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Abstract

Awarded “best foreign TV series” at the Shanghai Television Festival in 2020, the Italian TV series L amica
geniale is gaining huge popularity among the Chinese audience. Despite some of the contents that characterize
its plot, apparently not in line with the official content restrictions on the import of foreign products, the series
was nevertheless broadcast on three streaming platforms. However, its official subtitles do not seem to be fully
appreciated by the audience, the main complaints being plot cuts and the improper translation of some Italian
cultural references. What seems to guarantee the success of the series in China are instead its five non-

professional versions, translated by groups of so-called fansubbers.

Considering the heavy cultural load characterizing the narrative of the series, this thesis aims to
highlight the difficulties encountered by the Chinese official industry in translating cultural references, thus in
introducing minority languages, such as Italian, into China; on the other hand, it wants to shed light on the
potential resource represented by non-professional subtitles: although adopting subversive strategies, Chinese
fansubbers are the only gateway for minority languages’ products to properly access China and are indeed

considered “heroes of cross-cultural communication” (Jin and Gambier 2018: 30).

The study employs a multi-method, triangulated qualitative approach to examine products, production
processes, and audience reception. This includes a contrastive translation analysis of cultural references,
categorized by domains and translation strategies based on Molina (2006), Diaz Cintas and Remael (2007;
2021), Pedersen (2011), and Ranzato (2016). The analysis is triangulated with netnography (Kozinets 2010)
through online archival data collection and semi-structured interviews with translators. Additionally, a small-
scale reception study using focus group discussions assesses the audience’s reception of the translated cultural

references.

In conclusion, the findings of this study underline the significant role of fan translation communities
in bridging the gaps left by the Chinese official AVT industry, where knowledge of Italian language and culture
appears to be limited. L’amica geniale exemplifies how fansubs, even amid certain struggles too, can
effectively address the shortcomings of official translations, ensuring that Italian content is made accessible
and enjoyable for Chinese audiences. These fan-driven efforts not only expand the reach of Italian media but
also preserve its cultural integrity, allowing it to be appreciated as intended by a broader international audience,

despite challenges faced by the official AVT market.
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1 Introduction

“Words. With them you can do and undo as you please” (Ferrante 2013: 43). This persuasive quote, taken from
the second volume of the bestseller quadrilogy L amica geniale (2011- 2014) by Elena Ferrante, remarkably
captures the transformative and multifaceted power of language. Building on this concept, this research aims
to investigate the translation into Chinese of the deeply rooted Italian cultural specificity in the TV series
L’amica geniale. It examines whether and how this can be effectively conveyed to such a culturally distant
country like China, where Italian language and culture represent in fact a minority (Serragiotto and Scolaro
2023). Specifically, it explores how cultural references are rendered for Chinese audiences through both
professional and non-professional subtitling, with the latter commonly known as ‘fansubbing’ (Diaz Cintas
and Muioz Sanchez 2006). The study aims precisely to uncover the presumed difficulties encountered by the
official Chinese subtitling market and, on the other hand, to explore and elicit the potential resource represented
by fansubbers in trying and compensate to those shortcomings. The ultimate goal of this study is thus to raise
awareness of the quality of Chinese professional subtitling for minority languages, with a view toward potential
improvement.

Awarded ‘Best Foreign TV Series’ at the Shanghai Television Festival in 2020, and leading the Chinese
rankings of foreign TV series, L’amica geniale is probably one of the most appreciated TV series among
Chinese viewers. Set in the outskirts of Naples on the background of a post-war Italy, its storyline revolves
around the development of the troubled friendship, from childhood to adulthood, between two girls of poor
origins, Elena ‘Lent’ Greco and Raffaella ‘Lila’ Cerullo, who live in the same neighborhood; through the
evolution of their friendship and the vicissitudes characterizing their lives, the plot indirectly depicts the
historical and social changes of Italy from the Fifties to the new millennium, focusing mainly on the
peculiarities and nuances of the southern part of the country. Given this setting, the narrative appears to be
inevitably characterized by a heavy cultural load.

Notwithstanding the wave of success the series is receiving among Chinese viewers, its official
subtitles, translated from English as pivot language, do not seem to be fully appreciated by the audience, the
main complaints being plot cuts due to content restrictions, the improper translation of some cultural references
and the lack of consistency with the translation of the novel. What seems to be guaranteeing the excellent
outcome of the series in China are instead its five non-professionally translated versions made by groups of
‘fansubbers’ (Diaz Cintas and Muiioz Sanchez 2006): amateurs who play a key role in producing and
distributing “unauthorised translations of copyrighted audiovisual materials without financial compensation”
(Massidda 2015: 18).

Early research on fansubbing primarily highlighted its low quality, often attributed to the presumed
lack of expertise of fansubbers (Orrego-Carmona and Lee 2017). However, more recent studies have shifted
focus, examining the comparison between professional subtitles and fansubs and their reception, reframing

non-professional subtitling practices as “an alternative form of audiovisual translation” (Antonini and Bucaria



2015: 12) with potential benefits for both scholars and the professional industry (ibid.). Despite this evolving
perspective, little attention has nevertheless been paid to the Italian — Chinese language pair. Previous research
largely overlooked both the professional subtitling and fansubbing of Italian media into Chinese — with the
only exception of Zuccheri (2019) who focused on the Chinese fansubs of the Italian TV series Gomorra;
additionally, no previous studies seem to have highlighted the existent challenges faced by the Chinese
audiovisual translation industry in addressing minority languages like Italian.

Adopting L’amica geniale as a case study, my investigation aims thus to fill this gap and explore the
differences between its official Chinese subtitles and fansubs by answering to the following research questions:
1) Through which translation strategies are culture-specific references translated by both the official translators
and the non-professional ones? 2) What kind of translation errors can be recognized in the official translation?
Do they occur in the non-professional versions as well? 3) What are the differences, in terms of translation
production workflow and guidelines, between the professional context and the non-professional one? 4) How
does the Chinese audience receive translation errors? Are there any differences between the reception of the
official version and the non-professional ones?

The study adopts a multi-method, triangulated qualitative approach which addresses its broad goal
through a multifaceted lens of inquiry: it considers both the products, their production processes, and their
audience reception. This is done by means of different methodologies within the qualitative framework: first,
I carried out a contrastive translation analysis of all the cultural references retrieved in the first two seasons of
the series, based on their systematic categorization by domains and subdomains following Molina (2006), Diaz
Cintas and Remael (2007; 2021), Pedersen (2011) and Ranzato (2016). In each version considered, the
references are furtherly classified according to the correspondent translation strategies recognized in previous
literature. This analysis is triangulated with a netnographic approach (Kozinets 2010) by means of a collection
of online archival data and semi-structured interviews with some of the translators involved; ultimately, a
small-scale reception study, aimed at testing the reception of the translated cultural references, is conducted
via focus groups discussions with different samples of viewers.

The thesis is structured as follows: Chapter 2 reviews first the main existing literature on fansubbing,
with a particular focus on the Chinese context and on its peculiar features; second, it provides an overview of
how L’ amica geniale was introduced and is received in China; third, it presents the theoretical framework this
research is based on, covering the most influential studies on the translation of cultural references and
translation strategies, as well as translation quality, translation errors and audience reception. Chapter 3
introduces how the main concepts of this research have been operationalized and it extensively describes the
methodology adopted in all phases of research. Chapter 4 provides the results of the triangulated analyses,
offering substantial evidence from examples taken from the data; each analysis is then corroborated by a final
discussion on the main findings. Finally, Chapter 5 offers a reflection on the principal outcomes of the study
and outlines its limitations: although referring only to one single case-study, the results of this research offer a
first-time insight into the evident challenges encountered by the Chinese official industry in translating Italian

products. Notably, non-professional translators appear to be better prepared, with their subtitles receiving



higher appreciation from the Chinese audience. Finally, the conclusive chapter also suggests future research
endeavors on Chinese fansubbing and its reception in relation to Italian products. Given the limitations of this
study, future research should be expanded to include additional products in order to develop more generalizable
theories. Ultimately, the chapter also suggests further research directions, particularly exploring the translation
and reception of media content in both China and Italy. Additionally, it hints at the potential for studying the
translation and reception of Chinese media in the Italian context, a niche market similar to that of Italian

products in China.



2 Theoretical Framework

This chapter describes the theoretical framework this research is based on. It covers the main extant literature
on fansubbing, with a focus on the Chinese context and on the introduction and circulation of L’ amica geniale
in China; it then outlines the most influential studies on the translation of cultural references, translation
strategies, translation errors, translation quality and audience reception. These constitute indeed the reference

literature of this research.

2.1 Fansubbing
Fansubbing, from ‘fan’ and ‘subtitling’, is a phenomenon that has evolved exponentially over the past few
decades within the realm of audiovisual translation, designating groups of amateur translators gathering to
produce non-official subtitles of audiovisual contents. Originating as a grassroot movement, fansubbing has
influenced the accessibility of foreign media, impacted professional translation practices, and fostered
collaborative communities worldwide. This section explores the origins and the global development of the
phenomenon along with the evolution of technology, its wide spreading into China, its key features, and its
relationship with professional practices.

