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Abstract

The present article analyzes how viewers process information of subtitled and voiced-over multilingual movies.
In an experimental study, we tested if comprehension of multilingual movies depends on whether subtitling or
voice-over is used as an Audiovisual Translation Mode. Hierarchical Multiple Regression yielded support for
this hypothesis indicating higher levels of comprehension performance in the condition with the subtitled movie
excerpt. Following theoretical argumentation of the psycholinguistic literature, we also tested two hypotheses
which assumed that the effect of Audiovisual Translation Mode on 1) the Detection of the Number of
Languages Spoken by Character and 2) on the Character—Language Pair Identification in a multilingual movie
differs for Multilingual and Monolingual characters. Generalized Estimating Equations (GEEs) showed that
Audiovisual Translation Mode Condition is not a significant predictor either of Detection of the Number of
Languages Spoken by a Character or Character-Language Pair Identification in a multilingual movie. However,
the post-hoc pairwise comparison led to interesting observations showing that the performance on Detection of
Number of Languages Spoken for Multilingual Characters is better in the voice-over condition than in the
subtitling one. The article discusses the theoretical and applied implications of the findings for information

processing of subtitled and voiced-over multilingual movies.

Keywords: Audiovisual Translation; Information Processing; Multilingual Movies; Subtitling; Voice-over.
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1. Introduction

In the last two decades, Audiovisual Translation (AVT) has become an increasingly prominent field within
Translation Studies. Research on AVT is no longer limited to linguistic and cultural matters [1]: its
interdisciplinary nature has contributed to incorporating more aspects from other disciplines such as film

studies, sociology or psychology [2.3.4].

L.1. Previous research

The psychological approach, mainly cognitive, verifies and often questions the validity of general, sometimes
purely theoretical and speculative paradigms on audiences' perception of audiovisual products [5]. On the one
hand, this line of research has focused on the effects of subtitles and their efficiency for comprehension and
memory [6,7.8,9]. According to those empirical studies, the effect of subtitling on comprehension and memory
is correlated with viewers” language fluency [6.9], showing a disrupting effect of subtitles on comprehension
when they are superfluous [6] as opposed to a facilitating effect when the viewers’ knowledge of the language

of the movie is insufficient [6, 9].

Other studies [10,11] have also addressed the factor of viewers’ familiarity with subtitles. The findings show a
strong tendency to initiate reading subtitles at their onset regardless of viewers’ experience with this mode of
providing information [8,10,12] suggesting that reading subtitles 1s a semiautomatic task which requires

relatively low effort due to learning processes [13].

On the other hand, some scholars contrasted subtitling and dubbing in order to test which of those two AVT
modes provides a better understanding of the translated text. One of the pioneer experiments was carried out by
von Feilitzen. Filipson and Schyller [14] on 7 to 11-year-old children with an objective to compare how
effectively dubbed and subtitled texts were processed. The findings showed that subtitled programs were more
difficult to understand than dubbed ones. Similar results were reported by Peeters, Scherpenzeel and Zantinge
[15] who conducted research on 6 to 12-year-old children and concluded that dubbed programs were processed
more easily. Though interesting, the conclusions of these two studies cannot be generalized beyond the studied
population as reading proficiency depends on developmental. cognitive and linguistic factors [16] that are age-

related.

A recent study comparing subtitling and dubbing was presented by Perego, Del Missie and Battiroli (2014) and
addressed the aspects of comprehension and memory, and overall satisfaction with the viewing of both subtitled
and dubbed movies. The results showed that “general comprehension of film content and visual scene
recognition are achieved equally with both translation methods, and that subtitling is more effective than
dubbing when some lexical aspects of performance are considered” [13,14]. Unfortunately, to the best of our
knowledge, no empirical research contrasting voice-over with other modalities such as subtitling or dubbing has

been carried out.

1.2, Multilingualism in mavies
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The previous research has provided some valuable insights on the cognitive aspects of information processing of
interlingual subtitled or dubbed monolingual movies and constitutes a referential framework for the present
article. In this study, the focus is shifted towards multilingual voiced-over movies. Introducing several
languages in movies is a deliberate strategy and, as observed by Heiss [17]. traces of the phenomenon of
multilingualism has always been present in movies. According to Wahl, “languages are used in the way they
would be used in reality. They define geographical or political borders, ‘visualise” the different social, personal
or cultural levels of the characters and enrich their aura in conjunction with the voice™ [18,2]. Some previous
research focused on multilingual movies indicated that audiences appear to prefer “a rich and balanced depiction
of multilingual phenomena in movie dialogues™ [19,155], and displayed interesting differences among
monolingual and multilingual characters in, for example, narrative importance [20]. Thus, considering the
importance of this character’s feature, the challenge of translating multilingual movies is to maintain or at least
mark not only the overall multilingual context of the movie, but also to make the audience aware of how many
and which languages characters speak. To date, research on translation of multilingual movies is scarce and
mainly approached from three major perspectives: as a narrative and aesthetic element of a movie, from a
reception point of view, and as a specific problem for translators who devise various strategies to solve it [21].
All those issues are tackled from a rather theoretical point of view and very little empirical research addressing

those questions can be found (see [22]).

Similarly, very little research has been carried out on voice-over and voice-over perception as this AVT mode is
usually associated with non-fiction movies [23]. However, in some Central and Eastern-European countries,
voice-over is also used as a dominant mode in television to translate fiction movies [24,25,26,27]. Hence this
study shifts its focus toward subtitled and voiced-over multilingual movies with a twofold objective: 1. to
examine if there is a difference between subtitling and voice-over in content comprehension: 2.to examine if
there is a difference between these two modes in detection and identification of multilingual content. As for the
latter. this study aims to analyze whether the audience distinguishes not only the presence of different languages
in a movie but if they are also able to identify which languages are spoken by which characters. This question is

especially significant in the case of multilingual characters as opposed to monolingual characters.

For the purpose of this study, content comprehension will be defined as a process of simultaneously processing
information and constructing meaning of the movie fragment. Detection of multilingual content will be defined
as a process of recognizing how many languages a character speaks in the movie. Identification of multilingual

content will be defined as a process of identifying which language(s) a character speaks in the movie.

1.3. Information processing in subtitled in voiced-over movies

The potential difference between subtitling and voice-over might be ascribed to dissimilar information
processing in those AVT modes. In subtitled programs. as pointed out by d"Ydewalle and De Bruycker [28].
information processing is based on three different sources: the visual image, the subtitles in the viewers” native
language, and the soundtrack in foreign language(s). It should be stressed that d "Ydewalle and De Bruycker [28]
use the term “soundtrack in foreign language™. As this study focuses on multilingual movies where there is more

than one language present in the soundtrack. “soundtrack in foreign language(s)” will be used throughout this
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article to reflect this multilingual characteristic of the movie.

The first source, the visual image, sets viewers in the situational context [24]. The subtitles in the viewers’
native language provide viewers with the translation of the verbal information (for example the dialogues, the
narration, etc.). And finally, the soundtrack in the foreign language(s) complements the verbal information with
important clues (such as emotions or intonation) required for understanding and interpreting the verbal
information. While the soundtrack in foreign language(s) is provided by the audio channel, both image and
subtitles depend on the visual channel. However, as observed in previous research on effectiveness of subtitle
processing [13], no tradeoff between image processing and subtitle processing is observed, suggesting that

information processing in subtitled movies is cognitively effective.

Following the same reasoning, information processing in voiced-over movies would also be based on three
sources: the visual image, the soundtrack in foreign language(s), and the soundtrack in the viewers’ native
language. The visual image and the soundtrack in foreign language(s) have the same functions as in the case of
subtitling. While the image sets viewers in the situational context [24], the soundtrack in foreign language(s)
allows for proper understanding of verbal information. In contrast to subtitling, the translation of verbal
information in voiced-over movie is provided with the soundtrack in the viewers’ native language, which
partially overlays the soundtrack in the foreign language(s). The translation of verbal information depends, then,
not on the visual channel as in subtitling but the on audio channel. The two soundtracks appear almost
simultaneously but with a different level of sound volume. It should be added that as observed by Orero [29],
there is no universal convention regarding the level of reduction of the soundtrack in foreign language(s), and
this level may vary across programs. The soundtrack in foreign language(s) is lowered and layered by the
soundtrack in the viewers’ native language. At this point it should be clarified that voice-over takes different
forms in different countries. For instance, in Ukraine, Russia and Lithuania, the choice of the voice-artist
depends on the gender of the character being translated. Male voice-artists read male characters, while female
voice-artists read the translations of female characters [27]. In Poland, on the other hand, there is only one
voice-artist (in fiction movies, usually male) translating all the characters [30]. Regardless of the number of
voice-artists, they usually start reading the translation after hearing the original utterance. So although the
soundtracks are overlaid, in some cases viewers can hear the beginning and/or the ending of characters'
utterances (see Sepielak in press) as the duration of the voice-over translation is shorter than the original
soundtrack. This phenomenon, called voice-over isochrony [29,23], may allow viewers to identify characters’
intonation and emotion. Moreover, in the case of multilingual movies, voice-over isochrony would also be a

crucial and unique way to highlight the different languages characters speak.

Some significant implications arise from this model of information processing. First, the distinction between the
lines of different characters often becomes unclear or even confusing as the characters' voices blend with the
voice-artist voice. Second, as the volume of soundtrack in foreign language(s) is reduced, viewers have limited
access to this source of information which provides them with important clues regarding intonation or emotion.
Third, voice-over isochrony might be not sufficient to effectively extract all the contextual information
concerning verbal information. In fact, it should be highlighted that although voice-over isochrony appears in

the definition of the voice-over mode (see [29]) it is not considered to be an intentional practice. In fact, some
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previous research (see [33]) show that the percentage of voice-over isochrony is retained in less than 70% of the

utterances.

If this is the case, processing and integration of information in voiced-over movies might be considered
cognitively demanding, which would be reflected in general comprehension of the movie. Moreover, those
limitations might pose a serious obstacle, especially in multilingual movies, where being able to identify

different languages that characters use might be essential for a complete understanding of the plot.

These theoretical assumptions seem to be in line with some previous research [31,32] on the effect of
background noise on memory and some cognitively demanding tasks. These studies show that background
noises can have a disruptive effect on cognitive tasks such as memorizing prose, conducting arithmetic tasks or
recalling memorized digits. Bearing in mind the above-mentioned characteristics of the soundtrack in foreign
language(s)-being lowered and overlaid by the soundtrack in original language-we could assume that
information processing based on this source of information could also have a disruptive effect on such cognitive
tasks as general comprehension or multilingual content detection and identification. However, it is important to
underline that those assumptions have not been experimentally evaluated. Therefore, the opposite situation that
focuses on audio could possibly enhance comprehension or multilingual content detection and identification

cannot be discarded. In particular, this might depend on the number of | ges used in a multili | movie

and a complexity of their use (e.g. a character using several languages throughout a movie interchangeably).

Based on those theoretical assumptions and in order to answer the research questions regarding the effect of
Audiovisual Translation mode on comprehension, as well as on detection and identification of multilingual
content, we have put forward the following research hypotheses: (H;): Comprehension of multilingual movies
depends on whether subtitling or voice-over is used as an Audiovisual Translation mode; (H,): The effect of
Audiovisual Translation mode on the detection of the number of languages spoken by character in a multilingual
movie differs for multilingual and monolingual characters; (H;): The effect of Audiovisual Translation mode on
the character—language pair identification in a multilingual movie differs for multilingual and monolingual

characters.

2. Research methods

2.1 Participants

In order to address empirically the debated issues, and verify those hypotheses, an experiment was carried out.
The experiment was approved by the Institutional Review Board at the University of Texas at Brownsville and
conducted in accordance with ethical procedures. One hundred and thirteen undergraduates and graduates from
a Polish university (96 women and 17 men), ranging in age from 20 to 50 years old (M = 23.69, SD = 5.66),
volunteered to participate. The participants were assigned two groups at random: Group 1 or Group 2. Group |
watched a video fragment in a subtitled version. Group 2 watched the same fragment in a voiced-over version.
Both subtitled and voiced-over versions were identical in terms of verbal content. The only difference between

them was the channel that provided this verbal content. Participants reported being habitual viewers of subtitled
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and voiced-over movies with a mostly positive attitude toward subtitling and voice-over. In particular, on a 7-
point Likert scale regarding how often participants watched subtitles movies (1 being never and 7 very often),
78.5% of participants marked over 5. Next, on a 7-point Likert scale regarding their attitude toward watching
subtitled movies (1 being not liking at all, and 7 liking very much), 78.6% of participants marked over 5.
Respectively, 66.9% of participants marked 5 or over on the Likert scale stating that they are used to watching
voiced-over movies and 59.2% expressed positive attitude (marking 5 or over on the Likert scale) regarding

watching voiced-over movies. None of the participants had watched the movie fragment before the experiment.

2.2 Procedure

The participants were assigned to subtitling and voice-over conditions. The participants were given instructions
and an informed consent form. Before the projection, the participants were asked to fill in: 1) the Polish
translation of The Memory Assessment Clinics Self-Rating Scale; 2) Foreign Language Familiarity and AVT
Modes Habits and Preferences Questionnaire. Next, each group watched the fragment of the movie in their AVT
mode. After the projection, the participants were given the Filler task, Viewing Experience Questionnaire, Face-

language Association Test, and General Comprehension Measure in that order.

