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Focusing on subtitling for film festivals, more sffieally on an Italian festival
on human rights, this paper centres upon the notibeubversion as it can be
applied to the practice of subtitling in this vesgecial field. Subversive prac-
tices can, in fact, be found at various levelshia bverall activity which the in-
ternational distribution of films through festivadatails. From the very produc-
tion of films and videos which tend to upturn ma@em cinematic conventions
to the translation and dissemination of texts dewing the violation of rights,
the subversive action carried out by film festivislalways visible, strong and
steady.

Laying emphasis on the often unacknowledged roteeobubtitlers involved in
these subversive actions, the paper attempts toligig the unique and often
very complex role they are required to play, aslwasl the linguistic, socio-
cultural and emotional constraints they have tcefac

1. The paradox of film festivals

| festival non sono il contenitore ma il contenutéilm sono lo stru-
mento attraverso cui questo contenuto é riconas@atialmente; se
tale riconoscimento mancasse, verrebbe meno ancleeol funzione

(D’Antonio 2006L.

[Festivals are not containers, they are the substaand films are the
tools for making this substance socially known au#nowledged.

Should this acknowledgment not be achieved, fdstivaould lose

their own function] (translation EDG).

Film festivals in Italy and a number of other Eugap countries seem to be
embedded in a series of paradoxes, or so declaegat@xperts and agents
involved in these everftsin practical terms, while many local cinemas are
closing down, subjugated as they are to competifrom multi-screen
theatres and cinema villages, more and more srcali-destivals are being
organized everywhere. In terms of the topics amsdéds raised, although
they almost seem to tilt at windmills in the atténgpcounter the increasing
homogenisation promoted by most mainstream cinenmal dhe
multinationals beyond it, film festivals are gaiginmomentum and
nowadays appeal to audiences from all walks of lfereover, even though
they have seen a constant decrease of fundingtfrergovernment, at least
in Italy, they keep being on the increase.

The main reason for the growth of an activity whesey existence is
hampered by a number of factors can, perhaps, tredfin the opening
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guotation from D’Antonio: festivals are not merelgntainers, they are ‘the
substance’. They are tools for making ‘new substakieown to the society
at large, for raising awareness and fostering dityer Diversity, in fact,
seems to be the very essence of film festivalschviduch upon all sorts of
issues, objectives and hopes. From the performitsgta the application of
ultramodern technologies, from history to social anltural development, a
large number of film festivals attempt to give kisity to the invisible, to
give voice to the unheeded, especially when they & denounce the
violation of human rights like the internationdhfifestival which is under
scrutiny in this paper.

In ltaly, as Severino Salvemindleclared in December 2006 at a con-
ference held in Rome and organized by AFIC, Asziaiee dei Festival
Italiani di Cinema (www.aficfestival.it), festivalre responsible for raising
the viewers’ taste and sensibility, for refiningeithactive perception and
bringing about innovative and experimental cultw@htent.

A similar claim has been recently made, throughff@rént channel,
by five American critics and producers of non-mta®am cinema and ad-
vocacy videos who have gathered their long-standipgeriences in a book
calledVideo for Change. A Guide to Advocacy and ActiviGmegoryet al
2005). Although the book mainly focuses on the producuérvideos and
films which aim to shed light on unknown realit@sd unequal living con-
ditions, the authors make ample reference to tl&vigg importance and
increasing dissemination of these audiovisual prtsjuby stating, for in-
stance, that “around the world, video is incredsimgnbraced as a tool to
support education, reinforce cultural identity aenttourage organizational
and political participation”ibid. 2005: 13). They refer specifically to film
festivals and say that they represent a valualp@rbynity to give visibility
to a number of issues , but also to enhance a sdrs@mmunity, to start
discussion forums, to enable networking with prgssieral public and other
filmmakers and, last but not least, to obtain mexkiposure, action and ad-
vocacy opportunities (2005: 249).

The strengths of film festivals, which are hightigéh by the authors
of Video for Changeseem to provide more than one reason to suppert t
positive side of the paradox briefly described abothey also provide a
good summary of the very essence of these cineradints which, as we
shall see later in this paper, are inextricablyriabto the translational activ-
ity they entail.

