S

Hacettepe University Graduate School Of Social Sciences

Department of Translation and Interpreting

A DESCRIPTIVE STUDY ON THE TRANSLATION OF
WORDPLAYS IN SUBTITLES OF THE TV SERIAL HOW | MET
YOUR MOTHER

Derya KALENDER

Master's Thesis

Ankara, 2019







A DESCRIPTIVE STUDY ON THE TRANSLATION OF WORDPLAYS IN SUBTITLES
OF THE TV SERIAL HOW | MET YOUR MOTHER

Derya KALENDER

Hacettepe University Graduate School Of Social Sciences

Department of Translation and Interpreting

Master's Thesis

Ankara, 2019




ACCEPTANCE AND APPROVAL

The jury finds that Derya KALENDER has on the date of 12/09/2019 successfully passed the
defense examination and approves his/her Master's Thesis titled “A Descriptive Study on the
Translation of Wordplays in Subtitles of the TV Serial How | Met Your Mother”.

[ Signature ] /,%/;1//#

-

Assist. Prof. Dr. Sinem SANCAKTAROGLU BOZKURT (Jury
President)

[ Signature ] ’/ L/? //’ /’4

7

Assist. Prof. Dr. Korkdt Ulug ISISAG

| agree that the signatures above belong to the faculty members listed.

Prof. Dr. Musa Yasar SAGLAM

Graduate School Director




YAYIMLAMA VE FiKRI MULKIYET HAKLARI BEYANI

Enstitii tarafindan onaylanan lisanststi tezimin/raporumun tamamini veya herhangi bir kismini,
basili (kagit) ve elektronik formatta arsivieme ve asagida verilen kosullarla kullamma agma
iznini Hacettepe Universitesine verdigimi bildiriim. Bu izinle Universiteye verilen kullanim
haklari digindaki tum fikri mulkiyet haklanm bende kalacak, tezimin tamaminin ya da bir
b&luminin gelecekteki caligmalarda (makale, kitap, lisans ve patent vb.) kullamm haklar bana
ait olacaktir.

Tezin kendi orijinal galismam oldugunu, bagkalarinin haklarini ihlal etmedigimi ve tezimin tek
yetkili sahibi oldugumu beyan ve taahhut ederim. Tezimde yer alan telif hakki bulunan ve
sahiplerinden yazili izin alinarak kullaniimasi zorunlu metinlerin yazili izin alinarak kullandigimi
ve istenildiginde suretlerini Universiteye teslim etmeyi taahhit ederim.

Yuksekogretim Kurulu tarafindan yayinlanan “Lisansisti Tezlerin Elektronik Ortamda
Toplanmasi, Diizenlenmesi ve Erisime Agiimasina fliskin Yénerge” kapsaminda tezim
asagida belirtilen kosullar haricince YOK Ulusal Tez Merkezi / H.U. Katuphaneleri Agik Erigim
Sisteminde erigime agilir.

o Enstiti / Fakilte yonetim kurulu karari ile tezimin erigime agiimasi mezuniyet
tarihimden itibaren 2 yil ertelenmistir. (¥

o Enstiti / Fakulte yénetim kurulunun gerekgeli karar ile tezimin erigime aciimasi
mezuniyet tarihimden itibaren ... ay ertelenmistir. @

o Tezimle ilgili gizlilik karari verilmigtir. @)

12/09/201

1% isansiistii Tezlerin Elektronik Ortamda Toplanmasi, Diizenlenmesi ve Erigime Aglimasina lligkin Yénerge”

(1) Madde 6. 1. Lisansisty tezle ilgili patent bagvurusu yapilmasi veya patent alma sirecinin devam etmesi
durumunda, tez damsmammn Gnerisi ve enstitii anabilim dalimn uygun géragi Ozerine enstitii veya
fakiilte yénetim kurulu iki yil sre ile tezin erisime agiimasinin ertelenmesine karar verebilir.

(2) Madde 6. 2. Yeni teknik, materyal ve metotlarin kullaniididi, heniiz makaleye dénigmemis veya patent gibi
yontemlerle korunmamig ve internetten paylagiimasi durumunda 3. gahislara veya kurumlara haksiz kazang
imkani olusturabilecek bilgi ve bulgulan igeren tezler hakkinda tez danismaminin énerisi ve enstitii anabilim
dalinin uygun gériigii izerine enstitii veya fakiilte ySnetim kurulunun gerekgeli karari ile alti ay1 asmamak
iizere tezin erigime agiimas! engellenebilir.

(3) Madde 7. 1. Ulusal gikarlan veya glvenligi ilgilendiren, emniyet, istihbarat, savunma ve giivenlik, saglik vb.
konulara iliskin lisanststii tezlerte ilgili gizlilik karari, tezin yapildign kurum tarafindan verilir *. Kurum ve
kuruluslarla yapilan isbirligi protokolil gergevesinde hazirlanan lisansistii tezlere iligkin gizlilik karari ise, ilgili
kurum ve kurulusun Gnerisi ile enstitii veya fakiiltenin uygun gorisi iizerine Uiniversite yénetim kurulu
tarafindan verilir. Gizlilik karar: verilen tezler Yiksekdégretim Kuruluna bildirilir.

Madde 7.2. Gizlilik karari verilen tezler gizlilik sresince enstiti veya fakilte tarafindan gizlilik kurallari
gercevesinde muhafaza edilir, gizlilik kararinin kaldirimasi halinde Tez Otomasyon Sistemine yiklenir

* Tez danigmamimin Gnerisi ve enstitii anabilim dalinin uygun gorasi tizerine enstitii veya fakiilte
y&netim kurulu tarafindan karar verilir.




ETiK BEYAN

Bu calismadaki biitiin bilgi ve belgeleri akademik kurallar cercevesinde elde ettigimi,
gorsel, isitsel ve yazilh tim bilgi ve sonuglar bilimsel ahlak kurallarina uygun olarak
sundugumu, kullandigim verilerde herhangi bir tahrifat yapmadigimi, vyararlandigim
kaynaklara bilimsel normlara uygun olarak atifta bulundugumu, tezimin kaynak gdsterilen
durumlar disinda 6zgin oldugunu, Dr. Ogr. Uyesi Elif ERSOZLU danigmanliginda
tarafimdan Gretildigini ve Hacettepe Universitesi Sosyal Bilimler Enstitist Tez Yazim

Yénergesine gore yazildigini beyan ederim.

Dery# KALENDER




To my baby girl Daphne whom | may have neglected during the
completion-of my studies. With apologies and the deepest love...




ACKNOWLEDGEMENTS

This thesis would not bave been completed without the help and continuous support-of
my supervisor Assist. Prof, Dr. Elif Ersozlii, whom I owe very special thanks. Her
invaluable guidance and instruction in the course of this thesis enabled the completion
of this study. Therefore, I would like to express my deepest gratitude to her for guiding

me throughout this long journey.

I am grateful to my husband Kemal who always believed that I would achieve and
finish writing my thesis eventually no matter what. I wouldn’t have been able to find the
strength and patience to keep writing without his very existence always beside me. You.
have always been a role model to me with your hardworking nature and inspired me to

finish the unfinished to be able to start new ones,

I also would like to extend my sincere thanks to my friend Abdullah Ertan who has
never stopped supporting me since we started our long-lasting thesis process and has
always been there when I needed. He is the best bonus who came with the master
program. I appreciate your friendship and kindness; I wouldn’t be writing these lines if

you weren’t there.

Finally, I wish to thank my advisor from the neighbor department English Linguistics
Assist, Prof. Dr. Evren Alpaslan who in the first placé encouraged me for applying for
my master’s program by delivering his positive feedbacks during the last year of my
bachelor’s degree. You will be missed and stay in the memories with your esteemed

personality. T am so lucky to have been one of your students, may you rest in peace...




vi

ABSTRACT

KALENDER, Derya. A Descriptive Study on the Transiation of Wordplays in Subtitles of
TV Serial How | Met Your Mother, Master's Thesis, Ankara, 2019.

This thesis aims to analyse the problematic nature of one of the humor-elements in Audio-visual
Translation specifically speaking, the wordplay translations in subtitles of American sitcom How
{ Met Your Mother 3rd Season. Subtitling contains many constraints due to its nature (time,
space limitations etc.). These constraints become maore problematic for the subtitle translator
when the sitcoms with culture-bound humor elements are in question. This study-has adopted
the two-stage methodological frarmework for anaiysing two different transiations of wordplays
done by Tiglon (DVD) and Netfiix (Online Platform) in How | Met Your Mother 3rd Season which
was broadcasted on CNBC-e channel between 2005-2014, The study has been based on
Holmes/Toury map in the light of problem restricted theories. For the wordplay translations that
constitute the area of application of the study, strategies for wordplay translation suggested by
Dirk Delabastita have been adapted. This descriptive study has altogether attempted to analyse
the wordplays in an audio-visual context in general and the strategies that govern their
tfranslations done by two different translators in a situational comedy How | Met Your Mather in
specific. Sludy analyzes the translations of wordplays done by Tiglon as DVD and MNetfflix in
terms of what strategies were used in what frequency, how transtators differed in their choice of
strategies and the reasons for the use of ceriain strategies, thus sheds light on whether humor
elements can be transferred to a different language for its culture.bound naiure and at the same
time aims to be anh example for further studies on similar subjects.

Keywords

Audio-visual Translation, subtitling, wordplay, translation strategies, How 1 Met Your Mother
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GZET

KALENDER, Derya. How I Met Your Mother TV Dizisi'ndeki Sézelik Oyunlarinin Altyazi
Cevirisi Uzerine Bir Betimleme Calismasi, Yiiksek Lisans Tezi, Ankara, 2019.

Bu tez, Gorsel-isitsel ceviride doasi geredi problem teskil eden mizah Sgelerinin, dzellikle
Amerikan durum komedisi (sitcom) How [ Met Your Mother 3. Sezon'unda gegen sdzciik
oyuniarinin aityazi gevirilerinin incelenmesini amaglamaktadir. Altyazilama, dodasi geredi bir
¢ok kislama icermektedir (zaman kisity, yer kisiti, vb.). Bu kisiflamalar, kiltir bagimli mizah
Afeleri iceren durum komedileri ve Szellikle sézclk oyunlafi séz konusu oldufunda altyazi
gevirmeni igin daha fazia zorluk olusturmakiadir. Bu galisma, Tiirkive'de CNBC-e kanalinda
2005-2014 ftarihleri arasinda gosterilen How | Met Your Meother adli durum komedisinin 3.
Sezonu'nda gegen sdzelik oyunlarmun Tiglon (DVD) ve Nefflix (Oniine Platferm) tarafindan
yapilan iki farkl ¢evirisini-incelemek (zere iki asamall bir ydntembilim benimsemistir. Calisma,
problem-kistili teoriler igiginda Holmes/Toury haritasina dayandiniimistir. Calismanin uygulamali
alanini olugturan sozctik oyuntannin gevirisi igin ise Dirk Delabastita’nin s6zcuk oyunu gevirileri.
igin geligtirdigi geviri stratejileri uyartanmigtir. Bu betimleyici ¢aligma, genelde gorsel-igitsel
cevirilerde sdzcik oyunlar gevirileri, zelde ise How 1 Met Your Mother adli durum komedisinde
gegen sozolk oyunlarnin- iki farkh gevirmen tarafindan. yapilan gevirisinde kullandan geviri
stratejilerini ele. almaktadir. Gahgma, DVD- olarak Tiglon ve Netflix tarafindan yapitan sdzciik
oyunlan gevirilerinde hangi stratsiilerin ne sikikia kullamldigini, gevirmenlerin strateji tercihinde
nasit farklihk gosterdigini ve hangi stratejilerin ne sebeple kullaniimis olabilecegdini incelemis
olup béylece mizah dgdelerinin killtlrel yvapisindan &tiirli farkh bir dile aktarilip aktanlamayacagi
konusuna. 1sik tutarak ayni zamanda, benzer konularda yapilacak calismalara drmek olmayi
amaclamaktadir.

Anahtar Sozciikler

Gorsel-igitsel geviri, altyazilama, sbzclik oyunu, geviri stratejileri, How | Met Your Mother.
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INTRODUCTION

General Remarks: Translation makes communication among different cultures
possible by the free flow of ideas. It serves as a bridge between people all over
the world and between their cultural values. So, with the transfer of information,
language barriers are overthrown. Since the role of translation is to serve as a
bridge among various cultures, it can be inferred that translation is a cross-
cultural process. The concept of culture is complex and broad; it includes
aspects of everyday life to cognitive and social structures and refers to
communities that have different attitudes towards political and social issues,
different cultural practices and references in their different social backgrounds.
When a text is created in one language and translated into another, cultural
gaps may arise since people from one culture are inclined to understand people
from other cultures from the perspective of their own judgments and this may
lead to misunderstanding and miscommunication (Teoderescu, 2010, p.175).
Multiculturalism, which is a present-day phenomenon, plays a role here as it
has had a positive effect on the transfer of languages and thus cultures, thanks
to the impact it has on almost all people’s lives worldwide as technology
develops and grows at a hectic pace. Speaking of multiculiuralism and its
uniting nature, it also has positive impacts on languages and the translation
exchange in many areas and topics; one of which will be the concerning point of
this study namely wordplay franslations from English into Turkish within

humorous context in subtitles.

Limitations and Corpus: The concern of this study will be mainly the concept of
humor, as it is an indispensable part of many cultures when observed its place
in everyday life especially in TV products. There is a general belief that humor is
culture bound and is only authentic to the culture it belongs to, meaning that
humor or the sense of it cannot be translated into other languages very easily.
Despite this belief in the exclusivity of humor, many forms of humor transcend
national, cultural, and linguistic boundaries. A striking example of humor

traveling from one culture to ancther is the American ielevision comedy



(Kuipers, 2003). Aithough comedies do not travel as well as other genres
(Moretti, 2001; Paterson, 1985), many American comedies have proven
successful outside of their native American habitat (Biltereyst, 1992; Fuller,
1992; Havens, 2001). Thanks to the growing existence of technology, internet
and online platforms make the transfer possible o some extent by also
familiarizing peopie with American comedy in specific. Humor for sure can be
created in different ways, however due fo the humorous nature of the selected
TV series, which happen to include many examples in one of the humor
categories; wordplays that create humorous effect will constitute the specific
concern of this study. In order to analyze the specific data by answering the
research questions thoroughly which will be presented later in this part and to
maintain consistency within the study, other categories that create humorous
effect will be excluded. In the case of humor and translation of wordplays
specifically as one of the humor categories in an audiovisual context, it would
be necessary to consider the two modes of translation namely dubbing and
subtitling. An audiovisual text has two main features: (1) it is received through
two channels, acoustic and visual and (2) the synchrony between verbal and
non-verbal messages is essential (Lambert 1994, p.23). From this viewpoint,
audiovisual translation includes both dubbing and subtitling. This study wiil be
focusing more on the latter within a humorous context and it will also be
explained in the following chapters including humor translation in subtitling. The
reason for focusing on subtitling specifically is that, it is more practical to see
the transfers at the same time verbally in the source language and written on
screen. Accordingly with has been presented so far, the corpus-consists of How
I Met Your Mother 39 Season including its 20 episodes. Within these 20
episodes, lasting about 440 minutes in total with Turkish subtitles in DVD by
Tiglon and Netflix an online TV Show and Movie Platform, wordplays will be
spotted for analysis. The transcripts of the subtitles have also been obtained for
a better spotting of the specific data. The choice of the series was determined
by a few factors that the mentioned TV show series was both popular in source
and target cultures, it was aired for nine years, the TV show itself is a sitcom
and the relevant season was available in DVD and on Netflix officially. One of




the reasons for the choice of the third season for this study was that the sitcom
was much more settled as well as the characters and that the series overcome
the idea of being the imitation of its former pioneer TV series Friends after the
first two seasons. Another and a more significant reason for choosing the third
season was that the mentioned season was thought to be the final season and
some imporiant evenis took place, however as the season made tremendous
impact on the audience it was aired for six more seasons. Although the series
were aired on CNBC-e, the DVD and Netflix versions will be observed. since
they are also officially accepted and more reachable thus making it more
possible to draw tangible conclusions.

Theoretical and Methodological Positioning: In this descriptive study, wordplay
franslations in the subtities of the chosen American TV show comedy series
from English to Turkish by two different translations will be analyzed. The
analysis will be done in the light of problem-restricted theories from The
Holmes/Toury Map' by James Holmes' ‘The name and nature of translation
studies’ since it can provide a description of strategies used for certain types of
jokes to be observed in the subtitles. To be able fo conduct the case study,
Delabastita’s (1996) strategies, specifically for wordplay transiations, will be
adopted in particular. In order to be able to determine the translation strategy in
the subtitled translations of humorous elements from English into Turkish, firstly,
both the original TV show and its subtitled Turkish translations by two different
translators will be examined, by spotting the wordplays in the TV show.
Considering the questions put forward, the study will be based on the
descriptive analysis of the chosen American TV show series and their two
different Turkish translations, drawing attention to the translation strategies
used for certain wordplays to transfer them into the target culture, the possible
reasons of translators’ choice for a certain strategy and pointing out the most
frequent strategy or strategies used in the subtitied humor. Examples spotied as
wordplays were chosen according to the way they were mostly constituted

taking into consideration the types of wordplays suggested by Delabastita




(1996). Majority of the examples in the study have been accepted to carry

humorous effect as they were created in a humorous context.