2.3 Materials

Video

A 15-minute video fragment was used in the experiment. The video was a selected fragment from the Polish
version of the movie Le Mépris (1963, Jean-Luc Godard) and was shown in its subtitled and voiced-over
versions depending on the condition assigned. The scene was chosen deliberately as: 1) it uses different national
languages (English, French, German and Italian), 2) two characters use only one language while two other

characters use more than one language.

In this movie fragment, Paul Javal meets Francesca Vanini and Jeremy Prokosh in a movie studio. Jeremy, an
American movie producer, is dissatisfied with Fritz Lang’s script of the movie Odyssey and wants to hire Paul
to rework it. Paul, Francesca and Jeremy go to the projection room where they meet Lang. After watching a
brief fragment of Lang's movie, Jeremy and Lang argue about the artistic nature of the movie. Jeremy writes a
check to hire Paul, who accepts the job and leaves to meet his wife. Lang and Francesca stay in the projection
room. Lang recites a poem in German and Francesca translates it into French. After a while both leave. In this

scene, the characters speak the following languages:

e Paul Javal: French

e Francesca Vanini: English, German, French, Italian
e Jeremy Prokosch: English

e  Fritz Lang: English, German, French

The following documents were handed out prior to exposure to stimuli.
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2.4 Basic demographic questionnaire

In this measure, participants were asked some basic demographic questions such as their age, sex and

nationality.

The Memory Assessment Clinics Self-Rating Scale (MAC-S)

The Polish translation of this scale includes 21 ability-to-remember items, 24 items assessing frequency-of-
occurrence of memory failures, and four global rating items assessing overall comparison to others, comparison
to the best one's memory has been, speed of recall, and concern or worry over memory function [34]. This
measure is included in the experiment to control for possible effects of differences in memory on the dependent

variable.

Foreign Language Familiarity and AVT Modes Habits and Preferences Questionnaire

In this measure, participants were asked about their and their parents’ native languages. Additionally, they had
to self-evaluate what foreign languages they knew and mark their proficiency level on a seven-point Likert scale
(1 being very weak and 7 being very good). This questionnaire also included 7-point Likert scale questions
regarding how often participants watched foreign movies with subtitles, voice-over, dubbing or with no
translation provided (1 being never and 7 being very often), and their attitude toward each AVT mode (1 for not
liking at all and 7 liking very much). This measure controlled for three possible covariates: 1) Foreign Language
Proficiency (FLP), 2) Frequency of Exposure to AVT Mode (FEAVTM), and 3) Attitude towards the AVT
Mode (AAVTM).

After the completion of the above-mentioned measures the participants were exposed to the stimuli. After the

exposure, the following measures were administered.

2.5 Filler task

This instrument included 10 mathematical addition problems the participants had to solve within one minute.
This task was used to eliminate the possible group differences in working memory processing and any possible

bias caused by a rehearsal mechanism after the projection [35].

2.6 Viewing Experience Questionnaire

This measure questioned participants” previous knowledge regarding the viewed movie fragment, enjoyment of
it, and attention paid to the movie projection (1 being highest and 7 being lowest). The last one was used as

Attention paid to Movie Projection (AMP) covariate in the analysis.

2.7 Face-language Association Test

Participants were shown four freeze-frames, each displaying one of four characters from the fragment, and were

asked to determine how many languages those characters spoke and also identify those languages. This test
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measured two outcomes: 1) Detection of the Number of Languages Spoken by Character (DNLSC), and 2)
Identifying the Character-Language Pair (ICLP)

2.8 General Comprehension Measure

Twenty multiple questions with three possibilities (yes, no, don’t know) were administered to examine whether
participants understood the main conceptual aspects of the movie fragment. This questionnaire measured an
observed outcome: Comprehension. The questionnaire included four still frames. each displaying one of four
characters with their names, in order to eliminate a possible bias resulting from an erroneous identification of

the character.
3. Results

Data were analyzed using SPSS 19 for Windows with an assigned significance level of p = .05 (two-tailed).
During the data prescreening, ten cases, including cases not adhering to research design assumptions (e.g. non-
Polish native speakers), missing data cases, and outliers, were climinated from further analysis. ' The pre-
analysis data screening also detected possible multicollinearity problems among the Frequency of Exposure to
AVT Mode and Attitude towards the AVT Mode covariates. In order to avoid further problems with
understanding which variable contributes to the variance explained, the Attitude towards the AVT Mode
offending variable was dropped from the analysis. Dropping the Attitude towards the AVT Mode covariate
additionally limited the number of independent variables in the model which enables avoidance of decline of the

reliability estimates caused by the presence of the combinations where there are few cases.

In order to test the H; that the comprehension of multilingual movies depends on whether subtitling or voice-
over is used as an Audiovisual Translation Mode, a Hierarchical Multiple Regression was conducted. The
analysis examined the relationship between the independent variable of Audiovisual Translation Mode
Condition (AVTMC) and dependent variable of Comprehension, while controlling for Memory (underlying
MAC-S scale had a high level of internal consistency, as determined by a Cronbach's alpha of 0.852), Frequency
of Exposure to Audiovisual Translation Mode (FEAVTM), and Attention to the Movie Projection (AMP)
covariates. In order to assess the importance of the AVTMC after all covariates have been controlled for. the
covariates were entered first in the regression equation. After this, the IV was entered into the model. The results
for the first step, which includes Memory, FEAVTM. and AMP covariates indicated that model significantly
explained a small to moderate proportion [22.9%] of variance in Comprehension [R= 479, R* = 229, adj.R* =
206, F(3, 99) = 9.827, p = .000]. The analysis of coefficients shows that AMP was a unique significant
predictor of Comprehension [p=.480, 1(99) = 5.378, p = .000] and indicated the increase in AMP was directly
linearly related to increase in Comprehension, while Memory and FEAVTM did not add significantly to the
model (see Table 1). The results for the second step, that adds the TV of AVTMC to the model also indicated
that this regression model significantly explained a weak to moderate proportion [27.4%] of variance in
Comprehension [R=.524, R* = 274, adj.R? = .245, F(4, 98) = 9.255, p = .000]. Although the Change Statistics
analysis shows that adding AVTMC explained only an additional 4.5% of the variation in Comprehension [.L‘.I*‘.2
= .045, F(1, 98) = 6.040, p = .016], the analysis of coefficients shows that AVTMC is still useful and is a
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significant predictor of Comprehension [f=.221, t(98) = 2.458, p = .016] indicating that exposure to subtitling
significantly predicted an increase in Comprehension when controlled for the covariates entered in the first step

(see Table 1).

Table 1: Hierarchical Multiple Regression Predicting Comprehension from Audiovisual Translation Mode
Condition (AVTMC), while controlling for Memory, Frequency of Exposure to Audiovisual Translation Mode

(FEAVTM), and Attention to the Movie Projection (AMP) Information processing in voiced-over movies

Comprehension

Model 1 Model 2
Variable B B B B
Constant ~ 8.319% 9.300*
Memory  .126 013 -101 =011
FEAVTM -.093 -041 -179 -.078
AMP 1.039%* 480 958%* 442
AVTC 1.474% 221
R’ 229 274
F 9.827%* 9.255%*
AR’ 229 045
AF 9.827%* 6.040%

Note. N = 103. *p <.03, ** p< 001

In order to test the H; that the effect of Audiovisual Translation Mode on the Detection of the Number of
Languages Spoken by Character in a multilingual movie differs for Multilingual and Monolingual characters,
multivariable Generalized Estimating Equations (GEEs) were used. The probability of Detecting the Number of
Languages Spoken by Character (DNLSC) in a multilingual movie depending on
Monolingualism/Multilingualism of a Character (MOMUC), controlling for Memory, FEAVTM, and AMP was
evaluated with participants exposed to a subtitled or voiced-over multilingual movie fragment which was one of
two dichotomous explanatory variables (AVTMC). MOMUC was used as a second dichotomous explanatory
variable, followed by the interaction between AVTMC and MUMOC, and controlling for the covariates
mentioned above. The use of GEEs allowed adjustment for a correlated data structure arising from the fact that
the same participants were measured repeatedly regarding DNLSC for each of four Characters showcased in the
movie. In particular, the GEE parameter estimates were based on empirical standard error estimates, using an
unstructured working correlation. Additionally, GEEs allowed to appropriately handle the dichotomous outcome
variable DNLSC (i.e. Not-Detected / Detected), and provided post-hoc pairwise comparisons of expected
marginal means with Sequential Bonferroni adjustment. According to the GEE model (see Table 2), AVTMC
was non-significant predictor of DNLSC (Wald y’(1) = .430, p = .512). GEE also revealed that the DNLSC
significantly differed among the Monolingual and Multilingual characters independently of the AVTMC (Wald
£(1)=61.073, p=.000).
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Table 2: Results of generalized estimating equations (GEE) on the effect of Audiovisual Translation Mode
Condition (AVTMC) on Detection of the Number of Languages Spoken by Character (DNLSC) in Monolingual
and Multilingual Characters (MOMUC), while controlling for Memory, Frequency of Exposure to Audiovisual
Translation Mode (FEAVTM), and Attention to the Movie Projection (AMP).

Source of variation Wald-y® DF p

(Intercept) 013 1 908
Memory 413 1 521
FEAVTM 154 1 .695
AMP 1.917 1 .166
MUMOC 61.073 1 .000
AVTMC 430 1 512

MUMOC * AVIMC 7.910 1 .005

Pairwise comparisons (see Figure 1) of the estimated marginal means after Sequential Bonferroni adjustment
showed that Number of Languages Spoken by Monolingual characters was more often correctly detected than

Number of Languages Spoken by Multilingual characters (MD =+ SE: 0.46 + 0.05, p < .000).

0.8
0.7
0.6
0.5
04
0.3
0.2
0.1

0

DNLSC (mm + SE)

Monolingual ~ Multilingual

Figure 1: Detection of the Number of Languages Spoken by Character (DNLSC mm; mean + SE) n
Monolingual and Multilingual Characters (MOMUC). The pairwise comparisons of marginal means {Sequential
Bonferroni tests following GEE) showed significant difference at p < 0.001 level.

The interaction term between MOMUC and AVTMC turned out to be significant (Wald °(1) = 7.910, p = .005).
In particular, pairwise comparisons (see Figure 2) of the estimated marginal means after Sequential Bonferroni
adjustment showed that Number of Languages Spoken by Multilingual characters was more often correctly
detected in the voice-over than subtitles condition (MD + SE: 0.18 + 0.072, p = .022). There was no significant
difference regarding the Detection of the Number of Languages Spoken by Monolingual characters between the
voice-over and subtitles conditions (MD = SE: -0.10 £ 0.072, p = .166).
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0.85
n.s. 0.75
f 0.65
H
= 055
= 045
N
(f‘:
5 035
] -
0.25
0.15

Monolingual Multilingual

---®-- Subtitling —e— Voice-over

Figure 2: Detection of the Number of Languages Spoken by Character (DNLSC mm; mean + SE) between
subtitling and voice-over Audiovisual Translation Mode Condition (AVTMC) in Monolingual and Multilingual
Characters (MOMUC). Asterisk denotes significant difference (*p < 0.05) while n.s. denotes non-significance in

pairwise comparisons of marginal means (Sequential Bonferroni tests following GEE).

In order to test the H; that the effect of Audiovisual Translation Mode on the Identification of the Character—
Language Pair in a multilingual movie differs for Multilingual and Monolingual characters, Multivariable
Generalized Estimating Equations (GEEs) were used. The probability of Identifying the Character—Language
Pair (ICLP) in a multilingual movie depending on Monolingualism/Multilingualism of a Character (MOMUC),
controlling for Memory, Foreign Language Proficiency (FLP), FEAVTM, and AMP was evaluated. The
comparisons were made between the participants exposed to a subtitled or voiced-over multilingual movie
fragment which was one of two dichotomous explanatory variables (AVTMC). MOMUC was used as a second
dichotomous explanatory variable, followed by the interaction between AVTMC and MUMOC, and controlling
for the covariates mentioned above. The use of GEEs allowed for adjustment of a correlated data structure
arising from the fact that the same participants were measured repeatedly regarding ICLP for each of nine
Character-Language pairs showcased in the movie. In particular, the GEE parameter estimates were based on
empirical standard error estimates, using an unstructured working correlation. GEEs allowed the appropriately
handling of the dichotomous outcome variable ICLP (i.e. Identified / Non-Identified). According to the GEE
model (see Table 3), AVTMC (Wald (1) = 448, p = .503) and MOMUC (Wald y*(1) = 2.441, p = .118) were
non-significant predictors of ILUC. The interaction term between MOMUC and AVTMC also turned out to be
non-significant (Wald ¥°(1) = .002, p = .965). While we were initially interested in examining Multilingual and
Monolingual characters separately, we were not justified in doing so because of the absence of a significant
interaction effect among AVTMC and MUMOC.

4. Discussion

The experiment presented in this article was carried out with the aim of examining the effect of subtitles and
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voice-over on general comprehension, as well as detection and identification of multilingual content.

On the one hand, the results obtained for general comprehension were consistent with the first hypothesis (/).
and provided evidence that content comprehension depends on the Audiovisual Translation Mode. In particular,
an analysis of coefficients indicated higher levels of performance in the condition with the subtitled movie
excerpt. These findings are in line with some previous research [10], [13] and support the complementary
function of different sources of information and effective information processing in subtitled programs. At the
same time, the findings suggest that information processing in voiced-over programs is not as efficient. These
findings seem to support Banbury and Berry’s [32] results suggesting that background noises—in our case, the

soundtrack in the foreign language(s)-might in fact have a disruptive effect on content comprehension.