International film festivals, as well as the tratigins which make
them possible, seem to be strictly connected téh@namportant issuesub-
version. According to theShorter Oxford English Dictionary ‘to subvert’
means “to disturb or overthrow a system, a condlite principle” (2003:
3094) and, interestingly enough, these actionsaicto be carried out “es-
pecially by covert action”ilfid.). When it comes to translation, it seems
plausible to state that subverting implies the uphg of a — textual and
extratextual — status quo, the changing of a stmabut what is worth high-
lighting here is that this kind of subversion daes necessarily imply noisy,
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violent revolutions. If, as Maria Tymoczko and Edv@entzler state, “trans-
lation, like other cultural activities, can be nla#d for counterdiscourses
and subversions” (2002: xix), this mobilization geadly aims to “introduce
new forms of representationib{d.), to the displaying of images and con-
veying of discourses which would not otherwise ble & emerge.

The subversive action carried out by film festivaith a focus on human
rights is obviously non-violent; it is muted butisive, slow but steady.
These and other festivals find thedison d'étrein the subversion of main-
stream filmmaking and, most importantly, in thehagsing of film reception
by giving as much visibility as possible to min@oguctions and by making
them travel the world.

It goes without saying that the dissemination af-nmainstream films
and videos is inextricably tied to translationalivates. Even though it is
hardly ever acknowledged, the impact of film feakévis very often en-
hanced by translation, most commonly by subtitliigquus, subtitling is
deeply involved in the subversive action carrietl lmufilm festivals with a
focus on socio-cultural issues, and it also haswa subversive connota-
tions. First of all, subtitling for these festivalmplies coping with ever-
changing, hard working conditions, with the frequiartk of dialogue lists
and any other support material, as well as withnbed to restore meaning
and make sense of the pivot titles which films froom-Western countries
are very often supplied with. It also implies aosty emotional commitment
on the part of the translator/subtitler, requiredha or she is to deal with
thorny issues and striking, hardly-ever-displayedges.

It is precisely in this twofold perspective thabsgarsion is intended
here and will be further discussed. The challengimmgact of film festivals
with a focus on socio-cultural issues, the debdtihvthey start or fuel all
over the world, are matched by the efforts madébysubtitlers to enhance
this impact and bring it across to the world byifigcnumerous difficulties
and constraints.

In the following sections, we shall attempt to explthe subversive
power of subtitling for film festivals and the alfoeminent, even though
somewhat virtually unacknowledged role of the tlaios as mediator be-
tween subversive films and the audience, by magpegial reference to the
Human Rights Nights International Film Festival.eThatter is held every
year in Bologna and Forli, Italy, organized by @imeteca di Bologna (It-
aly) with the support of Amnesty International, tiefi and Amref. We shall
take into account two films which were part of @05 edition of the festi-
val, whose subtitles were produced by graduateestschttending a special-
ized degree course at the Advanced School of Roledgpguages for Inter-
preters and Translators of the University of Bolgrt Forli, as part of a
training scheme on subtitling which involved preatiactivities.

However, before embarking on our analysis, we divall of all ex-
plore several interesting approaches developedinwittanslation studies
over the last decade, with special reference teva dontributions which
have striven to bring the translator to the ford anknowledge his or her
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complex, often difficult tasks. We will then reftrese observations to our
case study and comment on a series of excerpthwihight to help unveil
the silently, positively subversive nature of feals on human rights, the
strength of their claims and the unique subtitiatjvity which they imply.

2. Subverting theoretical frameworks: trandation studies, the media
and human rights

In an essay called “Translation and cultural idghticentred upon the so-
cial and cultural implications of translation frofnancais into Québecaois,
Annie Brisset talks about translation as a reitaiglizing operation, “as an
act of reclaiming, of recentering the identity” (0 340). Although Bris-
set's remarks stem from a very different context aet of texts, and their
application to our case may appear difficult, astein principle, Brisset's
observations have some sort of indirect conneatigh the translational
activity which is the object of this study and, meggnificantly, with its
social and cultural role here emphasized. Tramgldilms which focus on
human rights and are produced within minority comitiess, to be subse-
guently distributed through festivals, certainlgtiers the acknowledgement
of ‘other’ territories, other identities, but alether feelings and emotions.

Later in her insightful essay, as she refers to ithportant role
played by the translation of great, internatioitar&ry works into Québe-
quois, Brisset makes another interesting remarlchylonce again, can be
applied to our case. She states that the goaltrainglation is not so much
to provide an introduction to the “other”, be icalture, a small group of
people or the acknowledgement of their living ctinds, but rather that *it
is the foreign work which is given a mission” (20@411). This mission, in
Brisset's case, implies providing a respectableustéor minor languages,
but it can also refer to giving visibility to northaneglected issues, reali-
ties and communities, as happens with films whiddh @ntred upon the
respect and violation of human rights.

