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In this paper we present a set of strategies fodeging the presence of
multiple languages in multilingual films in sultigy for the deaf and
hard of hearing (SDH): vehicular matching, expliaitribution, colour-
coding and linguistic homogenisation. We also répor an online study
among deaf and hard of hearing Polish participanégarding their
preferences for specific SDH strategies. The figslishow that, even
when they do not know the foreign language involweakt participants
prefer more informative strategies where indicasiasf multilingualism
are made explicit.

1. Introduction

In recent years an increasing number of film doecthave included
foreign language dialogue in their scripts by siiyf interweaving

various linguistic codes and elevating the stafuswaltilingualism to an

important part of the film narrative. O’SullivanQ21) acknowledges “the
shift towards a greater incidence of multilingualisin films” and

attributes it to “a growing interest by filmmakensthemes of migration,
mobility and intercultural communication” (p. 122)sing more than one
language in the film linguistic landscape may basidered “an attempt
at instilling veracity in the stories” (Diaz Cint&011, p. 218). It can also
be motivated by factors such as the need to presaumthenticity and
representational adequacy, globalisation, and Bpeeguirements of the
fabula, to name just a few. An important role isocaplayed by the
demands of the audience, who expect “characterbefoave in a
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‘plausible’ way”; this in turn means, among othkings, “speaking the
language suggested by the diegesis” (O’Sullivarii2pp. 113-114).

The presence of a foreign language in a film canmaeked in
different ways. On the one hand, there are numeiosgnces of
mismatch between the languages spoken by the ¢beran the films
and the languages demanded by the representatiolegjuacy of the
fabula. A host of Hollywood productions in Engliftut set in other
countries and featuring non-English characters bangiven as an
example. Diaz Cintas (2011) aptly observes thatll{Mood’s audacity
in linguistically appropriating and anglicising theorld’s historical and
literary heritage is well-known” (p. 217). In mahipllywood productions
set in other countries, linguistic verisimilitudedeemed irrelevant. Such
disregard for preserving representational adeqaacl authenticity can
be termed, after Sternbérg(1981, p. 223), ‘homogenising’. In
Sternberg’s (1981) view, linguistic homogenisatiogtains the freedom
of reference while dismissing the resultant veoiadi in the language
presumably spoken by the characters as an irraleifamot distracting,
representational factor” (p. 224). After all, “Adicdoes not find it strange
to hear the White Rabbit muttering to itself in Esig, and there is indeed
no reason why she should” (Sternberg, 1981, p..224)the negative
side, however, linguistic homogenisation has bessused of being a
way “to hide the diversity of human life behind thesk of a universal
language” (Wahl, 2005, p. 2).

Some filmmakers, however, have openly embraceduiktig
verisimilitude, creating multilingual diegetic satis and making their
characters speak the actual languages requiregebfabula, which often
serve as “markers of authentic nationhood” (Bef2Q® p. 89). This
approach of “motivated deployment of multiple laagas in fiction”
(O'sullivan, 2011, p. 20) can be termed, after dterg (1981),
‘vehicular matching’. It is often found in what Waf2005) termed
“polyglot films”, that is, films where “languageseaused in the way they
would be used in reality. They define geographarapolitical borders,
‘visualise’ the different social, personal or cu#tllevels of the characters
and enrich their aura in conjunction with the voif&/ahl, 2005, p. 2).

In what follows we outline a set of strategies fwaling with
multilingualism in subtitling for the deaf and haaf hearing (SDH).
Departing from a classification of different type$ audience and a
relevant typology of subtiting, we propose a pbissitoolkit for
rendering the presence of multiple languages oeesciin SDH for
viewers with hearing impairments.
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2. Hearing-impaired viewers as a target audience of multilingual
films

Viewers with hearing impairments are not a homogsngroup. This
umbrella term is used to denote several differeotigs: the d/Deaf, who
tend to have a sign language as their mother torague who often
consider themselves a linguistic and cultural nitgprthe hard of
hearing, some of whom are pre-lingually hard ofrimgawhile others lost
some hearing at a later stage in their lives; deddeafened, who lost
hearing after having acquired an oral languagerélhee also significant
differences in the onset (prelingual, perilinguahd postlingual) and
degree of hearing loss, ranging from mild, moderatesevere to
profound. Hearing-impaired viewers also differ lieit proficiency in the
national oral language as well as in foreign laggsa In this article we
examine the question whether preferences for acplt SDH strategy
are related to the viewers’ proficiency in foreignguages.