Table 3: Results of generalized estimating equations (GEE) on the effect of Audiovisual Translation Mode
Condition (AVTMC) on Identification of the Character—Language Pair (ICLP) in Monolingual and Multilingual
Characters (MOMUC), while controlling for Memory, Foreign Language Proficiency (FLP), Frequency of
Exposure to Audiovisual Translation Mode (FEAVTM), and Attention paid to the Movie Projection (AMP).

Source of variation Wald-y> DF p

(Intercept) 1.539 1 215
Memory 338 1 561
FLP 17.943 1 .000
FEAVTM 1.838 | JE o7 -
AMP 8.809 1 .003
MOMUC 2.441 1 G118
AVTMS 448 1 .503

MOMUC * AVTMC .002 1 .965

The second hypothesis (H,) assumes that the effect of Audiovisual Translation Mode on the Detection of the
Number of Languages Spoken by Character in a multilingual movie differs for Multilingual and Monolingual
characters. On the one hand, the theoretical assumptions, which highlight an unlimited access to the soundtrack
in foreign language(s) in the case of subtitling and an obstructed one by the soundtrack in viewers’ language in
the case of voice-over, would allow us to expect that the subtitling condition favors correct identification.
However, the results showed that Audiovisual Translation Mode Condition is not a significant predictor of
Detection of the Number of Languages Spoken by a Character. The results also indicated that the fact of a
character being Monolingual or Multilingual is a significant predictor of Detection of the Number of Languages
Spoken by a Character. The post-hoc analysis indicated that the number of languages spoken is more often
correctly detected for monolingual characters than multilingual characters regardless of the AVT mode. More
importantly, the analysis showed a significant interaction between multilingual or monolingual characters and
AVT mode. Further post-hoc pairwise comparisons led to even more interesting observations, indicating that the

performance on Detection of Number of Languages Spoken for Multilingual Characters is better in the voice-
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over condition than in the subtitling one. A possible explanation of this pattern could be ascribed to the fact that
in subtitling, viewers rely on subtitles (visual channel) in a more attentive way than on the soundtrack in foreign
language as subtitles provide them with necessary verbal information. These findings are in line with other
research (see [36]. [37]) suggesting that “visual stimuli are often processed more efficiently than accompanying
stimuli in another modality™ [38:2]. In voice-over, since comprehension of verbal information relies on the
audio channel, viewers pay more attention to both soundtracks and hence have better results in detecting the
Number of Languages used by multilingual characters than in subtitled condition. It could be implied that in
voice-over condition, attention is intentionally allocated to the audio channel as it contains verbal information.
This hypothesis is consistent with other research [39], [40] that suggests that the dominance of vision over

audition could be changed if attention was manipulated by intentional guiding to auditory stimuli.

Finally, the third hypothesis (/;), which assumes that the effect of Audiovisual Translation Mode on the
Character-Language Pair Identification in a multilingual movie differs for Multilingual and Monolingual
characters was not supported. The analysis indicated that neither the AVT mode nor the Multilingual and
Monolingual characters are significant predictors of Character-Language Pair Identification in a multilingual
movie. A possible explanation of these findings might be ascribed to the fact that Character-Language pair
Identification seems to be a more complex cognitive task than Detection of the Number of Languages Spoken
by Character. Particularly, we would hypothesize that Character-Language Pair Identification requires higher
level of concentration than Detection of the Number of Languages Spoken by Character. While concentration
was not in the focus of this study, the control for Attention paid to the Movie Projection was implemented, and
turned out to be a significant covariate with regard to Comprehension and Identification of Language-Character

Pairs. This suggests that further research addressing this aspect as a factor should be carried out.

5. Conclusion and Recommendation

There are several important implications that can be drawn from these findings and that should be addressed in
further research. First, the model of information processing in subtitled movies proposed by d’Ydewalle and De
Bruycker [28] and adopted in this paper should verify and include the level of attention displayed toward each
source of information. We would suggest that while in subtitled programs the three sources of information-the
visual, subtitles, and the soundtrack in foreign language(s)-are complementary, viewers’ attention is not
allocated in an equal manner towards them. Considering our results, it seems that more attention is paid toward
subtitles as it provides translation of verbal information. Going further, we could assume that, actually, the
attention paid to the visual channel could possibly divert attention from the audio channel and therefore limit
access to more complex clues provided in the audio channel only. If this hypothesis 1s supported. it could have
some practical application for subtitled multilingual movies. Considering that viewers process information
coming through subtitles more effectively, they could be used to improve the level of performance on the
identification of multilingual content. In other words, every time the characters change languages, subtitles
would contain information in brackets indicating which language the characters use. Another solution could be
adopted from the BBC which uses different colors, each representing different language [41]. Further research
should verify, however, whether this kind of information would not distract viewers from the verbal information

of the subtitles and whether it would actually improve identification of multilingual content.
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The second implication emerging from the findings refers to the model of information processing in voiced-over
movies. The theoretical assumption of this model, based on d'Ydewalle and De Bruycker [28], enabled us to
distinguish three sources of information: the visual, the soundtrack in foreign language(s) and the soundtrack in
viewers’ native language. This model also suggested that as two of the sources-the two soundtracks—appear
almost simultaneously, information processing could be considered cognitively demanding. The results,
however, suggest that the existence of two soundtracks simultaneously might have disruptive effects on some
cognitive processes such as comprehension, while enhancing others such as Detection of the Number of
Languages spoken by multilingual characters. Auditory dominance seems to be a beneficial factor in
multilingual movies. Further research should verify possible ways to improve general comprehension in voiced-
over movies. We would suggest that introducing one additional voice-artist could potentially improve general
comprehension as the distinction between utterances of different characters would be well defined. Again, this
hypothesis should be empirically tested. Research on those aspects would not only shed more light on
information processing in voiced-over programs but would also constitute a valuable guideline to improve this

AVT mode.

6. Limitations of the study

Though this study will pave ways for other scholars to undertake intensive research on the issue, it was not free
of limitations. As the subjects of this study were Polish university students and the movie excerpt under
investigation was limited to the Polish voice-over translation, readers should be careful in any generalizations
beyond the researched population. On the other hand, the fact that the participants were university students of a
social science degree should indicate cautiousness in generalizing the results to general audience of audiovisual
products. Also, the languages used in the movie excerpt and the particular context introduced by filmmakers
(e.g. scenery) might constitute mediating factors that should be taken into account in the study replications and

any further studies.
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Introduction

Voice-over is the prevailing mode of audiovisual transfer on Polish TV, so it would
seem appropriate that it should merit particular and more detailed attention in
Poland. However, this assumption bears little relation to the reality. Voice-over has
been declared to be an “egregious hangover from the Communist system” (Glaser
1991: online) which persists only because “a lot of people in Poland have bad eyes
and don't have enough money for glasses” (Glaser 1991: online). Indeed, some
Polish scholars have forecast that this transfer mode has no future in film transla-
tion (Tomaszkiewicz 2007: 116). Nevertheless, the reality is that voice-over is still
used (and accepted) on Polish television and, as Wozniak (2012) rightly points out,
more systematic research into its aspects and nature needs to be carried out, par-
ticularly because this could lead to an improvement in the quality of the transla-
tions provided. This paper aims to contribute to this much needed research field
by investigating one of the most relevant voice-over features: synchrony.

This article examines what types of synchronies are present in the voice-over
of fictional genres into Polish, and more specifically attempts to establish whether
the various types of voice-over synchronies are used in voiced-over fiction genres
in Poland. Special attention is paid to the strategies used to achieve each type of
synchrony. The types of voice-over synchronies observed are the four proposed
by Franco, Matamala and Orero (2010:74-83), described in Section 3 and largely
based on the analysis of non-fictional programs.

* The research for this was supported by the Catalan Government funds 2014SGR27 (Trans-
Media Catalonia research group), and this article is part of the project ‘Linguistic and sensorial
accessibility: technologies for voiceover and audio description’, funded by the Spanish “Min-
isterio de Economia y Competitividad” (FFI2012-31023). The article is a part of Katarzyna
Sepielak’s PhD dissertation at the Department of Translation and Interpreting and East Asian
Studies at the Autonomous University of Barcelona.
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Dol 10.1075/babel.60.2.025ep  I1SSN 0521-9744 E-1SSN 1569-9668



Annex 2.1 233

146 Katarzyna Sepielak and Anna Matamala

This exploratory study, which will later be developed through more thor-
ough research, is based on four 15-minutes samples from fictional films with Pol-
ish voice-overs which are available on DVD. It examines samples from a comedy
(Whatever Works, directed by Woody Allen 2009), a drama (Marvin’s Room, dir-
ected by Jerry Zaks 1996), an action movie (Spy Game, directed by Tony Scott
2001) and a musical (Nine, directed by Rob Marshall 2009), using the genre cat-
egorization provided by The Internet Movie Database (IMDDb). A comparison be-
tween the English and Polish dialogues was performed whilst carefully observing
the visuals in order to see whether the four selected types of synchrony were used.
Once key excerpts were identified, a more thorough analysis was conducted in or-
der to determine the strategies used to achieve the selected synchrony type. It must
be stressed here that this research does not intend to provide quantitative data, but
instead adopts a qualitative and descriptive approach to the translational phenom-
ena under investigation.

The article begins with some theoretical notions concerning synchrony in
AVT (section 2), and more specifically voice-over (section 3). The results are then
discussed, and proposals for further research outlined.

1. Synchrony in AVT

Studies into synchrony in voice-over are scarce and those that do exist were only
carried out very recently (Franco, Matamala and Orero 2010). However, the liter-
ature on synchrony in other oral transfer modes such as dubbing is more exten-
sive and can help contextualize this research. This is why a summary of the main
features of synchrony in dubbing will initially be presented, with the focus then
placed on voice-over and the few references to this which are to be found in the
literature.

Chaume (2004a: 36-42) presents a classification of all the literature on syn-
chronisation and differentiates between four perspectives. The first, which he calls
a professional perspective, is represented by Martin (1994), Avila (1997), and Gi-
labert, Ledesma and Trifol (2001), and aims to ensure “that the dubbed product
sounds as though it were original” (Chaume 2004a: 36). The second perspective,
defined as functionalist, includes Fodor (1976), Mayoral et al. (1988), Kahane
(1990-1991) and Zabalbeascoa (1993). Despite presenting similar proposals to
those of the first group, this group of scholars adopt a more academic approach
to the topic. The third perspective is the so-called ‘polysystemic’ approach, rep-
resented by Goris (1993) and Karamitroglou (2000), who consider synchrony to
be the most prominent feature of naturalization, which is in turn considered a
translational norm in dubbing. The final perspective, named the cinematographic
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approach, includes the proposals of Chaves (2000), Bartrina (2001), Chaume
(2003 & 2004b) and Bravo (2003), and analyses synchronisation as “one of a set of
elements in the broad network of signs that make up the message, the film and the
narration” (Chaume 2004a:42).

Among these, the proposals presented by Fodor (1976), Whitman-Linsen
(1992) and Chaume (2004a& 2004b) merit particular attention, as they have be-
come references in the field.

In pioneering work into synchrony, Fodor (1976:21-71) introduces the dif-
ferentiation between phonetic, character and content synchronies. According to
him, phonetic synchrony refers to the lip movement of the actors on screen, with
character synchrony related to matching the voice of the dubbing actor to the film
character actor, and finally with content synchrony taking into account the coher-
ence between the translation and what is happening on screen.

Some years later, Whitman-Linsen (1992: 19) approaches the same topic, fo-
cusing not only on technical procedures but also on the professionals taking part
in the synchronisation process. Whitman-Linsen’s classification distinguishes be-
tween visual/optical synchrony and audio/acoustic synchrony. Visual/optical syn-
chrony includes lip synchrony (also called phonetic synchrony), syllable artic-
ulation synchrony, length of utterance synchrony (also called gap synchrony or
isochrony) and facial expression synchrony (also called kinetic synchrony). Au-
dio or acoustic synchrony on the other hand refers to the idiosyncratic vocal type,
paralinguistic elements (tone, timbre and pitch of voice), prosody (intonation,
melody and tempo), cultural variations, accents and dialects.

More recently, in a widely accepted piece of work, Chaume (2004a:72-73) dif-
ferentiates between: (i) lip synchrony, which adapts the translation to lip move-
ments of the characters on screen, particularly for certain vowels and conson-
ants when clearly visible; (ii) kinetic synchrony, which requires a translation that
matches the movements of the characters on screen, and (iii) isochrony, which
adapts the length of the translated text to the length of the original text uttered by
the actors.

Despite the presence of scientific works describing synchronisation in dub-
bing, there are few studies into the specific strategies employed. Chaume (2004a)
and Mayoral (2003) list a number of strategies, and Matamala (2010) uses a cor-
pus made up of the first reel of three films dubbed into Catalan and Spanish to de-
scribe how written translations of audiovisual products change during the dubbing
process, focusing mainly on the synchronisation stage but also on other phas-
es (namely language revision and recording). Matamala (2010: 105-106) identi-
fies various strategies used by the dialogue writer to synchronise the translation:
reduction (where the number of syllables of the original is reduced), repetition
(where some words are repeated), amplification (where the text is made longer),
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modification (where the length of the utterance is kept the same but the sentence
altered), changed order (where the same words are kept but in a different order),
and deletion (where some parts of the utterance are deleted but the rest kept the
same). Although the constraints imposed by lip-synch dubbing differ considerably
to those of voice-over, these studies are the inspiration for the classifications pro-
posed for voice-over which are presented in the following section.