On the whole, the position held by Brisset has seuni®/ersive con-
notations to it, as it claims a strong, positivée rior foreign texts in the
representation of minority cultures and identit@&viously, such a role is
enhanced by translation, whose mission is to pthérspotlight the foreign
text and ensure that it is disseminated well beylondl boundaries. More-
over, Brisset’s paper also works in the directibram indirect dismissal of
some old-fashioned views on translation, which rdaya prove too limited
in scope and applicability, especially when it cart@analysing new trans-
lational activities and their social and culturapact.

In order to better understand Brisset's positiothwegards to the
past and future of translation studies, and to nraference to the transla-
tional activity here under scrutiny, let us veryelly look at this discipline
from a historical perspective. At the onset of sgstic research into this
field, and for a rather long time afterwards, sel®Were mainly concerned
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with defining prescriptive formulas which could petxplain and direct
translational phenomena as much as possible. They mot so much inter-
ested in the context of text production, but onlanalysing language pairs,
classifying linguistic features, and the ftkét a later stage, under the im-
petus provided by a ‘second generation’ of resems;ha new, descriptive
approach was brought to the fore, so as to tryamedunt for regularities in
translation processes and products by taking iotount the relevant social
context.

In more recent years, scholars have started todbekand reflect on
— translational phenomena from a much broader petisp, so as to en-
compass new translation practices (like those adedeto the audiovisual
media) but also take into account an increasinghbmurof behavioural, so-
cial and, most of all, cultural factors which havstrong influence on trans-
lation. In this sense, many scholars who had Ihiteupported the descrip-
tive approach have, more recently, geared thegared towards new, in-
terdisciplinary avenues which are imbued with doaiad cultural consid-
erations. And what is most important for this stiglyhat, by seeing trans-
lational activities as embedded in cultural corgex@ome of them have
brought to the fore the potentially subversive rofetranslation in cross-
cultural, non-Western-centred relations. This s tise, for instance, with
an important contribution by Theo Hermans, onehefrain promoters of
the move from prescriptive to descriptive approacinetranslation studies
in the eighties, who subsequently shifted his egetowards the intercul-
tural role and communicative force of translatids. Hermans sums up in
an essay for a volume entitl@danslation, Power and Subversigh996:
26),

translation used to be regarded primarily in teofnelations between
texts, or between language systems. Today it ie@singly seen as a
complex transaction taking place in a communicatsacio-cultural
context.

More interestingly, in the sentence which follows guotation above Her-
mans lays emphasis on the translator and his asiao-culturally deter-
mined role: “This requires that we bring the traitst as a social being
fully into the picture” (ibid.).

This all-important, somewhat revolutionary approlek lately been shared
by other scholaPsas can also be seen in the other contributiotisetaol-
ume which contains Hermans’ essay and whose $tl®bviously, at the
heart of the present paper. A strong emphasis ertrénslator as social
agent and communicator was, in fact, rather nefrattslation studies in the
mid-nineties, although there have been a few thieateapproaches which,
more or less at the time of publicationTofanslation, Power, Subversipn
have favoured a closer evaluation of the transtatale in different set-
tings’. This volume, edited by Roman Alvarez and Marian@n Africa
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Vidal, precisely centres on the translation of frbive texts and, by call-
ing into play different viewpoints and perspectivié$ocuses on the role of
the translator in relaying subversive attittfddy bringing it to the fore in

each reflection upon the nature and impact of ecaftsiral communica-

tion, be it through paper or a screen, contributof&anslation, Power and
Subversiorseem to have carried out a subversive action tawvére very

discipline they work within, i.e. translation stadj while fostering a new,
‘human perspective’ which can lead to interestimggalveries. As the vol-
ume editors point out in the introduction,

Translators are constrained in many ways: by thein ideology; by
their feelings of superiority or inferiority towasdthe language in
which they are writing the text being translatey;tve prevailing po-
etical rules at that time; by the very languagevirich the texts they
are translating is written; by what the dominarstitations expect of
them; by the public for whom the translation iimded. (1996: 6)

Most of these constraints are essential for tréamslavho find themselves
involved in subtitling for film festivals, all themore so when the object of
interlingual and intercultural transfer are textsien focus on human rights,
feelings and experiences. The translators’ idedlatine shared values they
have acquired within society, play a primary rotedetermining their ap-
proach to the text being subtitled. But sometintes text feeds back into
the translators’ ideology by revising it, by suliirgy it in the light of the
knowledge acquired through the text itself. Auderexpectations are
equally essential in determining the translatotstilars’ attitude towards
their tasks, especially as they bear the burdegiwifig visibility to un-
shared opinions and violated rights.