Film creators usually conceive of their film with primary
audience in mind, that is, viewers from the homentxy where the film
is made (O’Sullivan, 2011). In the case of Hollywoproductions, for
instance, the primary audience is usually hearimgliEh-speaking
Americans. When a film is exported overseas, t@amblfor example, it
will be watched by a secondary audience, thatages? and the dialogues
need to be translated accordingly.

Not all countries provide their hearing-impairegwers with an
SDH version of foreign films. Thus, in Poland, figre films are usually
shown in the cinemas and released on DVD/Blu-Rdly amly one set of
subtitles: for hearing viewers. It is implicitly sasned that deaf and hard
of hearing people will use the same version of ghbtitles as hearing
audiences. Or, even worse, no one thinks about veafers and their
needs. However, as recipients of multilingual filndgeaf and hard of
hearing viewers require more information to be megt in subtitles than
hearing viewers. Thus, in a sense, hearing-impaiir@ders in a foreign
market — as in the case of Polish hearing-impaiiegvers watching
Hollywood productions — can be thought of as aagrtaudience. Not
only do they need the dialogue to be subtitled, thety also need an
indication of which language is spoken.

3. Pre-subtitling ver sus post-subtitling in multilingual films

Foreign language in a film can be allocated difiéfevels of importance
by film creators. The number of foreign languagérances in the
dialogue can range from a single sentence, cotistitwhat Diaz Cintas
(2011) terms “brushstrokes of exoticism” (p. 21@)a significant portion
of the entire dialogue list, having an importanterin the diegesis.
Filmmakers can decide to explain the meaning ofifpr utterances to
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their primary audience, either by including substiwith the translation
or by introducing a figure of a diegetic interpref€hey may also decide
that the meaning of the foreign utterances is me@ntremain
indeterminate to their primary audience, in whidse they do not
provide any type of translation or explanation tie original version of
the film.

O’Sullivan (2011) introduces a useful distinctioetieen two
types of subtitling: pre-subtiting and post-sulstg. Pre-subtitling is
envisaged by filmmakers at the time of film prodoict most of the time
to translate utterances in a language that is thouwp be
incomprehensible to the primary target audience-debtitles are added
to part of the dialogue (and are therefore sometiaiso referred to as
“part-subtitles”, see O’Sullivan, 2008) and thearget is the primary
audience. Films with pre-subtitles, as O’'Sullivé&d®11) rightly points
out, “have no ‘original’ unsubtitled version” (p1B In contrast, post-
subtitling is introduced when exporting a film tocgher language market
and consists of a translation of all the dialogae d secondary target
audience, usually in a different language markeoomntry.

Subtitling for the deaf and hard of hearing is Bteriesting case: it
is a classic example of post-subtitling, yet it slo®t necessarily have to
be produced with a foreign audience in mind. Fatance, Hollywood
productions are usually post-subtitled for the Mmggpimpaired in
English-speaking countries when they are releaseddD/Blu-Ray.
When exported to other countries, such as Polandligh dialogue is
usually post-subtitled for Polish hearing viewetsard of hearing and
deaf viewers, however, are usually not providedhsiibtitles especially
designed for them. In other words, as Diaz Cing93) rightly notes,
hearing-impaired viewers “are forced to use the esaimterlingual
subtitles as hearing people, when these subtitiesta all intents and
purposes, inappropriate for their needs” (p. 200)is is particularly
visible when several languages are spoken in a ¥ilhich is increasingly
the case in contemporary cinema.