2. Synchrony in voice-over

Descriptive research into voice-over and the synchrony strategies used in this
transfer mode is not extensive. Grigaraviciute and Gottlieb (1997) analyse the po-
tential semantic and stylistic loss when translating the Danish TV series Charlot
and Charlotte for voice-over into Lithuanian at two levels: “that of structure and
that of translational quality” (Grigaraviciute & Gottlieb 1997:50). Three transla-
tion categories are considered for the first level: full translation, reduction and
elimination. As for the second level of analysis, the authors establish a further
three categories: full correspondence between translation and original, partial cor-
respondence between the two and no correspondence at all. Examples from the
series are provided by the authors to illustrate each of the aforementioned categor-
ies. One of their conclusions is that, as far as synchrony is concerned, some sec-
onds are kept at the beginning of dialogues, although “the Lithuanian voices con-
tinue for as much as a couple of seconds after the Danish lines have been spoken”
(Grigaraviciute & Gottlieb 1997:48).

Also focusing on Lithuanian voice-overs, Aleksonyté (1999) conducts a case
study of the Danish film Breaking the Waves, with the aim of analysing the amount
of information lost in both the subtitled and voiced-over versions, and the strat-
egies used to synchronise the original sound and the voice-over. Departing from
Gottlieb’s (1997) proposal concerning subtitling strategies, Aleksonyté instead dis-
cusses the following approaches: expansion, paraphrase, transfer, imitation, tran-
scription, dislocation, condensation, decimation, deletion and resignation, provid-
ing examples and comparing the Danish subtitles with the Lithuanian voice-over.
Another author who makes reference to synchronisation in voice-over is Krasovs-
ka (2004), who emphasizes that time and space are significant constraints in the
voice-over process. She also points out that some reduction must be made due to
the fact that only one speaker (or, in certain countries, two speakers) reproduces
all the original dialogues.

Despite these isolated papers, the most thorough proposal to date is that of
Franco, Matamala and Orero (2010), based on the work of Orero (2006) and in-
spired by the previous literature on synchronisation in dubbing. Franco, Matamala
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and Orero (2010: 74-83) mainly focus their research on non-fictional products,
and define four types of synchrony for voice-over: voice-over isochrony, literal
synchrony, kinetic synchrony and action synchrony. The first category of voice-
over isochrony refers to the fact that the translation should fit the time available
for the voice-over, which corresponds to the length of original utterance minus a
few seconds at the beginning and at the end. The second category of literal syn-
chrony means that a literal translation must be rendered in those seconds in which
the original can be heard. The authors adopt a critical approach to this type of syn-
chrony and state that a good translation is better than a translation which main-
tains literal synchrony. For the third type of synchrony (kinetic synchrony) to be
achieved , translators must take into account the on-screen body language and ad-
equately synchronize their texts so that, for example, if an actor nods affirmatively,
a contradictory translation saying “no” is not heard. Finally, not only body move-
ments but also actions and all on-screen elements must be adequately synchro-
nized with the text, guaranteeing the fourth type of synchrony: the so-called ‘ac-
tion synchrony’. This classification constitutes the theoretical basis for our analysis,
the results of which will be presented under these four categories.

3. Results and discussion

Although the previously discussed proposal concerning voice-over synchrony is
the most thorough to be published to date, it is mainly based on non-fictional
products. However, in our research, the emphasis is on fictional movies voiced-
over into Polish, and hence it will be relevant to see how the categories of the pre-
vious proposal apply to fictional movies and how the various types of synchro-
nies are achieved, i.e. what strategies are used. The results are presented in four
sub-sections, corresponding to each of the previously identified synchrony cat-
egories. As already mentioned, the analysis was based on four movies. However,
in the comedy Whatever Works, synchrony posed a major challenge due to the
abundance of overlapping dialogues, hence most examples presented in the article
come from this movie.

3.1. Voice-over isochrony

As already explained, voice-over isochrony refers to the fact that the voice-over
translation has to be adapted so that it fits into the time available and allows for the
original to be heard both at the beginning and at the end of the utterance. Natu-
rally, this feature imposes many challenges on the translator, who usually has to re-
duce or change the utterance in order to be able to maintain this type of isochrony.

© 2014, Fédération des Traducteurs (rrT) Revue Babel
All rights reserved



Annex 2.1 237

150 Katarzyna Sepielak and Anna Matamala

By analyzing isochrony in voiced-over documentaries, Franco, Matamala
and Orero (2010:74) noted that certain parts of documentaries depict a language
which “is generally full of hesitations, false starts, syntactic anomalies and other
oral features which have to be changed into precise discourse so that the final au-
dience understands it”. In non-fictional products, these oral markers are generally
used by so-called ‘talking heads’ and are often omitted from the translation be-
cause the information is considered more important than the reproduction of a
spontaneous language. The presence of these oral markers is even more accentu-
ated in fictional movies, which attempt to mimic spontaneous language by means
of the so-called ‘prefabricated orality’ (Chaume 2004a: 168).

However, it remains to be seen whether the strategy employed in fictional
voice-over is the same. Our hypothesis is that, in a similar way to with subtitling,
time and space constraints will compel translators to omit these less informative
units, contrary to what can be achieved in dubbing (Banos-Pifiero and Chaume
2009). It is therefore expected that items such as tag questions, sound mimics,
connectors, attention getters, confirmation seekers (Cordella 2007: 84), emphatic
markers, interjections, incomplete sentences, hesitations (Rosa 1996:324), phatic
elements, mistakes (Orero 2001), and forms of address or repetition, will be re-
moved in the voice-over version.

Our analysis of the movie fragments confirms that these elements are usually
condensed or omitted in order to maintain voice-over isochrony. In examples 1 to
5, some instances of either total or partial reduction are presented, with the omit-
ted or condensed elements highlighted in italics, with discussion as to how these
omissions might affect other issues such as character definition.

In Example 1, the following elements are removed: a vulgar address form
(“you imbecile”), an exclamation (“God”), a false start (“No, don't tell me to.. ”), a
clarification (“just because we don’'t understand what you're saying”) and finally a
whole response by Boris (“I didn’t jump on you”). The reduction of these elements
does not alter the informative content of the message, but it does modify the spon-
taneity of the messages transmitted. Nevertheless, as shown in Example 2, reduc-
tion sometimes only affects specific items such as repetitions, hence minimizing
its impact.
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Example 1 (source: Whatever Works)

Original Polish voice-over Back translation

00:01:00 00:01:01

Boris: That’s not what I'm Boris: W cale tego nie méwig. Boris: That's not what I'm
saying, you imbecile. God, Nie przekrecaj moich slow. saying, Don’t twist my words!
you completely misrepresent  Po co rozmawiam z idiotami? Why am I talking to such

my ideas! Why am [ even idiots?

bothering talking to such

idiots?

Boris’ friend: Boris, calm Przyjaciel Borysa: Borys, Boris’ friend: Boris, calm down.
down. uspokdj sie!

Boris: No, don't tell me to. .. Boris: Jestem spokojny. Boris: T am calm.

Iam calm.

Boris’ friend: Don't jump Przyjaciel Borysa: Nie Boris’ friend: Don't jump on us.
on us just because we don’t naskakuj na nas.

understand what you're saying.
Boris: I didn’t jump on you.

Example 2 (source: Whatever Works)

Original Polish voice-over Back translation

00:04: 39 00:04:39

Boris: With the horror and Boris: Strach, korupcja, Boris: Fear, corruption,
corruption and ignorance ignorancja, bieda, ignorance, poverty, genocide,
and poverty and genocide ludobéjstwo, AIDS, globalne  AIDS, global warming,

and AIDS and global ocieplenie, terroryzm, bzdury terrorism, nonsense about the
warming and terrorism and o wartosciach rodzinnych i family-value and about the
the family-value morons and o broni. gun!

the gun morons!

In Example 2, the deleted element is the conjunction “and”, which in the origin-
al version is repeated nine times but in the voice-over version only appears once.
A simple elimination of a repeated conjunction spares some time which is used to
transmit the informative content of the message. Apart from deleting oral markers
and repetitions, analysis of the corpus shows that reduction can affect other traits
which contribute to character definition. A clear example of this is to be found in
the movie Nine. Although the movie is in English, most of the characters in this
musical are from Italy or France, and they often use isolated Italian or French
words as a means of highlighting their origin. The strategies used towards these
words are various, as shown in Examples 3 and 4.
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Example 3 (source: Nine)
Original Polish translation Back translation
00:30:14 00:30:15
Pierpaolo: Maestro. . . Pierpaolo: Agent Claudii. Pierpaolo: Claudia’s agent.
Claudia’s agent. . .
Guido: Did she like the Guido: Spodobatl sig jej Guido: Did she like the script?
script? No no no no - scenariusz? Niemozliwe. Nie  Impossible. She didn’t get it?

impossibile - are you telling ~ dostala go?
me she didn’t get the script?

Example 3 is very interesting if we focus on the insertion of Italian words. On the
one hand, the repetition (“no no no no”) and the form of address (“Maestro”) are
simple omitted in the Polish. On the other hand, however, the Italian word “im-
possibile” is literally translated. These two strategies mean that the origin of the
characters vanishes in the Polish voiced-over version. The strategy of omission is
also applied in Example 4, although the effect is different.

Example 4 (source: Nine)

Original Polish translation Back translation

00:34:02 00:34:03

Lilli: Ah, Bon soir, bon soir, Lilli: Dobry wieczor! Jestem  Lilli: Good evening! I am la
bon soir. Je suis la vedette des  la vedette des Folies Bergére. vedette des Folies Bergere.
Folies Bergere. Vedette, it Vedette znaczy gwiazda. Vedette means ‘star’.
means, star.’

In Example 4, the original version brought French into play in order to under-
line the French atmosphere and introduce a sudden relocation to the Paris mu-
sic hall of “Folies Bergere”. In the Polish version, only a small French element is
kept: “la vedette des Folies Bergere”. However, the first two expressions of “bon
soir” are perfectly audible, meaning that the function of those foreign greetings
is maintained. A deliberate omission and accurate synchronization allows for the
maintenance of the French flavor, which shows the importance of experimenting
with sound levels and tempos in voiced-over productions. As Wozniak (2012:213)
points out:
in fictional programs [. . .] the translation has to take into account two parallel levels of
communication and to lexicalise the conversation within the frame of visual message.
However, from a purely technical point of view the dialogue structure in fictional pro-
grams is more complicated and polyphonic (i.e., the original text is distributed among
many voices) on the one hand but it usually offers more possibilities to find pauses be-
tween utterances on the other hand

”

Another similar instance is to be found in Example 5, in which the word “cretino
is perfectly audible.
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Example 5 (source: Nine).

Original Polish translation Back translation

00:31:15 00:31:15

Guido: Pierpaolo! Claudia Guido: Pierpaolo! Claudia Guido: Pierpaolo! Claudia
didn't get the script! Send nie dostala scenariusza! didn't get the script! Send her
her another one. For Wislij jej kolejny. Nawet dwa. another one. Send her two!
Chrissake. Send her two!

Pierpaolo: Yes, I'm sorry. Pierpaolo: Przepraszam. Pierpaolo: I'm sorry.

Right now.

Guido: Cretino!

Character definition can also be based on the language register, and Example 6
from the movie Whatever Works presents a different strategy used to keep a slang
unit in the voiced-over version whilst maintaining voice-over isochrony by delet-
ing other oral features.

Example 6 (source: Whatever Works)

Original Polish voice-over Back translation

00:01:19 00:01:19

Boris: What the hell does it Boris: Jakie to w koficu ma Boris: What does it mean

all mean anyhow? Nothing.  znaczenie? Zadne, zero, null.  anyhow? Nothing. Zero. Null.
Zero. Zilch.

In Example 6, items such as the intensifiers “the hell” and “all” are deleted, whilst
the word “zilch” (which in slang means “zero”) is substituted in the Polish with
the German word “null” which is often used in Polish colloquial language. Both
strategies help maintain both the register and the voice-over isochrony. Although
reduction is the main strategy used to achieve voice-over isochrony in the ana-
lysed corpus, transformation of whole utterances is also employed, as shown in
Example 7.

Example 7 (source: Whatever Works)

Original Polish voice-over Back translation
00:09:46 00:09:47
Boris: Do me a favor. Don't Baris: Koniec lekcji. Boris: No more classes.

send that cretin to me
anymore.

In Example 7, the content is transmitted by using totally different words in a neu-

tralized sentence which removes introductory statements such as “do me a favor”

and impolite words such as “cretin”, which again contribute to the characteriza-
tion of Boris.
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Finally, it has been observed that voice-over isochrony is sometimes not main-
tained, with the transmission of all the information prioritized. This is the case in
Example 8, where the voice-over begins one second before (not after) the original
version.

Example 8 (source: Marvin’s Room)

Original Polish voice-over Back translation
00:03:39 00:03: 38

Where’s the whatcha-ma- Gdzie ja mam ten. . . There is the. . .
call-it?

Anticipation constitutes a very useful (and sometimes the sole) resource for the
translator and the voice-over artist in fictional movies, where many characters can
make short utterances in overlapping or fast-paced dialogues. In this case, every
second is precious and leaving any second at the beginning of an utterance may be
simply impossible. This is the case in Example 9, where the voice-over again be-
gins before the original dialogue.