By delving into scholarly works and empirical studies, this review aims to provide a comprehensive
understanding of fansubbing’s role and transformation within translation studies as well as to shed light on the

research gaps that seem to emerge from the current literature, which this research tries to fill.

2.1.1 Historical overview
The origins of fansubbing can be traced back to the late 1980s and early 1990s, coinciding with the rise of
internet communities and the increasing popularity of Japanese anime outside Japan, in particular in the United
States. Japanese anime was indeed censored or manipulated to comply with the U.S. standards, and later
banned and not even officially distributed nor subtitled, leaving fans unable to understand the dialogues and to
enjoy their favorite products. To bridge this gap, devoted fans began creating their own subtitles, giving birth
to what was referred to as “fansubbing” (Diaz Cintas and Mufioz Sanchez 2006: 37). Early fansubbers, who
gathered into informal and illegal groups dedicated to translating and distributing contents among their fellow
anime fan viewers, were motivated by the desire to access anime that were not officially available in their
native languages (Diaz Cintas and Mufioz Sanchez 2006; Massidda 2015). Before the advent of digital
technologies, these subtitles were burned upon video tapes files and mailed as VHS (Massidda 2015; Dwyer
2019; Jiang 2022); when high-speed web access and new software programs that allowed the editing and
ripping of DVDs came into play, this system was substituted by digital practices, and fansubs started being
disseminated online through P2P sharing networks, forums, torrents, streaming services and websites (Barra
2009; Massidda 2015). Nowadays, they can rely also on social networks or secret chat groups for file sharing.
Thanks to the rapid evolution of Internet and digital technology that characterized the late 1990s and,

mostly, the 2000s, the phenomenon recently entered in what has been referred to as the “second wave of



amateur subtitling” (Massidda 2020: 190), and it quickly spread from Japanese anime translations to, primarily,
films and TV series (Massidda 2015). Soon after its rise and later in the new millennium, the phenomenon
spread like wildfire all over the world, taking roots in countries such as Argentina, Belgium, Brazil, China,
Croatia, Czech Republic, France, Greece, Iran, Italy, Japan, Jordan, Korea, Lebanon, the Netherlands, Poland,
Portugal, Romania, Spain, Sweden, Thailand and Turkey (Massidda 2020).

Today, fansubbing operates at an extremely fast speed pace and covers a great variety of contents that
encompasses also other forms of entertainment such as vlogs and short videos available on video platforms
(Jiang 2022). The advancement of new forms of technologies characterizing the early 2000s has indeed
triggered new distribution channels, allowing to easily reach international audiences; the global demand for
audiovisual contents productions has rapidly boomed in the last decade along with the rise of a great variety
of streaming platforms such as Netflix, Amazon Prime, HBO, Disney+, etc. On this background, characterized
by extremely fast speed of both technology development and cinematic and television changes, fansubbers
find themselves highly prepared and play a pivotal role in facing this digital evolution. Indeed, Massidda (2020:
190) underlines that

while language service providers were exploring viable options offered by new technology, amateur

subtitlers around the globe were already forging alternative, internet-based localization workflows,

clockwork, perfect mechanisms able to deliver hundreds of fansubs within unprecedented tight turnaround
times.
Fansubbing is not merely keeping pace with the official market but is, in fact, forging ahead, with official
entities often striving to catch up with the dynamic and responsive nature of fan-driven translation efforts. This
is true especially in countries like China, which makes it a crucial focus area to investigate on (see Section

2.2).

2.1.2  The main features of fansubbing
Fansubbing encompasses several key elements that distinguish it from professional subtitling, and which are
recognized in particular among Chinese fansubbing groups.

In the first studies addressing the phenomenon, Diaz Cintas and Mufioz Sanchez (2006), as well as,
among the others, Pérez Gonzalez (2007), Massidda (2015) and, more recently, Wang (2022), recognize several
common traits of fansubbing groups, providing a comprehensive glimpse of how they work and organize
themselves. They are indeed commonly structured hierarchically, and each participant is assigned a precise
role. Raw providers are responsible of collecting the source files to be translated, i.e. the original untranslated
video (Diaz Cintas and Mufioz Sanchez 2006). This is delivered through digital copies to each translation team,
converted into a video format compatible with the adopted subtitling software (Wang 2022). Time-coders and
segmentors mark the beginning and end of each source-language utterance and segment the original dialogue
into lines accordingly. The video is then cut into shorter video-clips that are distributed among the translators
(Wang 2022). As the name suggests, translators, or fansubbers, are instead responsible of translating the files

(Diaz Cintas and Mufioz Sanchez 2006) and rendering other content-relevant information (Wang 2022).



Contrary to what Diaz Cintas and Mufioz Sanchez (ibid.) noticed in 2006', according to Wang (2022)
and to what I acknowledged myself throughout the here presented study, these people are nowadays very often
required to have high technology skills. Indeed, they sometimes must cover also the role of what Diaz Cintas
and Mufioz Sanchez (2006: 39) refer to as “timers” and “typesetters”. Timers are those people who define,
through the help of a subtitling software, the in and out times of the subtitles and synchronize them into video-
clips (Wang 2022). Typesetters are in charge of defining the font styles of the subtitles, as well as the
conventions that must be followed and, finally, setting the final formatting. Editors and proof-readers (Diaz
Cintas and Mufioz Sanchez 2006), or project supervisors (Wang 2022), are instead responsible of quality
control: after revising the translated segments and correcting any typos or mistakes found, they assemble the
translated clips and form a finalized version of the product which is then distributed online either in .srt or .ass
format (ibid.). This structure pretty much resembles a standard fansubbing community’s internal organization.
As Jiang and Doherty (2024) notice, the technological changes and development that characterized the twenty-
first century’s media industry forced fansubbers to adapt to new forms of workflows that today rely primarily
on Internet. This implies that some processes, such as for instance the collection of raw materials?, can now be
carried out way faster, and fansubbers are capable of producing a huge amount of fansubs in an extremely short
time.

From a translational point of view, fansubbing distinguishes itself for its peculiar techniques and
strategies that are known for being divergent from standard subtitling guidelines (cfr. Netflix Timed Text Style
Guide General Requirements, updated June 2024°, and Chinese (Simplified) Timed Text Style Guide*). These
features are primarily outlined in the pioneer studies on fansubbing, such as the already mentioned Diaz Cintas
and Muioz Sanchez (2006), Pérez Gonzalez (2007), Massidda (2015), as well as, within the Chinese context,
in particular Zhang (2013), Wang (2017), Wang and Zhang (2016; 2017), and Wang (2022). Pérez Gonzalez
(2007), for instance, identifies several distinguishing translating features of fansubbing practices which are
widely recognized within existing literature:

e very often different fonts, sizes and faces coexist within the same product out of the prioritization of
the visual styling of the subtitles in accordance with the aesthetics of the given content. As a matter of
fact, in my experience this tendency is nowadays less widespread than expected. As it will emerge
from my data analysis, fansubbers want to be “invisible” and aim to reach professional-like standards;

e similarly, as recognized especially in the very first fansubs of anime products, fansubbers often adopt

different colors to distinguish characters or dialogue shifts;

! Diaz Cintas and Mufioz Sanchez (2006), in their pioneer investigation on the emerging practice of fansubbing, noticed
that most translators used not to be trained in the use of fansubbing technology skills and were exclusively responsible of
translating texts, as all technological aspects were instead carried out by members with high technology expertise.

2 According to Hsiao (2014)’s description of a Chinese fansubbing group’s workflow, raw providers used to be located in
the country of the source materials, typically the U.S., where they used to record the given television program on a DVD
and to send the media file to the ‘headquarters’ in China. Today, thanks to the ever-advancing technological possibilities,
raw providers do not necessarily need to be located abroad and can rely on Internet to collect source materials.

3 https://partnerhelp.netflixstudios.com/hc/en-us/articles/2157586 1 7-Timed-Text-Style-Guide-General-Requirements
(accessed 24.09.24).