4. Multilingualism in subtitling for the deaf and hard of hearing

In what follows we look into how the presence ofitiple languages and
accents can be made visible to deaf and hard einge@ewers through
subtitling. We discuss five possible SDH strategaesl report on the
results of a reception study among a group of Ralisaf and hard of
hearing viewers.
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4.1 SDH strategies

An English-speaking film might contain the Frencbrd&/Bonjour. How
can this be signalled in Polish SDH? In Szarkowskal. (2013) we
presented the following five strategies to rendachs instances of
multilingualism in SDH:

(1) VEHICULAR MATCHING, that is, including the transcribed version
of the foreign language spoken in the film, as in:

Bonjour.

(2) TRANSLATION + EXPLICIT ATTRIBUTION, which involves
translating the foreign-language dialogue and etthig in brackets that
another language is spoken, as in:

[IN FRENCH] Good morning.

3) TRANSLATION + COLOUR-CODING, that is, translating the foreign-
language dialogue and colour-coding it, without lexty naming the
language each time it is used, as in:

Good morning.

(4) EXPLICIT ATTRIBUTION, that is, indicating to hearing-impaired
viewers that a foreign language is spoken, as in:

[IN FRENCH]

(5) LINGUISTIC HOMOGENISATION that is, avoiding the indication of
the presence of a foreign language in dialogud,atsain:

Good morning.

Strategies for subtitling foreign languages preseiat film for a hearing-
impaired audience depend on the nature of the fdm,the role of
multilingualism in the film, and on whether foreigralogue in the film is
pre-subtitled for the primary target audience.Ha tase of films which
contain extensive foreign dialogue translated fw primary (hearing)
target audience in the form of pre-subtitles, tr@mstrategies which can
be used in subtitling for the hearing-impaired isegondary market are
colour-coding, linguistic homogenisation and explicattribution
combined with translation. When subtitling a filnmere foreign dialogue
was not translated for the primary audience infdmen of pre-subtitles,
the SDH subtitler may choose between vehicular iagcor explicit
attribution to denote the presence of foreign djaé for the hearing-
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impaired audience. At present it is explicit atttion that is usually
employed in the overwhelming majority of subtitfes the deaf and hard
of hearing.

It is worth noting that the strategy of explicitrddution can be
used either on its own or in combination with ttatien. Foreign
dialogue pre-subtitled for the primary target ande will probably also
be translated for the secondary audience. In thse,cthe translated
utterance can be preceded by the information thiEign language is
spoken (see strategy 2 above). When foreign dialdw@s not been pre-
subtitled for the primary audience, subtitles feahng-impaired viewers
usually contain information about which languagespmken, but no
translation of the utterance is provided (seeegnatl).

Below we report on a study of different SDH carrma among
Polish people with hearing impairments with a viewinding out which
strategies they like best, depending on whethefdiegn language in a
film was pre-subtitled for the primary audiencenot. In Szarkowska et
al. (2013) we presented the overall preferenceshesdring-impaired
viewers with regard to the five SDH strategies ioetl above. In this
article, we look at only those participants whoitaded that they did not
know the foreign language used in the excerpts.

4.2 Study participants

A total of 135 deaf and hard of hearing people tpak in the study. The
participants were recruited through d/Deaf portdifeaf associations,
the website of the research group AVT taimd social networking. Each
participant was asked to state their degree ofitgdoss, defined in
decibels. Out of the total number of 135 particisaB3 had a moderate
hearing loss (41-70 dB), 33 severe hearing loss9QU HB) and 69 were
profoundly deaf (more than 90 dB). No people witddnhearing loss
(21-40 dB) took part in the study. Most particigawere either born deaf
(N =81, 60%) or lost hearing by the age of thride=(36, 27%), which
means their hearing loss was pre-lingual. Thisuin has the implication
that the mother tongue of most participants isRaltsh but Polish Sign
Language, their primary language of everyday comaation. Polish is
therefore the first foreign language of this gradijparticipants.