Example 9 (source: Whatever Works)

Original Polish voice-over Back translation

00:01:45 00:01:44

Boris: I didn’t jump on you.  Boris: Nie ganig idei Boris: It's not the idea of
It's not the idea behind chrzescijanistwa, judaizmy Christianity I'm faulting,
Christianity I'm faulting, or  czy innej religii. Chodzi o Judaism, or any religion. It's

Judaism, or any religion. I's  zawodowcéw, ktorzy zrobiliz  the professionals who've made
the professionals who've Boga dochodowy interes. God into a corporate business.
made it into a corporate

business.

Example 9 is a continuation of a dialogue between Boris and Boris’ friends. Due
to the fast exchange of utterances that preceded the fragment and the speed of Bo-
ris’ monologue, the voice-over artist begins reading the text one second before the
original.

Allin all, this analysis shows that so far, in order to maintain voice-over isoch-
rony in the English>Polish combination, total or partial reduction are the main
strategies employed, with some examples of transformation also to be found.
However, voice-over isochrony is not systematically kept, as shown in the final
two examples. Indeed, professionals sometimes resort to anticipation and exper-
imenting with sound and voiced text in order to enhance comprehension and
maintain characters’ defining traits. In this regard, Wozniak (2012) comments on
the importance of another type of feature which is not analyzed in this corpus
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but which undoubtedly would merit further investigation: that of ‘voice-in-be-
tween. According to Wozniak (2012:225), the “anticipation tactic not only helps
to find more pauses between the lines of original speech, but can also help viewers
- among other things - to understand the lines of the dialogues that follow”. This is
the reason why Wozniak considers that voice-in-between would provide “a better
access to the original soundtrack and to information in the voice-over, more com-
fort in the reception of the film and even support in foreign-language learning”
(Wozniak 2012:225).

3.2. Literal synchrony

According to Franco, Matamala and Orero (2010: 80), “the translator must take
into account that a few seconds might be left at the beginning and even at the
end” of the utterances in order to make the first and last words or speech units au-
dible. But as Luyken et al. (1991:141) point out, “the first and the last words will
not only be heard by the audience but very often be understood by some of them”.
Hence, some authors advise translating those audible fragments literally, in order
to enhance credibility and maintain the so-called ‘authenticity illusion’. Achiev-
ing this type of synchrony in non-fictional products, which are often structured
using long narrations interspersed with monologues by experts and some isolated
dialogues or incidental speech, might be relatively easy. However, it remains to be
seen whether fictional movies, which in the words of Juel (2006:13) aim to “enter-
tain, amuse, distract, conform or confirm’, allow for literal synchrony to be main-
tained. It is our hypothesis that it will be difficult to systematically achieve this
type of synchrony in fictional products. Indeed, as Wozniak (2012:212) points out,

whatever rules and strategies have been established for voice-over translation in non-
fiction genres, they will probably be of little use to feature films.

The analysis shows that there is not a single strategy regarding literal synchrony, as
demonstrated in Examples 10 and 11.

Example 10 (source: Whatever Works)

Original Polish voice-over Back translation

00:03:16 00:03:17

Boris: Why would you want  Boris: Czemu chcesz j3 Boris: Why do you want to
to hear my story? poznac? know it?
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second is precious and leaving any second at the beginning of an utterance may be
simply impossible. This is the case in Example 9, where the voice-over again be-
gins before the original dialogue.

Example 9 (source: Whatever Works)

Original Polish voice-over Back translation

00:01:45 00:01:44

Boris: I didn’t jump on you.  Boris: Nie ganig idei Boris: It's not the idea of
It's not the idea behind chrzeécijafistwa, judaizmy Christianity I'm faulting,
Christianity P'm faulting, or  czy innej religii. Chodzi o Judaism, or any religion. It's

Judaism, or any religion. It's  zawodowcéw, ktorzy zrobili z - the professionals who've made
the professionals who've Boga dochodowy interes. God into a corporate business.
made it into a corporate

business.

Example 9 is a continuation of a dialogue between Boris and Boris’ friends. Due
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Allin all, this analysis shows that so far, in order to maintain voice-over isoch-
rony in the English>Polish combination, total or partial reduction are the main
strategies employed, with some examples of transformation also to be found.
However, voice-over isochrony is not systematically kept, as shown in the final
two examples. Indeed, professionals sometimes resort to anticipation and exper-
imenting with sound and voiced text in order to enhance comprehension and
maintain characters’ defining traits. In this regard, Wozniak (2012) comments on
the importance of another type of feature which is not analyzed in this corpus
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but which undoubtedly would merit further investigation: that of ‘voice-in-be-
tween. According to Wozniak (2012:225), the “anticipation tactic not only helps
to find more pauses between the lines of original speech, but can also help viewers
- among other things - to understand the lines of the dialogues that follow”. This is
the reason why Wozniak considers that voice-in-between would provide “a better
access to the original soundtrack and to information in the voice-over, more com-
fort in the reception of the film and even support in foreign-language learning”
(Wozniak 2012:225).

3.2. Literal synchrony

According to Franco, Matamala and Orero (2010: 80), “the translator must take
into account that a few seconds might be left at the beginning and even at the
end” of the utterances in order to make the first and last words or speech units au-
dible. But as Luyken et al. (1991:141) point out, “the first and the last words will
not only be heard by the audience but very often be understood by some of them”.
Hence, some authors advise translating those audible fragments literally, in order
to enhance credibility and maintain the so-called ‘authenticity illusion’. Achiev-
ing this type of synchrony in non-fictional products, which are often structured
using long narrations interspersed with monologues by experts and some isolated
dialogues or incidental speech, might be relatively easy. However, it remains to be
seen whether fictional movies, which in the words of Juel (2006:13) aim to “enter-
tain, amuse, distract, conform or confirm’, allow for literal synchrony to be main-
tained. It is our hypothesis that it will be difficult to systematically achieve this
type of synchrony in fictional products. Indeed, as Wozniak (2012:212) points out,

whatever rules and strategies have been established for voice-over translation in non-
fiction genres, they will probably be of little use to feature films.

The analysis shows that there is not a single strategy regarding literal synchrony, as
demonstrated in Examples 10 and 11.

Example 10 (source: Whatever Works)

Original Polish voice-over Back translation

00:03:16 00:03:17

Boris: Why would you want  Boris: Czemu chcesz j3 Boris: Why do you want to
to hear my story? poznac? know it?
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Example 11 (source: Whatever Works)

Original Polish voice-over Back translation

00:01:40 -00:01:45 00:01:40 - 00:01.44

Boris: Which is they’re Boris: Opierajg si¢ na Boris: They’re based on the
all based on the fallacious blednym zalozeniu, ze ludzie fallacious notion that people
notion that people are 3 z gruntu uczciwi. are fundamentally decent.

fundamentally decent.

In Example 10, the voice-over artist begins reading the Polish version one second
after the original soundtrack, making the first word of the original perfectly au-
dible. This word (“why”) is literally translated using its Polish counterpart (“Cze-
mu”). In Example 11, the voice-over artist finishes reading the text one second
before the original version, making the last two words (“fundamentally decent”)
audible. Again, this audible fragment is also literally translated in the Polish ver-
sion. However, due to problems with voice-over isochrony, this approach cannot
always be followed. In Example 12, the possessives are deleted to fit the translation
into the time available, which does not permit the provision of a literal translation
of the first words.

Example 12 (source: Whatever Works)

Original Polish voice-over Back translation
00:04:04 - 00:04.07 00:04:05 - 00:04:06

Boris: Your portfolio, your Boris: Pakiet akji, dzieci, Boris: Portfolio, children,
children, health. zdrowie. health.

To summarise, the examples presented in this section show that there is not a uni-
fied trend and, depending on the utterance, literal synchrony is sometimes main-
tained and sometimes lost.

3.3. Kinetic synchrony

Orero (2006:257) points out that “in voice-over the message read by the voice
which delivers the translation must match the body movements which appear on
the screen’, in other words, it must keep the so-called kinetic synchrony. In our
corpus this type of synchrony is found, although it does not pose problems to
the translator and a literal translation is often enough to achieve it, as shown in
Example 13.
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Example 13 (source: Whatever Works).

Original Polish voice-over Back translation

00:03:48 00:03:38

Boris: Not me. I have a vision. Boris: Ja jestem inny. Mam Boris: I'm different. I have a
I'm discussing you. wizj¢. Rozmawiam z wami. vision. I'm discussing you.

When Boris says “me” and “T’, he points at himself, but when he utters the pro-
noun “you’”, he directs his hands towards the camera, as if addressing the audience.
This gesture emphasizes that the line of communication is flowing from him to
the audience (“you”). In the Polish version, the sentences and pronouns are liter-
ally translated and kinetic synchrony is easily maintained. In Example 13, however,
this correspondence between body movements and translated text is not as tight
as in the original. In this particular scene, a boy is passing by on the street and sees
Boris talking to himself. The boy then says “mom, that man’s talking to himself”
whilst pointing his finger at Boris.

Example 14 (source: Whatever Works)

Original Polish voice-over Back translation

00:03:37 00:03:38

Boy on street: Mom, that Chlopiec na ulicy: On méwi  Boy on street: He’s talking to
man’s talking to himself! do siebie! himself!

In Example 14, the gesture clearly identifies the person to whom the boy is mak-
ing reference, and supports the verbal output. In the Polish translation, there is no
direct indication and the demonstrative pronoun is substituted with the personal
pronoun “he”; a less cohesive but still totally understandable device.

All in all, maintaining Kinetic synchrony is not especially problematic in our
corpus, and translators solve the few instances where this type of synchrony has to
be kept without further problems.

3.4. Action synchrony

Action synchrony aims to offer a translation which is totally coherent with the vis-
uals. Discussing voice-over in non-fiction, Franco, Matamala and Orero (2010:82)
state that “if the interviewer refers to an element on-screen, the translation must
keep the synchrony and refer to this element as it is shown”. However, it remains to
be seen whether action synchrony is as frequent in fictional movies as in non-fic-
tional products. In fact, in our entire corpus, there are only two situations in which
action synchrony can be detected. The first situation is when the image comple-
ments the translated text. Example 15 shows how the image can sometimes sub-
stitute the verbal expression and still be completely understood by the audience.
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Example 15 (source: Spy Game)

Original Polish voice-over Back translation

00:03:44 00:03:45

You've got ten minutes to fix ~ Masz 10 minut, zeby to You've got ten minutes to fix it.
the electrical. Ten minutes, do  naprawié. Dziesie¢ minut, Ten minutes, clear?

you hear me? jasne?

In Example 15, the image shown on screen along with this line is an electrical. In
the Polish translation “the electrical” is substituted by the demonstrative pronoun
“to”, which means “this”. This demonstrative pronoun - a short translation proposal
which facilitates voice-over isochrony - is perfectly synchronized with the im-
age. Hence, the cohesion between the voiced-over text and the image onscreen is
guaranteed and enhances comprehension. The second type of situation in which
action synchrony has been identified deals with written text on screen, as shown

in Example 16.

Example 16 (source: Marvin’s Room)

Original Polish voice-over Back translation

00:03:15 00:03:15

Janine: Dr. Surabh is on Janine: Doktor Surabh wzigl  Janine: Dr. Surabh is on

vacation. urlop. vacation.

Bessie: See Dr. who? Bessie: Kto przyjmuje? Bessie: See Dr. who?

Janine: I'[I be right back. Janine: Doktorze Wallie, Janine: Dear Dr. Wally, I quit.
odchodze. Zaraz wracam. I'II be right back.

In Example 16, in the receptionist named Janine in the original version is typing a
letter which reads “Dear Dr. Wally, T quit”. This written text is integrated in a dia-
semiotic Polish voice-over (to use Gottlieb’s (2005) terminology) which maintains
action synchrony. As the text is shown on screen, the voice-over artist simultan-
eously reads the Polish translation, allowing the audience to access the full Eng-
lish audiovisual text and maintaining the cohesion between the image and the text.
Other similar examples are to be found in the movie Spy Game, which opens with
a written caption reading “Su Chou Prison Foreign and Workers respond to sus-
pected cholera outbreak, Apr. 14th, 1991”. Again, a diasemiotic voice-over which
is well synchronized with the written text is provided in the Polish version.
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4. Conclusions and further research

Audiovisual translation has always been characterized by a combination of images
and spoken texts. However, in voiced-over movies, the visual channel is accompa-
nied by a double audio channel. This implies that the audience is always exposed
to two dialogue lists, one in the original language and another in the target lan-
guage. This simultaneous coexistence of two soundtracks makes synchrony one of
the most relevant issues in translating for voice-overs, an issue which has none-
theless not been thoroughly researched. This exploratory study has attempted to
answer whether or not the synchronies described in the bibliography, which deal
mainly with non-fiction products (Franco, Matamala and Orero 2010), are to be
found in fiction genres and how the various types of synchronies are achieved in
a corpus of movies voiced-over into Polish. The analysis has found examples of all
synchrony types , with a significantly higher prevalence of voice-over isochrony.
Total or partial reductions have been identified as the most frequent strategies em-
ployed when trying to achieve isochrony, particularly in scenes with many char-
acters talking in overlapping dialogues. The consequence is a loss of meaning at
some points and also a toned down version of the character, whose words lose
some of their idiosyncratic features in the target language version.

On the other hand, the analysis shows that synchrony can be a useful resource.
If the translator and the voice-over artist skillfully manipulate the audio in terms
of synchronization, both the image and the two audio soundtracks can work to-
gether towards facilitating film comprehension and enjoyment in a complemen-
tary way. As demonstrated, the voiced-over soundtrack transfers the most rele-
vant information from the original, not only from the oral language but also from
written texts (such as the previously discussed resignation letter from Marvin’s
Room), and this can be achieved as long as synchrony is maintained. At the same
time, some audible elements from the original can complement the information
(such as the comprehensible excerpts in French in Nine), and synchrony is again
essential for letting those specific words be heard. It remains to be seen, however,
whether this effect is to be found in any language combination or whether the
source language determines the different approaches to the voice-over of non-fic-
tional products.