Hypothesis, Aim and Research Questions: Humorcous elements, specifically
speaking wordplays, are known to be cultural and they carry the features of this
specific culture. In the translation process of which, it might be hard to find a
similar or a same joke and therefore the translator might have to come up with
some different methods/strategies to protect and convey the humorous load in
the translation. But in the case of humor in subtitles, the situation offers a
double constraint since both have their unique characteristics: humor is
dependent on the cuiture. it belongs to and subltitles offer textual constraints on
screen. Accordingly, this study aims to spot the wordplays in humorous context
in the subtities of a famous TV series How | Met Your Mother 3@ Season and
specify the strategies for their translations by Tiglon as DVD and Netflix and in
the light of the hypothesis, the following questions will be discussed:

« What strategies are used o iransiate certain wordplays? Is there one
strategy applied to all?

» What might be the reason of translators’ choice for a certain strategy?

* What strategies are used more frequently for wordplays in a humorous
context in subtitles?

» How do the translations differ from and resemble each other in terms of

translators’ choice of a certain strategy?

By answering the above-mentioned research questions, it is expected to reach
the conclusion that the humor elements particularly wordplays in their
transtation to another TL system might lose their formal and functional effect.
Moreover, even one of the effects is maintained, they can't create the same
effect the original does as they are culture-bound elements in humorous context

along with the fact that the transfer is from oral to written.

QOutline: This study consists of four chapters in addition to introduction and
conclusion. The first chapter will deal with theoretical background including four




parts. In the first two parts, the term translatability along with wordplay and its
translatability will be discussed with some definitions which will be followed by
Delabastita’s (1996) translation strategies for wordplay translations and their
explanations. The last part will put forward the guestion of the existence of
equivalence considering Holmes' and Toury's problem restricted theories. In the
second chapter, humor and its categories with its definition will be presented.
Following, humor and its challenges especially with wordplay taking place in
translation will be discussed. Later in the chapter humor and its relatedness with
culture including the non-verbal elements as humor will be explained briefly
concluding the chapter. The third chapter will be devoted to humor franslation in
an audiovisual context. In the beginning, audiovisual transiation as a field of
study will be introduced. Types of audiovisual translation will follow including
dubbing, subtiting and voice over. Humor translation particularly wordplay
translations in subtitling will be discussed along with presenting the related
studies done on similar contents and the chapter will finish to move on for the
case study. Chapter four will be the case study. The chapter will start with
background information about the TV show series How | Met Your Mother
followed by its setting and characterization and its reception in American and
Turkish cultures. The chapter will end with a thorough analysis of wordplays
including their two different Turkish translations, the strategy used to translate a
certain wordplay, the reason for such a choice by two different transtators and
how they resemble and differ from each other and the frequency of the
strategies used in the analysis. Conclusion will be the last part of this study
pointing out the hypothesis and research questions by giving the answers of
which collected by the analysis in the fourth chapter. In the light of the data
collected, the hypothesis will either be supporied or not. The closure will be
done with the suggestions for further studies. This study will shed light upon
how humorous elements, especially wordplays in a humorous context, might
change in terms of the strategies used during their translation process from one
language inio another in subtitles also considering the franslators’ choice and
their reason for choosing the certain translation strategy.




CHAPTERI

THECRETICAL BACKGROUND

This study aims primarily at examining the transiation strategies used in humor
translation particularly in subtitles, in American TV sitcom series namely How /
Met Your Mother. Subtitling, due to its constrained nature becomes more
challenging for both the audience and the translator to interpret as the
audiovisual material includes tonality, varicus sounds and repetitions that are
hard to be represented in the subtitles and also as the translated joke in the
subtitles may not be the appropriate correspondent of the source language joke
thus, it may not make the same impact on the target audience. In addition to the
requirements of subtitling such as adjusting the length and time on screen along
with turning oral text to a written one, subtiting jokes and finding their
equivalents in the target language make the task even harder and requires the
translator to find practical solutions to cope with both the constraints of subtitling
and challenges of translating humorous elements. Humor, as it has some
suggested categories put forward by Zabalbeascoa (2005}, offers the translator
a set of joke types to categorize and since this study is not particularly dealing
with censorship and certain joke types, we are only left with the constraints of
subtitles, strategies used to franslate wordplays into subtitles in another
language and the translator’s choice.

Taking the multi-dimensional nature of subtiting How ! Met Your Mother into
Turkish, this thesis will be based on a two-stage theoretical framework. The first
part of the theoretical background will be based on the adaptation and
explanations of Dirk Delabastita’s (1996) strategies for translating wordplays
into Turkish. Wordplay can be considered as a broad term since it has both
linguistic and metalinguistic nature. By this nature, they may present some
challenges in transferring so, it would be necessary to adopt some strategies to
be able to find proper correspondents. Preceding the infroduction of the




strategies as the adopted methodology, the term ‘transiatability’ wili be
discussed also considering wordplays in the following section.

The second part of the theoretical framework of this study will be based on
descriptive translation studies (DTS). The constraints mentioned about subtities
and the very nature of humorous elements in terms of reducing the text or
finding an appropriate correspondent to a certain joke make the transiator's job
more challenging in decision making process and when these problems are
taken as a whole, they can only be evaluated in the light of problem-restricted
theories shown in the ‘Holmes’ map of Translation Studies’ (Toury, 1995, p.10).
This shows that this study presenis a problem that is trying to find an
appropriate equivalent {0 a certain wordplay in a subtitle thus creating a
difficulty for the translator.

1.1. TRANSLATABILITY

Translatability as a term is referred as “the capacity for some kind of meaning to
be transferred from one language to another without undergoing radical
change” (Bakker et al., 2001, p. 273). According to this definition, neither the
source nor the target languages should differ from each other in terms of
conceptual meaning. However, this is not possible for all language pairs
between which the translation act to take place. Therefore, translatability should
be considered within the frame of source and target cultures and the concepts
existing within them. In this respect, ‘what can be translatable?’. and the

dynamic notions of translatability will be discussed.

Roman Jakobson approaches translatability from a linguistic perspective and
describes a language consisting of signs, thus pointing-out the relation between
the signifier (auditory representation) and signified (the concept that is
represented) (1959, p. 113). According to Jakobson, one cannot understand the
meaning of the word “cheese” with a non-linguistic acquaintance with other
kinds of cheese such as cheddar or camembert without the help of the signifier
namely the verbal code or it is possible that one might not have tasted cheese if



he is in a culture in which the concept doesn’t exist but can still understand the
word if he knows that it means “food made of pressed curds” (p. 113).
Accordingly, he describes interlingual translation as replacing messages in one
language in some other for overall messages not for separate code-units
{p.114). Therefore, for the equivalent effect between ST and TT, the code-units
will be different since they belong to different sign systems (Munday, 2001, p.
37).

Jakobson favors translatability in general as he thinks translation operates
within languages as well as between them. Therefore, he adopts a looser view
of translation under the name of dynamic transiatability (Bakker et al., 2001, p.
275) and he adds ‘languages differ essentially in what they must convey and
not in what they may convey' (Jakobson, 1959, p. 116). So as long as the
semantic message is conveyed one should not search for equivalence on
formal level: For dynamic translatability, the word cheese for instance can totally
be translatable if the target culture paraphrases the texts and has adopted the
technology to make cheese (Bakker et al., 2001, p. 276). For example; the
utterance ‘The first word of this very sentence has three. letters’ is either
translated as ‘Le premier mot de cette phrase a deux lettres’ (... ‘has two
letters’) or as ‘Le premier mot de la phrase en anglais a trois lettres’ (... ‘of the
sentence in English has three letters’) (ibid.). Therefore, it can be inferred by
looking at the two alternative translations, the potential franslatability of the
source is higher and translatability will depend on the target language and its
culture. As a resuit, it would not be wrong to say that dynamic translatability
conforms more to descriplive translation studies than the former translatability
method.

1.2. WORDPLAY AND iTS TRANSLATABILITY

Wordplay or sometimes referred as pun is a subcategory of the general term
‘humor’ but when considered separately, it is a broad term and a debate topic

within translation studies. For Chiaro, "the term wordplay includes every




conceivable way in which language is used with the intent to amuse” (1992, p.
2) and uses the word as an umbrella term for other containers of it such as
jokes, double entendres and puns. Pun particularly is used interchangeably with
wordplay by most scholars; however the former is treated as a subcategory of
the latter by some others such as Leppihalme (1997). McMillan Dictionary
explains the pun as “a humorous use of a word that has two meanings, or of
words with the same sound but different meanings.”
(https://www.macmillandictionary.com) and as it is undersiood from the
definition puns are considered as serving a humorous effect. Wordplay however
doesn’t have to. be humorous at all times even though in this study the it is
analyzed in humorous context. It should also be noted that the term wordplay
will not be used interchangeably with the word pun as Delabastita does,
however the strategy names will remain and be referred the same throughout
the study as put forward by Delabastita {(1996).

Moving on with wordpfay exclusively, the very definition of the term was
suggested by Delabastita (1996} as in the following:

Wordplay is the general name for the various textual phenomena in which
structural features of the language(s) used are exploited in order to bring
about a communicatively significant confrontation of two {(or more)
linguistic structures with more or less different meanings {1996, p. 128).

As it is pointed out in the definition, wordplay is considered ‘textual’ and it will be
clearer in the following lines that for its translation o be healthier, the wordplay
should be approached within the text it exists. The term is formed by the
combination of two or more linguistic structures namely ‘words’ iaking
advantage of their structural characteristics of the language they exist to add
more meaning or to take out some of it. Accordingly, Delabastita (1996) also
points out that on the basis of their formal similarity, wordplay contrasts
linguistic structures with different meanings such as homonymy (samie sound
and spelling), homophony (same sounds, different spellings), homography
(different sounds, same spelling) and paronymy (slight differences in both
spelling and sound) (p. 128). In addition to these, the wordplay or pun can either
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be vertical as in the example of a fitlle of a book chapter about America as
“Chimerica” in which various meanings can be inferred by one form or
horizontal where a few same or similar forms together seem to have activated
more than one meaning (Vandaele, 2011, p. 180) as in the homographic
example “How the US put US to shame” (Delabastita, 1996, p. 129)..

As it was mentioned earlier, wordplay is a textual phenomenon and when
considered as such, it will be easier to render the meaning within two
languages. Because as Vandaele (2011, p.181) puts forward the fact from
Delabastita (1996) that structural and typological difference of source and target
language increases the linguistic untranslatability of puns but insisting that this
problem requires a textual rather than an isolated approach to increase the
translatability of the phenomena. Depending on this, to increase the possibility
of their translation interlingually, Delabastita suggests various transiation
strategies to be introduced in the following tities going from one pun to another
(1996).

The very resistance of wordplay to translation lies under the fact that wordplay
is not play on words but play with words (Vandaele, 2011, p. 182). Because of
this effect of wordplay, the interlingual translatability is offered as a good test to
see if verbally expressed humor (VEH) is “referential” (easy transiation) or
“(meta)linguistic” {resistance coming from the source text) {as cited in Vandaele,
2011, p. 182). Speaking of the linguistic structures, it would be significant to
mention the linguistic features of the wordplay that were put forward by
Delabastita (1996, p. 130). The first feature is the phonological and
graphological structure of the wordplay, that is the sounds namely the
phonemes that make the difference in meaning possible and letters namely the.
graphemes that may exist in specific combinations, so the wordplay may occur
with respect to spelling such as in the example; “Love at first bite” reminding . of
where this pun is coming from “Love at first sight’. The second feature is the
lexical feature having two structures as first one being polysemy that is the
words that come from same semantic roois and give the related feeling such as
in the metaphor; ‘What's this that got a heart in its head? A lettuce’ and the
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second one being idioms that every language contains that have an overall
meaning and cannot be reduced to its single components fo have single
meanings anymore such as in the example of ‘Britain going metric: give them
an inch and they'll take our miie'. The third feature is the morphological
structure of the words in which many compound words and derivatives exist
losing their original transparency and becoming part of the vocabulary. A
morphological wordplay as in the example A: ‘Is life worth living? B: It depends
on the liver’ shows that even though the word liver is not etymologically correct,
it creates the semantic effect (p. 130). The last but not the least feature is the
syntactic -structure which focuses on the grammars that produce phrases and
sentences to be evaluated more than one way such as in the slogan ‘Players
Please’ which can be either considered as a request or as a praise (p. 131).
However, Delabastita argues that even though the translator of wordplay is
directed by the linguistic structure of the pun, linguistics will never have the last
word on the issue but will be the starting point of it (p. 131.).

When it comes to its translatability, wordplay is given as an exampie on the
issue of ‘linguistically untransiatable item’ by Catford (1965, p. 94) as the
relevant wordplay may not have the formal correspondence in the TL and thus
may become untranslatable (ibid.). As in Delabastita's definition of wordplay
‘exploiting the verbal medium’ the term is also seen as piece of poetic language
(Delabastita, 2004, p. 602). Therefore, it can be inferred that wordplays carry
both linguistic and meta-linguistic —including cultural— features of the language
they belong to. As a result, when the translator is challenged with rendering the
intended semantic impact, he/she has to deal with both linguistic and cultural
constraints. Thus, the strategies offered by Delabastita (1996} for the translation
of wordplay will shed light on the translation of relevant wordplays of this case
study and will be adopted as the methodology.
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1.3. ADAPTING DELABASTITA’S METHODOLOGY FOR WORDPLAY
TRANSLATION

Dirk Delabastita suggests eight different strategies io franslate the wordplays
considering the fact that it is actually a big challenge to preserve other than
eliminating the wordplay (1996, p. 134). The strategies to be explained briefly
will be adapted to the translations of the wordplays interpreting the symmetry of
each strategy. Delabastita’s suggested strategies deal well with the formal
changes and with finding relevant equivalents to the wordplays in their
franslation semantically and also conforming fo the norms of the target
language.

In PUN to PUN strategy, the SL wordplay is translated by a TL wordplay being
more. or less different from the original with respect o formal structure, semantic
structure and textual function (p. 134). However, it should be kept in mind that
as Delabastita reminds, PUN to PUN transfer by its nature may contain
considerable translation shifis affecting the wordplay’s formal structure,
linguistic make-up and its meaning content or even sometimes leading to a
change in the immediate or wider textual environment thus creating a new
textual environment for the new PUN to exist in the TL (p. 134).

The second strategy is called PUN to NON-PUN in which the wordplay is
translated by a non-punning phrase to protect the sense of the wordplay in both
languages but in a non-punning mutuality (p. 134). The reason for such a
conveyance is that some lexical items may not exist in the TL system such as a
vertical wordplay in the SL system, so to render the semantic effect of the
wordplay, a totally new lexical item to aitract attention in the TL or a new form of
punning expression again conveying the semantic message is inserted in the:
text without making it explicit whereas the third strategy NON-PUN to PUN
introduces a new pun in textual positions when the ST does not include one to
be transferred thus making up for the lost puns due 0 some reasons mentioned
within this chapter explaining the strategies (p. 134). ZERO to PUN sirategy
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also serves as a compensatory item added as a completely new textual pun but

it does not have any proof or any explicit example in the ST (p. 134).

The fifth strategy suggested by Delabastita is that the pun is switched with a
similar wordplay-retated figure of speech device in the target text such as
repetition, alliteration, rhyme, irony, etc. to retrieve the influence of the source-
text (p. 134). In this PUN to RELATED RHETORICAL PUN strategy, the
translator is left with creating the same functional effect of the original which lost
the formal structure in the first place during the translation process.

In the PUN to ZERO stirategy, the translator has no choice but omit the whole
wordplay and the context it belongs to existing in the SL text due to the
complexity of the wordplay thus being untranslatable (Delabastita, 1987, p. 148-
149). One drawback of this strategy might me that in an audiovisual
environment such as in a subtitled piece of work, the translator may be judged
for doing so if the audience has competence in the SL. However, in PUN ST to
PUN TT strategy, the translator leaves the wordplay as it is within the farget
language environment by inserting the wordplay as untranslated in the TT
rather than losing it by omitting thus leaving the audience on their own with the
untransiated item to be comprehended (Delabastita, 1996, p. 134).

Lastly, Editorial Techniques are the supplementary solutions to the ST-
related translation problems with the addition of footnotes, endnotes, comments
by the translator etc. (p. 134).

All these strategies can be used either alone or with a combination of two or
three to recreate the effect of the original or compensate for the losses within
the text with an aim of reducing the untranslatability to the lowest.
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1.4. ADAPTING THE HOLMES AND TOURY MAP INTO AUDIOVISUAL
TRANSLATION

Norms are unique to the language they belong to and thus making the
translator bound to them during their transfer as they are not changeable.
Regarding Toury’'s definition of them, norms are standing in the middle of
absolute rules and pure idiosyncrasies. This very problem of providing the
balance between staying loyal to the original and the freedom of the translation
requires the translator to struggle between the two and find a way out. Taking
this point into consideration and moving on, Holmes suggests within Translation
Studies (TS) having two major aims; one describing the translation phenomena
and the other establishing general principles through which these phenomena
can be explained and these two branches of Pure Translation Studies are
named as Descriptive Translation Studies (DTS} and Theoretical Translation
Studies on which this descriptive study will be based (ThTS) (1972, p.176).