4 https://partnerhelp.netflixstudios.com/hc/en-us/articles/215986007-Chinese-Simplified-Timed-Text-Style-Guide
(accessed 24.09.24).



https://partnerhelp.netflixstudios.com/hc/en-us/articles/215758617-Timed-Text-Style-Guide-General-Requirements
https://partnerhelp.netflixstudios.com/hc/en-us/articles/215986007-Chinese-Simplified-Timed-Text-Style-Guide

fansubbers insert glosses and topnotes on the screen to add background information to the subtitles
(Hsiao 2016). This is one of the most striking features of the phenomenon, which is strictly related to
cultural references, the main focus of my research. Notes and glosses are normally inserted on the top
of the screen using different colors and fonts and serve to provide definitions or explanations to
‘untranslatable’ issues (cfr. Nornes 1999) or to particular cultural references. Within the Chinese
context, this practice is widely adopted. Hsiao (2016), through an ethnographic study carried out by
means of participant observation of three different Chinese subtitling groups, defines annotating
subtitles a “narrative performance” (ibid.). Subtitles with annotations, in Chinese zimu jiazhu %%/l
VE (ibid.), is described by the author as a process that goes beyond translating, by underlying not only
the subtitlers’ attitudes towards the translated contents but also their “meta-thinking” (ibid. 241), i.e.
how subtitlers think and feel while translating, as well as their competence, or lack thereof, in
promoting cross-cultural communication. According to Hsiao (ibid.), annotations are of two kinds:
information-providing ones, and commentary ones. The former are primarily made for explicating
linguistic and cultural elements that may cause comprehension problems to (Chinese) viewers; the
latter are instead meant to revealing the subtitlers’ personal attitudes towards the translated content.
They are placed on top or bottom of the screen, often in different colors so that they can be
distinguished, and may vary in length, font, typeface, size, position, or may contain symbols, emojis
and emoticons (ibid.). While the use of extra text on the screen is widely debated within audience
reception studies, Hsiao (ibid.) highlights how the insert of these annotations is a mean of creating a
special bond with the audiences, who are used to the conventions of this practice and who can in turn
feel a sense of involvement with both the product they are enjoying and the translator’;

fansubs’ layout and length may differ from standard subtitling ones, as they can sometimes vary and
be segmented in more than two lines or be positioned in different areas of the screen rather than
exclusively at the bottom of it (Pérez Gonzalez 2007).

In sum, fansubbing groups’ organization machine, together with their subversive and creative

translation strategies, stands thus as a remarkably efficient force within the audiovisual landscape, somehow

blurring the boundaries of professionalism and non-professionalism.

The shifting divide between professional and non-professional subtitling practices

The distinction between professional and non-professional subtitling has been subject of ongoing debate within

translation studies, particularly as the digital age has blurred the traditional boundaries between the two. This

duality, as my research itself advocates, sparked discussions and questioned translation quality, audience

engagement, and the evolving dynamics of audiovisual translation, highlighting the differences between the

two realities within the current digital scenario and the contributions of both practices in shaping global media

consumption. In this section I try to address the issue by recalling upon previous literature and current

dynamics within today’s mediascape.

5 Based on my experience, Hsiao’s (2016) commentary annotations are not much adopted (see Section 4.1).
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Amateurism has always been denotated with pejorative connotations simply due to preconceptions
towards its nature (Luczaj and Holy-Luczaj 2017). Recalling upon Keen’s (2008) critique towards “the cult of
the amateur”, according to which, in short, the intervention of amateur practices is seen as a threat for
professionals as they would “democratize the dictatorship of expertise” (Keen 2008: 35), Luczaj and Holy-
Luczaj (2017) reflect upon the classification of what is professional and what is not. The authors raise indeed
the question as to whether or not fansubbers should be considered non-professional even though, potentially,
they could be both professionals and fan-translators in their free time (ibid.). Such a question interestingly
highlights the emerging shift towards recognizing the legitimacy and value of fansubbing as a complementary
or alternative form of audiovisual translation.

Fansubbing evolved along with globalization and changing technologies, which gave rise to a wide
range of different audiovisual non-professional translation practices. From the mere amateur ‘subbing’ of
Japanese anime or TV series by groups of fansubbers, other amateur translation activities indeed emerged
within the global mediascape (Gao and Shen 2024), responding to different cultural, social, political and
linguistic needs (Orrego-Carmona and Lee 2017). These non-professional translation realities have been
referred to with different terminology within previous literature, all falling under the umbrella-term ‘non-
professional subtitling” recently proposed by Orrego-Carmona and Lee (2017). With community translation,
O’ Hagan (2012) — although specifying that the term might be misleadingly confused with ‘community
interpreting’ — refers to the set of practices carried out by online communities; Pym (2011) proposes the
umbrella term volunteer tramnslation, adopting the monetary payment received (or not received) by the
translator as a discriminant factor; Jimenez Crespo (2017) embraces the term collaborative translation, later
revisited by Talavan and Avila-Cabrera (2017) into social subtitling: both expressions refer to volunteer,
collaborative and community translations. In Talavan and Avila-Cabrera’s (2017) study, which aimed at
assessing the possibilities offered by social subtitling by involving students in the translation (EN-SP) of some
video clips of their University, social subtitling is indeed intended as the voluntary collaboration to promote
media accessibility within the context of university or other settings where there is not sufficient funding to
hire professional practitioners; crowdsourcing (Jiménez-Crespo 2017; 2021) goes parallel with collaborative
translation (Fernandez Costales 2012; Jiménez-Crespo 2017), or online collaborative translation (Yu 2019;
2022): according to Yu (2019), these practices refer to a cyclical process of translating and publishing contents
with the aid of information and technology support within an online community, where any registered user can
participate to the process and at the same time can vote, comment on and provide suggestions on the quality
of the already published translations. This activity is voluntary, and it relies on the use of Internet.

Examining in detail the peculiarities of the different above-mentioned practices is beyond the scope of
this thesis but suffice to say that, together with fansubbing, they constitute the variety of non-professional
subtitling practices characterizing today’s AVT scenario. As it can be easily noticed then, the labels

‘professional’ and ‘non-professional’ have been commonly adopted in academia to distinguish between who



works in the industry and who stays outside of it, such as fansubbers (Gao and Shen 2024)°. As foregrounded
earlier, fansubbing has however often been associated, in previous literature, with low quality of its final
products due to the assumed lack of proper training and expertise of fansubbers (Orrego-Carmona and Lee
2017). However, as Antonini et al. (2017) highlight, the experience of translation may as a matter of fact be
more influential than formal education in shaping professionalism, and the blurring line between professional
and non-professional subtitling practices emerging in nowadays’ global mediascape is a testament of this shift.

Both professional subtitlers and amateurs such as fansubbers work out of passion and motivation for
their activity, the only distinction being monetary compensation for the former and lack of for the latter (Gao
and Shen 2024). As it has been postulated in previous literature, amateurs’ work is increasingly challenging
industrial practices (Diaz Cintas and Mufioz Sanchez 2006, Massidda 2015), often stuck in rigid standard
guidelines and offering low chances for creativity to the translators and a less authentic experience to the
viewers (Gao and Shen 2024). Moreover, as Orrego-Carmona and Lee (2017) underline, although non-
professional practices such as fansubbing have generally been described as divergent to professional subtitling
standards — or even “abusive”, to quote Nornes (1999) — recent research show that this is in fact not always the
case. Some fansubbing groups’ internal guidelines, as well as working organization and methods, try and
replicate professional working environments and some groups — as my research will try and illustrate — may
even “abide more closely to professional standards than professional subtitlers” (Orrego-Carmona and Lee
2017: 6). Fansubbers’ subversive and creative strategies, such as the use of explicative notes or colloquial
language, as well as their familiarity with the products they translate, as previously mentioned create new ties
with the audiences, from which they often receive a better appreciation (Gao and Shen 2024). Such
circumstances find fertile ground in particular in the Chinese landscape, where — as already noticed — official
subtitling seem not to satisfy the viewers’ expectations.

Luczaj and Holy-Luczaj (2017) thus raise another question: only because fansubbers work for free,
does this imply that the quality of their products is necessarily low? Early research, such as Bogucki (2009),
La Forgia and Tonin (2009) or Fernandez-Costales (2012) highlight signs of worse quality in fansubs due to
various types of inadequacies such as typos, bad punctuation, improper lexicon, etc. However, the recent trend
within studies on non-professional subtitling seems to be shifting in favour of a convergence of professional
and amateur translations. A clear-cut preference towards one side or the other doesn’t explicitly emerges in
neither of the most recent comparative studies such as Bruti (2014), Orrego-Carmona (2016), Di Giovanni
(2018), Sakinah and Setyaningsih (2018), Hall (2021), Dore and Petrucci (2022) and, more recently, Jiang and
Doherty (2024) or Zhang et al. (2024). According to the results of these studies, the two sides seem rather to
be ever more converging, and their boundaries blurred. Bruti and Zanotti (2013), in their study on the reception
of orality markers in professional subtitles and fansubs, recognized instead a higher comprehension, by the

tested audiences, for fansubs; more recently, Gao and Shen’s (2024) study on the audience perception of

® For this reason, 1 will also refer to fansubbers as ‘non-professional subtitlers/translators’ or ‘amateurs/amateur
translators’, using these terms interchangeably to minimize repetition and enhance the readability of the text.
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fansubbers in China revealed a very positive outcome’, raising awareness towards the balance between industry
standards and the evolving demands of global audiences. As fansubbers continue to innovate, there is growing
speculation that non-professional subtitles may eventually surpass professional ones in quality, creativity, and
audience satisfaction, especially taking the Chinese scenario into account (see Section 2.2 and the subsequent

subsections).

2.1.4 Fansubbing as a field of study within Translation Studies
Soon after its rise, fansubbing attracted the attention of academic scholars, who addressed the issue from
several different angles.