By way of conclusion of this brief overview, it vgorth mentioning
that — and this is certainly not by chance- the lesfs on the translator is
to be found also in a text devoted to the trarmhatif human rights through
legal documents but also through a variety of otb&t types. InHuman
Rights in Translation(1999), Marianne Garre focuses on three theotetica
standpoints which she deems particularly relevanttlie translation of
texts with a focus on human rights. Among thenmésdo-called hermeneu-
tic approach to translation, which Garre borrowsfrthe theories devel-
oped by Hans-Georg Gadamer and, more specificaly,Radegundis
Stolze. In line with the views briefly describedoab, and also with our
case in point, Garre states that in hermeneutiskation theory the focus is
on the translatorilfid.: 78), his or her being an individual who brindjso&
his or her linguistic and extralinguistic skillsishor her experiences and
also his or her courage to the act of decodingrandding of a text. Garre
goes on to affirm that “the interesting part abthig [translation] process is
that it is not sufficient for the translator to @nstand the linguistic meaning
of a text, he also has to understand any underlgegnings” ipid.: 79),
and to this we could add that the translator isagdy, though to different
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degrees, influenced by the text when its naturei@nghderlying meanings
are subversive.

Focusing on the translator/subtitler while tryirgexplore the very
special nature of subtitling for film festivals, the next section we shall
place emphasis on the technical, linguistic anducall constraints which
are at stake, but also on the emotional burderpargbnal involvement this
activity entails. We shall do so with a view toiolang recognition for the
work of subtitlers for film festivals, who work imvisible settings and are
hardly ever mentioned by critics or scholars, aedaye largely responsible
for the acknowledgement of the rights and feelimigmany individuals.

3. A subversive practice: subtitling for festivals, subtitling human
rights

When considering the translational activity conadcto the distribution of
films through national and international festivals human rights, subver-
sion can be first of all related to the conditionswhich the subtitlers are
required to work. Although it is still characterizby a lack of homogeneity,
especially in countries which are traditionallyaatied to dubbing as the
leading form of audiovisual translation (i.e. lfalhe practice of subtitling
tends nowadays to reveal some common, recurririgrésss which several
scholars have also attempted to desclibend yet, if a certain regularity in
working routines can be said to apply to the lisgaiadaptation of televi-
sion products, mainstream cinema and DVDs, whe&ortes to film festi-
vals in general the subtitling process seems tovioh very different path,
with virtually no standardized practice from tharguissioning of the trans-
lation down to the final output of subtitles.

In ltaly, for instance, films are very often sugglito subtitling agen-
cies — or to individual subtitlers working as fi@@ters — in the form of poor
quality videotapes, or occasionally DVDs. Dialodists are not always
provided, and when they are, they are more oftam thot unreliable. It
therefore occurs quite frequently that subtitlenes @equired to do their job
relying mainly on the videos which, in the frequease of films shot in lan-
guages not commonly known to the subtitlers, amompanied by pivot
tittes in English. Moreover, the latter are freqgiemprinted on the films in
the country of origin and they can prove to beidift to understand, in
terms of language use as well as subtitling comwest Therefore, subtitlers
are required to make extra efforts to interpret ghat titles — the uncom-
mon, often ambiguous references which they mayawont and are com-
pelled to carry out extensive research so as wrpret their ‘awkward’
source text and produce a smooth-running, cleditkagbversion.

Since, as has just been said, films which travedufh festivals are
often provided with pivot titles and, most impottgnthey have to be subti-
tled in a very short time and on tight budgetsltaty it is still common to
use a Windows-based software such as Power Poippéoin the subtitles.
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These are then launched by the subtitlers thenselueng screenings or,
alternatively, by an operator who works side byesidth them. All of these
special features and requirements might be saidake the subtitlers’ job
more challenging, perhaps even more difficult thdrat happens in more
standardized situatioH's but they also, undoubtedly require a unique com-
mitment, which affects the subtitlers’ professioaatl personal sphere.