To start with, DTS has three main kinds of research describing their focus as
product oriented, process oriented and function- oriented. Product-oriented DTS
is an area of research which describes existing translations be it either
individual, text-focused translation or comparison of several translations of the
same ST translated in different time periods (Holmes, 1972, p. 177). Function -
oriented DTS, however, is not interested in describing the transiations but their
functions in the target cuiture, thus preferring to deal with contexts but texts
(ibid.). Last of the three being Process-oriented DTS is interested in the mind of
the translator during the transfer process such as trying to find out what was
going on in hisfher mind during the act of translation (Munday, 2001, p. 11).
Having presented the three kinds of DTS, the other wing of the Pure TS as
Theorstical Translation Studies may get in the way {fo base the structure of this
case study on a translation theory which basically evolves from the results of
the above mentioned DTS along with other principles, theories and modeis
explaining what translating is and predicting what translations will be (Holmes,
1972, p. 178). Theoretical TS has two sub-categories: General and partial
theories. General franslation theories stand for the idea of explaining every kind
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of translation and generalizing as a whole whereas partial translation theories
account for restricted theories thus reaching better conclusions about
translation theories (Munday, 2001, p. 11).

First of which is the medium-restricted translation theories having two
subcategories as human and machine tfranslations with more subdivisions
within themselves trying to find out whether the machine translation is the only
medium or whether it is helping the transiator for his/her job or whether the
human translation is oral-consecutive or simultaneous- or written (p. 12). Area-
restricted theories are theories that restrict themselves to specific languages or
groups of them and/or cultures (ibid.). It is noted by Holmes that within these
theories, language restricted theories are related to linguistics as in comparative
linguistics and stylistics (1972, p. 179). Rank-restricted theories are involved
with linguistic theories that are concerned with the rank of the word or sentence
later moving this approach to analyzing texts and discourses (Munday, 2001, p.
12). A further detailed translation theory is texi-type restricted theories in which
specific discourse types and genres are dealt with to find specific translation
theories for scientific texts, literary texts and/or sacred works such as Bible and
etc. (Hoimes, 1972, p. 180). Time-restricted theories limit themselves to specific
time periods such as theories regarding seither contemporary texts or texts from
older periods in time (ibid.). Lastly, forming the theoretical basis of this case
study problem-restricted theories call for equivalence problem which later
questions the existence of language universals (Munday, 2001. p. 12}
Wordplays in this case study, based on the strategy they were translated will
show whether the universals of the translated language exist or to what extent
they may have been translated regarding the equivalence issue with the help of
this specific sub-branch of transiation theories suggested by Holmes.
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CHAPTER I

HUMOR TRANSLATION AND CULTURE

In this chapter, definition of humor by different theorists and its categories
focusing specifically on wordplays will be discussed within the scope of this
thesis. In addition, humor will be analyzed in terms of challenges it offers to the
translator. Lastly, franslation of humor, wordplays within humorous context and
their relatedness with culiure will be another discussion point throughout this
chapter including non-verbal elements as humor and their possible challenges
in translation.

2.1. WHAT IS HUMOR?

Humor, in broadest terms is a spontaneous human activity and the
understanding and appreciation of which highly varies individually. According to
Spanakaki (2007), humor seems 1o be one of the most defining aspects of
humanity and its applicability varies universally, culturally, linguistically or
individually meaning that it is something that is intended to be funny even
though it is not comprehended as such (Spanakaki, 2007). Spanakaki also
mentions that however, there is not only one explanation of humor not only
because for what purpose it is used is. important but also the terminology to
describe it is not explicit (2007). Depending on the purpose for which it is used,
a more operative definition is as follows by Popa (2003: 54): "Humour is the
ability to appreciate the situations when wordplay is funny or amusing” {as cited
in Popa, 2005, p. 48). Popa uses the words ‘ability’, ‘situations’ and ‘wordplay’
to emphasize cultural differences, interaction in a process between people and
the language content in humor respectively. Specifically for wordplay as an
element of humor, it is suggested by Ushurova (2013) that even though the
particular functioning of wordplay is not very much certain, it is not much of an
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argument topic that its purpose is meant to be funny and in this study, the same

case will be assumed.

When humor is the case, laughter is remembered and called for together.
According to Vandaele, laughter does not necessarily require a developed
thinking (Vandaele, 2010). The following statement by Martin (2007: 2) proves
the situation: “Developmentally, laughter is one of the first social vocalizations
(after crying) emitted by human infants” (as cited in Vandaele, 2010). This
doesn't mean that whenever there is laughter, there is humor inside that
requires people to think and evaluate some content to decide whether it is funny
or amusing.

2.1.1. Humor and Its Categories

The fact that there is not only one definition of humor proves another fact: There
is no one type of joke or only one category that explains humor in one restricted
way. This is also against the very nature of humor itself since it is an extremely
broad term. However, Zabalbeascoa (2005) outlines some joke types that:are
important from a translator's perspective and suggests - a model for categorizing
them. First category is known as the unrestricied or bi-national jokes, a type that
offers very little or no difficulty to the translator since source and target cultures
are very similar. One advantage of such a joke type in which there is no loss of
humor, meaning or content. Another category offered by Zabalbeascoa (2005)
is restricted jokes by audience profile characteristics, which might be
chaltenging for the translator since there are some restrictions that are related
to the readers’ linguistic knowledge and appreciation and also to the culture of
the source. One other category of humor by Zabalbeascoa (2005) is private or
in-group jokes that aim for a specific group of audience to be able to
comprehend the intended message while excluding some other certain groups
within the same community. This type in a way resembles restricted jokes since
they both require some background knowledge either linguistically or culturally.

‘Wordplay is another category, which solely is linguistic and also considered as
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metalinguistic since wordplays as form also include puns, acrostic, rhyme,
anagram, witticism, etc. (2005). The transfer or replacement of wordplays in
another language might offer some problems for the translator when there is no
compensation for the specific word in the target language because of linguistic
restrictions. For their problematic nature, wordplays will be the particular
concern of this thesis study. Lastly, taboo words are mentioned as both
universal because of their presence in every culture and as cultural because of

their specific nature in the culture they exist {2005).

Martinez-Sierra (2006) also classifies humor in an organized way by referring

to Zabalbeascoa's taxonomy of jokes as community and institutions elements
corresponding to culture specific, community sense of humor elements as
restricted to certain groups. within the same culture, linguistic elements, visual
elements as visually coded linguistic elements, graphic elements as humor
deriving from a written message in a screen picture, paralinguistic elements
being non-verbal qualities of voice such as intonation, rhythm and pitch, non-
marked elements that are instances of every other category, however not falling
into. one but still humorous and lastly sound elements as sounds themselves
offering humorous effect. Within this context, wordplays might fall into each of
the category mentioned herein as they can be cultural, visual or a written
message in a screen picture or paralinguistic.

2.1.2. Humor and Its Challenges in Translation

Trying to render a message from one language to another is itself a difficult
phenomenon as it includes either cultural or linguistic restrictions, The same
case is also valid for humor translation and the reasons why there are some
challenges overlap between translation in general and translation of humor.
Popa (2005) in her work refers to Nord’s distinction between translation
problems and translation difficulties as former being objective, cultural and
linguistic and latter being dependent on the translator's cultural, linguistic and
textual competence thus also being subjective. Zabalbeascoa (2005} mentions
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some franslation variables and in which he includes the source and target
languages, purpose of translation, the nature of the text, intended audience,
tfranslation demander’s needs, expectations, translators either individuals or
machines, under what circumstances the translation is conducted and lastly the
means of communication; oral, written, audiovisual, private or mass media
(2005, p. 187). Each variable might become a challenge during the transfer and
might cause problems in general or difficulties for the translator. Durdureanu
(2011) refers. to Sapir and Whorf as they see each language having their own
way of structuring reality, therefore consider the concept of translation
impossible.

In the case of humor, translation challenges still occur because- humor is an
abstract phenomeénon to convey even within the barriers of the same laniguage.
Humor, due to cultural and linguistic barriers may propose important problems
such as frying to find an equivalent joke in the target language but when not
being able to do so abandoning the idea of fidelity and finding a joke that is
familiar. Chiaro (2005) mentions the importance of equivalence and thus
(un)translatability of humor not just because of not finding a direct equivalent
but also stating the fact that some jokes may pass translator’s ability. She also
emphasizes that when humor is on screen, it is very likely that it won't fravel
across languages when there is a type of wordplay including puns. Since humor
is such a broad concept, the challenges it presents in translation might be
overcome by breaking humor down into categories and applying various
translation strategies (Spanakaki, 2007). Diot (1989: 84) states, “When it comes
to translating humor, the operation proves to be as desperate as that of
translating poetry” (cited in Vandaele, 2010 p.149). By this means, it is
important to analyze humor in small chunks to bring out a better translation.

Additionally, as wordplay translations in humorous context in subtities are the
specified concern of this thesis and when subtitles are added to both wordplays
in humorous context and their translation, more challenges appear as Antonini
(2005) mentions in her work that the audiovisual translator also has to deal with

the limits of subtities that aiready -exist in their nature. In the case of subtilles, it
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is again translator’s job to interpret the concerning dialogue at a given moment.
This challenge is well defined by Bannon as “The translator as a writer is forced
outside well-trod paths onto new ground. Subtitles allow audiences-to do the
same.” (cited in Bannon, 2010). So, in the case of subiitling, both the translator
and the audience are expecied to render and infer the intended message
transferred from audio to visual as written on screen only with the time and
space let to be written.

Although there are several challenges either because of the nature of the text
be it humor or subtitles or the translator, it doesn’t seem impossible to achieve a
quality translation when considered the variables mentioned above.

2.2. HUMOR TRANSLATION AND ITS RELATEDNESS WITH CULTURE

There are many theorists that discuss cuitural effects on translation. The
question of translatability of culiure into ancther language has been discussed
among those who seek to create an equivalent effect and, in the end, offer a
possible solution to the problem. By this means, there appear different ideas on

the issue.

According to Durdureanu, “Translation is always placed at the core of
intercultural aspects, so that the study of the transiation goes along with the
cultural studies” (Durdureanu, 2011, p. 51). This statement directs ué to ask
what culture is in its broadest form to be able to relate it with translation and
with the language of its nation.

According to Duranti, “Culture is something learned, transmitted, passed down
from one generation to the next, through human actions, often in the form of
face-to-face interaction, and, of course, through linguistic communication” (as
cited in Durdureanu, 2011, p. 51). This proves that culture is multifaceted, and
language is an indispensable part of it.
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In her study, Durdureanu states Bourdieu’s perception of culture as, “We are
members of a community of ideas and practices through the language we
speak. Therefore, language is linked to culture, as a link between thought and
behavior” (cited in Durdureanu, 2011, p. 52). It is obvious that there is one
common thought among theorists that culture is inseparable from the language
of its nation. By this means, culture is a language itself and language is a tool to
convey the culture of its owner. So, in the process of language transfer between
any two languages, it is important fo consider the significance of culture and
think of the two as a whole. However, when the language and culture are
considered as a whole, in the process of the transfer, some difficulties may
occur resulting from the cultural differences befween the source and the target.

The most common difficulty is the untranslatability of culture-specific words.
According to Sapir and Whorf, “Each language has its own way of structuring
reality, hence the impossibility of translation” (cited.in Durdureanu, 2011, p. 54).
The most popular example of such a difficulty of the franslation is the word
snow, which the Eskimo language has 30 words for. In such a case, it is almost
impossible to find an equivalent when there is no perception of the term in the
target culiure and of course among the audience (Durdureanu, 2011).

Durdureanu mentions Humboldt's nationalist view of language as, “Every
community talks about their thought and ideas in reference to their own way of
perceiving the universe, to their intellectual knowledge and experience”
(Durdureanu, 20011, p. 58). By admitting this. point of view Durdureanu states,
“To translate means to perceive our own cullure reported to the others’
cultures.” (2011, p. 56). It is understood from this statement that the way we
perceive our-culture effects the way we perceive others since most of us tend to

make judgments on other cultures by using ours as a base.

The relation between cuilture and franslation gets tighter when humor is
included. Humor presents new set of challenges for the translation process
since many of the humor elements are dependent on culture, and the

franslation of which depends on being familiar with culture as- much as the
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dominance over the source language to be able to render humor. By this
means, another common difficulty is the problem of translating the linguistic
terms, the uniranslatability of which is related to both cultural and linguistic
differences. According fo the study conducted by Yetkin, it has been found that
out of seven different elements in humor translation, those being visual, sound,
graphic, community sense of humor, community and institutions, linguistic and
paralinguistic elements; the biggest loss is observed in linguistic elements,
which happen to be a loss of 94.1% (Yetkin, 2011). According t6 Yetkin, “The
linguistic element is substantially lost, not necessarily because of technical
constraints but also due to lack of command of cuttural and linguistic
differences” (Yetkin, 2011, p. 250). One reason for this situation is the fact that
most linguistic elements are lost in translation since they are highly attached to
the language they belong to and that language is dependent on its culture
particularly when it comes to translation.

According to Durdureanu, “Translation is part of culiure. It is culture. And its
very existence proves the possibility of entering a different world, a different
vision and community through a translator’s genuine work”™ (Durdureanu, 2011,
p. 61). Teodorescu mentions, “Culture is a complex and a broad concept, it
includes aspects of everyday life to cognitive and social structures”
(Teoderescu, 2010, p. 175). Culture is definitely a factor if one is to consider
humor franslation because there :are many cuitural aspects of language
including. primarily the speakers, region, religion, political beliefs, and
educational background of the society. Moreover, as Schoites (2018) points out
that wordplay being a particular type of humor comes along with its own issues
by it nature and it is also put forward that while there are no universais of
wordplays there are also some cases in which some wordplays can be
transferred thanks to the similarity between the languages; otherwise the
translator has to trust their own creativity. Therefore, in the translation process,
especially when translating wordplays in humorous context, along with culture
which should be taken into consideration the very nature of wordplay that can
also be said 1o be culture-bound.
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2.3. NON-VERBAL ELEMENTS (SIGNS) OF HUMOR

Humor being a broad term is not only verbally expressed but also expressed
non-verbally with tonality, gestures, mimics or facial expressions. Peck indicates
the fact that in interpersonal communication, only 7% of the information
exchange is verbal and the rest being vocal tones and facial expressions (Peck,
2015). A similar case might be true for humor since humor in its different types
include paralinguistic elements as non-verbal qualities of voice related with
expressions of emotions and narrative silence (Jankowska, 2009) and since it is
obvious that there is a proportion non-verbal communication going on based on
what is done versus what is said on stage (Peck, 2015). The effect of
personality and attitude of the comedian or the actor on stage should definitely
be taken into consideration since non-verbal elements play a considerable role
as well as verbal elements and this can be verified through a simple way such
as reading the comedian’s lines without the visuals and checking whether the
very same lines have the same effect or not on the audience (ibid). So even
though the words are part of humor, the role of the comedian or the actor

shouldn’t be disregarded as carrying non-verbal elements.

According to Yetkin, interpretability of paralinguistic elements is important as the
target audience hears them as in the original and according to the results of her
study, expressions of emotions were found to be transparent cross-culturally
and thus the concerned elemenis are retained when viewed by the target
audience (Yetkin, 2011, p. 246). Although this situation appears to be fortunate
it would not be wise to leave the interpretation of such elements only to the
appreciation of the audience and thus it is important to consider the following
criterion suggested by Zabalbeascoa:

People tend to think of translation as pertaining exclusively to the verbal
domain, but even if this were true for transtators they still often have to
compensate for culturally bound meanings that are expressed non-verbally
in the source text and would lead fo considerable gaps in the
communication if not:accounted for somehow.
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It is again translator's job to think of the possible scenarios that might come up
within the transfer or the interpretation of the non-verbal message.
Consequently, even though the interpretation of non-verbal also known as
paralinguistic elements is usually left to target audience's appreciation in the
case of humor, it is also important for the translator to account for possible
information gaps that arise from culture bound and also non-verbally expressed

emotions or attitudes.
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CHAPTER I

HUMOR TRANSLATION IN AN AUDIOVISUAL CONTEXT

3.1. AUDIOVISUAL TRANSLATION AS A FIELD OF STUDY

Regarding the observable impacts of the growing information and
communication technology, globalization appears to have changed our lives
considerably. Owing to the need of more recent information to attain, the need
of communication arouse with the help of language transfer; not that it has not
been a worldwide necessity for: a long time but that it has gained more
importance with an increasingly developing technology which affects the very
circulation of attaining the most updated news very quickly. |t is a fact that this is
observed in anywhere human .interaction takes place such as in media and
business and due 1o this, language competence is required. On the other hand,
people do not only need the language competence in such tangible interactive
areas but also in areas where technology has its biggest share through devices
such as TV, video or computer that provide a number of different audiences
with different interests with a number of varying audiovisual products such as
movies, television programs, siicoms, documeniaries, cartoons, musical
concerts, efc. and for a worldwide recognition of which, the need of a language
transfer on screen arouse to be able to reach masses. To make this transfer
possible, Gambier and Gottlieb argue that Audiovisual Translation (AVT) or
Multimedia Translation (MM) constitutes certain ways of viewing language
dealing with the verbal code and focusing on cultural and communicative
aspects instead of analyzing only the language and text (Gambier & Gottlieb,
2001). Thus, within the process of transferring a message, AVT does not only
convey messages between two linguistic systems but also between two
different cultures.

Even though AVT as a professional practice goes back to the very early traces
of cinema, it has not been much of a concern of research by the closure of the



28

20th century. However, with the help of the growing technology, the arga of
research has been broadened and started to attract attention more than it did
before. Along with the Translation Studies (TS), AVT started fo get interesting

among translators since silent movies appeared on air around in 1930s,

As Pardo (2013) cites in her work that before adopting the preferred name
audiovisual translation, there were many terms used to refer to film and TV
program translation such as transadaptation or fiim dubbing used by Istvan
Fodor in 1976, the term Film translation used by Mary Snell-Horby in 1988,
screen translation used by lan Mason in 1988, the term {fraduccién
cinematografica used by Amparo Hurtado in 1994 and Jorge Diaz Cintas; in
2001, used the term fraduccién audiovisual (as cited in Pardo, 2013, p. 19)
l.ater on, audiovisual translation, and multimedia translation were first proposed
by Gambier in 2003 and he also mentions the term transadaptation used by
Eithne O'Connell in 2007(as cited in Pardo, 2013, p. 20).