Early research on fansubbing focused mainly on the social and linguistic aspects of the emerging
phenomenon around the globe. Early studies, such as Diaz Cintas and Mufioz Sanchez and Pérez Gonzalez’s
(2007), brought academic attention towards fansubbing. Diaz Cintas and Mufioz Sanchez (2006) conducted a
pioneer study on what at the time represented a new and emerging “mass social phenomenon on Internet” (ibid.
37). The authors define a ‘fansub’ as “a fan-produced, translated, subtitled version of a Japanese anime
programme” (ibid: 37) and extensively investigate the working methodology and the main features of a given
fansubbing group, providing also examples of both English and Spanish translations. Although pointing out
fansubbing groups’ remarkably demanding requirements, such as fast deadlines and task distributions, and
some of their professional-like characteristics, the authors emphasize how these translations, given their
amateur nature, are however very often characterized by translation mistakes and low quality. Made ‘by fans
for fans’ (ibid.: 51) through subversive and “less dogmatic and more creative and more individualistic” (ibid.)
features than the standard practices’ ones, the scholars nevertheless emphasize how sometimes these subtitles
can in fact reach professional standards’ quality. As a consequence, the authors highlight the discontent of
Japanese companies, as well as international distributors of films and TV series, against fansubbers, seen as a
potentially damaging force towards the official market. Similarly, Pérez Gonzalez’s (2007)’s investigation
provides one of the first extensive overviews of the early stages of the phenomenon along with its main
peculiarities in terms of groups’ internal organization, translation workflows and linguistic features.

Different studies were then carried out in the wake of the conviction that fansubbers’ lack of translation
training affects the output of their translations. Studies such as Bogucki’s (2009), as well as La Forgia and
Tonin’s (2009), both underline the low quality of amateur subtitling. Bogucki (2009) analyzes the fan
translation — in the language combination English — Polish — of the film The Fellowship of the Ring (2001) by
means of bringing up comprehension errors affecting translation quality. He (ibid.) observes in particular how
such a non-professional practice, due to the amateur nature by which it is characterized, should not be even

worth of academic attention. La Forgia and Tonin (2009), in the language combinations English — Italian and

7 By means of a questionnaire administered to 327 respondents, the authors (ibid.) explore the perception of Chinese
audience towards fansubbers in an English as Lingua Franca world in terms of their translation quality, role,
professionalism, and contribution to cross-cultural communication and foreign language learning. The results of the
experiment reveal an overall positive attitude towards fansubbers and the quality of their productions, thus challenging
their categorization as ‘non-professionals’ and raising instead attention towards their role as cultural brokers and language
educators too.
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English — Spanish, analyze the different translation choices of inter-textual references both in the official
dubbed and subtitled versions of an episode of the TV series Supernatural, and eventually compare them with
the correspondent fansubbed versions. The results of their investigation outline the inappropriateness of the
amateur versions.

Another interesting study highlighting fansubs’ presumed lower quality in comparison with
professional subtitles’ one is, within the Scandinavian context, Pedersen’s (2019). By defining fansubs as
“subtitles produced by fans, with little or no professional training or experience, carried out without pecuniary
remuneration and normally without the consent of the copyright holders of the source text” (ibid.: 51), the
scholar sought to examine how fansubbing diverges from traditional professional subtitling practices,
considering issues like quality, creativity, and cultural adaptation. The research was based on a comparative
analysis between professional subtitles and fan-generated subtitles from various audiovisual media, such as
TV series and movies and focused primarily on translation quality assessment by means of investigating norm
adherence, fidelity to the original, and creative solutions. Additionally, he (ibid.) examined fansub communities
and the social dynamics that drive the production of fansubs, such as collaboration and shared norms among
amateur translators. The results of this study reveal in fact the low quality of fansubs and lack of adherence to
subtitling norms if compared to the professional subtitles, due to lack of training and sloppiness. Pedersen
(ibid.) claims that one of the reasons of the low quality may be the no need for fansubs in Sweden, given the
country’s well-established tradition of subtitling audiovisual contents. He thus underlines that, contrary to other
countries such as Italy, China, South America or the U.S., fansubbing has no raison d’étre in Sweden.

Sakinah and Setyaningsih (2018), in comparatively investigating the different translation strategies for
cultural references in the language combination English — Indonesian, demonstrated that no particular
difference in the translation strategies adopted was retrieved between professional and non-professional
subtitles, although the authors consider professional subtitlers’ work more reliable and understandable because
there is no omission strategy applied, and cultural substitution strategy is adopted to make the content fit to the
target culture requirements, e.g. for what concerns measurements, resulting more comprehensible for the
audience.

More recently, Hall (2021), in a comparative investigation between the professional and non-
professional English subtitles of some Korean TV dramas offered on the platform Viki Rakuten, observed how
non-professional versions, being too source-oriented, sounded excessively unfamiliar to the audience and are
thus not considered to be valid substitutes for industrial ones.

A different thread within mainly comparative and reception studies on fansubbing moved away from
the idea of fansubs being worse in output quality and started seeing them as potential resources. For instance,
influential and substantive research in this vein, within the Italian context, has been carried out by Massidda
(2015), who indeed started shedding light on the promising capabilities of fansubbers. The author employs
both empirical and theoretical approaches, combining a conceptual analysis of norms in traditional subtitling
with a linguistic examination in the comparative case studies. Drawing on her personal involvement with two

prominent Italian fansubbing communities, ItaSA and Subsfactory, the author offers valuable perspectives on
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the current practices of amateur audiovisual translators in Italy, extensively covering issues such as legal and
privacy issues, translation norms and strategies, internal organization of the given fansubbing groups,
motivations, and censorship issues. By presenting case studies constructed upon the comparison of the DVD
subtitling of the TV series Lost and Californication with the two versions fansubbed by each of the two groups,
the author illustrates how fansubbers have questioned the long-established norms of professional subtitling,
and how they have impacted the Italian professional industry. Contrary to the author’s initial assumptions, the
results of her study deviate from previous literature and reveal that amateur translators as a matter of fact do
not lag behind professional ones; rather, they may be source of inspiration for both academics and professionals.

In line with this perspective, in 2015, extensive research on non-professional translation practices in
the media has been published and edited also by Antonini and Bucaria (ibid.). In their edited volume, which
stands as one of the first scholarly attempt of looking at non-professional translation from an academic
perspective, they circumscribe “NPIT — Non Professional Interpreting and Translation” (ibid.) as a practice
that includes “all those linguistic and cultural mediation activities performed by people (bilingual speakers)
who have had no formal training and who are often not remunerated for their work as interpreter/translator”
(ibid.: 7). These people, as they recognize, had been commonly defined as “untrained, unremunerated, not
abiding by a code of ethics or standards of practice and lacking in social prestige” (ibid.: 9). However, as they
highlight, practices of non-professional translation in the realm of media contexts show that this is not always
the case, and fansubbing practices, with their recruitment and requirements standards, prove evidence. The
authors of the volume address the issue of fansubbing as “an alternative form of audiovisual translation” (ibid.:
12) that may constitute a benefit for professional practices with the potential to “change standards for the
translation industry” (ibid.: 18). According to this current of thought, fansubbing thus started being looked at
not merely as a harmful entity towards the industry, but rather as a potentially powerful force positively
influencing professionals and their working standards (ibid.).

In this vein, a substantial and influential amount of research has been conducted by Orrego-Carmona
(2014;2015; 2016), who addressed fansubbing from both the point of view of reception studies and comparison
between professional subtitles and non-professional ones. The scholar conducted a series of studies using eye-
tracking technology alongside questionnaires and interviews to examine how audiences perceive professional
and non-professional subtitles in the English-Spanish language pair. His aim was to assess whether any
significant perception difference was noticed among viewers’ responses, as his research was based on the
assumption that non-professional subtitles would be of lower quality and would negatively affect viewers’
comprehension. However, his findings contradicted this assumption, as Spanish viewers did not notice any
significant differences between the two types of subtitles in terms of narrative understanding® (Orrego-
Carmona 2016).

Similarly, another significant study within the perspective of reception was conducted by Bruti and

Zanotti (2013) in the language pair English — Italian: they combined a comparative analysis of three different

8 However, the results of the study reveal also that professional subtitles showed in fact greater consistency in how
viewers read and interact with them (Orrego-Carmona 2016).
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subtitles (2 non-professional and 1 official) of a pilot episode of the TV series Lost with a questionnaire
administered to university students to test their comprehension and preferences by asking them to evaluate the
preferable subtitles among the three proposed, focusing in particular on orality markers. The results of this
study, although limited to the specific linguistic features analyzed, show a higher preference towards the non-
professional subtitles’ solutions.

Bruti (2015) carried out a linguistic comparison of the translations of compliments, in the language
pair English — Italian, between the professional and non-professional subtitles of the TV series Lost. Her results
highlight no significative difference between the two typologies of subtitles.