Apart from the degree of hearing loss, the pawictp were also
asked to declare their command of four foreign l@ggs used in the
study (English, French, Italian and German) onpoit scale where “1”
meant “l don’'t know the language at all” and “56atl for “I am fluent in
it" (see Table 1).
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Table 1: Command of foreign languages among stadycipants

1 2 3 4 5

tCoun % tCoun % foun % tCoun % tCoun %
Englis 32 ?3. 35 55. 37 37. 16 ;1. 15 :1_Ll.
French | 12 ZO' 4 |30|2 |15/ 1 |07 6 | 44
alian | 1 5g 22' 3 |22(1 |o7l1 | 07 5 | 37
Serma 92 fs' 26 ;9' 8 59 | 4 30| 5 3.7

Most participants were not proficient in any of tbeeign languages used
in the study. The foreign language best known tmthwas English,
followed by German. Given the fact that the largestmber of
participants had a pre-lingual hearing loss andl igdish as their first
foreign language, other oral languages such asigbndirench, German
or ltalian took up the place of second, third, ,eforeign language,
therefore being even more of a challenge to thesdcjpants. In the
results presented here we took into consideratidp those responses
from participants who indicated not having any camih of a foreign
language used in the film excerpts. For instantelip 4, which is an
excerpt fromLife is beautiful (Benigni, 1997), we analysed only the
results for 92 participants who answered “1” wheaplying to the
question whether they understood German.

4.3 Study procedure

The study was administered online through a deglicapace on the
website of the research group AVT Lab, using thev&gGizmo system.

Anyone who had the link could access the websitg thanks to

appropriate settings of cookies, the same persald anly complete the
survey once. Conducting the online study allowetbugach people who
live in Poland and abroad.

Participants were first asked personal informatsuch as their
age, degree and onset of hearing loss, and comafdackign languages.
They were then presented with pairs of clips fimglourious Basterds
2 Days in Parisand Life is Beautiful Each clip was shown with two
different versions of subtitles for the deaf anddhaf hearing and the
respondents were asked which version they prefemeldwhy (optional



280 A.Szarkowska, Ybikowska & 1. Krejtz

open question). They could also choose the “I domirtd” option in each
case. Before watching the clips, viewers were piediwith a written
synopsis of the film, in Polish, and a short préaston of the scene’s
context. We also informed participants whether fdreign language in
the excerpt was translated for hearing viewersobr n

4.4 Results and discussion

. Clip 1 Inglourious BasterdsExplicit attribution of language versus
linguistic homogenisation

Inglourious Basterd¢Tarantino, 2009) is set in France during WorldrWa
Il and is “a cod-second world war adventure abodewish-American
revenge squad sent into occupied France to speseat among Nazis”
(Bradshaw, 2009, online). The squad is recruitetllad by Captain Aldo
Raine, “a Gentile from the Deep South” (French, 200nline). Aldo
Raine is, as put by Wood, “a Tennessee hillbillg0@9, p. 18), who
speaks with “a slow, southern drawl” (Fryer & RomeFresco,
forthcoming).

Throughout the movie, the characters — many of wham out to
be polyglots — speak four different languages: BhglGerman, French
and ltalian, which play an important role in therative. The presence of
such a large number of languages and the high drenu of code-
switching serve as markers of authenticity, sorpitisregarded in World
War Il films. According to O’Sullivan (2011), somsecenes from
Inglourious Basterdgan be regarded as “a sly wink to the many Second
World War films in which language is treated moagalierly” (p. 3).

Tarantino provided his primary English-speakingiande with a
pre-subtitled version of all the French, ltaliard@Berman utterances. In
relation to this, Wood (2009) wonders in his revi@i Inglourious
Basterds

the film is spoken in German and French for mositofiuration,
with large excursions into English and a brief corscene in
Italian. The language in each case is very elabpraimost
baroque, and an essential part of the fun. Whatvaréo do if we
have only the subtitles to go by? How shall we jgrdst alone
enjoy the moment when a German actor playing arigngoldier
is caught out by another German because of therfegti®ns of
his German accent? (p. 18)

These rhetorical questions aptly reflect the typatitude of English-
speaking audiences when confronted with foreigrguage dialogue.
When the film was released on DVD in Poland, afl four languages
were post-subtitled for Polish hearing viewers. Hatish DVD edition
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of the film did not include a separate subtitleckrdor the hearing-
impaired, which means they had to rely solely oa w#ersion for the
hearing and were not informed about the presencsultiple languages
spoken in the film and the frequent code-switching.