Let us now attempt to give evidence of what has lskgcussed so far
by making reference to two films which were partted 2005 edition of the
Human Rights Nights International Film Festival.the homepage of the
festival website, the organizers claim that themabjective of the event is
to “present filmmakers who use their camera asnatriment for a 'visual
resistance’, towards a better wolfd'This is precisely what happens in the
films we shall here briefly refer to, whose selestis due to their thematic
and structural differences. The first two sets xdraples are taken from a
short Israeli film calledA Different Warwritten and directed by Nadav Gal
in 2003. Subsequently, examples will be taken fréhe Orphans of
Nkandla (2005), a longer and perhaps cruder South Afrdacumentary
film which was shot by Brian Woods for the BBC inldland, South Africa.

To give a short description of the working coiudtis the trainee subtitlers
who were asked to translate these and other filer® wequired to comply
with, let us first of all highlight that they reeeid the films in poor quality
videotapes, which had already been copied severastand whose images
were sometimes barely visible. Only occasionallyenthe videotapes ac-
companied by dialogue lists, and these were oftenmplete, rough ver-
sions of the scripts. The students had to workviddally, at home, using a
Power Point template to insert the subtitles, whiody were subsequently
required to launch on the occasion of the film sonegs, before very large
audiences. Upon completion of their training, thessudents who worked
as subtitlers for the 2005 edition of the Humanh®&gNights Film Festival
were administered a questionnéﬁrewhich revealed their satisfaction in
terms of the technical and translational experisguired but also their in-
creased awareness of important issues relatec teeipect of human rights
and the claim for identity recognition in variouss of the world.

The first of the two filmsA Different Way is centred upon the story
of a young boy who is about 10 years old and isddrto come to grips with
the issue of warfare in Israel while also fightinig own, inner battle with
his homosexuality. Noni lives with his mother and @der brother, Zahi.
While their father is in training to prepare fomnattacks against the Pales-
tinians, Noni's brother Zahi and his friends tryniake their small contribu-
tion to the never-ending battle and show suppotti¢ir fathers by climbing
a high cement wall which divides the Israeli andeBtnian territories and
shouting insults to the Palestinians. The film rhairevolves around the
twofold battle fought by Noni, against his inneelfags as well as against
his natural tendency to reject the warfare attitwtiéch Israeli men are gen-
erally brought up with. Almost without talking, Niorseems to claim
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throughout the film his right to be different, ertns of his sexuality as well
as his political commitment.

The following two tables feature excerpts from HEreglish pivot titles
of A Different War matched by those provided by the Italian subtiti@he
first set of examples is taken from the openingieaaf the film, which sees
Noni in his house while gunfire and bombs are engpboutside. Noni's
mother tries to reassure him explaining that thsenthey hear is mainly
caused by technicians who are installing the sgcwindow systems. How-
ever, the boy appears to be deep in thought asahiewhat frightened, even
if not directly from the bombshell and gunfire.

Table 1

Were you frightened? — A little — Ti sei spaventato?

— Don’t be afraid, sweetheart, —Un po'.

It's only the people who came Non aver paura tesoro, stanno solo
to install the security windows. installando le finestre di sicurezza.

As can be seen, the two subtitle blocks revealraéweaistakes in the use of
punctuation, subtitling conventions as well ashia tise of English. By in-
serting three short turns in one block, two of therthe same line without a
dash at the very beginning, and by omitting thé stdps at the end of the
second and third line, subtitling conventions aiekbn and the overall per-
ception of the exchange is hampered. Moreover, wigtes it even more
difficult for viewers to follow the exchange thrdughe subtitles is the quick
pace at which lines are uttered by the two characléhe Italian subtitled
version attempts to restore some clarity by mowirgsecond line uttered by
Noni's mother (“Don’t be afraid, sweetheart, it'slp the people who came
to install the security windows”) to the followirgjock, so as to give more
coherence to the discourse.

The two subtitle blocks featured in Table 2 appdahe very begin-
ning of a sequence which shows Noni's school teaicheass, reading from
a religious book while her pupils are writing. Thequence starts rather
abruptly, after a cut from the previous scene ifctviNoni, his mother and
brother were in their house talking on the phonlddai’s father.

Table 2

he turns to God and asks him Si volta verso Dio e Gli

to give him back his strength, chiede di ridargli la sua forza,
then Samson pushes the pillars poi Sansone spinge le colonne
and the walls of Gaza tumble... e le mura di Gaza crollano.