Considering the language combination English — Italian, another reception study comparing
professional versus non-professional subtitles in favor of the latter is Di Giovanni’s (2018). A questionnaire-
based experiment was carried out to assess the audience reception of professional versus non-professional
Italian subtitles in the TV series Black Mirror and Narcos, focusing on aspects like comprehension and
enjoyment. The study was conducted by means of a questionnaire to evaluate how audiences respond to
subtitles created by Netflix versus fan translators. While limited by the sample size and materials, the findings
suggest a shift in viewing habits. In particular, fan-generated subtitles were generally preferred over Netflix
subtitles, largely because Netflix’s subtitles were often criticized for being too long and disappearing too
quickly. Other factors, such as the audience’s familiarity with either dubbing or subtitling, also shaped their
preferences and overall enjoyment of the content.

This thread and shift towards non-professional subtitles seem to fit particularly to the Chinese context,
where, as mentioned, audiences and fan translators themselves show discontent towards industrial subtitles.
However, to the extent of my knowledge, not many studies have been addressing the issue of comparing
fansubs and industrial subtitles to highlight the higher quality and audience preference towards fansubs. In the

following Section 2.2 I will present an overview of the key role represented by fansubbing in China.

2.2 The key role of fansubbing in China

The Chinese media landscape offers a compelling field of study for what concerns AVT and fansubbing. It is
indeed characterized by strong State control and intervention in the film industry, serving as a tool for
reinforcing national identity (Wang and Zhang 2017; Moon and Yin 2020). Domestic productions, largely
shaped by standardized content with a primarily educational purpose (Keane 2005), dominate Chinese screens,
whereas international productions cover only a small market area in terms of numbers. However, as Liu ef al.
(2019) notice, they very much contribute to the income annual revenues’, showing the Chinese audience’s
better appreciation towards foreign products rather than domestic ones. In the following subsection 2.2.1 I will

provide a concise historical overview of the process of importing foreign contents into China.

® Liu et al. (2019) underline how in 2017, for example, out of 474 films distributed in national theaters, although imported
films made up only a quarter of the films (98 imported films and 376 local ones), they nevertheless contributed 46% of
the total box office revenue, despite the dominance of domestic productions.
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2.2.1  The import of foreign audiovisual contents into China
From the 1930s onwards, until more or less the late 1990s, China had very limited exposure to foreign
cinematographic productions. Cinema was seen as a means of political communication (Yang and Feng 2016),
and almost only Soviet films were introduced into China and translated into Chinese from Russian (Zhang
2018). When the Chinese Communist Party came to power and founded the People’s Republic of China in
1949, cinema was given even greater political function and had the sole role of political propaganda. From
1949 to 1965 most foreign films imported still came from the Soviet Union because of political relationships
reasons and because of “nation building” goals (Yang and Feng 2016), while most Western films — and
especially Hollywood ones — were publicly banned (Jin and Gambier 2018). In 1950, the Film Import and
Export Department was established together with the China Film Management Bureau: these two institutions
were in charge of importing foreign films, which were subsequently censored and then approved by the
Ministry of Culture. The four state-owned institutions that are still responsible for translating and dubbing
foreign products were established in the 1950s: Changchun Film Dubbing Studio, Shanghai Film Dubbing
Studio, August First Film Dubbing Studio and Beijing Film Dubbing Studio (Yang and Feng 2016).

An increase in the import of foreign films can be traced back only after Cultural Revolution (1966-
1976), when the country began its reforms and opened up to the outside world (Yang and Feng 2016)'. In
1994, the Ministry of Radio, Film and Television of the PRC allowed foreign films to be shown in Chinese
cinemas, but the quota was limited to only 10 films per year (ibid.). In 1999, thanks to an agreement between
the U.S. and China, this quota was increased to 20, and in 2004, the former SARFT (State Administration of
Radio, Film and Television), now NRTA (National Radio and Television Administration [E 5" #& L& =),
a ministry-level agency under the control of the Chinese Communist Party, in order to diversify the content
offered, established that among these 20 only 14 could be from the U.S., leaving small room to other countries’
products. The quota was ultimately increased to 34 in 2013, which is today’s number of foreign films that can
be aired in Chinese cinemas and TV channels (Ho et al. 2020). As a matter of fact, this number is higher, as

some of them are distributed as buyout flat-fee products: Chinese distributions companies sometimes negotiate

10 1n short, the 1970s marked a transitional phase for Chinese cinema as the country began recovering from the Cultural
Revolution (1966—-1976). Mao Zedong’s death in 1976 and the subsequent rise of Deng Xiaoping ushered in a new era of
political and economic reform which laid the groundwork for China’s transformation into a global economic powerhouse.
In 1971, China (PRC) became member of the United Nations, an important step which paved the way for the beginning
of a slow process of opening the country towards the international scenario, reinforcing its diplomatic relationships with
the West. The project of development and reform of China was based on the so-called Four Modernizations: implemented
by Deng Xiaoping’s leadership after the third plenary session of the Communist Party (1978), they focused on agriculture,
industry, science and technology, and defense (Samarani 2004/2008). The effects of these reforms involved also the media
and film industry. The reopening of film studios, which had been shuttered during the Cultural Revolution, coincided with
the establishment of the China Imports and Exports Company (1979), enabling Chinese filmmakers to reengage with
international cinema. The 1980s were a landmark decade for Chinese cinema, which transitioned from being an insular
medium to one influenced by international currents in filmmaking. During this decade, Chinese filmmakers began
receiving diverse influences from global cinema, moving away from the Soviet-inspired styles of earlier decades.
European, American, and Japanese films were introduced into China, sparking a boom in dubbed films and broadening
the visual and narrative horizons of both filmmakers and audiences. Different genres also emerged, such as documentaries,
animations and science films. The 1990s brought transformative changes to Chinese cinema as the country embraced a
market economy and underwent economic and social restructuring. Amidst the challenges of transitioning to a market
economy, 1990s’ Chinese films industry saw the coexistence of domestic productions and the growing influence of global
cinema (Hu and Chen 2021).
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a fixed price with international producers for local rights, which are subsequently cleared, and the Chinese
distributor is allowed to keep all the revenues. In this way, quota limitations are overcome. Another system to
bypass the quota limitations is for foreign producers to establish joint ventures of co-production with local
producers (Jin and Gambier 2018; Wang and Zhang 2016).

After a product is allowed to enter the Chinese market, two interrelated processes come into play:
censorship scrutiny and translation. In order to be broadcast, every product must pass the censorship inspection,
which allows the product to obtain a license to be officially broadcast (Zhu 2023). The major role in this
belongs to the Central Government’s subsidiary organ, mentioned above, called National Radio and Television
Administration (NRTA), which supervises all matters related to cultural and media production granting access
to foreign products (Wang and Zhang 2016). It must not be surprising that some contents are however banned,

such as those that:

deny the basic principles determined by the constitution;

e affect the unity, sovereignty and territorial integrity of China;

e leak classified information threatening domestic security;

e encourage hatred and discrimination among ethnic groups;

e violate ethical cultural norms and principles;

e propagate cults and superstitions;

e disturb social order and threatens social stability;

e depicts pornography, gambling, violence, or abet people to commit crimes;

e humiliate or defame others, or damage the lawful interests of others;

e compromise social morality or traditional cultures in China;

e contain information which is prohibited by law (ibid: 3006; cfr. the Regulations on the Import and
Broadcast of Foreign TV Programs adopted in 2004 by the former State Administration of Radio, Film
and Television — SARFT and apparently still in force as reported by the Chinese Government
website'").

However, it seems that the boundaries of these restrictions are somehow blurred. As Wang and Zhang (ibid.)
notice, there seem to be no precise definitions and guidelines concerning what kind of contents may affect the
above-mentioned restrictions though, and the criteria seem to vary from case to case depending on the censors’
personal interpretation, with the result that some apparently forbidden content is still broadcast and some other
is banned'?.

Against the backdrop of strict government control over the Chinese film industry and discontent from

Chinese viewers towards the limited availability of foreign contents, as well as their manipulation, fansubbing

! Regulations on the Import and Broadcast of Foreign TV Programs, URL:
https://www.gov.cn/gongbao/content/2005/content 78843 .htm (accessed 21.01.25).

12 As Wang and Zhang (2016) highlight, novels such as George Orwell’s 1984 (1949/2004), or Vladimir Nabokov’s Lolita
(1955/2010) or films and TV series such as V for Vendetta (2005) or House of Cards (2013-2018), although sensitive
contents such as sex, anti-communism or sino-phobic manifestations are forbidden, are still released in China. However,
Zuccheri (2019) sheds light on the Italian TV series Gomorra — La serie, which instead has not been aired on Chinese
official channels and relies on fansubs to gain popularity among Chinese viewers.
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emerged as a significant cultural phenomenon introducing alternatives to the official censored contents and
challenging audiovisual translation conventions, as well as creating new ties with the Chinese audiences

(Zhang 2013; Wang and Zhang 2017).