The film consists of five chapters, the first ofiethis set in rural
France. A French farmer, LaPadite, is visited byn troops whose
“leader is SS Colonel Landa [...], a suave, charigmsé&dist charged
with hunting for fugitive Jews” (French, 2009, o). Landa starts
interrogating LaPadite in flawless French in “a wetiéng, menacingly
playful, manipulative manner” (French, 2009, onjirehe knows that
LaPadite is hiding a Jewish family under the flobis house and that
the family do not speak English. After a short exgie in fluent French
with LaPadite, Landa asks for his permission totdwio English. “Is
Tarantino compromising by this language switch®ksaa reviewer
(French, 2009, online), pointing to a typical smotby which a diegetic
code-switching is used not only for the story lrtthe purpose of being
understood by the English-speaking primary targetiemce. And the
same reviewer continues: “No, it's part of Landd®sadly strategy of
getting LaPadite to betray himself.” In English, raguested by Landa,
the farmer confesses he is hiding the fugitiveggraivhich the colonel
calls in his men to execute the Jewish family. $bkliers fire into the
wooden floorboards and kill everyone except for gt Shoshanna,
who escapes to Paris and seeks her revenge a &esvigter.

The question we posed in relation to this clip wasether the
code-switch from English into French in this sceheuld be indicated in
SDH. We hypothesised that, since it is explicitigcdssed in the dialogue
(subtitled into Polish for hearing viewers) by ttlearacters themselves,
viewers with hearing impairments may find it unreszey. We therefore
provided the study participants with two versiorigh® clip, one using
the linguistic homogenisation strategy, where tbdecswitch was not
signalled in any way, and the other with the exphttribution strategy,
where the code switch was marked in square brackets
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Figure 1: Linguistic homogenisation versus expligttribution in
Inglourious Basterds

Clip 1.1: LNGUISTIC HOMOGENISATION Clip 1.2: EXPLICIT ATTRIBUTION

Aﬁmiwmsku}

Ja wiem duzo o pana rodzinie, Ja wiem duzo o pana rodzinie,

I'm very familiar with you and your family [fluently in English]
I'm very familiar with you and your family,

When offered the choice between linguistic homogggion, which did
not mark in SDH the code-switch between French BEndlish, and
explicit attribution, most participants stated thpseferred the latter
strategy (see Table 2 below). Almost one-third e$pondents said,
however, that they did not mind which strategy waed. This may be
due to the fact that the code-switch may be infefrem the scene and
dialogue. While almost half of the participants emptfor the explicit
attribution strategy and about one-third had ndepesmice, only about one
in five people said they preferred the linguisticriogenisation strategy.

Table 2: Preferences for linguistic homogenisatiogrsus explicit
attribution in Clip 1 (percentages)

Hearing loss Linguistic Explicit I don't Total
homogenisation attribution mind

Moderate 27.3 21.2 51.5 100

Severe 9.1 60.6 30.3 100

Profound 24.6 52.2 23.3 100

Average 215 46.7 31.9 100

Interestingly, it was participants with moderateatieg loss who stated
most frequently that they did not mind which stggtevas used, whereas
people with severe or profound hearing loss chbse“t don't mind”
option in the questionnaire less frequently. Sirylathe explicit



Multilingualism in subtitling for the deaf and haofl hearing 283

attribution strategy was preferred by those witkese and profound
hearing loss. It seems plausible to assume thatevie with moderate
hearing loss were still able to hear the code-$wdtied did not need it to
be marked explicitly in the subtitles, whereas ptfiewers were unable
to rely on residual hearing and thus expected thde-Gwitch to be
indicated.