The Russian linguist, Roman Jakobson distinguishes three ways of translating a
verbal sign: intralingual, interlingual and intersemiotic (1958, p.114). Intralingual
translation, alse known as ‘rewording’, is defined as “interpretation of verbal
signs by means of other signs of the same language” (Jakobson, 1859, p. 114).
As it can be understood by the definition, intralingual translation is used in AVT
more than any other fields of translation; especially in subtitling for the deaf and
hard of hearing within the same language. Also, an intralingual translation of a
word is either the synonym or the paraphrase of the original.

Interlingual translation, also called ‘translation proper’, is as Jakobson defines
“interpretation of verbal signs by means of some other language” (1959, p. 114).
As for subtitling in this way of translation, it is required to change the mode of
translation while transferring from one language to another meaning that the
verbal code is transmitted into written code and due to the nature of the written
text especially with subtitles, some limitations particularly the linguistic ones
take place. This reason only proves how problematic it is to do interingual
translation within the field of AVT.
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Intersemiotic translation also put as ‘transmutation’ is defined as “interpretaiion
of verbal signs by means of signs of nonvérbal sign systems” (Jakobson, 1959,
p. 114). In AVT, intersemiotic translation is done naturally since the shift from
the verbal code to written code includes transmutation. In each of these
transiation types, Jakobson (1959) argues the problem of ‘equivalence’, which
cannot be achieved fully between code-units -even though the intended

message is conveyed.

Another theoretical basis for AVT as a field is Katherina Reiss’s text typology,
which was developed in 1970s, linked with translation strategy to point out the.
equivalence at text level (Munday, 2001). Reiss argues that the concept of
equivalence regards the text as a whole rather than viewing only the word or
sentence owing to the fact that communication is made possible by to what
extent the equivalence effect is achieved {as cited in Munday, 2001, p. 73).
Reiss adopts ‘three-way categorization of the functions of language’ by Karl
Buhler and presents three general text types: informative, expressive and
operative. Reiss also defines the ‘audiomedial texts’ such as movies and other
visuals to provide the other three text types with visual images (Munday, 2001).
Considering that her categorization is based on the function of the texts, Reiss
contributed to the field of AVT in terms of functional approach to TS.

Nevertheless, it was not until ‘after the decades of 1960s and 1970s that the
area was dug in more in detail mainly in subtitling which presented translators
with a broad perspective of the area. A more regular start of interest is traced
back to 1990s as Cintas (2009) put ‘AVT's golden age’. AVT, then, having
shown a gradual growth of its own since 1930s, as Cinfas put forward “became
the object of more systematic research from a translational perspective in
educational, scholarly and professional circles and saw the works of prolific
authors like Gottlieb (1997a, 2000)” (Cintas, 2009, p. 3). Only after when, AVT
started to locate itself into where it deserved.

Having accepted the fact that some European countries and the USA share a
high percentage of audiovisual programs in terms of their origin, it would not be
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wrong to ask why such countries have dominance over others both in terms of

their culture and language.

3.2. TYPES OF AUDIOVISUAL TRANSLATION

Once AVT was recognized as a field of TS, it was then possible to classify
different branches of it. Because of the nature of an audiovisual text, it can be
received via two channels: acoustic and visual (Bartrina & Espasa, 2005, p. 84).
Munday puts forward seven different categories of AVT and they are as follows:
interlingual subtitling, bilingual subtitling, infralingual subtitling, dubbing,. voice
over, -surtitling and audio description (2012, p. 271). This study is concerned
with interlingual subtitling which will be presented in the following parts in
addition to bilingual and intralingual subtitling and their explanation in this
chapter along with the brief explanations of dubbing and voice-over.

3.2.1. Dubbing

The most common forms of AVT are dubbing and subtitling. In the early
twentieth century when the new film medium went beyond national and cultural
borders, the film industry confronted a translation problem due to the fact that
only a little percentage of the world’s population understood English; therefore,
there was a need to find convenient screen translation methods (Tveit, 2009).
The pioneers for such an experiment were the French in Europe both in
dubbing and subititling, but later France along with ltaly, Spain and Germany
eventually developed into dubbing while the Scandinavian countries and the
Netherlands preferred subtitling (Tveit, 2009).

Subtitling is a mode of translation, which consists of the translation of spoken
words (dialogues, monologues or voice-over narrations) and appears at the
bottom part of the screen (Mokhtar, n.d.). Dubbing on the other hand consists of
the translation of every spoken word into the target language (Mokhtar, n.d.). It
has certain advantages and disadvantages. With the help of dubbing, the
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original method of communication used by television is maintained and
therefore an auditory dominance is existent (Mokhtar, n.d.). In the transfer of
body language and gestures, which are considered to be culture-specific, there
is a probability of misunderstanding; therefore, in such a case dubbing is a
possible solution and is useful while transferring such non-verbal information
into. an auditory piece (Wehn, 2001). Dubbing is also a good idea for a simple
reason: when the target audience is children who cannot yet read (Tveit, 2009).
However, there are also some constraints of dubbing also known as lip
synchronization. Tveit (2009) has stated that, “Voices reflect the mood and
atmosphere of a situation, whether it is at a major sports event, the scene of an
accident or the convention of a political party” (p. 93), so one constraint is that
through dubbing, the authenticity is lost since the character is deprived of their
voice (p. 92). Another problem is that dubbing is both costly and it consumes
time, but even though this is the case dubbing still seems to be an applicable
alternative in small countries like Norway where family and animation films are
becoming popular and if the gainings are big enough attracting bigger
audiences {p. 94).

Having looked at the advantages and disadvantages of it, dubbing is still a
preferred mode of screen translation method and seems t{o be so in the future
owing to the fact that most audiences are unable to listen fo the foreign
language in addition to the fact that dubbing ideologically makes it possible to
implement the desired changes such as censorship and etc. more freely since

the original language is not heard in dubbing.

3.2.2. Subtitling

Ancther popular method of screen transiation is subtitling. Subtitling presents
more problems owing to its constraint nature. Georgakopoulou (2009, p. 21)
shares the definition of subtitles as:

....condensed written translations of original dialogue which appear as lines
of text, usually positioned towards the foot of the screen. Subtitles appear
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and disappear to coincide in time with the corresponding portion of the
original dialogue and are almost always added to the screen image at a
later date as a post-production activity (Luyken et al., 1991, p. 31).

Subtities have two characteristics as one being the change of code from oral to
written and second one being the oral message of the source audiovisual text
presented in a translated product (Bartrina & Espasa, 2005, p. 93). Subtitles
vary within themselves as intralingual; interlingual and bilingual. Interlingual as
the widely used variation is a translation of a source text (ST) as it is not the
replacement of the original ST but as present as both subtitles and the original
ST (Georgakopoulou, 2009, p. 21). Intralingual translation is applied with the
purpose of creating advanced texts for deaf and hard of hearing and also for
foreign language learners (Gottlieb, 2001, p. 247) while bilingual subtitles refer
to categories of subtifling in geographical areas in which two languages are
spoken to please different communities in the same country. Like its counterpart
dubbing, subtitling has its own advantages and constraints in itself. Although it
has more disadvantages of its own, there are still few important characteristics
of subtitling that it provides the audience with the original sound of the
audiovisual content which appeals more to the crowd with an interest and
literacy rate and also that it provides an unintentional language. education.
Unlike dubbing, subtitling is less costly and can be finished in a more limited
time period. However, if one were to mention the constraints, he would have
more to say. First of all, subtitles appear only a few seconds before they
disappear never to be seen again (Smith, 1998, p. 140). That is subtitles should
be simpler and less sophisticated so that the viewer can read and comprehend
them in such a short time. The time limit also varies according to the age and
level of education of the audience and also whether the film is seen at home or
in the movie theatre (p. 143). Compared to spoken language, written language
is more formal and is more immediate, so the message has to be divided into
more digestible chunks for better comprehension (p. 145). All in all, the quality
of subfitles is measured by the effort one has to make while reading the
subfitles (p. 148). That is a viewer should leave the room having understood the
film by making no effort or not realizing that he has read the subtities while
watching it. Gottlieb points out that “In judging the quality of subiitles, one must
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examine the degree fo which the subtitled version as a whole manages to
convey the semantic gestalt of the original” (1994, p. 106) (as cited in Baririna &
Espasa, 2005, p. 97). This also explains the importance of comprehension and
the message being conveyed. Second technical constraint is the limit in space
as subtitles should only appear at the lower part of the screen occupying two
lines to the maximum also limiting the number of characters to around 35
(Chang, 2012, p. 74). in addition to these constraints there are linguistic
constraints to subtitfing, which are divided into three categories in itself: the
indispensable elements that must be translated, the partly dispensable
elements that can be condensed and the dispensable elements that can be
omitted from the text (Georgakopoulou, 2008, p. 26). There are aiso media
related constraints in translation strategies and thus reduction is the most
frequently used strategy in subtitling (p. 30). In spite of all the constraints, the
aim is to reflect and maintain the balance between the image, sound and the
text of the original (p. 30) so that the viewer can see and comprehend the
product without difficulty.

3.2.3. Yoice-over

It has been argued that its simplification and lack of comprehension have made
voice-over no different from dubbing and on the contrary, it is a whole different
mode tied to different transiation and processes of production (Orero, 2009, p.
131).

Luyken et al. (1991) state that the traditional approach to voice-over translation
is associated with the translation of documentaries disregarding the fact that
some countries like Poland and the Baltic States use voice-over as the
translation mode for films (as cited in Orero, 2009, p. 131). This might be due to
the costly nature of dubbing which makes translation unaffordable for some
countries. Luyken et al. (1991) define voice-over as the faithful translation of
original speech. That is the original sound is either reduced entirely or {o a low
level of audibility {(as cited in Orero, 2009, p. 132). Voice-over is used both in TV
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and radio; an example of which can be the BBC World Service current affairs
programs where the mother tongue of the person is not English and it is voiced
over to English to convey the feeling of authenticity {p. 134).

Other than the three AVT methods mentioned so far, there is also surtitling of
the stage referring to theatre, opera and etc., multilingual subtitling used to the
countries where more than one language is spoken and simultaneous subtitling
which is a rarely used method in international film festivals (Bartrina & Espasa,
2005, p. 93).

3.3. HUMOR TRANSLATION iN SUBTITLING

It has been presented that subtitling is different from dubbing in terms of their
constraints. For that it would not be surprising to say that the subtitled version of
humor perception seems to be a neglected area since subtitles are usually not
preferred over dubbing (Antonini, 2005; Jankovska, 2009).

When humor -especially wordplay is included in subtitles the case becomes
more complicated and more constrained. Bannon (2010) states that “Comedies
often make great use of tonality, providing subtie variations in sound, repetition
and intonation that are particularly challenging to present in subtitles”. This is
true for such cases where it is hard to convey the tone of voice and put it in a
subtitled version to make the audience laugh. It is widely accepted that Verbally
Expressed Humor (VEH) has its own challenges for the translator in interlingual
translation and the audiovisual translator has to deal with the limits of subtitling
itself (Antonini, 2005, p. 209). This makes the translator's work two times
harder and almost impossible to be accomplished. One constraint is that it may
not always be possible to translate a joke info a subtitie due to the fact that a
joke is funny for the source audience while it makes less sense for the target
one (Antonini, 2005, p. 212). Particularly for wordplay which is inextricably
linked to humor (Chiaro, 1992} as it both includes linguistic characteristics -and
also linked to the culiure of its origin and in transfer between ST and TT it is
obvious that neither of the translations is equal. On screen, humor is transferred
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both verbally and visuaily so it depends on both images and words to
accomplish its main target, which is to make people laugh (p. 212). For this,
canned laughter is usually punctuated with the funny scenes to reinforce and to
make sure that the audience realizes that something funny is going on. Another
problem lies in the fact that an audience with higher level of education will have
less difficulty understanding and interpreting the joke (p. 222). This is also true
for the audiovisual translators who should have sufficient knowledge to transfer
the message. Translators might have difficulty in conveying the message as
they might choose to omit some cultural parts since they might not be
transferred to the target language or they are simply not appropriate to transfer
due to the censorship (p. 221). Dollerup (1974, p. 198) states that “Long and
careful study of both languages is required and, more particularly, of the
literature, history, and culture of the country concerned” (as cited in Spanakaki,
2007). Humor is closely connected with the culture of the community where it
has been produced but constraints are not always existent because of cultural
factors since the very existence of linguistic differences also cannot be denied.
Despite the constraints mentioned above, it depends both on subtitier whether
he has maintained the message in the subtitled version or not and on the
viewer’s education level to interpret the transferred message.

3.4. RELATED STUDIES

Before moving onto the case study where the analysis will take place, it will be
worth mentioning the related studies done on similar subjects including such
key words as subtitling, wordplay, humor and specific translation strategies.
Almost all studies done on similar subjects mentioned below are based on
Delabastita’s translation strategies or wordplay typologies as theoretical basis.

Afsari, Abootorabi and Moeinzadeh (2018) in their analysis of wordplay
translation from English into Persian, pointing out cultural aspect of humor
investigate the most frequently used strategies on wordplay translations basing
their work to Gottlieb’s theory in which four different ways of rendering




34

wordplays take place as replacing, not rendering, adapting and inserting.
Wordplay instances were collected by analyzing the Persian subtitles of the
Friends TV series, later on comparing each franslation with English based on
Delabastita’s model to see whether Gottlieb’s translation strategies had been
applied. The study in the end reaches the conclusion that paronymy is the most
commonly used wordplay strategy by Delabastita and that the most commonly
used strateqy for ftranslating wordplays was replacing strategy which
corresponds to Non-Translation in this descriptive study.

Verbruggen (2010) in her study focuses on fan-subs and original Dutch
translations of the TV series Fawlity Towers and Monty Python's Flying Circus
along with the movie series Shrek expecting that the two translations will be
very much different resulting in a better understanding of fan-subs. The study
uses Delabastita’s categorization model and the main question of the study is to
find out whether fan-subs translate more puns into puns than official subtitles.
However, the results of the study show that the opposite is true and that it is
hard to draw standard conclusions for a typical fan-sub as all three fan-subs are
strikingly different from each other.

Van Rujiven {(2015) in her work concentrates on the subtitling of wordplay and
puns in The Big Bang Theory and Sherlock comparing the translations of puns
with importance given to plot and characterization and puns only used for their
humorous effect to find out if the difference in the importance of humor causes
different translation approaches. Having based the study on Delabastita's
strategies and Nash’s pun typology, Van Rujiven reaches the conclusion that as
the series already included humorous content, the expected outcome is
received.

Williamson and Ricoy (2008) in their study also focus on wordplay by analyzing
its translation into English in the French film Bienvenue chez les Chis to
contrast the differences between ST and TT by analyzing them according to
Aitardo and Raskin’s General Theory of Verbal Humor. Wordplays were also
classified according to Delabastita’s (1996) typology of wordplay. The
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conclusion of the study shows that the wordplay translation is possible within
the polysemiotic structures of audiovisual text in condition that the shallow view

of equivalence is not accepted (p. 187).

Scholtes (2016) did a case study on both subtitling and dubbing of wordplay in
Animated Disney Films to find out whether the subtitles are a more literal
transiation of the ST than the dubbed version and to investigate whether
subtitles are funnier as they show more retention. For analyzing, she uses
Nash’s typology later with the conclusion that it is not sufficient for the aim-of the
study and even confusing as it lacks clear definition of pun types. She also uses
Delabastita’s translation strategies for wordplay which is found to be very useful
in the study. In the conclusion part of the study, it is confirmed that subtitles are
a more literal translation of the 8T, but for the second hypothesis, subtitles are
not found found to be funnier or they show more retention of wordplays. So, in
the end, it is concluded that dubbing has been proved to be more successful in
preserving humor in wordplays (p. 86). Lastly, Korhonen (2008} investigates
how wordplays were translated to Finnish in subtitles of The Simpsons within
the framework of Delabastita’s typology and translation strategies. By doing so,
she aims to find out to what extent the translator retains the pun or to what
extent the puns were omitted. She concludes in her study that Non-Translation
strategy is the most commonly used strategy along with Pun to Pun Translation
Strategy and Pun to Zero Translation Strategy. She also points out that eve
though the rate of Pun to Pun Translation Strategy is not that high in the overall
study this doesn’t mean that humor is also lost in wordplays and by using
different transiation strategies, it is possible to reproduce the effect it creates.

Studies mentioned in this chapter are only some similar examples related to this
current study analyzing wordplay and their subtitled translations in various
languages. It is also worth mentioning before moving onto the case study that
the studies done on similar subjects are not limited to the ones mentioned

herein.
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CHAPTER IV

CASE STUDY: HOW | MET YOUR MOTHER THIRD SEASON

4.1. ABOUT HOW I MET YOUR MOTHER

How | Met Your Mother is an American sitcom created by Carter Bays and
Craig Thomas with its emotional and playful episodes from the start to the end
lasting for nine years between the years 2005-2014 (How | Met Your Mother
was Inspired by 9/11, https://www.hollywoodreporter.com). The sitcom was
broadcasted on American national TV channel CBS since its start and was
started to be broadcasted in Turkey after the broadcasting rights adopted by
CNBC-E channels in Turkey only three months after the episodes were aired in
America (How | Met Your Mother Tanitim, https://22dakika.org) and the series
are currently available in Nefflix with Turkish subtitles as well as the dubbed

alternative.