To summarise, this small-scale piece of descriptive research has shown that all
the synchrony types previously identified for non-fiction find their way into fic-
tional products voiced-over into Polish, although to differing degrees. In addition,
a fifth type of synchrony (voice-in-between) proposed by Wozniak (2012) may be
particularly relevant in fictional products. More research is undoubtedly needed
into this area, and ideally this would better define the current practices in Eastern
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Europe, describe how professionals approach voice-over in terms of translation
and synchronization strategies, and how audiences receive the final product.
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Abstract

The increasing popularity of audiovisual translation in recent years has contributed to a better
understanding of the audiovisual world. Nevertheless, some modalities such as voice-over have
not received thorough attention. In Poland, where voice-over is the prevailing audiovisual, one
voice talent reads out the entire dialogue list in a monotonous way. The translated version is sub-
ject to time and space restrictions, and both the original and the translated soundtracks are au-
dible at the same time, making it interesting to analyze a key aspect of voice-over: the process of
synchronization. Departing from a categorization which originated within the field of dubbing,
and which was later extended and applied to the voice-over of non-fictional products by Franco,
Matamala and Orero, this article aims to assess whether voice-over isochrony, literal synchrony,
kinetic synchrony and action synchrony are maintained in the voice-over of fiction genres in
Poland, and if so, what strategies are used to achieve this. The corpus is made up of four 15-min-
utes samples from movies belonging to four different genres: a comedy (Whatever Works, dir-
ected by Woody Allen 2009), a drama (Marvin's Room, directed by Jerry Zaks 1996), an action
movie (Spy Game, directed by Tony Scott 2001), and a musical (Nine, directed by Rob Marshall
2009). The study highlights the specificities of synchrony in fictional movies and opens the door
for future research into this previously underestimated audiovisual transfer mode.

Keywords: audiovisual translation, voice-over, synchrony, synchronization strategies, fiction
movies

Résumé

La popularité croissante de la traduction audiovisuelle pendant les derniéres années a contri-
bué a une meilleure compréhension du monde de I'audiovisuel. Néanmoins, certaines modali-
tés telles que le voice-over n’ont pas regu une attention minutieuse. En Pologne, ot le voice-over
est la modalité de traduction audiovisuelle la plus utilisée, un comédien lit la liste des dialogues
d’une fagon monotone. La version traduite est soumise a des restrictions de temps et d’espace,
et les bandes sonores de I'original et de la traduction sont audibles en méme temps, ce qui rend
intéressant d’analyser un aspect clé de le voice-over: le processus de synchronisation. A par-
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tir d’'une catégorisation qui trouve son origine dans le domaine du doublage, et qui a plus tard
été étendue et appliquée au voice-over des produits de non-fiction par Franco, Matamala et
Orero, cet article vise a évaluer si I'isochronie du voice-over, la synchronie littérale, la synchro-
nie cinétique et la synchronie d’action sont maintenues dans le voice-over des genres de fiction
en Pologne et quelles stratégies sont mises en ceuvre pour les atteindre. Le corpus est constitué
de quatre extraits de 15 minutes de films appartenant a quatre genres différents : la comédie, le
drame, I'action, et les films musicaux. Létude met en évidence les spécificités de la synchronie
dans les films de fiction, une voie qui peut certainement permettre de s'ouvrir a de nouvelles
approches et a de nouvelles avancées dans la recherche de ce mode de transfert audiovisuel si
peu traité jusqu’a présent.

Mots-clés: traduction audiovisuelle, le voice-over, synchronie, stratégies de synchronisation,
films de fiction
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2.2. Descriptive statistics on voice-over isochrony

and literal synchrony






Voice-over isochrony and literal synchrony in Vicky Cristina Barcelona (Woody Allen, 2009)

VICKY CRISTINA BARCELONA

- g FULL ISOCHRONY INITIAL ISOCHRONY FINAL ISOCHRONY TOTAL
(103 multilingual replicas)
. . . Literal Initial Literal Final Literal Voice-over Literal

Translation Technique Full isochrony . . .

synchrony isochrony synchrony | isochrony | synchrony isochrony synchrony
Macro-Unit Nr. % Nr. | % | Nr. % Nr. | % |Nr.| % % Nr. % Nr.
Condensation 16 15.5% 2.9% 30 20.1% 7.7% 1 0.9% 47 45.6% 11 10.6%
Transfer 3.8% 3.8% 8 7.7% 8 7.7% 12 11.6% 12 11.6
Paraphrase 1 | 0.9% 3 | 2.9% 1| 0.9% 5 | 4.8%
Decimation 1 0.9% 2 1.9% 3 2.9%
Dislocation 1 0.9% 0.9%
TOTAL 22 [213% | 7 |67% | 44 |427% | 16 |15% | 2 \ 1.9% 68 | 66% | 23 |22.3%
Voice-over isochrony 68 66%

GG¢



Voice-over isochrony and literal synchrony in Nine (Rob Marshall, 2009)

N
o1
(o))
NINE
- . FULL ISOCHRONY INITIAL ISOCHRONY FINAL ISOCHRONY TOTAL
(108 multilingual replicas)
. . . Literal Initial Literal Final Literal Voice-over Literal
Translation Technique Full isochrony . . .
synchrony isochrony synchrony | isochrony | synchrony isochrony synchrony
Macro-Unit Nr. % Nr. % Nr. % Nr. % | Nr.| % Nr. % Nr. % Nr. %
Condensation 27% | 1 |09% | 12 |11.1% 46% | 2 |18%| 1 |09% | 17 |157% | 7 | 6.4%
Transfer 55% | 5 |46%| 9 | 83% 7.4% 15 | 138% | 13 | 12%
Paraphrase 1 0.9% 2.7% 1 |0.9% 1 0.9% 5 4.6% 1 0.9%
Decimation 1 0.9% 1 0.9%
TOTAL 11 |101% | 6 |55% | 24 |2220% | 13 |12% | 3 |2.7%| 2 |18% | 38 |351% | 21 |19.4%
Voice-over isochrony 38 | 35.1%
Literal synchrony 21 | 19.4%




Voice-over isochrony and literal synchrony in Avatar (James Cameron, 2009)

A.V.ATAR . FULL ISOCHRONY INITIAL ISOCHRONY FINAL ISOCHRONY TOTAL
(118 multilingual replicas)
. . . Literal Initial Literal Final Literal Voice-over Literal

Translation Technique Full isochrony . . .

synchrony isochrony synchrony | isochrony | synchrony isochrony synchrony
Macro-Unit Nr. % Nr. % Nr. % Nr. % Nr. | % Nr. % Nr. % Nr. %
Transfer 2.5% 25% | 16 | 135% | 16 |135%| 2 |16%| 2 |1.6% | 21 |17.7%| 21 |17.7%
Condensation 3.3% 2 | 1.6% 2 50 2 1.6% 5.9% 4 | 3.3%
Paraphrase 0.8% 1.6% 2.5%
Decimation 2 1.6% 1.6%
TOTAL 10 | 84% | 5 |42% | 21 |17.7% | 18 [152%| 2 |1.6%| 2 |[1.6% | 33 |27.9% | 25 |21.1%
Voice-over isochrony 33 | 27.9%
Literal synchrony 25 | 21.1%

AT



Voice-over isochrony and literal synchrony in Inglourious Basterds (Quentin Tarantino, 2009)

)
)
oo
INGLORIQ.US BASTE.RDS FULL ISOCHRONY INITIAL ISOCHRONY FINAL ISOCHRONY TOTAL
(570 multilingual replicas)
. . . Literal Initial Literal Final Literal Voice-over Literal
Translation Technique Full isochrony . . .
synchrony isochrony synchrony isochrony synchrony isochrony synchrony
Macro-Unit Nr. % Nr. % Nr. % Nr. % Nr. % Nr. % Nr. % Nr. %
Transfer 54 9.4% 54 | 9.4% | 82 | 143% | 82 | 143% | 15 | 2.6% | 15 | 2.6% | 151 | 26.3% | 151 | 26.4%
Condensation 33 5.7% 12 21% | 34 | 5.9% 2 0.3% 9 | 15% | 4 0.7% | 76 | 13.3% | 18 3.1%
Paraphrase 16 2.8% 01% | 23 4% 0.5% 1.5% 0.1% | 48 8.4% 0.8%
Decimation 2 0.3% 2 03% | 6 1% 2 0.3% 1 | 0.1% 9 1.5% 4 0.7%
Expansion 1 0.1% 0.1% 1 | 0.1% 2 0.3% 0.1%
TOTAL 105 | 18.7% 69 10% | 146 | 25.6% | 90 | 15.7% | 35 | 6.1% | 20 | 3.5% | 286 | 50.1% | 179 | 29.8%
Voice-over isochrony 286 | 50.1%
Literal synchrony 179 | 29.8%




Annex 3: Ethical Committee documentation

3.1. Research approval

3.2. Informed consent form

3.3. Informed consent form in English
3.4. Debriefing

3.5. Debriefing in English






3.1. Research approval






Annex 3.1

263

Research Integrity and Compliance

The University of Texas at Brownsville

Matthew Johnson, Ph.D,
IRB Chair

December 12, 2014
Approval Type:

Katarzyna Sepielak Full Board Review

The University of Texas at Brownsville (4 Designated Member Review
One West University Blvd. [] Continuing Review
Brownsville, Texas 78520 [] Change request/Modification/Amendment
RE: IRB-HS Approval {_| Exempt Category
<] Expedited Category 7
Study Title: “The Difference between Subtitling and Voice-Over
on Content Comprehension and Languages
Identification in Multilingual Movies”

Approval Period:

Start Date: December 12, 2014

Protocol #: 2014-102-IRB
End Date: December 11, 2015
Dear Ms, Sepielak,

In accordance with Federal Regulations for review of research
protocols, the Institutional Review Board — Human Subjects of
The University of Texas at Brownsville has reviewed your study as
requested,

The IRB-HS grants its approval for this project contingent on compliance with the following items. You may make as many

__ copies of the stamped consent form as are necessary for your activity. All consent forms MUST bear the UTR IREstamp

indicating approval,

Responsibilities of the Principal Investigator also include:

e Inform the IRB-HS in writing immediately of any emergent problems or proposed changes.

s Do not proceed with the research until any problems have been resolved and the IRB-HS have reviewed and approved
any changes.

s Report any significant findings that become known in the course of the research that might affect the willingness of the
subjects to take part.

e Protect the confidentiality of all personally identifiable information collected.

*  Submit for review and approval by the IRB-HS all modifications to the protocol or consent form(s) prior to

implementation of any change(s).

*  Submit an activity/progress report regarding research activities to the TRB-HS on no less than an annual basis or as
directed by the IRB-HS through the Continuing Review Form.

* Notify the IRB-HS when study has been completed through submission of a Project Completion Report.

Should you have any questions or need any further information concerning this document please feel free to contact me at
(956) 882-8888 or via email at Matthew.Johnson@utb.edu .

Sincerely yours,
Hrattfiouw Foterndorn, Pl D,

Matthew Johnson, Ph.D.
IRB - Chair

One West University Blvd. « BRHP 2.210 « Brownsville, Texas 78520 » 956-882-7731 » research.compliance@utb.edu ,/"')

¥

Y

=
)
/
4
/






3.2. Informed consent form






Annex 3.2 267

Swiadoma zgoda na udzial w badanin

Postrzeganic filmow

Zapraszamy do wzigcia udzialu w badaniu naukowym, ktére ma na celu zbadanie, w jaki sposdb postrzegamy filmy.
Badanie jest prowadzone przez Katarzyng Sepielak, wykiadoweg na Departamencie Nauk o Zachowaniu i
Depaartamencic Neotilologii na University of Texas at Brownsville w ramach jej pracy doktorskicj na Universidad
Auténoma de Barcelona,

Zostated wybrany/a do uczestnictwa w badaniu, poniewaz jestes studentem/studentka ze znajomoécia jezyka
polskiego. Twoje uczestniciwo w badaniu jest istotne 1 pomoze lepiej zrozumieé, jak widzowie postrzegaja filmy.

W nastgpstwie zgody na udzial w badaniu, otrzymajsz kwestionariusz. Najpierw nalezy wypehic pierwszg czescé
kwestionariusza. Nastgpnie obejrzysz fragment filmu. Nalezy pamigtac, #e sceny mogg zostaé uznane 7a obrazliwe
lub drastyczne. Po projekeji zostaniesz poproszony/a o wypetnienie drugiej czgéci kwestionariusza. Jesli nie
zecheesz odpowiedzicé na klorys z clementow kwestionariusza, mozesz opuscic pytanie i przej$é do nastepnego,
Czas przeznaczony na badanic to 30-40 minut.

W zadnym momencie poedezas badania nic bedzicsz zobowigzany/a do podania informacji identyfikujaeyeh (np.
nazwisko lub numer dowodu osobistego). Wszystkie inlormacje, ki6re zawrzesz w kwestionatiuszu bgda
anonimowe. Potencjalne ryzyko zwigzane z badaniem jest minimalne. Kwestionariusze bedg bezpiecznie
przcchowywane przez okres trzech lat po badaniu, a kazdy uczestnik otrzyma kopig formularza §wiadomej zgody na
udzial w badaniu.