. Clip 2 Inglourious BasterdsExplicit attribution of accent versus
explicit attribution of language

In the fifth chapter ofinglourious Basterdsthere is a scene where
“multilingualism breaks down” (O’Sullivan, 2011, 8). In this scene,
Aldo Raine and two other members of his squad @tgefilm premiere
disguised as Italians, although they do not spealy #alian.
Accompanied by a German actress, Bridget von Hasmek, they
encounter colonel Landa, who — after exchangingwa Words with
Bridget in their native German — surprisingly adshes the alleged Italian
filmmakers in fluent Italian. The response he reeeiis a simple
Buongiorno,uttered by Aldo Raine with “a hilariously chewynressee
accent” (Emerson, 2009, online), which betrays tilue origin of the
Basterds and gives the scene a comic character.

In our study, we decided to test whether the gpeids would find
it important for the foreign accent, and not jue foreign language, to be
marked in SDH. Explicit attribution of language wased in one version
of the clip, while the other contained informatiaimout both the language
and the heavy southern American accent:

Figure 2. Explicit attribution of language versuspliit attribution of

accent innglourious Basterds

Clip 2.1: EXPLICIT ATTRIBUTION OF Clip 2.2: EXPLICIT ATTRIBUTION OF
LANGUAGE LANGUAGE

AND ACCENT
NPT Ve 12)

\4:

- ’ . ; o p
\ -
\ s ¥
- »
> -~ ' » e

[po wiosku] 4 [po wiosku z amerykariskim akcentem] <

Dzien dobry. Dzien dobry.

[in Italian with American accent]

in Italian] Buongiorno. .
[ ] g Buongiorno



284 A.Szarkowska, Ybikowska & 1. Krejtz

The vast majority of participants indicated thagithpreferred strategy
was explicit attribution of language and accene (¥able 3). The group
who particularly favoured this strategy were peoplgh profound
hearing loss. About one-third of participants witltoderate and severe
hearing loss stated they did not mind which strategs used. The
strategy of explicit attribution of language onhasvthe least favoured
among viewers with moderate and severe hearing Aissn all, most
participants — none of whom knew any lItalian — ddta the information
about the accent to be included in subtitles alioiegsformation about
the language.

Table 3: Preferences for explicit attribution ohdaiage versus explicit
attribution of accent in Clip 2 (percentages)

Hearing loss Explicit Explicit attribution | | don't Total
attribution of of language and mind
language accent
Moderate 17.2 51.7 31.0 100
Severe 22.6 48.4 29.0 100
Profound 27.7 60.0 12.3 100
Average 24.0 55.2 20.8 100
. Clip 32 days in ParisColour-coding versus explicit attribution

2 Days in Paris(Delpy, 2007) is a “comedy about Marion, a Pansi&
photographer living in New York who, en route franmoliday in Venice,
gives her American boyfriend, interior designerkJacwhirlwind tour of
Paris, her family and her friends” (Calhoun, 200iline). The fact that
Jack does not speak French and that a number fh-people he meets,
including Marion’s parents, do not speak much Efglis a source of
numerous misunderstandings and comical situationaking Jack
experience “a fraught and life-changing couple afysi (Bradshaw,
2007, online).

A New York Timeseview of2 Days in Parisnformed its readers
that the film was “written (in English and Frenetith English subtitles),
directed and edited by Julie Delpy” (Holden, 206iline). Indeed, the
dialogue list is a mix of French and English, whiptactically makes the
film bilingual. This, in turn, made it necessary goovide the English-
speaking audience with the subtitled translation atlf the French
dialogue.
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Polish hearing viewers were provided with a suddittranslation
of both English and French dialogue. When prepasiuigtitles for the
hearing-impaired, it seems crucial that the vievimrsnformed about the
bilingual nature of the dialogue, constant coddadving and any
resultant miscomprehension/confusion when chamactee trying to
communicate. Traditionally, the presence of a fprdanguage is marked
in SDH using the explicit attribution strategy, wiwas the first option
in our study. Another option was the strategy dbupcoding, where all
the French dialogue was translated into Polish madgked in blue, as
opposed to the traditional whiteness of utteratregslated from English:

Figure 3: Explicit attribution of language versudour-coding in2 Days
in Paris

Clip 3.1EXPLICIT ATTRIBUTION Clip 3.2COLOUR-CODING
1.4 F
. l
\

o

[ R

[po francusku] Daj mi najmniejszy. Daj mi najmniejszy

[in French] Give me the smallest one. Give me the smallest one.