The story of how actually HIMYM began was when the two producers desired
for writing some material with characters and storylines different from what they
were doing at the time as staff writers on the Late show with
David Letterman (How | Met Your Mother was Inspired by 9/11,
https:/iwww.hollywoodreporter.com). For the pilot episode to start, the
producers wanted something with emotions, twists and turns in life and as they
repeated a famous tip for writers that said “write what you know, not what you
think what you want to see” which at that time reflected their current situations
in life; one being single and hopeful the other just gotten married and had a lot
to say about people in their twenties (How | Met Your Mother was Inspired by
9/11, https://www.hollywoodreporter.com).
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4.1.1. Setting and Characterization

The events in the series start in the year of 2005 when on a day the protagonist
Ted Mosby starts telling what happened in every detail upon promising himself
that he would tell his children how he met their mother without hiding anything
after he had encountered some events with his parents (How | Met Your Mother
Tanttim, https://22dakika.org)’. In fact, throughout the series the audience
listens to Ted Mosby from the year 2030 telling what his four close friends
Robin, Barney, Lily and Marshall experience in terms of work, friendship and
love in a humorous way (How | Met Your Mother Tanitim,
https://22dakika.org).The group gathers in a pub called Maclaren’s or at
Marshall, Lily and Ted’ apartment where the three live together and most of the

events in the series take place in these locations.

The chain of events evolves around the five characters mentioned plus the
mother being the mysterious character who does not appear in the show until
the final season. Ted, Marshall and Lily are friends. from college, the audience
sees the character Bamey Stinson already added to the group by Ted
sometime before Ted starts tefling his story of how he met ‘the mother’. On the
first episode, upon Ted’s love interest on the character Robin started at

MacLaren’s, the group gets completed and the story actually begins.

The main character and the narrator of the story Ted Mosby is a hopeless
romantic.in search of ‘the one’ throughout the series whom the audience sees in
a relationship with different characters in various seasons and episodes ending
up in disappointment (Character Arc Analysis. How | Met Your Mother,
https://medium.com). He is an architect and having an interest in philosophy
Ted believes in the universe’s master plan and likes to connect even little

details with what will happen next about them to discover the ‘true mieaning’

1 Citations from Turkish sources have been translated to English by myself unless
otherwise indicated.
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(Priebe, 2015, https//thoughtcatalog.com). The character has love interest in the

character Robin from the start of the series, dating for a year with whom, Robin

was also one of the disappointments for Ted in finding ‘the one’.

The character Marshall Eriksen who happens to be Ted’s roommate at college
portrays a classical personality in a way that he is a man with a plan in life about
his career as a lawyer besides his deep and caring love for his college
sweetheart Lily (Priebe, 2015, https//thoughtcatalog.com). Although he displays
a classical character, he is also goofy and fun in a sense that he has the habit
of making charts over future possibilities.

The third character Lily Aldrin, Marshall's wife and the closest in nature to a
stereotypical girl, a kindergarten teacher displays a personality with no
ambitions in life for career but caring deeply for the well-being of her loved ones
(Priebe, 2015, hitps//thoughtcatalog.com). She is a character whom the rest of
the group opens up to when it comes to taking a bit of advice or when there is a
secret to share, Lily is the first one to hear (Character Arc Analysis: How | Met
Your Mother, hitps://medium.com). it wouldn't be wrong to say that Lily portrays

somehow a nurturing characteristic,

The character, owner of famous sayings such as ‘What up?’, ‘Have you met
Ted?’, ‘Suit upl’, ‘High Fivel’ and ‘Legen-wait for it-dary” Barney Stinson is the
playboy of the group and while with his light-minded behaviors towards events
around him should make him seem unattractive to the audience, the series
became actually popular with this character. Having a problematic family life as
a young guitar player with his- ambition of saving the world which'is only seen in
some flashbacks in the series, Barney Stinson portrays the perfect caricature of
a guy very picky about his wardrobe, his work and his detailed charts ready for
every occasion yef, he is an exaggerated character with manipulations in his
speeches (Character Arc Analysis. How | Met Your Mother,

https://medium.com).
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The last member of the group whom we actually see become a part of it in the
very first episodes, Robin Scherbatsky is the only other female character after
Lily. Unlike Lily, Robin portrays a career oriented and more masculine
characteristic due to her father's way of raising her as a boy which is reflected in
Robin as being franker and more logical and not willing to commit to any serious
relationship (Priebe, 2015, https//thoughtcatalog.com). Even though she has
such personal traits, Robin is found very attractive by men and that she dates

Ted for a year and later in the show the audience sees her with Barney.

4.1.2. Perception of How I Met Your Mother in American and Turkish
Culture

The series caught the attention in Turkish culture with its exaggerated character
Barney Stinson through his catchphrases as well as it did in American culture.
For American audience, especially on younger generation, the series had more
impact in terms of teachings for younger people in their twenties in-a funny way,
importance of adult friendship and how they become part of family and lastly its
difference from just being some. people figuring about life in New York City with
its first episode opening with two kids sitting on a couch as their father Ted said
the famous line “Kids, 'm going to teli you an incredible story — the story of how
| met your mother(Why How | Met Your Mother Connected So Deeply with
Younger Generation, 2014, https://washingtonpost.com).

HIMYM had also some positive impact on the same age group as it was
compatible with the same generation in Turkey and it was available on the
internet to download and watch, however it was found as imitation of the TV
show Friends as HIMYM started in the following year Friends ended. The two
TV series did better than each other in some ways. In HIMYM for instance the
characters change through the course of time and mature in a way or HIMYM
did not always include very fun moments in all the episodes, there were also
dramatic moments such as when Marshall's dad died when compared to
Friends with its flat dramatic moments most of which ending with a funny line
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(Sherlock, 2019, https://screenrant.com). HIMYM also had the advantage of
creating thematic episodes thanks to the story telling technique which was
narrated from the future Ted’s voice and the laugh track was added after the
filming whereas Friends was filmed in front of a live audience which made the
precision in writing required as the actors had to say their lines and leave the
scene which also made the series funnier (Briggs, 2015,
hitps://www:thespectrum.com). Even though HIMYM was more reachable with
the help of availability of online sources by masses, the fact that its characters
were round and matured by the end and that the way the story was told in
HIMYM was more advantageous in creating thematic scenes, the series lost its
popularity simply because it went on for nine seasons and those who followed
the show either graduated or found a job or grew interest in different TV shows
as they also grew in number over the years in addition to the reason that in
prolonged seasons the mystery of who the mother was exaggerated and
became ordinary. Yet, HIMYM will stay in the memories with its characters and
their flashbacks as much as Friends did on its audience as both were unique at
the time they were filmed.

4.2. ANALYSIS OF HOW | MET YOUR MOTHER WITHIN STRATEGIES FOR
WORDPLAY TRANSLATION

in this section, Turkish subtitles of 20 How ! Met Your Mother Episodes will be
analyzed within the light of the strategies suggested by Delabastita. The.
translated Turkish subtitles are available within the official DVD package by
Tiglon produced in Germany and also in Netflix for the descriptive analysis.
Neither of the translators were specifically mentioned before or after the
subtitles in neither of the translations.

4.2.1. Methodological Framework

To conduct the analysis, original subtitle scripts have been obtained from
https:/ftranscripts.foreverdreaming.org/. The total 20 episodes of the TV Show
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that belong to third season of the series are found to be appropriate for the
purpose of this study and the spotted data were chosen to be analyzed in terms
of their Turkish translations.

Firstly, potentially wordplay looking transcripts of the episodes have been
spotted within the source text later to be proven so upon watching with the two
different Turkish subtitltes and noting down the related data. The wordplays in

this study have also been observed by professional translators and confirmed to
be as such.

Secondly, the strategies that were used to translate the wordplay from STto TT
have been matched accordingly with each wordplay sample and recorded
separately for the two translations. Figures later will demonstrate most common
used strategy/strategies and translafors’ choice for a certain strategy and how
they differ from or resemble each other in terms of their choice of a specific
strategy which then will be discussed by analyzing 79 entries in the two
translations of the subtitles.

In Chapter 1, the problem of wordplay translation and its translatability in an
audiovisual environment have been discussed based on a.two-stage theoretical
background. Delabastita’s suggested strategies (1996) used to translate the
wordplays being metalinguistic by nature and being the theories within the
Descriptive Transiation Studies (DTS), problem-restricted theories have been
the theoretical and methodological basis of this -case study. Due to the
problematic nature.of wordplays, the observed strategies that the translators
used to find the most possible translations have been shown below to be used
in the analysis later in the chapter. Each strategy observed in this analysis
chapter has been shown separately (same strategies with two translations in
two columns) along with the part where different strategies by the two
translations (Tiglon and Netflix) are demonstrated. Two different translations are
abbreviated as TTI for Tiglon and as TTII for Netflix.
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Table 1. Six Strategies Observed for Wordplay Translations

Translation Strategy

1. Pun to Pun Translation

2. Pun to Non-Pun Translation

3. Pun to Rhetorical Pun Translation

4, Non-Translation

5. Pun to Zero Transtation

6. Pun ST to Pun TT Translation

The six strategies shown in Table 1Hata! Bagvuru kaynad bulunamadi. are
the ones that apply to the examples of this study. Even though the strategies
explained previously in Chapter 1 were more in number and Non-Translation is
not explicitly put as a separate strategy, the examples and the translator's
choice in transferring them into TL have more dominance over the theoretical
strategies meaning that the way they are put in practice in the findings prove
some strategies to be used more whereas some others have not been used at
all.

4.2.2. Pun to Pun Translation

The examples found under this strategy show that the translation of the
wordplays in Turkish was intended to render the textual function as well as
trying to preserve the semantic structure reflecting difference to the TT by two
different translators.
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Table 2. PtoP Examples (1)

Season 3/ ST ™ ™
Episode
(1) EO1 ... Dary! Legendary! ...Nevil Efsanevi! ... Nevi. Efsanevil
(2) EQ1 slapcountdown.com | tokatgerisayim.com | tokatgerisayim.com
We're combing _
| (3) E03 upsars (text Yokaru gikyeruz Yulati geliyoruz.
message)
I'just call him too- Cok-dil-kullanan- | Dilini Fazla Kullanan
(4} EQ5 _
much-tongue-guy cocuk Cocuk
- Unreasonably-small- | Agzini-azicik-agan- | Agzint Cok Az Agan
{5) E05 - .
mouth-opening-gir! kiz Kiz

In the examples above for the specific strategy, as the TL system let the
transiators do so, the intended message is rendered with minor losses trying o
give full equivalence on functional level. In seven of the examples above, both
translators transferred the intended message within the same strategy. Example
1 is one of the famous catchphrases used by the character Barney Stinson and
the way the wordplay is uttered by the character makes it humorous like most of
the examples in the analysis part. Examples 2, 4 and 5 have been translated as
they are creating the same effect with the help of the visuals such as the way
the actors say the words create the wordplay effect. Example 3 was transferred

by the two transiators more or less resembling each other as they both already
reflect the way the message in the original was written wrong since the

character was rushing to write a text message.



Table 3. PtoP Examples (2)

44

Season 3
/Episode ST TTI T
Sleep-eating is a very | Uyur-yerlik gok Uyuryerlik gok
(6) EC9 serious and delicious | ciddi ve lezzetli bir | ciddi ve lezzetli bir
medical condition. tibbi durumdur, sagiik sorunudur.
@ £12 Ashiee with two “e” s. | Ashlee, kielle. | Ashlee. [ki “E” ile.
' Please “C” at most. En fazla C eder. Litlenenaz C
Ted-Mosby- N
(8) E14 Ted-Mosby-1s-A-Jerk- Pisligin-Tekidir- Tedmosbyplsliktir.
dot-com com
nokta-com
(9) E17 The Bro Code. Kanka Yasasl Kanka Kanunu
Anc_iaic;?szsthke Sen de idare ve sen Idare
(10) E18 ederin yardimci Eder’in Mistesar
undersecretary of . oo
mistegansin. Yardimcis) gibisin.
only ok.
Lily-and-Marshail- Lily-ve-Marshall- Litvvemarshalles
(11) E19 sell-their-stuff-dot- egyalarini-satiyor- yvemar 4
_ alarinisativor.com
com nokta-com
-Guy-forces-his-wife- Kansin-lig-yil-
to-dress-in-a- boyunca-¢op- Adamonumuzdeki
(12) E19 garbage-bag-for-the- | torbasi-giymeye- | ucyilkarisinaposet
next-three-years-dot- | zorlayan-adam- giydiriyor.com
com nokta-com

In the examples above, it can also be seen that there has been no loss in the
transfers of the wordplays. In example 6, the translation ‘uyur-yerlik’creates the
same functiona! effect as in the original ‘sleep-eating’ also translated the same.
In example 7, “C” at most is transferred as the same as the grading letter is
explicit and familiar to TL culture. It should also be emphasized that as the
translators had their own style in transferring from SL to TL, any meaning
inconsistency between SL and TL by any of the translations has not been
questioned and directly put as they are in the examples. In examples 8, 10, 11
and 12 show wordplays created in a web address format or with the way they
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have been verbally put in the visual which also can be put in Turkish in the
same way as the function doesn’t change. For such examples, the visuals and
the intonation of the actors help make more functional meaning along with the
subtitles also transferred almost to their fullest. Example 9 is the famous oath
among the men of the group in the TV show and called the Bro Code which has
been translated as it is with the same functional effect.

Table 4. PtoP Examples (3)

Season 3
/Episode. ST TTI TTH
(13) E19 No Country for Heterosekstiellere Yer Heterolara Yer
Straight Men Yok Yok
(14) E20 A Suit of Money Paradan bir Elbise Para takim
(15) E20 A Suit of Boobs Paradan Géglisler Meme takim
, Paradan
: A glant boqb Paradan bir takim elbise yapilmig bir
(16) E20 wearing a suit.of - e .
giyen dev bir gogus takim giyen dev
money X _
bir meme-

Examples above again belong to the same strategy but it seems to have been
left to the audience to understand the wordplay such as in example 13 No
Country for Straight Men which refers to an Oscar winning movie No Country for
Old Men in theatres back when the 3™ season was on the air. For this specific
example, even though the function is more or less transferred, as the form is
already iost, the wordplay makes more sense in the original. Examples 14, 15
and 16 can be thought as a wordplay chain used to describe the character

Barney Stinson’s thoughts for that specific scene inthe mentioned episode.

All in all, for all the translations transferred with this strategy, the functional
effect along with the form is preserved in the TTs both with SL and TL letting the

translators do so. However, even though the transfers have been successfully
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fulfilled, help of the visuals and the way utterances put by actors should not be
disregarded for the functional effect.

4.2.3. Pun to Non-Pun Translation

This second strategy found in a few episodes of the season gives an option to
the translator to be able to protect the effect of the transiation in both ST and TT
texts, however it is only possible by inserting a new lexical item that does not
exist in the TL system thus creating strange word combinations or by creating a
new punning expression thus also preserving the semantic message.

Table 5. PtoNP Examples

Season 3
/Episode ST T TTII
(17) E04 See you later Gorlslriz portakal | Goriigiriz gizel
‘alligator
This is gonna bethe Bu en iyi tokat gs(;mgi: Sﬁyi
Nt =09 best S;?’Efgwmg giikran giinii olacak. Tokat Glnd
o olacak.
I The. slap-
(19) | E09 Ont The siap Al Tokat agicilar, | ©lamaz fokat
petizers. acicilar

Example 17 is a common rhyming expression used in the SL to say goodbye.in
a humorous way however, when attempted to translate them word for word,
they would both sound strange and meaningless. So, both transiators in their
translations opted for a new punning expression which is not a common
wordplay in the TL. Examples 18 and 19 seem fo be translated under pun-to-
pun strategy, when analyzed it can be said that the translator had to use
derived compound nouns as Turkish language has the word equivalents for
siikran giinii (as in thanksgiving) and istah agicilar (as in appetizers) but not for
slapsgiving and slap-petizers. In these examples, even though these words do
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not exist in SL, the linguistic structure and the original word let a wordplay be
formed, but in TL a new compound word has been inserted to form a wordplay.

4.2.4. Pun to Rhetorical Pun Translation

This strategy suggests several ways of wordplay matching between SL and TL
such as repetition, rhyme, alliteration or irony and the translator is left alone to
create the same functional effect of the original which already lost the formal
structure during transfer, in the examples shown under this strategy, there is
also the case where none of the methods mentioned used but falling within- this
part as the translator is trying to create the same functional effect of the original
without the same form.

Table 6. PtoRPT Examples

Season 3
[Episode ST TTi TTIl
Thls. 'S gonna be Kral bir temizlik Bu. tc?pfan oir
(20) EQ9 major clean up. . . temizlik olacak.
' ) olacak. Kral Temizlik.
Major Clean-up. Topgu Alayi.
| Ormaybejust | v, 45 iigilenmek-TED | Y2 9 Dikka-
(21) E13 someone you're oldudiun biri? Tedinizi geken
interes-TED in? 9 ' biri?
o tvosop | TSI Yo | T,
22) | E13 | biting my nails, and raxecag ysmeyeceg
sdyledim ve. dedim ve Igte
kablam-ey. .
huhuuuuw. buyurun!