Twoje uczestnictwo w tym badaniu ma charakter dobrowolny. Jesli zdecydujesz sie nie uczestniczyé w badaniu, nie
bedzie sig to wigzalo z zadna karg. Mozesz wycofa¢ zgode na uczestnictwo w badaniu w kazdym momencie.
Zapraszam do zadawania pytan zaréwno teraz jak i podezas badania. Jesli })(deWk} sig pytama po badaniu, proszg
wac sie ze mng drogg elektroni ielaki@utb.edu). ] adotyczace praw
w badan, prosze skontakowa cw Johnson, przewodniczgcy 1 omisji Etycznej
Umvcrsny of Texas at Brownsville pod numerem +1(956) 882-8888 Tub z Lynne Depeaull pod numerem +1(956)
882-7731.

Zgoda na udzial w badaniu:

Dobrowolnie podejmujosz doeyzje o uczestnictwie w badaniu. Twéj podpis potwierdza, ze po przeczytaniu i
zrozumieniu informacji podanych powyzcj, zdecydowaleé/ad sie wziaé udziat w badaniu.
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Informed Consent Form

Perceiving Movies

You are invited to participate in a research study that will measure movie perception being conducted by
Katarzyna Sepielak, a Lecturer from the Department of Behavioral Sciences and the Department of Modern
Languages at the University of Texas at Brownsville as a part of the PhD> dissertation at the Translation and
Interpreting East Asian Studies Department at The Autonomous University of Barcelona.

You were sclected as you arc a student of this university. Your sclection to participate in this study is
based on your ability to understand Polish. Your participation in this study is important as we are intending to better
understand how viewers perceive movies,

Tt you decide to participate, you will be given a questionnaire and asked to fill the first part of the
questionnaire, Next, you will watch a fragment of the movie, Note that the scenes may be found offensive or drastic.
Afier the screening, you will be asked to fill in the second part of the questionnaire. You may cheose not to answer
any items you do not want to answer. The total time that this study will take to be completed will be between 31
to 40 min.

You will not be required to give identifying information (¢.g. Name or ID Number) [or the study ilsell. No
information that will be given during the course of the study will be able to be linked back to you or your name
becanse all information that you will provide in the research packet will be anonymous. No potential risk(s) of any
type are known ar associated with this study, The questionnaires will be stored securely for three years after the
study and that each participant will receive a copy of the informed consent form.

Y our participation in this study is on a voluntary basis and if you decide not to participate you will not
--reeeive-any-penalty-of any-type: Youmay-withdraw-eonsent-at-any time: Feelfree to-ask-questions newand atthe-— o wown e
time of the study, 1f you have any further questions upon completion of this study, feel free to contact Katarzyna
Sepiclak (sepielak@gmail.com). If you have any questions about the right of research subjects, contact the Chair of
the UTB IRB-Human Subjects at (956) 882-8888 (Dr. Matthew Johnson) ar the Research Integrity and Compliance
Office at (956) 882-7731 (L.ynne Depeault).

Consent Statcment:

You are voluntarily making a decision whether or not to participate. Your signature indicates that,
having read and understood the information provided above, you have decided to participate.

Date:

Signature of Participant:

Signature of Investigator:

-~

16 UTB IRB-HS Approval Stamp 7 }
2014-102-1RB Seplelak
Approval Date 12/12/2014
Expiration Date 12/11/2015
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Debriefing

Dzigkuje za udzial w badaniu. Kazdy uczestnik dostanie kopi¢ debriefingu. Celem tego
badania bylo zbadanie, czy istniejg réznice w ogdlnym rozumieniu akcji filmu oraz w
postrzeganiu elementéw wielojezycznych (uzycie roznych jezykéw) w zaleznosci od tego czy
film zostat przettumaczony za pomocg wersji lektorskiej czy napisow. Twoj udziat pomoze
zrozumieé, czy ktéry$ rodzaj thumaczenia (wersja lektorska lub napisy) sa korzystniejsze w
eksponowaniu réznych jezykéw w filmie.

Jesli cheesz otrzymac informacje co do wynikéw badania, prosz¢ kontaktowac si¢ z
Katarzyng Sepielak na adres mailowy: katarzyna.sepielak@utb.edu.

Ponadto, nalezy pamigtac, ze wszystkie informacje, ktore podates/as sa poufne i beda
wykorzystane tylko w celach badawczych.

Raz jeszcze dzigkuje za udziat w badaniu!






3.5. Debriefing in English
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Debriefing

Thank you for participating in the study. Each participant will receive the debriefing form.
The aim of this study was to investigate whether there are differences in the general
comprehension of the content and in the identification of multilingual elements (use of
different languages) depending on whether the film has been translated by voice-over or
subtitling. Your participation will help to understand whether any type of translation (voice-
over or subtitles) are more favorable to comprehend the content and to identify many
languages used in the movie.

If you want to receive information about the results of the study, please contact Katarzyna
Sepielak by e-mail: katarzyna.sepielak@utb.edu.

Also, keep in mind that all the information that you handed is confidential and will be used
only for research purposes.

Once again, thank you for participating in this study!
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Appendix 4.1. The Memory Assessment Clinics Self-Rating Scale (MAC-S) in Polish
Instrukcje

Prosze uzyj ponizszej skali, aby oceni¢, w jakim stopniu pamietasz poszczegolne
wydarzenia. W wyznaczonym miejscu obok kazdego wydarzenia wpisz cyfre, ktora
najlepiej odzwierciedla, w jakim stopniu je pamigtasz.

1 2 3 4 5

Bardzo slabo Bardzo dobrze

Jak dobrze pamigtasz...

Prezenty, ktore dostale$/as na Swigta w ciagu ostatnich kilku lat.
Szczegoty z wakacji lub uroczystosci z Twojego dziecinstwa.

Szczegoty rodzinnych wydarzen z ostatniego roku.

Kto towarzyszyl Ci na imprezach w ostatnich tygodniach lub miesigcach.

Imi¢ osoby, ktéra Ci wlasnie przedstawiono.

2 A

Numer telefonu lub kod pocztowy, ktérych uzywasz na co dzien lub w ciagu

tygodnia.

7. Adresy bliskich cztonkow rodziny, przyjaciot czy wspotpracownikow.

8. Numer telefonu lub kod pocztowy, ktérych uzywasz raz w miesigcu lub rzadzie;.

9. Zgasi¢ $wiatto, wylaczy¢ urzadzenia z pradu i zamkna¢ drzwi na klucz, kiedy
wychodzisz z domu.

10. Napisac list, ktory miales/a$ zamiar napisa¢ lub wykonac¢ telefon, ktory

zamierzate$/as§ wykonac.

11. Gdy wychodzac z domu lub z pracy, zabierasz ze sobg wszystkie rzeczy, ktore

zmierzate$/as zabra¢ (na przyktad parasol czy list do nadania). E—

12. Gdzie potozytes/as przedmioty (takie jak klucze) w domu czy pracy.

13. Poszczegolne fakty z artykulu wlasnie przeczytanej gazety czy czasopisma.
14. Znaczenie stoéw, ktore rzadko uzywasz.

15. Znaczenie stow, ktore kiedys$ znates/as bardzo dobrze.

16. Ustyszane kilka minut weze$niej wskazanie drogi do jakiego$ miejsca.

Prosze przewrdci¢ strone, aby przej$¢ do kolejnych pytan.
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1 2 3 4 5

Bardzo slabo Bardzo dobrze

Jak dobrze pamigtasz...

17. Ktorymi drzwiami wszedles/wesztas do duzego supermarketu.

18. Jak dotrze¢ do miejsca, w ktérym bytes/a$ poprzednio raz czy dwa razy.

19. Informacje, ktére nalezy przypomnie¢ sobie bardzo szybko tak jak w grze czy w
turnieju telewizyjnym.

20. Date oraz dzien tygodnia.

21. Co czytale$/as§ we wczorajszej gazecie.

Instrukcje

Ponizej znajdujq sie przyklady zdarzen, ktore przytrafiaja si¢ kazdego dnia. Niektore z
nich mogq si¢ zdarza¢ czesto a niektore rzadziej. Prosze uzyj ponizszej skali i w
wyznaczonym miejscu obok kazdego zdarzenia wskaz w przyblizeniu, jak czesto w
ostatnim miesiacu zdarzaly Ci si¢ podane problemy z pamigcia.

1 2 3 4 5

Bardzo czesto Bardzo rzadko

Jak czesto w ostatnim miesiacu...

1. Miates$/as problem przypomnie¢ sobie stowo, ktore chciates/as uzyc.

2. Czules/as, ze stowo lub imig , ktore chciates/as uzyc¢ jest “na czubku jezyka”,
ale nie mogtes/as go sobie przypomniec.

3. Zapomniale$/a$ jak nazywa si¢ przedmiot, ktdrego czgsto uzywasz.

4. Nie udalo Ci si¢ przypomnie¢ sobie imienia lub stowa gdy probowales, ale
przypomniales$ je sobie pozniej.

5. Zajeto Ci niespodziewanie dtugo przypomnienie sobie faktu, ktory dobrze
znate$, ale ostatecznie je sobie przypomniales.

6. Nie zrozumiates$/as kwestii poruszanych w konwersacji.

Prosze przewrdcié strong, aby przejs¢ do kolejnych pytan.
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1

Bardzo czesto

2 3 4 )

Jak czesto w ostatnim miesiacu...

10.

11.

12.

13.

14.

15.
16.

17.

18.

19.
20.

21.

Miate$/as problem, aby nadazy¢ za konwersacja gdy pojawialy si¢ zaktocenia

takie jak halas w telewizji czy radio.

Musiates/a§ ponownie przeczytaé¢ poprzedni akapit w gazecie czy czasopismie,

aby zrozumie¢ jego znaczenie.

Miates/as ktopoty ze znalezieniem, gdzie skonczyltes czytac, po tym jak Ci
przerwano.

Pomylites/as ze sobg dwa stowa, ktére brzmig tak samo.

Poszedtes/posztas do pokoju, ale zapomniates/as po co.

Zapomniates$/as wspomnie¢ istotng kwestig, ktorg cheiales/as wspomniec
podczas rozmowy.

Poszedtes/posztas do sklepy czy apteki i zapomniale$/as co zamierzates/as
kupi€.

Trzymales$/a$ wazng rzecz w miejscu, gdzie si¢ nie zgubi i zapomniates$/as,
gdzie to byto.

Musiates$/as$ si¢ zatrzymac i1 zastanowi¢, aby rozr6zni¢ prawa strone od lewe;.
Wybrates$/as numer 1 zapomniate$s do kogo dzwonite§ zanim kto$ odebrat
telefon.

Zapomniale$/a$ o spotkaniu czy innym wydarzeniu, ktore jest dla Ciebie
bardzo wazne.

Zapomniate$/as, ktoty kelner przyjat od Ciebie zamowienie w restauracji.

Nie rozpoznates$/as osob, ktore Ci¢ rozpoznaty.
Spotkates/as osoby, ktory wydawaty Ci si¢ znajome, ale nie mogles/as sobie

przypomnie¢, gdzie je poznates.

Zapomniale$/as$, ze powiedziale§ co§ komus i opowiedziales$ tej osobie to samo

jeszcze raz.

Prosze przewrocié strong, aby przej$¢ do kolejnych pytan.

Bardzo rzadko
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1 2 3 4 5
Bardzo czesto Bardzo rzadko

Jak czesto w ostatnim miesiacu...

22. Zapomniale$/a$ o pewnym zdarzeniu, jak na przyktad o pojsciu na impreze czy
0 podejmowaniu goscia.

23. Nazwates/as kogos, kogo wlasnie poznates$ nie jego imieniem.

24. Jadac samochodem lub uzywajac transport pulicznego, mingte$/minetas

miejsce, gdzie miates$/a§ zamiar zjechac lub wysigsc.

Instrukcje

Uzywajac ponizszej skali, prosz¢ odpowiedz na poszczegolne pytania. W wyznaczonym
miejscu obok kazdego pytania wybierz opcje¢ zgodna z Twoja opinia.

1 2 3 4 5

Bardzo slabo Bardzo dobrze

1. Ogdlnie porownujac do przecigtnej osoby, jak bys ocenit(a) swoja pamigc?

2. Jak by$ ocenil(a) swoja pami¢é, w catosci, porownujac do momentu, gdy byla
ona najlepsza?

3. Poréwnujac do momentu, gdy Twoja pami¢¢ byta najlepsza, jak bys opisat(a)
szybkos¢, z jaka teraz jeste$ w stanie przypomnie¢ sobie o rzeczach?

4. Jak duzy dyskomfort lub zmarwtienie odczuwasz w tym momencie z powodu

Twojej pamigci?



4.2. The Memory Assessment Clinics Self-Rating Scale
(MAC-S) in English
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Instructions

Use the scale below to indicate how you would describe your ability to perform the
following tasks involving your memory. Write the appropriate number in the space
beside the item.

1 2 3 4 5

Very poor Very good

How well do you remember...

Gifts you have received at holidays during the past several years.
Details of holidays or special occasions of your childhood.

Details of family events that occurred during the past year.

Who was with you at events attended weeks or months ago.

The name of a person just introduced to you.

Telephone numbers or zip codes that you use on a daily or weekly basis.

Addresses of close family members, friends, or associates.

O N o gk~ WD e

Telephone numbers or zip codes that you use on a monthly basis or less

often.