After watching the clip with the two versions otities, more than 50%
participants (none of whom had any knowledge om€ng stated they
preferred the colour-coding strategy (see Table edovi). This is
particularly interesting as colours are normallgdisn SDH for speaker
identification (main characters are allocated crdpas opposed to other
characters who speak “in white”). The choice of t@our-coding
strategy may in this particular case be attributethe fast pace of the
dialogue.

In contrast to colour-coding, the explicit attriltaut strategy
inevitably raises the required subtitle readingespand makes it more
difficult to follow the dialogue as it contains gificantly more text:
almost each time a character speaks, the translafiache utterance is
preceded by information in brackets denoting whastguage is spoken.
An interesting solution was proposed by one of shely participants,
who suggested using an abbreviated version ofekiein brackets, e.g.
[fr.] or [franc.], instead of the full version [pmancusku] (“in French”).
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Yet another potentially useful suggestion came fi@rparticipant who
stated that, instead of a different colour, a d#ie typeface could be
employed for changes of language.

Table 4: Preferences for explicit attribution verswlour-coding in Clip
3 (percentages)

Hearing loss Explicit Colour-coding| |don'tmind| Total
attribution

Moderate 24.1 48.3 27.6 100

Severe 355 45.2 194 100

Profound 22.6 59.7 17.7 100

Average 26.2 53.3 20.5 100

Again, the option “I don’t mind” was most frequentselected by
participants with moderate hearing loss, whereaplpewith severe or
profound hearing loss clearly preferred the coloating strategy.

. Clip 4 Life is beautiful Vehicular matching versus explicit
attribution

Life Is Beautiful(Benigni, 1997) tells a story of a Jewish ltali@yido,
played by Roberto Benigni, and his son Giosué, wat® taken into a
concentration camp during World War Il. In an afp¢to protect his son,
Guido pretends it is all just a game. Having justvad at the camp,
Guido volunteers as a German-Italian interpretegpite not speaking a
word of German. His pseudo-interpreting of therindions barked by a
Nazi soldier, in which he perfectly imitates thdoimation and body
language of the soldier while at the same time miagato keep up
appearances, creates a hilarious scene whose goality also relies on
the contrast between the gravity of the situatiom glayfulness of
Guido’s mistranslation: “there is comedy in thedngruous juxtaposition
of the guard’s angry shouts and Guido’s exhortatig®’Sullivan, 2011,
p. 88). One may argue that the scene gains anreges comic character
when the audience, just like Guido, does not undedsthe German
utterances.
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Figure 4: Vehicular matching versus explicit atitibn in Life is
beautiful

Clip 4.1 VEHICULAR MATCHING Clip 4.2 EXPLICIT ATTRIBUTION

Alles herhérn,
ich sageldas nur einmal. [g!oérg po niemiecku]

Alles herhorn, [loud in German]
ich sage das nur einmal.

The instructions given by the soldier are not prietiled for the hearing,
primary target audience in Italy, nor for the setamy audience in
Poland. Therefore, the question of what should dreedn subtitling for
the Polish hearing-impaired is particularly inteires in this case. As
argued by Bartoll (2006), “it would seem reasonatblat one should
translate what has already been translated inrigeal version” (p. 1);
thus, the option of translating the German uttezandoes not seem
feasible, since the creators of the film decidettagrovide their original
audience with such a translation.

In our study, we offered the participants two typésubtitles: one
using the explicit attribution strategy traditiolyagmployed in SDH in
such cases, which consists of stating in bracketighwlanguage is
spoken; the alternative set of subtitles used wédnianatching where the
actual German words shouted by the soldier weres¢rébed and shown
in the subtitles (see Figure 4).