As the English subtitles clearly show, the perasptf the sudden scene
change is made difficult because there is no dait@r at the very begin-
ning of the first subtitle, as if the teacher’s egle continued from something
which had been said before. Incidentally, alsotthasition from this to the
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following scene is confusing because of the ussuspension marks at the
end of the second block, which in fact correspanitls the teacher’s shift to
a different topic and activity. The subtitler héisst of all, attempted to re-
store some clarity in the use of personal referend, as she declared in
her questionnaire, she decided not to move thetdieference to Samson in
the previous block, since the viewers would havwentbno corresponding
reference in the English subtitle printed on tim.fiHowever, she elimi-
nated the suspension marks at the end of the séxockliand replaced them
with a full stop, so as to clearly mark the shifanother topic.

With the two excerpts frorihe Orphans of Nkland@005) presented
below, we aim to shift from the observation of teichl and linguistic diffi-
culties to some more general considerations oeitinaional implications of
subtitling films for festivals, especially those iafhn aim to denounce the
violation of rights or unfair —inhuman- living coitidns. Thus, before dis-
cussing the two excerpts below, let us briefly éingn the position of the
translators/subtitlers and their role in transfegrstrong feelings, emotions
and attitudes. This aspect, which may occasioreggly to other experi-
ences in audiovisual translatinis in fact always involved in the adapta-
tion of films and videos which have originated witlminority communities
and which imply a certain amount of subversiontemnms of production as
well as the issues they address. As a matter of ttae injustices they de-
nounce, or the burning issues they reveal, gieettifemotionally-dense dia-
logues which place yet another burden on the $eMstitNot only are the
latter required to find the most suitable rendeofithe original words in the
target language, but also to make strong issuédevignd powerful outcries
resounding. All this, of course, while also havitogcope with their own,
personal involvement

In the case of the 2005 edition of the Human Rigtights Film Fes-
tival, the six students working as subtitlers wemgaged in the adaptation of
very strong, often shocking tales about infringedhin rights and deep in-
ner conflicts. Among the most widely acclaimed flwere, for instance,
The Other Side of the Burkan Iranian documentary film which denounces
the uncivilised conditions of women living in cerntaegions of IranProm-
ised Land which documents human trafficking between Easkmope and
Israel through a number of interviews and real-fifeots, and finallyOr-
phans of Nkandlawhich focuses on the deadly impact of AIDS in thou
Africa and the living conditions of the 750,000 Idhén who have been or-
phaned by the diseddeThe film has comments in English while interviews
and dialogues are in the Zulu language, accompdnyesubtitles. As the
documentary was produced by the BBC, the Englishtgitles are of good
quality and do not reveal mistakes in terms of iflirig conventions, seg-
mentation, etc.

Besides portraying the ravaging effects of AlIDShivitthe small rural
community of Nkandla, the film focuses specificatip the lives of two
young girls, who are about 9 years of age and baea forced out of child-
hood by the loss of one or both parents throughSAID
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Table 3 features four blocks of subtitles whichcampany the words
of young Nobuhle. Her father died a few monthsieadnd her mother is
very ill. She has a large number of younger ané@roldtothers and sisters,
of whom she has to take full care. According togbeere rules of the Zulu
society, being the oldest girl she has to leavealcind work for the whole
family, even striving to find food for everyone. &lsuffers from heavy
stomach aches but nobody seems to care, her ksatlven laugh at her
when she has to rush to the toilet like her sickh@odoes. Talking to the
camera and always keeping her eyes down, she csesfélse fears of an
eight-year-old who has been forced to grow up &= &nd come to terms
with death.

Table 3
Today | didn’t go to school Oggi non sono andata a scuola
because | have a tummy ache perché ho mal di pancia.

| get scared when my tummy is not | Mi spaventano questi dolori,
right

When | run to the toilet ogni volta che corro in bagno,
my brother says | have AIDS mio fratello dice che ho 'AIDS
and I'm afraid it's a killer e io ho paura che nacidera.

Apart from the lack of punctuation in the Engliskap titles, which might
be part of a set of strategies defined by the predy) there seem to be no
other complexities in the source version. Thus,lthl&an subtitler was here
only challenged by her own emotional commitmentypked by the images
which match the words above and which show the goamd sad child
against a black wall, speaking slowly and trying teadisplay her fears.