2.2.2  The rise and development of fansubbing in China

In China, fansubbing plays a significant role in introducing, through the activity carried out by several
fansubbing groups (in Chinese zimuzu 7-%:2H, lit. ‘subtitling groups’), otherwise unavailable foreign contents
to Chinese viewers through file transfer on pirate websites that try and bypass State regulations and copyright
holders (Zhu 2023).

The rise of fansubbing in China is commonly dated to 2003, when, thanks to broadband width and the
emergence of new and affordable technologies, groups of amateurs gathered forming the first fansubbing
groups in the vein of general discontent towards government restrictions (Hsiao 2014). Traces of amateur
translations of audiovisual content emerged, as a matter of fact, also prior to the era of streaming. The restricted
access to Western movies and TV shows triggered the demand for pirated audiovisual contents. In the early
stages of the phenomenon, Chinese fansubbers shared their translations, mainly of Hollywood films and TV
dramas, by typing and recording on VHS tapes, making China one of the world’s most prolific audiovisual
illegal producers of VHS in the 1980s and VCD and DVD in the 1990s (Zhu 2023). Thanks to the rise of
Internet in the 2000s, they increasingly started having the chance to translate TV series, movies, documentaries,
music videos, variety shows, etc. and to share their translated contents on dedicated websites (ibid.).

The first group, emerged in 2003, was known as F6. It was committed to subtitling the TV series
Friends, not officially released in China, and it paved the way for the rise and development of the nowadays
wide-spread Chinese fansubbing phenomenon (Wu 2017). One of the first scholars who introduced Chinese
fansubbing to academic attention is Zhang (2013), who described Chinese fansubbers as young amateurs,
living either in mainland China or overseas, coming from economically developed cities and having a foreign
language educational background. Thanks to their activity, they are referred to as “cultural transmitters” for
introducing foreign culture into China (ibid.: 30), or “heroes of cross-cultural communication” (Jin and
Gambier 2018: 30). Given the scenario in which audiovisual contents circulate in China (cftr. subsection 2.2.1),
fansubbing emerged as a mean to promote “cultural communication between China and the world” (ibid.: 32),
with the inner intention of “bringing the world closer to Chinese people” (ibid.: 32).

Compared to official translations, Chinese fansubs are indeed described as being more vivid and
engaging, aiming to preserve the quality and integrity of the source content challenging instead mainstream
conventions and values in official translations (Zhu 2023). As Zhu (2023: 13) states, one of the main
motivations behind Chinese fansubbing is indeed to “make visible the otherwise invisible traces of censorship
and its movements”, by exposing Chinese viewers to unfiltered contents (ibid.). Given the flaws recognized in
official translations, due to intentional omissions or manipulations determined by the government’s
intervention over sensitive contents (ibid.), fansubbing helps instead the Chinese fan community “to bypass

the shoddy ‘official’ channels for a more authentic encounter with the source content” (ibid.: 14). Additionally,
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as Zhang (2013) furtherly notices, the majority of Chinese fansubbers operates also out of language learning
motivations, as well as gaining a better understanding of a foreign culture.

Today, the phenomenon is more active than ever and, in spite of severe government interventions that
forced some groups to shut down'?, it operates in what is in fact recognized as a “legal grey zone” (Wang and
Zhang 2017; Zhu 2023). In spite of foreign producers complaints about copyright infringement, Chinese
fansubbers are in fact not breaking any law (Wang and Zhang 2017), for two reasons: one is because Chinese
copyright law, according to what Zhu (2023) reports, permits personally produced media, non-profit oriented,
to be shared among peer friends; secondly, Chinese fansubbers translate materials that are not available in the
official distribution channels at all, thus they seem not to be causing any revenue loss to neither the government
nor producers (Wang and Zhang 2017)"*. Chinese fansubbers consider themselves rather as “modern-day
Robinhoods” (Zhu 2023: 21) operating out of volunteerism and free sharing with the mission of promoting
and providing Chinese viewers with foreign audiovisual contents that would otherwise be censored or not even
available.

In such a scenario, the TV series L amica geniale, subject of this research, stands as a unique exception:
given some of its apparently improper contents, it has nevertheless been officially imported on three different
Chinese official streaming platforms, and it is gaining huge popularity among Chinese viewers. However, it
seems that such an acclaim is not related to its official subtitles, but, rather, to different non-professional
versions illegally shared online by groups of fansubbers (see Section 2.3 for an overview of the introduction

and success of L’amica geniale in China).

2.2.3  Professional subtitling and fansubbing in China

The boundaries between professional subtitling and fansubbing in China are probably more blurred than
elsewhere.

Chinese fansubbers, given the circumstances under which they operate outlined in previous Subsection
2.2.1, receive great appreciation by the Chinese audiences: as Gao and Shen (2024) demonstrated through their
study, the Chinese public’s recognition of fansubbing is nowadays extremely positive, as they are seen as
“cultural brokers” (Hsiao 2014) who bridge, link and mediate between different cultural groups with the aim
of reducing distance and conflict as well as producing change (ibid.). Chinese fansubbers operate through well-
organized internal structuring and often develop their own platforms, such as the most famous group YYeTS
(Jiang and Doherty 2024). In recent years, certain fansubbing groups have indeed been even recognized in

industry and their work has been adopted by official platforms such as Netfllix, as Jiang and Doherty (ibid.)

13 Between 2009 and 2014, and again in 2020, the Chinese government launched severe anti-piracy campaigns, several
fansubbing groups, to the extent that the founder of one of the most active ones, YYeTS, has been arrested and charged
with three-and-a-half-year prison sentence and a fine (Wang and Zhang 2017; Zhu 2023).

14 According to Hsiao (2014), after China entered WTO in 2001, it increasingly started to reinforce intellectual property
measurements. The author sheds light on fansubbers’ and Chinese citizens’ viewpoints towards copyright infringement:
although potentially infringing intellectual property, fansubbers are considered to be ‘cultural brokers’, providing access
to otherwise unavailable content and viewing intellectual property protection as coercion. Out of this motivation, they try
and justify their activities by the cultural value they provide, by leveraging on the “moral endeavour” (ibid.: 237) they
join to exempt themselves from intellectual property infringement.
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report. Above all, Chinese fansubbing is linked to the fan-based platform Viki, which challenges the distinction
between professional subtitling and fansubbing. Initially a fan-based project, Viki is today a profit-based start-
up, bought out by Japanese e-commerce giant Rakuten in 2013 (Dwyer 2016) and monetized through
commercial ads and the purchase of a ‘Viki Pass’ to enjoy its contents (ibid.). This platform incorporates
different varieties of media, and it allows users to collectively collaborate, real-time, to the subtitling of a given
content through a dedicated software. By providing a streaming-like format, Viki bypasses copyright
infringement and secures licensing deals with productors and distributors (Dwyer 2012). Through its
collaborative platform-based translation format, Viki merges profit-based corporate crowdsourcing and
fansubbing features, blurring the boundaries between professional subtitling and fansubbing. Dwyer (2016)
underlines that Viki is as a matter of fact a commercial platform, exploiting the free labor of fan translators
while at the same time maintaining the community features and enabling users to join forum discussions and
collaborate out of their passion for TV series. As she (2012: 225) puts it, “If Viki fansubbers were to profit
from their labour, would they still be classified as amateur simply on the grounds that most have received no
formal translation training?”".

Chinese fansubbing’s integration into commercial platforms like Viki suggests a reevaluation of the
boundaries between amateur and professional subtitling. This shift not only questions fansubbers’ roles within
the industry but also positions fansubbing as a legitimate field of academic study.

Scholars are increasingly exploring the cultural, social, and economic impacts of fansubbing,
analyzing its influence on global media consumption, participatory culture, and translation practices. As the
line between fansubbing and professional subtitling blurs, the study of fansubbing opens new avenues for
understanding collaborative media production and the dynamics of online communities. The integration of
Chinese fansubbing into platforms like Viki lays the groundwork for investigating the role of fansubbing in
relation to the official industry. This opens up opportunities to explore not only the cultural impact of
fansubbing but also its role in reshaping the boundaries between fan-driven contributions and official media
production, as well as influencing professional translation, particularly in China’s rapidly evolving media

landscape. In this vein, L amica geniale stands as an interesting example (see Section 2.3).

2.2.4 Fansubbing as a field of study within the Chinese context

A great number of studies addressed the issue of Chinese fansubbing from a variety of angles: from social and
linguistic investigations on the phenomenon (Dwyer 2012, Zhang 2013, Wang 2017, Wang and Zhang 2016;
2017, Zhang and Cassany 2016, Rong 2017, Wu 2017, Lu 2019 or, more recently, Yu 2022) to ethnographic
approaches towards fansubbing groups motivations and social dynamics, such as in the studies of Liu and De
Seta (2014), Li (2017), Lu (2019), Lu and Lu (2021), Huang et al. (2023), or investigations towards ideological
and censorship influences on fansubs (Chang 2017; He 2017, Zhu 2023)'¢.