Indeed, as Shohat and Stam point out:

in the case of the subtitled film, we hear the rmréess alien
sounds of another tongue. If the language neigisbarg our own,
we may recognise a substantial proportion of thedwoand
phrases. If more distant, we may find ourselvedftanin an alien
sea of undecipherable phonic substance. (1985 in, B809, p.
87)

Just as hearing viewers encounter the “undeciplepionic substance”
when watching a foreign film, so hearing-impairegwers with no
knowledge of the foreign language can be confromii¢ the experience
of the foreign “undecipherable visual substancefoudigh vehicular
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matching. Since subtitles for the deaf and hardeairing are supposed to
transform the content of messages from the venbditay channel into
the verbal visual channel (see Gottlieb, 1998),lyynothesis was that, in
a similar way to hearing viewers who are immersethe experience of
the foreign by hearing the German instructions, hiearing-impaired
viewers can likewise be immersed in the situatignsbeing what the
German soldier actually says.

Table 5: Preferences for explicit attribution vergxplicit attribution in
Clip 4 (percentages)

Hearing loss Vehicular Explicit I don’t Total
matching attribution mind

Moderate 375 29.2 33.3 100

Severe 45.5 22.7 31.8 100

Profound 435 39.1 17.4 100

Average 42.4 32.6 25 100

Having watched the two subtitled versions of theeegt, more than 40%
of the participants — none of whom had any knowdedf German —
stated they preferred vehicular matching, whereaas-third said they
favoured explicit attribution. Vehicular matchingasvthe strategy most
frequently chosen by all groups of participantgaréless of their hearing
loss. Only 25% participants did not mind which SBtrategy should be
used in this context.

According to O’Sullivan (2011), “vehicular matchirmgn be seen
as a resistant strategy” (p. 114). In SDH, thistetyy is undoubtedly
more demanding on the part of the subtitler thapliek attribution,
which requires the subtitler only to recognise ftiveign language and to
name it in subtitles. It may also be more difficilt terms of
technicalities, particularly in the case of moreotéx languages which
sometimes use a different alphabet.

5. Conclusions

The growing presence of multiple languages on scie®l, thus, the
increasing visibility of multilingualism reflectstife exotic lure of the
foreign, indicated through geographic, cultural/andinguistic markers”,
which “in many ways represents the backbone ofcihema industry”
(Dwyer, 2005, p. 295). According to O’'Sullivan (201 “the growing
visibility of translation within the mainstream eima has the potential to
[...] promote the development of ‘multilingual imagiion’ in multiplex
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cinemagoers” (p. 81). One of the ways to promoteultiimgual
imagination” among viewers with hearing impairmem#o often miss
out on the multilingual nature of films, lies, dso®wn by the findings of
our study, in using SDH strategies which are maor®rinative of
multilingual content. Vehicular matching is an exdenof such strategy.
Not only should the presence of a foreign languagéndicated in SDH,
but also foreign accent needs to be marked whemagsssary.

As we hope to have shown in this article, the ingue of pre-
subtiting and the type of audience cannot be wexlgnated when
deciding which SDH strategy should be chosen. df fitm creators did
not provide their primary hearing viewers with gughtitles, the results of
our research suggest that SDH subtitlers shouldsiden using the
vehicular matching strategy. This strategy allole daudience to become
immersed in the foreign through actuatigeingwhat other viewers can
hear. If the primary audience were provided with préigies, another
option besides explicit attribution, frequently dse this case, would be
colour-coding, which met with a favourable receptidrom the
participants of our study.

In this article we looked at only a limited numlaéifilm excerpts,
languages and strategies, and we analysed respersksively from
participants with no knowledge of the foreign laages in question.
Other languages, films and subtitling solutions awailable that may
open up new research avenues. One interestingtagpeh examining is
that of which SDH strategies can be used when dilmgual film is
imported to a country where the language which Weaeign to the
primary target audience is known by the secondadience (see Diaz
Cintas, 2011). For instance, what would be thegorefl SDH strategy to
render the German ihife is beautifulfor German hearing-impaired
viewers?
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