In example 20 above Pun to Rhetorical Pun Translation strategy was used to
create the same functional effect as in the original in both translations, however
in this very specific example later to be seen more of in the part where different
strategies applied on same wordplays, the original scene. plays an important
role to accompany the strategy to serve well. In example 21, the character TED
is the answer to the question as in ifgilenmek-TED or Dikka—Tedinizf geken biri?
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and the SL had the potential to create a wordplay including the. name within
whereas the transiator can transfer this by rhyming and trusiing that the
audience knows who is emphasized. Example 22 is the translations of the
expression kablam-ey which is encountered in two other examples with different
strategies. Having said it is seen in different forms, the word itself originally is
kablfammy which means “the noise that is not made by a persons head violently
burst open by a projectie but is much more fun to say than
"pkehllwishiiiw"(Urban Dictionary, https://www.urbandictionary.com). The two
translations of the word as huhuuuuu and iste buyurun! show that the
translators tried to find a matching expression with the context in the visual

-8cene,

4.2.5. Non-Translation

Looking at Table 1, the strategy lies in between Pun to Non-Pun Translation
and Zero Translation which gives an opportunity to the translator to be able to
translate the wordplay in meaning somehow but with a loss in the form of the
original wordplay. In the examples found in this study, the translator chooses
word for word translation method risking the original wordplay in form not to be
rendered into the TL. Thus, it is expected from or left to the audience to
understand the wordplay if they have background knowledge of the related. It
should be noted that the term Non-Translation might be confusing as it might
seem to mean that the wordplay is inserted directly to the TT. However, such
case is true for Pun ST to Pun TT in this study and in the analysis, Delabastita’s

terminology was directly taken into account.
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Season 3

TTH
/Episode ST m
(23) E01 C:rq‘Lu:ig”e So- Cok sevigenler sirki | Sirkte sevigecegiz.
04 E01 You're suif up, [ Sen takimlan ¢ektin, | Sen takimini giydin,
24) bearded down ben sakallan kestim | ben sakalimi kestim.
_ Fivin' it up five- . . Cak bir beslik
- t
(25) EOQ1 style! Cak bir beslik! bakalim
Thanks, but no Tesekklrier ama -
(26) EO1 thanks Kalsin Sag ol ama kalsin
(27) EO1 Male Gayle Gay olmayan Gayle Erkek Geyle'in
Scotch-swilling, Viski igip duran, Viski yuvarlayan,
(28) E02 . . _ . .
cigar-smoking... puro icen puro igen
We are on the Sehir Yurt digindan enlarin
cusp of moving digindanlardan killottarinin igine
29)|  E02 from Out-of- Jigtnaan . . Gin
e killodun igine gecis girme eyleminin
towners to in-their- . e o
noktasidayiz esigindeyiz.
pansters
ltwas a footwear | [k kapan ayakkabii | Ayakkabilar kapanin
(30) EO03 .
feeding frenzy alir oluyordu
" Tirag olmazsam
(31) E03 If | don't shave, | uslu olmak Tiras olmazsam l:ISIU
must behave durmam gerekir
zorundayim
. . Hey bayim!
(32) £03 Hey Mista, stay Kiz kardesimden Kardegimden uzak
- away from my sista | uzak durun bayim dur
_ Al need to seal . .. ihtiyacim olan tek
33 )
(33) EO03 the deal is... Olaya girmem igin sey...
She had a huge Galiba dev bir
(34) E04 ‘but’. Her huge Koca bir kigit vardi. “ama’s| vardi. Dev
butt. kigt.
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In the examples above as it is seen the wordplays put together in the SL system
are either done with including other language systems’ common words or word
combinations or with rhyming, however the translator opts for literal translation
other than trying any other strategy suggested possibly because by choice or
because the TL system doesn't aliow {o do so.

Exampie 23 is originally what is known as ‘Cirque du Soleil’ and as SL allowed
the wordplay to be created as ‘Cirque de So-Laid, however in the transfer of
which, the wordplay disappears and just translated in the formal structure.

In example 24, the wordplay is created with English prepositions ‘up’and ‘down’
whereas in the TL, they don’t exist and thus the wordplay is lost.

In examples 25, 26, 27, 28, 29, 30, 31, 32, 33, wordplays have been created by
repetition, -alliteration and rhyming, however the ftranslators opt for Non-
Translation rather than using any other translation strategy to preserve both
meaning and form to some extent. The reason for this can be the way
wordplays were created in ST and that the same is not possible in the TL
system in the transfer or simply because of the translators’ choice.

In example 34 specifically, zero translation strategy is also used by omitting the
first sentence in the first translation and only translating the second sentence,
thus losing the wordplay in the fransfer. In TTIl of the same example, even

though the first sentence was translated, the functional effect of the wordplay is
lost due to word for word translation method.
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- Season 3
/Episode ST T TTHI
Think of me as Beni YODAgbi | oo™ nggn"‘arak
(35) E05 YODA. I'm your bro. | digin. Kardeginim, Kankznlz'rm
F'm bro-da Kar-degim. )
Kardonuzum.
Yeni kiziardan Yeni kizlardan
You a freshwoman? [ | misin? Asla yeni misin? Asla “veni
(36) EOS never use the word gocuk kelimesini obul-(" demgm
freshman. Sexist. kullanmam, goctik- demem.
Cinsiyetgi. Cinsiyetgi.
Let's meet your new Hadi semn. tipatip Pekala, haldl yeni
doppelaanaer. Or benzerinle henzerinle
(37) E06 ZEO{?I p Igsa' tanisalim. Yoksa tamgalim. Yoksa
do .elban' g 2 fokmakgi benzerin belter mi
ppelbanger mi demeliyim? demeliyim?
(38)| Eo6 Canlbeerya? | oM@ b'ﬁiget'rey'm Bira iger misin?
(39) EQB Crazy Swayze Cilgin Swayze Cigin Swayze
40)! E08 Lawsuilt up! D”rusmgai;'yafet'”' Clippe giy!
It's like general Bu bir bas bilgidir. | Bu genel kiittirdiir
41 ; y o
@h| Eoe k”Oﬂsgifé d(;‘;"era' Basg Bilgi. General Kiitir.

In example 35 above, wordplay including sentence referring to the character
YODA in Star Wars Movie Series was created by rhyming as in bro-da was
translated word for word losing the form. The audience is left alone to guess the

joke with background knowledge.

In example 36, the word freshman in the SL system stands for the first year in
college but the freshwoman is not common to hear and derived from freshman
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and is a wordplay. However, the message is not transferred as the writer
intended to; meaning that the message is transferred but the wordplay is not.

Example 38, is a slang way of saying ‘would you like a beer? and is the actual
translation equivalent of sana bira getireyim mi? or bira iger misin? Using Pun to
Pun transiation strategy, the same wordplay could have been translated as seni
biralayayim mi? neither losing the form nor the functional effect, but both
translators opted for this strategy. In example 39, the famous words Suit up!
used by Barney is changed into Lawsuit up! and became a wordplay but gets
lost.in the transfer by both translators. The same effect couid have been created
as in the translation Ciippeyi ¢gek! By using Pun to Pun translation strategy.

Wordplay examples 37 and 39 are like example 35, have been formed by
rhyming and alliteration within sentences and were translated losing the formal
structure and only fransferred as they were in the TL.

Example 41 is from -episode 9 where most wordplay instances have been
encountered (later to be shown in parts below with different strategies). This
example along with more others has been created by the intonation of the
actors in the scene and became a wordplay, however in the translation it was
not possible to do so, thus the translation. of which seems only as a repetition.
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Season 3
/Episode ST Ll TTI
42 Think before Dévme ) Bir daha d(?-vmel _
) E13 . yaptirmadan dnce yaptirmadan &énce iyi
you ink e e
iyi diiglin diisin
| call that | can | istedigim her seyi ; e e L
(43) E15 , N isted lerim.
call things! diyebilirim! stedigimi soylerim
(44) E15 Attillery Arthur Topgu Arthur Topgu Arthur.
(45) E15 Be all lovey Sevgi cimiecikleri Ask bécedi of.
dovey kur
Kankalar u .
(46) E17 Bros before fahiselerden Gnoe Hatunlardan 10_nce
whores ) kankalar
gelir
Here's what's e .
(47) E18 on the rocket Bak simdi s:rgda Ozet olaraif_sunu
tocket bunlar var yapacadiz

In example 43, wordplay on the sentence level has been lost in both

translations by just giving the intended message.

Examples 42, 44, 45, 46 and 47 include alliteration and rhyme like in most of

the examples.in this strategy and lost their effect and translated word-for-word

by the two translators.

The findings in this section have been translated word for word by the fwo

translators using the same strategy. The reason for use of this strategy in many

examples might be that the translators trust the real scenes with the visuals and

the original sound effect and the knowledge of the audience whereas the former

has been the case for Pun to Pun Translation strategy where this was true to

strengthen the functional effect.
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4.2.6. Pun to Zero Translation

In this 5™ strategy suggested by Delabastita, the pun in SL is somehow not
translated and omitted due to the complexity of the wordplay (Delabastita, 1987,
p.148-149). One disadvantage of using this strategy is that the audience might
judge the translator for omitting the wordplay if they have competence over the
SL. Examples of this strategy will be demonstrated and discussed further in this
chapter as no wordplay instance with this translation strategy by the two
transtators has been encountered mutually. It should also be noted that even
though the suggested reason for the choice of this strategy by Delabastita and
the disadvantage of using it have been stated, it doesn’t mean that it is the only
reason, or the disadvantage is negative. The proof of this will be seen in the
examples later in this analysis part.

4.2.7. Pun ST to Pun TT Translation

In this last strategy encountered in this very study, the wordplay is neither
translated nor omitted and lost but it is left as untranslated for the audience to
understand or maybe not. The use of this strategy might depend on the
simultaneous nature of subtitling along with the audiovisual product; thus,
translators might choose to leave the wordplay as it is not to lose it in the
transfer.
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Season 3

who usedtobea
member of the
Russian moh? Da

transsekslel gece
kullibli sarkicisisin?
Da.

TTH
{Episode ST lL
(48) EQ2 Your Lilypad Lilypad’in Lilypad'in
{49) E02 Your Marshmallow Marshmallow’un Marshmallow'un
(50) E02 'Yo'u'rg not f.rom Misso_uFi'!i degil Sen l\fl?ssc!u_ri’den
Missouri misiniz? degil misin?
_ Starney Binson Starney Binson Starney Binson
(51) E06 . )
Barney Stinson Barney Stinson Barney Stinson
downwind of the downwind of the downwind of the
{52) EQ7 sewage treatment sewage treatment sewage treatment
plant plant plant
Uzgiiniim, _ .
. N Pardon, aradigimda
| accidentally aradigimda A
. . o kazara oprima
{563) E13 oprima prima dos yanligitkla “oprima _
_ » ; numero dos mu
when | called? numero dos” mu .
. dedim?
yaptim?
And you're pre-op Ve sen e;fq Rgs Eski Rus mafyasl,
franssexual mafyasi uyesi, ) _
nightclub singer operasyon gecirmi ameliyat olmamig
(54} E17 o 9 perasyon gecirmis transsekstiel gece

kulibl sarkicis!
misin? Da

Examples in the table above show the wordplays remain as same for the

audience to pick up. Example 48, 49 and 51 are proper nouns and the

translators logically left them as they were as Lilypad stands for the character

Lily and Marsmaliow for Marshall and the audience is familiar with these names

if they are regular fans, example 50 is an explicit wordplay which has been

made up with the character name Barney Stinson.

Example 50 is considered as a wordplay as the city Missouri is pronounced with

a different accent by the character Barney Stinson in the visual scene. Example
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52 is left as it is with some letters bold since when the letters are put togetherin
the order they are seen, it makes up a word that appears to be the episode
theme name Dowiselrepia.

Example 53 and 54 belong to different SL. system and thus left as they are such
as in da (Russian yes) which can be well understood by the audience whereas
the phrase inserted in a question ‘oprima prima dos’ apparently intended not to

be understood and to create a funny effect by the two translators.

4.2 8. Differentiated Strategies Applied to Wordplay Translations by Tiglon
and Netflix Translators

in this last part of the analysis, a list of same wordplays will be demonstrated
with their two different translations and two different strategies that have been
used by Tigion (TTI), Netflix (TTll) translators and each example will be
discussed separately.

Table 11. Differentiated Strategies Applied to Same Wordplays (1)

Strategy
fam Ted’s | Ted'in kanat Ted'in
{b5) | EO1 ) PtoP o PtoRPT
wingman. adamiyim ekdrisiyim.
Gael- Gael-Geyle-
_ Gael- Gayle-
(56) | EO1 | Gayle-Gael- | PSToPTT | Gael-Kyle- PtoRPT
. Gael-Kyle-Girl .
Kyle-Girl Gorul
(57) | EOZ | Ocupado Dolu NT ‘Ocupado PSToPTT
Ay, AY,
(58) | EO5 o ) PSTtoPTT | Daha neler! PtoRPT
Chihuahua Chihuahua
(59) | EOS | Losethe | Sakalinikes NT Kegi ~ PtoP
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goatee sakalindan
kurtul
tknow what | Onun ne tiir o
] ) Bunun tirlni
kind of bir ugak .
_ . biliyorum.
(60) | EO6 | plane this oldugunu | PSTioPTT ) y NT
- - Boeing ucag
is, s a biliyorum. b.
u.
“boing™il. “Boing™
You're
talking e
Goguslerinden .
about her ) Memelerinden
bahsediyorsun )
boobs, L bahsediyorsun
. degil mi? N _
right? C! degdil mi? 8i.
(61) 1 EO7 Evet! Ve bu NT . PSTtoPTT
And that . Bu Ispanyolca
Ispanyolca o
‘wasn't o degildi, kup
) degildi, beden o
Spanish, R bedeniydi.
olgUsiydd.
that was
cup size.
She's a -
. .. Tam sevgili
keeper. O 6zel biri.
olunacak kiz.
Just... keep Sadece... _
(62) | EO8 ] NT Sadece bagka | PtoRPT
her Bagka bir .
yerde sevgili
somewhere yerde tut.
_ olun.
glse.

Example 55 in the above table is a pair of Pun to Pun Translation and Pun to
Rhetorical Pun Translation where wordplay wingman is translated with both its
formal and functional effect in TTI and with only functional effect in TTIl which is
also a fair correspondent of the original though lost its form in the transfer. In
example 56, Gael-Gayle-Gael-Kyle-Girl is transferred the same in TT}. as it can
be well understood with the audiovisual product whereas the same is
transferred as in TTIll to create the functional effect in written form on TT
audience. Example 57 is a common way of saying occupied in SL in a different
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language and it is transferred as what it actually means semantically in TL and
losing both its form and function however in TTIl it is transferred the same
trusting the audience to understand it with the help of the actual scene,
Example 58 is not actually a meaningful word in itself but is uttered upon a
sifuation as a reaction; it stayed the same in TTI by trusting the audiovisual
product and translated as TTII to create a functional effect to make more sense
in TL. In example 59, even though the word goatee exists as it is in the SL

system, Non-Translation strategy was preferred in TTI which in the episode

was used to refer to the actual goat living in the house that wasn't wanted by
Ted and Marshall whereas in the second translation the word goat is

emphasized and pun to pun translation strategy was used with the help of the

context in the sceéne, the function was also preserved. Example 60 stays the
same in TTI as the actual meaning is to create a sound effect to refer to an
obscene situation in which Ted is involved by a flight term in the same context
and actually preserving the meaning with the help of the real scene where as in
TTII the wordplay is lost with a word for word translation in the subtitle. Example.
61 is a good illustration of how wordplays can be created between two different
language sysiems such as in Spanish and English pair. The way the letter C is
pronounced in the latter sounds and means yes in the former and therefore
allows the writer simply create .a wordplay in the SL system, however the joke
only creates an effect if the audience knows what the way C is pronounced in
English means in Spanish. Regarding this, in TTI the letter C (Si) is translated
as what it means in TL and losing the wordplay effect however it is left as'itis in
TTI trusting the existence of the audiovisual product. Example 62 is transiated
as it is in TT1 and losing both its function and form whereas in TT!l with Pun to
Rhetorical Pun strategy the function was tried to be preserved though it lost its
form.




59

Table 12. Differentiated Strategies Applied to Same Wordplays (2)

: Strate
S3E ST a1l 3"“‘:“-93' TTH ) %
Did something | Bir sey tokat Bir sey
(63) | EO9 spoil your istahini my PtoNP istahina tokat
slap-petite? kacird1? gibi mi indi?
She's a Pierc...
pierced... Gozler... Brosnan.
Brosnan. Senin Pierce
(64) | EQ9 Pierce Gozlerin Igin. | PtoRPT Brosnan
Brosnan is my | En sevdigim gelmis gecmis
favorite of all | Bond filmidir. en sevdigim
the bonds. Bond'dur.
Some
... bazi (ke
countries Bazi Ulkeler _
) _ komutanlan
actually still bedensel
hala Dayak
condone cezalara hala .
(65) | EO9 B PtoNP cezasina goz
corporal goz
_ yumuyor.,
punishment, yumuyorlar. ' _
, Komutan
Corporal Bedeviceza.
. Dayak!
punishment.
've gota Digime Digimdeki
kernel stuck gekirdek gekirdek alay
(668) | EOS | on my teeth. sikigtl. PtoNP etmeye
‘Colanél stuck ibrigime bagladl. Alay
on my teeth. cekirdek. Komutan Dis.
_ Gergekten Keyfimiz
It's really a ) )
) gok kral bir timden
major buzz- _
(67) | E09 ) ) oyunbozandir. NT kacards.
kill. Major N
o Kral Tdmen
buzz-Kkill.
Qvunbozan, Komutani!
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An event Ted Ted'in de Ted de bu
is also katildigi bir etkinlige
(68) | EO8 PtoQT _ PtoRPT
attending. etkinlik. katHacak.
Kablammo. Omitted. Ustiine bastin.
What do
) Kanada'llar
Canadians Kanadallarin
_ ne hakkinda _
{69} | E09 | even have to NT kuflayacak Pto0T
kutlama ) )
celebrate nesi var ki?
yapiyoriar ki?
about?