15 See Dwyer (2012) for further insights on Viki.

161t is interesting to notice that the amount of research on fansubbing published and available on the China National
Knowledge Infrastructure — CNKI database is limited in both contents and numbers. By searching for zimuzu %4 -
related contents, 54 academic journals are available. Among the most relevant ones, pioneer ones describe the fansubbing
phenomenon and its organizational and translational features, such as Bao (2009) or Hei (2013), whereas the more recent
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However, in terms of comparing Chinese professional subtitles and fansubs, which is the perspective
I adopt in my research, only a few studies seem to exist in previous literature.

Tang (2014) compared three official dubbed versions vs two fansubs of Kung Fu Panda (English —
Mandarin, Taiwan and Cantonese Chinese) focusing on kung-fu related references. The results of this study
show that both typologies of translations adopt interventionist translation strategies, with professional
translations highlighting a more active role in cultural representation compared to the non-professional
subtitles, and both reveal a preference towards more creative solutions challenging the rigid conventions of
standard subtitling.

More recently, Lu and Lu (2021) compared instead the subtitles made by professional translators and
fansubbers in the language pair English — Chinese to detect similarities and differences between the two
practices. Their result show that fansubbers tend to use highly aesthetic, functional and semiotically coherent
ways to foster their interaction with the audience as well as maximizing their visibility as translators. Being
more aware of the semiotic complexities of audiovisual texts and by subverting standard subtitling conventions
with creative solutions such as notes and other forms of creative subtitles, fansubbers are portrayed by the
authors as divergent from standard subtitles in terms of visibility, interaction and compositional meaning. They
thus enhance participatory culture in terms of audience engagement, interaction and attachment to the film if
compared to the official subtitles. This shift highlights how audience demands are changing along with the
evolution of technology and resources.

Zhang et al. (2024), focusing on cultural references, compared the official Chinese subtitles and
fansubs in The King's Speech and No Country of Old Man in the language pair English — Chinese. The results
of their study show no significant difference between the two typologies of subtitles, thus underlying the ever
more convergence between industrial and non-professional subtitles mentioned before.

Jiang and Doherty (2024), through a corpus-based approach, investigate instead the differences in the
translation of swearwords between professional subtitles and fansubs of a series of films in the language pair
English — Chinese. Similarly to Zhang et al.’s (2024)’s findings, their results show no significant differences
between the two kinds of subtitles too and highlight a more vulgarizing approach in the fansubs.

According to what Zhu (2023) reports, the majority of Chinese fansubs are related to Hollywood
products, English-speaking TV dramas and Japanese anime, which is why most studies on Chinese fansubbing
focus on the language pair English — Chinese. However, in the past few years some fansubbing groups have
specialized also into less widespread European languages'’ such as Spanish, German, French or Italian.

A few studies have been addressing fansubbing from Spanish into Chinese: Zhang and Cassany (2016),

for instance, investigated the internal organization of a fansubbing community working with the language pair

ones primarily cover case studies from a linguistic perspective highlighting fansubbing’s translation strategies (Xiao and
Sun 2016, Shen and Luo 2017), the role of fansubbers in cross-cultural communication (Yu 2012; Li 2016), fansubbers’
motivations and devotion to voluntarism (Zheng and Zhang 2022), or copyright infringement issues (Wang 2012; Yang
2016, Yu 2016). However, it should be noted that while these studies contribute to the field, they are generally less
developed and detailed — particularly in terms of methodology — compared to their Western-published counterparts, which,
as a result, are considered more relevant and receive more attention within this thesis.

17 Cfr. SUB HD: https://subhd.tv/zu (accessed 28.09.24).
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Spanish — Chinese, focusing on roles, chain of production, virtual spaces, self-regulation strategies, and ethical
issues. By combining qualitative content analysis and discourse analysis of a corpus composed with the help
of netnographic techniques (semi-structured interviews, participant observation and field notes), the authors
gained insights into the hierarchical structure of the group and its resources such as forums, social networks
and chats through which the community organizes, promotes, and manages the translation processes. The study
underlines also how, despite being volunteers, these fansubbers follow self-imposed rules and quality standards
to legitimize their work by efficiently collaborating, blending amateur passion with professional dedication
supported by engaged audiences. In doing so, they reshape traditional media production and consumption,
offering content tailored to viewers’ emerging needs.

Moreno Garcia (2020), through a netnographic investigation, focuses instead on the motivations of a
Spanish — Chinese fansubbing group and notices that its members manifest their will to becoming volunteer
translators out of understanding, passion and attaining experience, as well as finding friends.

Gao (2020) investigates instead the translation of cultural references by two Chinese fansubbing
groups in the Spanish TV series El Ministerio del Tempo. The results of this study show that both the two
groups under analysis have the same preference in translation techniques except for notes on the screen.

To my knowledge, no studies concerning the Chinese fansubbing of other European languages’
products have been conducted in previous literature, except for Zuccheri’s (2019) study on the Chinese
fansubbing of the Italian TV series Gomorra — La serie. By examining the stylistic and translation approaches
adopted by the Chinese fansubbing group Shenying in translating swearwords in the Italian TV series Gomorra
— La serie, as well as the motivations behind the retrieved translation solutions, Zuccheri (ibid.) provides the
first investigation on how an Italian TV series reached the Chinese audience only thanks to its fansubbed
version. Gomorra — La serie, which seems to be highly appreciated and very popular among Chinese viewers'®,
was not imported on the official Chinese channels due to its unsuitable contents (ibid.) and thus owes its
success only to its amateur subtitles. This study sheds light on the challenges encountered by the Italian
audiovisual market in accessing the Chinese official channels and paves the way for further reflections on the
role played by Chinese fansubbers in guaranteeing Italian films and TV series a unique doorway towards
Chinese audiences.

Up to date, except for Zuccheri’s (ibid.) study, the Chinese fansubbing of Italian products, which
represent the main focus of my research, seems to stay on the edge of scholarly attention. No previous research
has indeed questioned how Italian audiovisual contents is translated into Chinese and received by Chinese
audiences, nor compared their official subtitles — when they exist — and non-professional fansubs. The absence
of such comparative studies leaves open the question of whether fansubbing could provide a valid alternative
for niche products, such as Italian content, in light of audience dissatisfaction with official translations, often
due to restrictive content limitations or lack of cultural nuance.

In this vein, my research aims to fill this gap and analyze, as previously mentioned, both the official

subtitles and the fansubs of the TV series L amica geniale, serving as a case study. Through this comparison,

18 See Italian TV series on Douban: https://movie.douban.com/tv/ (accessed 28.09.10).
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which focuses specifically on the translation and reception of cultural references, I will assess whether
fansubbers are able to offer more culturally relevant, accurate, and engaging translations than the official
subtitlers. In the following Section 2.3 I will introduce the introduction of the TV series L ‘amica geniale in

China.

2.3 L’amica geniale in China

The success that L’ amica geniale is obtaining in China is undoubtedly massive. Before delving into the
introduction of both the novel and the TV series into the Chinese scenario, I will provide a short overview of

the plot and main themes.

2.3.1 L’amica geniale: plot and main themes

The TV series L’amica geniale (2018-2024) is adapted from the bestseller 4-volumes novel by the Italian
author Elena Ferrante (2011-2014). The quadrilogy, published in Italy between 2011 and 2014, includes the
four volumes L’amica geniale (My Brilliant Friend, transl. Ann Goldstein), Storia del nuovo cognome (The
story of a new name, transl. Ann Goldstein), Storia di chi fugge e di chi resta (Those who leave and those who
stay, transl. Ann Goldstein), Storia della bambina perduta (The story of the lost child, transl. Ann Goldstein).

The narrative of the story revolves around the troubled friendship between Elena ‘Lent” Greco and
Raffaella ‘Lila’ Cerullo, two young girls of poor origins living in a neighborhood in the outskirts of Naples.
The story is told by an adult Elena, who gives voice to her and Lila’s friendship when Lila, aged sixty-six,
suddenly disappears leaving no trace. On the background of Naples and of an evolving Italy during the second
post-war period, the author depicts the feelings characterizing the relationship between the two girls and the
vicissitudes of their lives. Through the development of their friendship, from childhood to adulthood, along
with the metamorphoses of the other characters, Elena Ferrante manages to indirectly narrate the historical and
social evolution of Italy from the Fifties to contemporary days. Representative of a specific place and historical
period, the narrative is inextricably linked to the culture it stems from, resulting in a heavy cultural load
discernible throughout the pages of the novel and vividly reproduced by the directors in the TV series. The
plot depicts indeed marginal southern Italian society, with all its peculiarities and values: patriarchal violence
and dominance over women, social regression and desire of emancipation, traditional family values,
hierarchical relationships of power, to name just a few. The setting, with all its particularities, contributes to
the strong Italian and regional features connotating the characters and the way they speak, act and think.