The same situation occurred when the translatditlrbhad to face
the sequence in Table 4. This portion of the tektrs to the second story
which Orphans of Nkandl# focused on: the life of another family ravaged
by AIDS and the great hardships endured by Mbali;year-old girl whose
mother passed away and whose father is condemni tsame fate. The
English version transcribed below does not appeasaoeen in the form of
subtitles, if not for the short exchange betweeraMand her father (block
3). The lines before this exchange are utterechbyEinglish off-screen nar-
rator (hence the italics), whereas those whiclofolare by Sister Hedwig,
the nun who is actively engaged in the effortsuppert the orphans of the
South African community.

Table 4

As she gets up each morning, Mbali’'s | Ogni mattina, al risveglio,
greatest fear la piu grande paura di Mbali

Is that her father may not have survived & che suo padre sia
the night morto nella notte.

- Dad? - Papa?
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- Mbali... - Mbali...

Mbali has not told their teachers Mbali non ha detto alle maestre
either that their mother has died che la madre & morta,

or that their father is ill né che il padre &€ malato.
Children at school might start calling | Gli altri bambini direbbero
them names. Your mother died of “Se tua madre € morta di AIDS,
AIDS,

so you might also die of AIDS Anche tu morirai di AIDS”.

When conveying this sequence into ltalian substléne student who was
given this film had a more challenging role to pl&jrst of all, she had to
rely solely on the videotape in order to understand transcribe the English
lines, since no dialogue list was supplied by testifal organizers. Sec-
ondly, as she pointed out in her questionnaire hsttbto make huge efforts
to understand Sister Hedwig's accent, as well asvtlices of other South
African characters throughout the film. Subsequyerghe transferred the
lines uttered by the two commentators to her dehitmplate, using italics
to emphasize that both are spoken off screen atidg@@unctuation to clar-
ify the sequence of exchandes

However, as the trainee subtitler also stated mglbestionnaire, the
hardest part of her task was connected with thetierad intensity of the
scene. Just before the short sequence featuredhbie B, Mbali is shown
inside her house, sitting on the earth next tolitter brother, whom she has
to take care of. When Sister Hedwig asks her ifrafeses her mother, she
utters a very weak “Yes” and starts sobbing, alnassiamed to display her
feelings. She soon resumes her work and givestatbdter little brother,
who is also crying for the recent loss of their hewt

4, Conclusion

By way of conclusion, we refer back to the operings of this paper, and
more precisely to the paradox in which film feskvhave been said to be
embedded, in Italy and beyond. A similar paradensg in fact, to enwrap
the whole of the subtitling activity involved in ehcirculation of films
through festivals. Although subtitlers are requitedvork according to un-
stable practices and are forced to come to grip®mly with technical, lin-
guistic and cultural constraints but also with @ personal commitment,
subtitling for film festivals is on the increasehéloverall activity of transla-
tion, adaptation and launching of subtitles is megliin an increasing num-
ber of situations and for a host of new events.

And perhaps this leads us to an important discovargversions are
best originated and enhanced by paradoxical sustiOr, if this is not al-
ways the case, we can state with a higher degreertdinty that when it
comes to translation, especially one of its mogiuter derivative forms
such as audiovisual translation, subversive prastitan produce positive
effects.
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Having found traces of subversion in some recemids in translation
studies, we have seen that subversive attitudesfiaetively fostering new
perspectives, new research paths and enhancimpwaed role for the trans-
lator as linguistic, cultural and social mediafbinen, having considered the
scope of film festivals, the nature of the subtdliactivity which they in-
volve and the very active role of the translatdfgler, we have come to the
conclusion that such an activity may certainly pdggculties and may re-
quire a strong, personal involvement on the pathefsubtitlers, but it none-
theless succeeds in the task of shedding lightftan meglected issues as
well as on the identities, expectations and hopeshers.

Thus, as has been stated elsev\ﬂ‘iewbtitling for film festivals often
implies a passage from darkness to light. It hastipe effects on the overall
activity of subtitling, adding value to it and magiit more visible, but it
also enhances the subtitlers’ professional ancdpatsaccomplishment. As a
matter of fact, not only does subtitling for feslis; by teaching subtitlers to
tackle all sorts of difficulties, provide a gooditeching pad for those who
wish to make a career in audiovisual translatibrglso compels them to
come to grips with the attitudes and feelings ahbhos from all corners of
the world, making each subtitling enterprise anegigmce for life.
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