In Table 12 above, all of the eight wordplay examples belong to episode 9 in
which also the highest number of wordplays take place overall in the analysis.
Example 63 has been translated with Pun to Non-Pun Translation Strategy in
TTI in which a new punning expression took place whereas in TTH the wordplay
is translated with an idiomatic expression in TL to create a functional effect. In
example 64, the wordplay is constructed around the name Pierce Brosnan
when the character decides not to continue his sentence with “pierced ...°, and
the translator chooses to translate it with a different form referring to a movie in
which Pierce Brosnan acts trying to create the same functional effect in TTI
whereas in TTIl same sentence including the wordpiay could be translated
without losing neither the form nor the function though the wordplay partly is
franslated with 8 Pun ST to Pun TT Translation strategy leaving the word
starting as Pierc... as it is. In examples 65, 66 and67 some army terms are
attempted to be used in the real scenes after the first time they are used, the.
way they are translated in TTi for examples 65 and 66 is by inserting a new
punning expression to the TL to preserve the semantic message even though
losing their form as in the original. Example 67 is translated word for word in TTI
without rendering any part of the intended message. Even though the subtitles
are most of the time preferred by audience who doesn't have much command in
the SL, the visuals including the body language and intonation are trusted to be
grasped for this type of wordplay loss in written form. However, examples 65,
66, and 67 were possible to be translated with Pun to Rhetorical Pun
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Translation in TTIl to preserve the functional effect to some extent and to be
completed with the existence of the visuals. Example 68 has been omitted in
TTl as the word kablammo in different forms and with different situational
meanings is encountered in the analysis. It was probably because the non-
existence of the example 68 wouldn't be a probiem because it could be well
understood in the real scene by any kind of audience. TTIl on the other hand
preferred to keep the wordplay and translate it functionally matching the context
other than totally deleting it. Example 689 was translated with Non-Translation
strategy in TTI; the word about is pronounced with a Canadian accent, which
again couldn't be transferred in the subtitle staying only in the visuals and lost in
translation as a wordplay. Moreover, in TTIl the accentuated word is deleted
staying in the real scene with Pun to Zero Translation Strategy.

Table 13. Differentiated Strategies Applied to Same Wordplays (3)

' Strategy
Three tickets Victoria’s o
Victoria's
to the after Secret
Secret
party of the moda _
L L defite
Victoria’'s gosterisi _
(70) | E10 PSToPTT sonrasi PtoRPT
Secret sonrasi L
. o partisine u¢
fashion partisine g ) .
. y bilet mi?
show? Uh, bilet mi?
. _ _ Bum!
kablammie! | Kabiammie!
In Germany, | Almanya'da
_ o Almanya'da
(71} | E10 we call this | buna #@%! | PSTtoPTT | . PtoRPT
, style deriz..
#D %! deriz.
Goobidy, Goobidy,
(72) | E10 | 9ooODIdY, 90001y, | periopTT | Omitted PtoOT
goobidy, goobidy,
goobidy. goobidy.
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_ Kanka
(73) | E12 | Bromageddon Mahger NT . PtoNP
' mahgeri
Bro- Kanka
Kiyamet ,
(74) | E12 pocalypse o NT Kiyameti PtoNP
' simdi .
Now geldi
Raporun
) . Raporun
Your reportis | sacmaligin
_ bokun _
(75) | E15 crap that daniskasinin | PtoRPT . PtoP
_ _ _ cikardig
craps crap cigrndan
. bok
¢lkmis hali
It's called Ismi
(76) | E16 . ) PSTtoPTT | Adi terstigo PioNP
‘revertigo”. revertigo.
What up Bro- Naber Nasilsin
(77) | E18 seph Kanka NT Kanka-seph PtoP
Lieberman? | Lieberman? Lieberman?
What up B Naber B Nasilsin
(78) | E18 _ PSTtoPTT PtoRPT
dog?: dog? moruk?
Renkler
Are the colors Renkler L
) dizgiin mi
“neat” or are sade mi
(79) | E19 ' NT yoksa PtoNP
they “neato | yoksa sade L
. . dipedizgin
burrito™? pogaga mi? .
mil?

In this last table of the analysis, example 70 like example 68 as mentioned the

wordplay Kablammie! is seen in different forms and with different functions in

third season. In example 70 specifically, the wordplay is left as it is in TTI

probably because ‘the translator intended to transfer the function already

understood with the visuals as a sound effect in the scene whereas in TTil

translator chose to translate the wordplay to make sure its function is well-

served. Example 71 remains the same in TTI due to the complexity of the
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wordplay and in the scene the real intention was to make a funny line with
putting complex letters together which make up a long word in German and thus
sounds funny whereas in TTIl translator intends to transfer the function of the
complex letters corresponding to a long and a funny sounding word in German
existing in the original scene. In example 72 the repeated words by the
character Barney Stinson in the scene stays the same in the subtitles with Pun
ST to Pun TT Translation Strategy in TTi whereas it is completely deleted in
TTIl as it is well understood that those repeated words were uttered upon the
character's excitement in the real scene leaving him speechless and saying
meaningless words. Example 73 and 74 are wordplays made out of the Sl.
words Armageddon and Apocalypse, translated with Non-Translation Strategy
in TTI losing its form and function whereas in TTIl new punning expressions
have been inserted to create the same effect. Example 75 includes wordplays
‘on sentence level created with verb conjugations and with part of speech

3

changes as in ‘... crap (noun) that crap (noun} craps (verb) with a Pun to
Rhetorical Pun Translation strategy in TTl to preserve the same function
whereas in TTIl the words have been translated with a Pun to Pun Translation
strategy both transferring the form and function. Example 76 was decided fo be
transferred the same in TT! probably because of the complexity of the wordplay
‘whereas in TTIl the wordplay reverfigo was translated by inserting a new lexical
item in TL to create the same effect and to transfer the semantic message.
Example 77 separately includes a lost part of the wordplay during the transfer
and thus can be counted parily as Zero Translation but was fit under Non-
Translation Strategy in TTl owing to its word-for-word translation on the other
part that isn’'t lost as in the wordplay Bro(Kanka)-seph(omitted} Lieberman
whereas in TTIl the same wordplay was translated with Pun to Pun Translation
Strategy to preserve the form and serve with the same function. Example 78
stayed the same in TTl as B dog is well understood that it referred to Barney in
the real scene whereas translator in TT!l decided to tfranslate it and create the
same function in TL. Last example 79 of the analysis is a pair of Non-
Translation Strategy and Pun fo Non-Pun Translation strategy which in TTI
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loses its form and function by word for word translation whereas in TT1l a new

lexical item is inserted to create the same effect in TL.

In all the charts above in this section, it has. been attempted to spot the most
encountered strategies in the subtitles of How I Met Your Mother 3 Season by
their two subtitled franslations along with a separate part where the different
strategies for same wordplays by two translators discussed. A complete list of
wordplay translations and their strategies have been added as Appendix | at the
end of this study demonstrating the pair of strategies for both TTl and TTil In
the following section, a detailed discussion analyzing the examples with
‘graphics and numbers will be presented to suggest tangibles answers to the
research questions of the study further in the Conclusion.

4.3. DISCUSSION

Having analyzed the instances of wordplay translations in How | Met Your
Mother 3@ Season, it would be more useful to look at the big picture in terms of
seeing the distribution of strategies used to translate the wordplays for two
different translations. The most and the least commonly used strategies and the
different strategies used by two different translations may give some ideas for
how audiovisual elements are translated as wordplays specifically.

The evaluation of translations in this descriptive study is based on problem-
restricted theories suggested by Holmes & Toury by demonstrating the {oial
number of strategies used in two different translations in specific in Figure 1.
and in Figure 2. demonstrating the number/percentage of same strategies by
two translators along with the different ones shown within the same figure. Each
figure will be discussed separately below. It should also be noted that the
analysis will be done for 158 translations; 79 translations for Tiglon and 79 for
Netflix. Out of 158 translations 108 translations both for Tiglon and Netflix were
translated with the same strategy for 54 wordplays and the remaining 25
wordplays were translated with different strategies for Tiglon and Netflix totaling
50 translations.
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Figure 1. Number and percentage of strategies used for wordplay translations
in How I Met Your Mother 3 Season and their distribution between
Tiglon and Netflix translations.
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Figure 1 shows the distribution of strategies employed in wordplay translations
of How | Met Your Mother 37 Season in numbers as well as in percentages for
both translations by Tiglon and Netflix. According to the figure above, the most
used strategy is Non-Translation with 61 instances (39%) and is followed by
Pun to Pun Translation with 37 (23%). In the most used strategy and in all the
instances of which, word for word translation method is used losing the
functional effect the original wordplay may have created on the audience in the
first place. When analyzed its disiribution beiween two translations Tiglon
translator seems to have used this strategy more with 15% difference which will
be discussed more in detail in Figure 2. While most of the SL wordplays
translated with this strategy were created with alliteration and rhyme followed by
tone of voice changes in the SL and creating wordplays and some slang ways
of calling things creating wordplays in SL, during the transfer of the mentioned
types were translated word-for-word losing their effect. On the other hand, the
use of Pun to Pun Translation strategy after Non-Translation shows that
wordplay translations between SL and TL with both form and function preserved
is possible even though half of the wordplays were translated with the latter and
the distribution of the use of this strategy by Tiglon and Netflix translators is only
3%. The two most seen strategies are followed by Pun ST to Pun TT
Translation with 24 examples (15%) which shows that the translators left the
wordplays to be comprehended by the audience and thus possibly trusting the
existence of audiovisual product, their background knowledge of the audience
or simply because there is no equivalent of such in TL system. The difference in
use of this strategy between two translations is around 8% which is not as much

as the use in difference of Non-Translation strategy but will be discussed in
detail.

Pun fo Rhetorical Pun Translation strategy is observed in both translations with
20 instances (13%) and when the number of translations under this strategy
between two translations is observed, Netflix has 15 translations (19%) and
Tiglon has 5 {(6%) having a considerabie difference in such use. This strategy is
mostly used to preserve the functional effect of the wordplay on TL audience
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and what was opted by Tiglon transfer instead of this very strategy will be

analyzed later in Figure 2.

The fifth most observed strategy Pun to Non-Pun Translation, in which either a
new lexical item or a new punning expression is inserted in the TL in the
transfer, has 13 examples (8%) in total distributed as 6 (8%) examples in Tiglon
and 7 (9%) in Netflix with a close number of use between the two translations.

The last and the least used strategy Pun to Zero Translation is not much
observed in neither of the translations with a number of 1 (1%) in Tiglon and 2
(3%) in Netflix. The use of this strategy in the study mostly depends on the
existence of the audiovisual product in the real scene. One reason for such a
rare occurrence of the use of this strategy might be that most of the wordplays
in the 3™ season were created with rhyme, alliteration and repetition whereas
the examples found to be translated with this strategy all included in the
audiovisual product didn't need to be translated into TL.

A more detailed discussion of how translation strategies resemble and differ
between Tiglon and Netflix translations of wordplays will be presented in Figure
2.
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Figure 2. Number of strategies used for wordplay translations in How | Met
Your Mother 37 Season and their distribution between the
translations by Tiglon and Netflix in terms of similarities and
differences.

Figure 2 shows the number of strategies used for wordplay translations in How /
Met Your Mother 3@ Season and their distribution between Tiglon and Netflix in
terms of how they resemble and differ from each other.

Starting with Pun to Pun Translation Strategy, being the second most used
translation strategy in the analysis, 16 different translations both by Tiglon and
Netflix were translated with this strategy but separately speaking 17 translations
were done with Pun to Pun Strategy in Tiglon whereas 20 of them were done
with the same strategy in Netflix. The use of such a strategy with 37 instances
in total out of 158 translations suggests that almost one fifth of the wordplays in
the study could be translated with both form and function preserved. This
strategy can be said to have been the choice of both Tigion and Netflix
translators where needed.

Pun to Non-Pun Translation Strategy being the fifth most used strategy in the
analysis constitutes 13 franslations by both Tiglon and Netflix translators with

former having 6 and the latter having 7 translations under this strategy, even
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though the difference in use in numbers is not that high between iwo
translations, inserting a new lexical item or a new punning expression is not that

much of a choice of either of the translators.

Instances in Pun to Rhetorical Pun Translation Strategy was observed with
much difference between two translations in-numbers in terms of its use in the
analysis. Having only 3 wordplay translations with the same strategy, Tiglon has
5 whereas Netflix has 15 instances of this strategy in total. This shows that the
Netflix translator tried to use this strategy over of Non-Translation Strategy and
Pun ST to Pun TT Strategy to preserve the function of the wordplays to some
extent even though the total number of use in this strategy is not that high in the
study.

Non-Translation is the most preferred strategy in the case study with a total
number of 61 translations; 50 of which being the same for 25 wordplays
whereas 10 translations in Tiglon and 1 translation in Netflix were spotted to be
used for different strategy pairs in the study. This shows that and as can be
read from Figure 2., most of the translations in Tiglon were done with Non-
Translation strategy losing both their form and function as a wordplay unlike the
choice of Netflix translator. Neverthless, this strategy with its use in total is the
most used strategy probably because the TL system has no equivalent for any
other strategy to be used.

Pun to Zero Translation Strategy has no instance where one wordplay in both
translations were translated with it. With a total number of 3 in the study; 1 for
Tigion and 2 for Netflix, this strategy doesn’t seem to be the choice of the two
translators probably because of the way wordplays were constituted and the
existence of the audiovisual product and thus is the least used strategy in the
study.

Pun ST to Pun TT Translation Strategy having 24 instances in the study is the
third most used strategy in the analysis after Non-Translation (loss in both form
and function) and Pun to Pun Translation (translation on formal and functional
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level) with the transfer of same wordplays in the TL system. Apart from the 7
wordplay translations within the same strategy by two translations; 8 instances
for Tiglon and 2 instances for Netflix were observed separately pairing with
other strategies. This shows that the Tiglon franslator trusted more to the
existence of the real scene or the background knowledge of the audience to

grasp the meaning of the wordplay in the scene,

No instance for Non-Pun to Pun Translation strategy where a new wordplay in
textual positions is added and Zero to Pun strategy where a new wordplay is
inserted into TL as compensation for lost puns even though the SL doesn't
include one originally has been recorded neither in Tiglon nor in Netflix
translations.

Editorial Techniques also have not been observed neither with footnotes nor
endnotes as the main constraint in the subtitles.is the limited time and space on
screen and the use of which is not preferred.

To sum up, Non-Trarislation Strategy is the most used strategy in 158
translations with a total number of 61; Pun to Pun Translation Strategy is the
second with 37; Pun ST to Pun TT is the third with 24; Pun to Rhetorical Pun
Translation Strategy the fourth with 20; Pun to Non-Pun Translation Strategy
the fifth with 13 and lastly Pun to Zero Translation Strategy the last with 3
wordplay translations were observed. Looking at the distribution of the
strategies, it can be said that even though it was possible to transfer both the
formal and functional structure of SL to TL to some extent, it was not possible to
apply this strategy due to the complexity of the wordplays in the SL system and
considering the possible background knowledge of the audience thus using the
two other most used strategies to somehow render the wordplays to TL.
However, it should be noted that the very existence of the audiovisual product
along with the subtitles can't be ignored in the choice of the strategies and their
distribution in the study.
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CONCLUSION

in this thesis, humor elements in audiovisual environment has been studied by
analyzing wordplays in specific and their translations in the American sit-com
How | Met Your Mother 3@ Season by Tiglon and Netflix. Humorous elements
by their nature raise some problems in their translations as they are culture-
bound and when wordplay is present with its linguistically complex nature along
with subtitied translations having their own constraints on screen in terms. of
time and space which are limited.

In this study, it has been attempted to answer the questions of what strategies
are used to translate certain wordplays and whether there is one strategy
applied to all, what strategies are used more frequently for wordplays in a
humorous context in subtitles, what might be the reason for translators’ choice
for a certain strategy and lastly how the fwo translations differ from and
resemble each other in terms of their choice of a certain strategy in wordplay
transiations; the answers of which will be discussed separately in the following
parts of this section.

The case study of the humor translation in subtitles between the chosen
American TV show comedy series and their Turkish subtitled translations have
been analyzed in the light of problem-restricted theories from ‘The
Holmes/Toury Map’ by James Holmes’ and a description of strategies used for
certain types of wordplays has been provided. Having based the study on
problem-restricted theories the methodology to better analyze the instances of
wordplays and their translations namely Delabastita’s strategies for translating
wordplays have been adopted.

The main focus of this study has been on the strategies used in the translation
process of wordplays in humorous context in the Turkish subtitied versions of
the American TV show series How | Met Your Mother 3% Season; the available
season in Tiglon as an official DVD and in Nefflix with Turkish subtitles could
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be obtained and studied as they were official and could be analyzed and

described thoroughly.