9. To turn out lights, turn off appliances, and lock doors when leaving home.

10. To write letters you intend to write or make telephone calls you intend to
make.

11. To take along, when leaving the home or office, any items that you intended
to take (for instance, an umbrella or a letter to mail).

12. Where you have put objects (such as keys) in the home or office.

13. Specific facts from a newspaper or magazine article you have just finished
reading.

14. Meanings of words that you use only rarely.

15. Meanings of words you once knew very well.

16. Verbal directions to a geographic location given minutes earlier.

Please turn the page to proceed to the next question.
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17. Which door you entered when shopping in a large department store or mall.
18. How to reach a geographic location you have visited once or twice.

19. . Facts that must be recalled very quickly as in a game or television show.
20. The date and day of the week.

21. What you read in the newspaper one day ago.

Instructions

Below are listed some examples of things that happen to people in everyday life. Some of
them may happen frequently and some may happen very rarely. Use the scale below to
indicate how often on average think each one has happened to you over the past month.

Write the appropriate number in the space beside the item.

1 2 3 4 5
Very often Very rarely

In the last month, how often did you...

1. Have difficulty recalling a word you wish to use.

2. Feel that a word or name you want to remember is ‘on the tip of your
tongue’ but cannot be recalled.

3. Forget the name of a familiar object.

4. Fail to remember a name or word when trying, but recall it later.

5. Take a surprisingly long time to recall a fact that you know quite well
(and do eventually remember).

6. Miss the point someone else is making during a conversation.

Please turn the page to proceed to the next question.
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10.
11.
12.

13.

14.

15.

16.

17.
18.

19.
20.

21.

1

Very often

Have difficulty following a conversation when there are distractions in
the environment such as noise from a TV or a radio.

Have to re-read earlier paragraphs from a newspaper or magazine story
to understand the point-

Have trouble finding your place again when interrupted in reading.
Confuse one word with another when they sound the same.

Go into a room to get something and forget what you are after.

Forget to bring up an important point you had intended to mention
during a conversation.

Aurrive at the grocery store or pharmacy and forget what you intended
to buy.

Store an important item in a place where it will be safe and then forget
where it is.

Have to stop and think when distinguishing right from left.

Dial a number and forget whom you were calling before the phone is
answered
Forget an appointment or other event that is very important to you.

Forget which waiter took your order in a restaurant.

Fail to recognize people who recognize you.

Meet people who seem familiar but can’t remember where you met
them

Forget that you told someone something and tell that person the same
thing again

Please turn the page to proceed to the next question.

2 3 4 5

In the last month, how often did you...

Very rarely
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22. "Forget an entire event, such as attending a party or having a visitor.
23. Call someone you recently met by the wrong name.
24. "Pass the point where you intended to exit while driving a car or taking

public transportation.

Instructions

Use the scale below to answer the following questions. Write the appropriate number in
the space beside the item.

1 2 3 4 5
Very poor Very good

1. In general, as compared to the average individual, how would you describe your
memory?

2. How would you describe your memory, on the whole, as compared to the best it
has ever been?

3. Compared to the best your memory has ever been, how would you describe the
speed with which you now remember things?

4. How much concern or distress do you feel about your memory at this time?



4.3. Foreign Language Familiarity and AVT Modes Habits

and Preferences Questionnaire in Polish
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Prosze¢ odpowiedz na nastepujace pytania. Jesli nie znasz odpowiedzi na pytanie, prosze
pozostaw je bez odpowiedzi. W przypadku jakichkolwiek watpliwosci prosze podniesé

reke, aby eksperymentator mogl pomoc.

. Prosze zaznacz swoja pte¢: Kobieta ~ Mgzczyzna
Ile masz lat?:

. Jakiej jeste$ narodowosci?

. Jaki jest Twoj jezyk(i) ojczysty/e?

1
2
3
4, Jakiej narodowosci sg Twoi rodzice?
5
6

. W ponizszej tabelce prosze wpisz, jakie jezyki obce znasz oraz prosze¢ zaznacz na skali

stopien znajomos$ci wymienionych jezykow.

Jezyk Stopnien znajomosci

1 2 3 4 5 6 7

Slabo Bardzo
dobrze

1 2 3 4 5 6 7

Skabo Bardzo
dobrze

1 2 3 4 5 6 7

Skabo Bardzo
dobrze

1 2 3 4 5 6 7

Slabo Bardzo
dobrze

1 2 3 4 5 6 7

Slabo Bardzo
dobrze

Prosze przewro¢ strong, aby przejs$¢ do kolejnych pytan.
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7. Na ponizszej skali, wskaz jak czesto ogladasz filmy obcojezyczne:

1 2 3 4 5 6 7
Z napisami Nigdy Bardzo
czesto
1 2 3 4 5 6 7
Z lektorem Nigdy Bardzo
czesto
1 2 3 4 5 6 7
Z dubbingiem Nigdy Bardzo
czesto
1 2 3 4 5 6 7
Bez ttumacznia Nigdy Bardzo
czesto
8. Na ponizszej skali, wskaz jak bardzo lubisz oglada¢ filmy obcojezyczne:
1 2 3 4 5 6 7
Z napisami Woeale Bardzo
nie lubie lubie
1 2 3 4 5 6 7
Z lektorem Woeale Bardzo
nie lubi¢ lubi¢
1 2 3 4 5 6 7
Z dubbingiem Wocale Bardzo
nie lubie lubie
1 2 3 4 5 6 7
Bez thumacznia | \w/cale Bardzo
nie lubie lubie
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4.4. Foreign Language Familiarity and AVT Modes Habits

and Preferences Questionnaire in English
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Please answer the following questions. If you do not know response to any of the

guestions, please leave the question blank. If you have any questions please raise your

hand so that the experimenter may assist you.

1. Please select your gender: Female

2. How old are you?:

3. What nationality are you?
4. What nationality are your parents?

5. What is your native language(s)?

Male

6. In the table below, please indicate which foreign languages you know and also how well

you know each of them.

Language Level of knowledge
1 2 4 5 6 7
Weak Very
good
1 2 4 5 6 7
Weak Very
good
1 2 4 5 6 7
Weak Very
good
1 2 4 5 6 7
Weak Very
good
1 2 4 5 6 7
Weak Very
good

Please turn the page to proceed to next questions.
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7. Using the scale below, indicate how often you use foreign movies:

1 2 3 4 5 7
Subtitled Never Very
often
1 2 3 4 5 7
VOiced'Over Never Very
often
1 2 3 4 5 7
Dubbed Never Very
often
1 2 3 4 5 7
No translation Never Very
provided often
8. In the scale below, indicate how much you like watching foreign movies:
1 2 3 4 5 6 7
SUbt'tIed Not at Vey
all much
1 2 3 4 5 6 7
Voiced-over Not at Vey
all much
1 2 3 4 5 6 7
Dubbed Not at Vey
all much
1 2 3 4 5 6 7
No translation Not at Vey
all much

provided




4.5. Filler task in Polish
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Prosze rozwiaz nastepujace zagadnienia matematyczne, nie uzywajgc kalkulatora, jak
najlepiej potrafisz. Kiedy eksperymentator da zna¢, bedziesz mial jedng minute, aby

poprawnie rozwiazac¢ jak najwieksza ilos¢ rownan.

1) 1569 + 2376 =
2) 6754 + 234 =
3) 432 + 129 =

4) 17653 + 1287 =
5) 234 + 123 =

6) 956 + 545 =

7) 210 + 785 =

8) 8688 + 3498 =
9) 1285 + 1286 =

10) 1289 + 3290 =






4.6. Filler task in English
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Please complete these math problems as to the best of your ability as possible and do not
use your calculator. When the experimenter gives the signal, you will have 1 minute to
complete as many of these problems as possible.

1) 1569 + 2376 =

2) 6754 + 234 =

3)432+129=

4) 17653 + 1287 =

5) 234 + 123 =

6) 956 + 545 =

7) 210 + 785 =

8) 8688 + 3498 =

9) 1285 + 1286 =

10) 1289 + 3290 =






4.7. Viewing Experience Questionnaire in Polish






1. Czy widziate$ ten fragment po raz pierwszy? Tak

Prosze¢ odpowiedz na ponizsze pytania uzywajac ponizszej skali:

Nie

2. Czy skupites sie na ogladaniu 1 2 7

fragmentu filmu? Zdecydo- Zdecydow-
wanie tak anie nie

3. Czy podobat Ci si¢ obejrzany 1 2 7

fragment? Zdecydo- Zdecydow-
wanie tak anie nie

4. Czy obejrzaltbys$/obejrzatabys ten 1 2 7

fragment jeszcze raz? Zdecydo- Zdecydow-
wanie tak anie nie

5. Czy bylbys$/bytabys zainteresowany/a 1 2 7

obejrzeniem catego filmu? Zdecydo- Zdecydo-
wanie tak nie nie

€Te






4.8. Viewing Experience Questionnaire in English






1. Have you seen this fragment for the first time? Yes  No_

Please answer the following questions using the indicated scale:

2. Did you pay attention on the movie? 1 2 7
Definitely Definitely
yes no

3. Did you like the watched fragment? 1 2 7
Definitely Definitely
yes no

4. Would you watch this fragment again? 1 2 7
Definitely Definitely
yes no

5. Would you be interested in watching 1 2 7

the whole movie? Definitely Definitely
yes no

LTE






4.9. General Comprehension Measure in Polish
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Francesca Jeremy

Lang

Prosz¢ odpowiedz na dwadzieScia twierdzen dotyczacych obejrzanego fragmentu.

1. Paul i Francesca spotykaja si¢ w pracy.
2. Paul jest aktorem.

3. Francesca jest aktorka.

4. Jeremy pracuje w branzy filmowe;.

5. Jeremy sprzedat studio filmowe.

6. Jeremy jest Amerykaninem.

7. Jeremy jest szczesliwy z powodu sukcesu
swojego nowego filmu.

8. Jeremy zatrudnil Langa, aby nakrgcil film
"Odyseja".

9. Lang jest Amerykaninem.

10. Lang jest znanym rezyserem.

Prosze przewrécié strone, aby przejs¢ do kolejnych pytan.

Tak
Tak
Tak
Tak
Tak
Tak

Tak

Tak

Tak

Tak

Nie

Nie

Nie

Nie

Nie

Nie

Nie

Nie

Nie

Nie

Nie
wiem_
Nie
wiem_
Nie
wiem_
Nie
wiem_
Nie
wiem_
Nie
wiem_
Nie
wiem_

Nie
wiem

Nie
wiem_
Nie
wiem_
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/‘\

Francesca Jeremy Lang

11. Jeremy uwaza, ze Lang wykonat $wietng Tak Nie Nie
robote. wiem___
12. Jeremy jest wsciekty, bo film ma zte opinie. Tak Nie Nie
wiem___
13. Jeremy jest pewien, ze Paul przyjmie pracg, Tak Nie Nie
bo potrzebuje pieni¢dzy. wiem_
14. Film, ktory ogladaja w sali projekcyjnej jesto  Tak Nie_ Nie
bogach starozytnej Grecji. wiem___
15. Jeremy uwaza, ze Lang go oszukat ze Tak Nie Nie
skryptem. wiem_
16. Lang uwaza, ze to, co jest w skrypcie jest Tak Nie Nie
wierne odzwierciedlone w filmie. wiem_
17. Jeremy chce wiedzie¢, czy Paul zamierza Tak Nie Nie
przyjac praceg. wiem_
18. Paul odmawia przyjecia pracy. Tak Nie_ Nie
wiem_
19. Paul wychodzi, poniewaz czeka na niego jego  Tak____ Nie_ Nie
przyjaciel. wiem___
20. Lang zaczyna recytowac wiersz a Francesca Tak Nie Nie

dopowiada koncowke. wiem___



4.10. General Comprehension Measure in English
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Francesca Jeremy

Lang Paul

Please answer the following twenty statements regarding the watched fragment

according to your opinion.
1. Paul and Francesca meet at work.
2. Paul is an actor.
3. Francesca is an actress.
4. Jeremy works in a movie industry.
5. Jeremy sold his movie studio.
6. Jeremy is an American.
7. Jeremy is happy because of the success of his new
movie.
8. Jeremy hired Lang to shoot a movie "Odyssey".
9. Lang is an American.

10. Lang is a famous director.

Yes No_ Don’t know
Yes No Don’t know
Yes No Don’t know
Yes No_ Don’t know
Yes No Don’t know
Yes No Don’t know
Yes No_ Don’t know
Yes No Don’t know
Yes No_ Don’t know
Yes No Don’t know

Please turn the page to proceed to next questions.



326 Voice-over in Multilingual Fiction Movies in Poland

/‘\

Francesca Jeremy

11. Jeremy thinks, that Lang did a wonderful job.

12. Jeremy is furious, because the movie has bad
reviews.

13. Jeremy is sure that Paul would accept the job
because he needs money.

14. The movie they are watching in a projection room
is about Greek Ancient Gods.

15. Jeremy thinks, that Lang cheated on him with the
script.

16. Lang thinks that what is in the script is faithfully
reflected in the movie.

17. Jeremy wants to know if Paul is about to accept the
job.

18. Paul refuses to accept the job.

19. Paul leaves because his friend is waiting for him.
20. Lang starts reciting a poem and Francesca finishes

it.

Yes

Yes

Yes

Yes

Yes

Yes

Yes

Yes

Yes

Yes

No

No

No

No

No

No

No

No

Don’t know

Don’t know

Don’t know

Don’t know

Don’t know

Don’t know

Don’t know

Don’t know

Don’t know

Don’t know



4.11. Face-language Association Test in Polish








