordplay and the presupposed vocabulary knowledge of the idiom make the
scene adult-oriented. In the TT, the scene is translated with a translation strategy from the
Replacement Set. In order to preserve the pun on the idiom, the SL idiom is replaced with
another phrase from the TL, ‘giiniimiin nesesi’ (‘the joy of my day’) with a pun on the
words ‘giin’ and ‘un’ (‘day’ - ‘flour’). With this strategy, the pun is preserved in the TT
on a phrase with an allusion to baking (‘flour’). As a result, the linguistic adult humour is

transferred to the TT with the same adult humour filter (Vocabulary).

Rio 2

Context: Carla and Pedro are planning to shoot a show called ‘Amazon Untamed’.

Source Text:

Carla: What happened to "Amazon Untamed"? Here's the plan: auditions today and we preview
the show tomorrow.

Pedro: "We"? What you talking about, "we"? You speak French?

Adult Humour Filter: Vocabulary

Verbal Humour Strategy: Punning

Target Text:

Carla: Amazon Projesi’ne ne oldu? Planimiz séyle: Se¢cmeler bugiin, programin 6n gosterimi
de yarin.

Pedro: Ne? Zamane veletleri ne kadar da hizl.

Trans. Strategy: Replacement Set - SL humorous item is replaced with TL humorous item
of a different form/strategy

Adult Humour: No

Humour: Yes

Verbal Humour Strategy: It’s not linguistic humour anymore.

Example 41

In Example 41, Carla and Pedro are talking about a show they want to shoot named
‘Amazon Untamed’. Carla plans on shooting it together with Pedro while Pedro wants to

work alone. When Carla mentions that they are going to preview the show tomorrow,
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Pedro pretends to misunderstand her by asking her what she means by saying ‘we’. His
question, “You speak French?” is a pun constructed with the help of the phonological
similarity between the two words, ‘we’ from English and ‘oui’ from French which means
‘yes’. The cognitive incongruity created with the pun commits a norm opposition. This
norm opposition and the presupposed knowledge of the French word ‘oui’ make the
humorous scene an adult-oriented one. In the TT, the scene is translated with a translation
strategy from the Replacement Set. With this strategy, the pun created with the
phonological similarity is eliminated in the TT, and as a result, the linguistic adult humour
Is not preserved. However, the TT is still humorous without being adult-oriented because

of Pedro’s description of Carla as ‘velet’ (‘brat”).

In Figure 19, the preservation and loss of adult humour for the adult humour instances
from the Adult Appropriate References filter when translated with a strategy from the
Omission Set is shown.

Figure 19. Omission Set for Vocabulary Filter

m Adult Humour
m General Humour

= No Humour

According to the analysis, when linguistic adult humour instances from the VVocabulary
filter were translated with a strategy of the Omission Set, the humour was lost with 92%,
which is 11 linguistic adult humour instances out of 12; for the remainder 8% (one
linguistic adult humour instance out of 12), the linguistic adult humour was reduced to
general humour. For Vocabulary filter, none of the adult humour was preserved with a
translation strategy from the Omission Set.
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Examples 42 and 43 illustrate the reduction to general humour and loss of humour
respectively for Vocabulary filter when translated with a translation strategy from the

Omission Set.

Ralph Breaks the Internet
Context: Ralph and Vanellope are searching through the mall in order to buy a steering wheel.
Source Text:
Ralph: Hey, kid, hop up here and see if you could tell where they keep their steering wheels.
Vanellope: There's a bunch of, like, sports member-abilia, big baby clothes called lingerie?
[She pronounces it wrong]
Adult Humour Filter: Vocabulary
Verbal Humour Strategy: Spoonerism

Target Text:
Ralph: Ufaklik, yukar ¢ik ve direksiyonlar1 nerede tutuyorlarmis bir bak.

Vanellope: Sey, o tarafta bir siirii spor zimbirtisi ve “i¢ ¢camasirt” diye yazilmis biiyiik cocuk
kiyafetleri var.

Trans. Strategy: Omission Set - SL humorous item becomes non-humorous item in TL
Adult Humour: No

Humour: Yes

Verbal Humour Strategy: It is not linguistic humour anymore.

Example 42
In Example 42, Ralph and Vanellope are in a shopping mall and they are searching for a
steering wheel to buy. Ralph lifts Vanellope for her to see the sections better and
Vanellope describes what she sees. She mispronounces the words ‘memorabilia’ and
‘lingerie’, which are commonly mispronounced words in the English language. This
spoonerism causes a cognitive incongruity in the scene, while, at the same time, the fact
that a child is mispronouncing these big words that do not usually belong to a child’s
vocabulary constitutes a norm acceptance. The norm opposition and norm acceptance
combined with the presupposed vocabulary knowledge make the scene a linguistic adult
humour instance. The scene is translated with a translation strategy from the Omission
Set. In the TT, while the ‘sports member-abilia’ is translated as ‘spor zimburtis1’ (‘sports
thingies’), lingerie is translated as ‘i¢ camasiri’ (‘underwear’) with both words
pronounced as it should be without any spoonerism. With this strategy, the omission of
the spoonerism eliminated the norm opposition and norm acceptance, while the choice of
the vocabulary reduced the vocabulary knowledge of the scene to the level of general
audience.