In the light of this analysis conducted on the translation of wordplays that were
found in 20 episodes of How | Met Your Mother 3@ Season; starting from the
first question that says what strategies are used to translate certain wordplays
and whether there is one strategy applied to all it can be said that regarding the
strategies adopted by Delabastita, six of the described strategies have been
observed and classified in the analysis by the two franslations: Pun to Pun
Translation, Pun to Non-Pun Translation, Pun to Rheforical Pun Translation,
Non-Translation, Pun to Zero Translation and Pun St to Pun TT Translation.
Looking at the distribution of the stratégies observed in the analysis, it can be
said that the two translations were compatible in their choice of translation
strategies for wordplays and that Non-Pun to Pun Strategy, Zero to Pun
Strategy and Editorial Techniques were not used by either of the translators.

Moving to the second research question of the study that says what strategies
are used more freguently for wordplays in @ humorous context in subtitles; Non
Translation holds the biggest space in 158 translations having 61 instances of
wordplay translations which is followed by followed. by Pun to Pun Translation
with 37 and 24 instances of Pun ST to Pun TT Translation strategy in both of
the translations in total. This three is followed by Pun to Rhetorical Pun
Translation strategy with 20 wordplay translations, 13 instances were cbserved
for Pun to Non-Pun Translation and lastly 3 wordplay translations of Pun to Zero
Translation Strategy were encountered being the least used strategy for
wordplay translations. A detailed explanation of the possible reason for the
choice of these certain strategies will be discussed in the third research
question.

Third research question will be explaining the possible reason for the choice of
a certain strategy by the transiators. To present a thorough -answer for this
question, the applied methods within the strategies and their reasons will be
discussed. For the most used strategy in the study mostly word for word
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translation method was applied to the translations of the wordplays: probably
because there was no other choice to render the intended message followed by
more or less the same pun effect with its functionality and holding almost one
fifth of all 158 instances showing that both formal and functional effect are more
or less provided in the translations thanks to the compatibility of the two
systems. One other commonly seen strategy Pun St to Pun TT Translation with
24 findings also shows that by inserting the original wordplay in TL, it was
intended to transfer the wordplays with both their original form and function
trusting the existence of the audiovisual product and socio-cultural background
of the audience or simply because of the compiexity of the wordplays to be
transferred to the TL. 20 instances for Pun to Rhetorical Pun Translation with
which translators try to preserve the functional effect of the wordplay by
translating them with wordplays constituted differently in the form which was
followed by 13 instances of Pun to Non-Pun Translation. This strategy provides
the translator with a new lexical item or a new punning expression. inserted in
TL to maintain the formal and functional effect of the original wordplay but with a
new form in the TL probably not a familiar one to TL audience. Last and the
least used strategy with 3 examples is Pun to Zero translation using which the.
original wordplay is simply omitted in the transfer to the TL. Although one
suggested reason for the use of such a strategy is the complexity of the original
wordplay, the reason of use for the 3 examples is obviously the existence of the
real scene with audiovisual effects.

The fourth and the last research question of the study was how the two
translations differ from and resemble each other in terms of their choice of a
certain strategy in wordplay translations can be answered by referring to Figure
2 where both same and different strategies applied to wordplay franslations can
be clearly seen and interpreted. According to the quantitative data collected by
the two translations, it can be said that both of the translations resemble each
other in terms of the used and not used strategies in the overall study. However,
even though the number of translations with Non-Transtation strategy is high in
both of the translations and for 25 wordplay translations is the same, they differ
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in their use of the same strategy with wordplays translated with different
strategy pairs; Tiglon using Non-Translation strategy in 10 more wordplay
translations whereas Netflix using it in only 1 more wordplay translation. For
Pun to Pun Translation strategy, 16 wordplays were translated with the same
strategy and they do not differ much in their use for more wordplay translations
with different strategy pairs as Tiglon has 1 and Nefflix has 4 more wordplay
translations with this strategy. Pun ST and Pun TT Translation strategy was
used in 7 wordplay translations as same but differing in use Tiglon having 8
more .and Nefflix having 2 more wordplay translations with different strategy
pairs. Pun fo Rhetorical Pun Translation Strategy was used in only 3 wordplay
translations in both Tiglon and Netflix as same and differing with 2 more
wordplay translations in the former and 12 more in the latter. Pun to Non-Fun
Translation Strategy was observed in 3 wordplay translations as same for both
translations and not differing much with 3 more translation in Tiglon and 4 more
in Netfiix. Lastly for the use of Pun to Zero Translation strategy, neither of the
translations used it mutually and only 1 instance in Tiglon and 2 in Netflix were
encountered in the study. Even though it seems that the most used strategy in
the wordplay translations is Non-Translation which unfortunately causes the
wordplay to lose both its form and function in the overall study, when the two
translations observed separately, it can be said that in Netflix translations, the
formal and functional effect of the wordplays were tried to be maintained in TL
by trying to use Non-Translation Strategy less and using the strategies that care
for both mutually or separately more such as Pun to Rhetorical Pun, Pun to Pun
and Pun to Non-Pun Strategies along with Pun to Zero Translation strategy

when considered its reason for use specifically in this study.

This study has all together dealt with wordplay translations in an audiovisual
environment based on problem restricted theories along with applying
Delabastita’'s strategies to classify them more specifically in two different
subtitled translations of How | Met Your Mother 3@ Season by Tiglon and Netflix
and after attempting to answer the research duestions to support the
hypothesis. It can be said that the hypothesis is partly proved by the highest use
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of Non-Translation strategy which doesn't let the wordplays to be transferred fo
TL not also because as humorous elements they are culture bound but because
of the way they were constituted in the SL in addition to the. constrained nature

of subtitles which doesn't let a detailed and an explanatory translation on

screen.

Suggestions for Further Studies

Humor elements by their nature are problematic in their transfer to other TL
systems as they also are culture-bound. This study has mainly focused on
wordplays in How | Met Your Mother 37 Season. Further studies can be done
on wordplay types also suggested by Delabastita to focus on how they are
constituted in a chosen SL system and fan subs versus. official subtitles
observing how andfor whether strategies differ in wordplay translations
depending on their types. Moreover, gestures and mimics that create humorous

effect and as culture-bound elements can be the subject of further studies.
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in Two Different Wordplay

Translations in the Subtities of How | Met Your Mother 3rd Season

Season 3 Translation . Translation
fEpisode ST T Strategy L Strategy
. Pun te Pun Pun to Pun
i il i i il
EO01 ... Daryl Legendaryl ...Nevil Efsanevil Translation ...Nevi. Efsanavil Translation
" Punto
EO I am Ted's wingman. Ted'in kanat Pun to Run Ted'in ekiidsiyim. Rheterical Pun
adamiyirn Translation : .
Translation
. ) Pun to Pun L Pun to Piun
EQ1 slapcountdown.com tokatgerisayim.com Transtation tokatgerisayim.com Translation
E01 | “Cirque de-So-Laid” | Cok sevigeniersirki | Non-Translation |  Sirkle sevigacegiz. Non-
Translation
You're-suit up, | Sen takmlan gektin, . | Sen takimini giydin, ben Non-
B0t bearded down ben sakallar kestim. Non-Transtation sakalimi kestim, Translation
) Non-
N } . , . ” g . . .
EO1 Fivin' it up five-style! Gak hir beglik! Non-Translation | Gak bir beglik bakahim Transiation
EO01 Thanks, but no Tegekkiirler ama Non-Transtation Sad ol ama kalsin .Non-_.
thanks kalsin Translation
EO1 Male Gayle Gay olmayan Gayle | Non-Translation Erkek Geyle'in Non-
ale >ay Y ¥e 4 : Y Transiation
. Pun to
Gael- Gayle-Gael- Gael- Gayle-Gael- Pun ST ta Pun | Gael-Geyie-Gael-Kyle- )
E01 . . : - - Rhetoricat Pun
Kyle-Giri Kyle-Giri TT Transiation Goriil .
. Transiation
_ PunS tt
EO2 Gcupado Daiu Non-Translation Coupado PunTT
Translation
E02 _Scotcheswthjg, cigar- | Viski IQIF{ duran, puro Non-Translation vigki yuvgrlayan, puro Non-_
smoking... icen igen Translation
We are on the.cusp' Sehir disindanlardan Yurt disindan onlarin
of moving from Qut- - < . . .. S Non-
E02 . ) killedun igine gegis | Non-Translafion | kilotlarnin igine girme
of-towners to in-their- - " N Translation
nokiasindayiz eyleminin egidindeyiz.
pansters
. . " Pun ST to Pun . . Pun ST to Pun
EQ2 Yoaur Lilypad Lilypad'in TT Translation Lily Pad'in T Translation
, Pun ST to Pun , Pun ST {o Pun
E02 Your Marshmallow Marshmaliow'un TT Ttansiation Marshmaliow'un TT Translation
Eo2 You're not from Missouri'li degil Pun ST to Pun | Sen Missourf'den dedil | Pun 8T ¢ Pun
Missouri misiniz? TT Transiation misin? TT Translation
E03 We're combing Yokaru gikyeruz Pun to Ffun Yulat: geliyoruz. Pun to Pun
upsars {text Translation. Translation
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message)
03 1f | don't shave, | Tirag olmazsam usly | o onen Tirag olmazsam ?Slu N0_n~__
must behave olmak zorundayim durmam gerekir. Translation
' i . ! -
E03 Hey Mista, sta_y away | Kiz karqes|mden uzek Non-Translation _ Hfay bayim! Non )
from my sista durun bayim Kardegimden uzak dur Translation
All i need to seal the . L N . Non-
EC3 deal is... Olaya girmem igin... | Non-Translation | htiyacim clan tek sey... Translafion
E03 it was.a footwear lik kapan ayakkabiy!. Non-Translation Ayakkabilar kapanin Non-'
feeding frenzy alir oluyordu Translation
She had a huge ‘but’. . . : . Galiba dav hir "ama"s: Non-
E04 Har huge butt, Koca bir kigs vardi. | Non-Transfation vardi. Dev kg, Translation
. Pun to Non-
ER4 See you later alligator{ Gériigliriiz portakal Pun to Nor]_-Pun Gorlgliriiz glizel Pun:
Translation .
Translation
I just call him too- Gok-dii-kullanan- Pun to Pun Dilini Fazla Kullanan Pun to-Pun
E05 . .
much-tongue-guy gocuk Translation Cocuk Translation
Unreasonably-small- | .. Pun to Pun . Pun to Pun
Eas mouth-opening-girl Agzinrazicik-agan-kiz Translation Agzim Gok Az Agan Kiz Transtation
L o o Beni Yoda olarak
Think of me as Beant YODA gibi ditgiin. Kankanizim, Non-
E05 YODA. I'm yeur bro. | diiglin. Kardeginim. | Non-Translation Kardonuzum i
) = L : Translation
I'm bro-da Kar-degim.
EQS Lose the goatee Sakalim kes Non-Translation | Kegi sakaiindan kurtul Pun to Ftun
; Transtation
Yeni 7
You a freshwoman? | Yer:sicl;zlaerﬁian ':t:im Yeni Kizlardan misin? Non-
EQS never use the word . ‘y‘ &0 Non-Translation Asla “yeni goculk” -
. kelimesini kullanmam. AT Translation
freshman. Sexist. L demem. Cinsiyetci.
Cinsiyetgi.
Pun to
. Purn 8T to Pun .
. : .
E05 Ay, Chihughua Ay, Chihuahua TT Transtation Daha neler RhetoncaI.Pun
Translation
i i : -
Let's meet your new Hadi :a?mn tpa : p' Pekala, hadi yeni
doppelganger. Or benzerinle tanigaltm. N benzerinle tamigalim. Non-
£08 ‘shouid | say Yoksa wt.tmal.(_gt on-Translation; Yoksa balter mi Translation
doppelbanger? banzerin mi demeliyim?
demeliyim? )
. Sana bira getireyim . o . Non-
? s 7.
E08 Can1beer ya? mi? Nen-Translation Bira iger misin® Translation
E06 Crazy S Cilgin S Non-Translation ligin Swayze Non-
-Crazy Swayze ligin Swayza on-Translati Cilgin ¥z Transtation
208 ! };now :ggikllgd'uf Oaurl Sa n:;.?;if;k Pun 8T to Pun | Bunun tirink biliyorum. Non-
: P an“e " i -1tsa 0 ug“nu. ! [,,y " | TT Translation Boeing ugad: bu. Translation
hoing™!l. Boing”!
o6 Stamey Binson Starney Binson Pun ST to Pun Stamey Binson Pun 8T to Pun

Barney Stinson

Bamay Stinson

TT Translation

Bamey Stinson

TT Translation




You're taking about
her boobs, right? C!

Gogiislerinden
bahsediyorsun degil

Memelerinden

bahsediyorsun dedfi mi? | pun ST 1o Pun
EO7 And that wasn't mi? Evell Ve bu Non-Translation . TT Translation
Spanish, that was Ispanyolca dedildi, Si. Bu Ispanyoica
Gup skze. beden dlglistydi. degiidh, kup bedeniyd.
207 down\:rtnd ot::;; st::v\;anrZ::r;git Pun ST.to Pun downwlind of the ‘Pun ST to Pun
Sewage lrea ge TT Transiation | sewage treatmani plant | TT Transtation
plant plant
She's a keeper. 0 &zel biri. Sadece Tam sevgili olunacak Pun to
E08 Just... keep her . " Non-Translation kiz. Sadece bagka Rhetorical Pun
. Bagka bir yerde fut. " N
somewhere else. yerde sevgili olun. Translation
X L Durusma klyafetini i . » Non-
1 : _ . 1.
EQ8 Lawsuit up! giyl Non-Translation Ciippe giyl Transtation
Sle?p-eatmg is .a_‘\.'_ery- Uyur—yerhk‘ g?k Gl_l'i?ll Pun to Pun Uyury_erlylf g.ok c:“ddz ve Pun to Pun
E0% serious and delicious |  ve lezzetli bir ibbi . lezzeth bir saglk .
. s : Transiation . Translation
medical condition. durumdur. sorunudur,
. . o, " . . .. 1 PuntoMon
E09 This is gonna be'the | Bu en iyf tokat gilkran | Pur to Non Pun | Bu gelmig gegmig en iyt Pun
best siapsgiving ever. giinii olacak. Translation Tokat Gini olacak. .
Translation
Pun to Non
E09 O T?e stap- Ah! Tokat agioiiar. Pun to 'Nm} Pun Olamaz, tokat agioilar. Pun
petizers. Translation .
Translation
, . . " - . . Pun to
Did something spoil | Bir ey tokat istaliry | Pun to Non-Pun |  Bir sey istahina tokat .
E09 ou slap-petite? mi kagirdi? Transtation ibi mi indi? Rhetorical Pun
4 prpetles Il 9 : Transtation
She's a pierced. .. _ :
Brosnan. Pierce Gozler... Senin Pun to Pierc... Brosnan. Pierce
\ N . L ] Pun te Pun
£09 Brosnan is my Gézlerin Igin. En Rhetorical Pun. | Brosnan geimis gecmig Translation
favorite of all the sevdigim Bond filmidir. |  Translation en sevdijim Bond'dur.
honds.
Ivs ke general -\ g\ i pas pilgidir. Ba Bu genel kiitiirdiir, Non-
E09 knowiedge, General | § OTgir. ¥ | Non-Translation g P .
e Bilgi. General Kiiltit. Translation
Knowledge.
Some countries Baz {ilkeler bedensel ... baz: lke komutanlarn Pun o
acfually still condone cezalafa halagbz jPunte Non-Pun| hala dayak cezasina R
EO2 . . . - ., Rhetorical Pun
corporal. punishment. |  yumuyorar. Badevi Translation géz yumuyor. Komutan
Translation
Caorporal punishment. CeZa. Dayak!
I've got a kemel stuck Diglme gekirdek . Digimdeki cekirdek atay Punto
. i Pun to Non-Pun . .
E097? on my teeth. Colonel sikigtr. Ibrigime Translation -gimeye bagiad:. Alay | Rhetorical Pun
stuck on my teeth. gekirdek.. Komutam Dis. Translation
It's really & major | Gergekten cok kral bir Keyfimiz timden Pun to
EQ9 ‘buzz-kili. Major buzz- oyunbezandir, Kral | Non-Translation kagardi, Tiimen Rhetoricat Pun
kitl, Oyunbozan. Komutang Translation
This is gonna be Kral bir temizlik Pun to Bu toptan bir temiziik Pur to
E0% major clean up. Major . Rhetoricat Pun : Rhetorical Pun
) olacak. Kral Temizlik. . olacak. Topgu Alay. .
Clean-up: Transiation Translation
Eog | Whatdo Canadians Kanada'larne | Non-Translation Kanadatlann Pun to Zero
even have to hakkinda kutlama kutlayacak:nesivar ki? | Translation
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celebrate abiout? yaplyorlar &i?
- Ted de bu etkinlige Pun fo
E09 ?tn e;int Leills alsoo Omitted fi}‘l::nzazt;i: katilacak. Ustiine Rhetorical Pun
aienaing. Raviammo. bastin. Translation
Three tickets tothe ... .,
after party of the | ¥ 010N s Secret moda Victaria's Secret defile Pun to
A gisterisi sonrasi Pun ST o Pun e m ; .
E10 Victoria's Secret artisin {ic bitet mi? | TT Transiation sonrasi partisine {ig bilet | Rhetorical Pun
fashion show? Uh, P oot . mi? Bum! Translation
R Kablammie!
kablammiet
E10 Goobidy, goabidy, Goobidy, goobidy, fun ST fo Pun Omitted Pun to Zero
goobidy, goobidy. goohidy, goobidy. TT Translation Translation
] . ., - Punto
E10 In Germany, we call Almanya'da buna Pun ST to Pun Almanya’da giyle Rhetotical
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