As a matter of fact, as de Rogatis (2019) underlines, the principal facets of the plot can be seen as
global issues that, fashioning themselves on different “suburbs and centers of the world” (ibid.: 285), make
L’amica geniale an evocative example of the so-called “global novel” (ibid.), representative of a common
consciousness recognized and shared by the global readership. According to Kirsch (2016), the quadrilogy can
indeed be considered to be a global novel in that it approaches global issues starting from the local reality. The
author underlines that the story of Elena and Lila, shaped by the neighborhood in which it is set, is in fact
influenced by international historical facts (1960s’ turmoil, 1970s’ feminism, the advent of technology in the

1980s, etc.), thus it might as well be the story of other women of the same generation around the world. Naples
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stands as an archetype, a place that is foreign and local, but nonetheless universal: “a suburb that becomes the
symbolic center of the international imaginary” (de Rogatis 2018: 163). The international consensus of both
the novel and the TV series has indeed been massive: Ferrante Fever, a documentary directed by Giacomo
Durzi (2017), widely reports the international rising of the phenomenon through the words of some influential
people like Michael Reynolds, director of Europa Editions, who explains: “there is nothing else like the
Neapolitan Novels in the history of fiction”, because the story “is very vast, it is broad”; Mario Martone,
director of L’amore molesto (Troubling Love, 1995)°, evocatively confirms L ’amica geniale universality by
underlying that “the sensation is not that [the story] speaks to you, but of you” (my emphasis). Ann Goldstein,
the English translator of the novel, also interviewed in the documentary, underlines that Elena Ferrante
“examines emotions in a way that you might not want to do yourself and you might not want to name these
things or admit them. But she names those things”, thus confirming the powerful “global” (de Rogatis 2019;
2021) nature of L ’amica geniale.
In the vein of such a global power and international consensus, the novel has been adapted into what

can be probably defined as one of the most successful Italian TV series of the last decade.

2.3.2 From the novel to the TV series: production and main features

Given the success and the popularity reached by the quadrilogy, the plot has been adapted into a four-seasons
TV series. Indeed, as Gambaro (2021) notes, the choral narrative structure of the quadrilogy best fitted into a
serialized screen production reflecting the novels’ structure division, as well as the ‘globality’ of its themes
and values (de Rogatis 2023).

The production project is of international scope: for the first time in history, HBO invested in a non-
English production (Gambaro 2021). The series, premiered at the 75" Venice International Film Festival, is
indeed co-produced by the Italian broadcasting company Rai Fiction and the American TV network HBO, in
partnership with TIM Vision, the producing company Fandango and the Italian movie production company
Wildside; it is instead distributed abroad by Fremantle. The first season was aired both on Rai Uno in Italy and
on HBO platform in 2018, the second in 2020, the third in 2022 and the fourth in November 2024. The blended
collaboration by the two networks Rai and HBO reveals the global scope of the series, indeed adapted to reach
an as-global-as possible audience (ibid.). The script of the series is produced by the director of the first two
seasons Saverio Costanzo?’, the screenwriters Francesco Piccolo and Laura Paolucci, and Elena Ferrante
herself*! (ibid.).

One of the most striking features of the screen adaptation of L’amica geniale is its broad scope: as
Gambaro (ibid.) furtherly notices, the series aims at reaching both novel readers’, non-readers and potential

future readers. This is made not only thanks to the global nature of the narrative, but also through filming

19 L’amore molesto (1992) is Elena Ferrante’s first novel.

20 Saverio Costanzo is director of Season 1 and 2. Season 3 is directed by Daniele Luchetti, while Season 4 is directed
by Laura Bispuri.

2! The participation of the author herself in the screenwriting process is particularly interesting, as Elena Ferrante, as it is
widely known, is a pseudonym for the real author who prefers to keep her identity hidden. Her involvement might have
taken place through written emails or through the mediation of her publisher (Edizioni e/0), as is her usual practice for
interviews.
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techniques which aim to reach both audiences at the same time, following a linear and didactic structure and
timeline which responds to that discernible through the novel’s pages (ibid.; see also de Rogatis 2023).

The cultural significance and its intricacies become even more pronounced in audiovisual content
compared to the original novel, thanks to the multi-layered semiotic systems present in such media. If the
narrative indirectly traces the story of Italy, with all its social and historic dynamics and evolutions, the series
make this possible through remarkable directing choices. As Saverio Costanzo has mentioned in various
interviews, such as in particular the one held within the debate organized by the Italian Institute of Culture of
Shanghai at the Muxin Art Museum of Wuzhen (12.03.2022), in China, for the photographic exhibition “My
Brilliant Friend. When Literature appears on Screen” by Eduardo Castaldo (see Subsection 2.3.3)*, his plan
was to tell the story by mirroring the evolution of Italian cinema throughout history. As he explained in the
interview, the film’s editing reflects the evolving storyline and the increasingly rapid pace characterizing Italian
society during the second post-war. The first season is thus dedicated to Italian Neorealism and echoes the
approach of the big directors of that time, such as Rossellini, Visconti, De Sica, etc. By watching the episodes,
this can be recognized not only by filming techniques such as the rigorous distance of the camera from the
portrayed picture, but also by the real-like settings, the involvement of non-professional actors, typical
costumes, grey colors: indeed, the first season is characterized by predominantly monochromatic, greyish
visuals, which echo the stylistic tendencies of Italian Neorealist cinema. As Lepratto (2015) explains, the shift
from black-and-white to color in Italian cinema occurred around the 1950s, with Neorealist films serving as a
testing ground for this transition. The grey tones of Season 1 not only reflect the aesthetic of post-war Italy but
also symbolize the marginalized society in the poor outskirts of Naples. This visual style captures Italy’s shift
from the hardship of war to the post-war renaissance, mirroring the gradual introduction of color in Italian
cinema (Ciak 2018)%. The second season reflects instead the Sixties, and it thus takes inspiration from the
peculiarities of the French nouvelle vague: as people lives’ paces increased, cinema started portraying this
evolution by producing contents characterized by faster movements, more chaotic sounds, etc. The third season,
directed by Daniele Luchetti, portrays instead the Seventies, and — inspired by the New Hollywood ‘movement’
— mirrored everyday life scenes happening within people’s houses, dealing with personal feelings and social
themes such as the Italian Divorce Law (1970), and so on. The fourth season, according to Costanzo (2022,
interview at Muxin Art Museum), ideally portrays the advent of television in Italy and in Italians’ lives. What
Costanzo (2022, interview at Muxin Art Museum) stresses is that the fil rouge of the whole series is the history
of both Italy and Italian cinema. This remarkable peculiarity of the product enhances its cultural significance,
thus — given its international scope — it furtherly underlines the importance of the translation of its culture-

specific references.

22 Istituto Italiano di Cultura di Shanghai, L’Amica Geniale: conversazione con Saverio Costanzo e Alba Rohrwacher
(IR A D) 2 EXFIR, 12.03.2022. Accessible on: https:/www.youtube.com/watch?v=F9qHfI5SbNGg (accessed

2.09.24).

2 Ciak 2018, L’ amica geniale, i colori sospesi della storia, 28.11.2018: https://www.ciakmagazine.it/recensioni/i-luoghi-

dellanima/lamica-geniale-i-colori-sospesi-della-storia/ (accessed 3.09.2024).
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On this background, it sounds interesting to observe the introduction, circulation and consensus
received by L’amica geniale in China, a country where the circulation of contemporary Italian products is
pretty limited. As reported in Restucci (2023), by observing the top 100 and top 250 rankings of foreign novels
on Douban, the main Chinese platform for rating books, films and music, it may be noticed that Italian novels
represent a minority if compared to the anglophone ones. Interestingly, by looking at the Italian section, it
results that the main translated contemporary author seems to be Elena Ferrante, also represented in the Douban
top 10 of Italian novels (ibid.). By observing the foreign movies and TV series section on Douban, it is also

noticeable that Italian products are inferior to anglophone ones too and represent thus a niche sector*.

2.3.3 L’amica geniale in China: a focus on the TV series

The success of L’amica geniale in China begins in 2016 with the translation of the novel and its extremely
positive outcome among Chinese readers®, which paved the way for the even greater appreciation the TV
series is gaining today.

The first two seasons of the series, subject of the current research, were broadcast respectively in 2018
and 2020 in Italy (Rai 1) and in 2019 and 2020 in China®®. The episodes were aired on three different Chinese
official streaming platforms, namely iQiyi % @5 2., Youku fll and Tencent Video [ HARAI. As mentioned,
the success has been massive, and the second season of the series was even awarded ‘Best Foreign TV Series’
at the 26" Shanghai TV Festival in 2020.

Additionally, it is worth mentioning the great acclaim L ‘amica geniale is receiving in China through a
series of related events that are continuously organized. For instance, soon after the publishing of the Chinese
version of the second volume of the novel in 2017, the Italian Embassy and the Italian Institute of Culture of
Shanghai in collaboration with the People’s Literature Publishing House (Renmin wenxue chubanshe N [X3C
2% WL, as well as Fudan University, Nanjing University and Shanghai Sinan Book Club, organized a cycle
of seminars on the novel held by the Italian scholar Tiziana de Rogatis, whose research field extensively covers
Elena Ferrante and L amica geniale. As previously mentioned, in the wake of the success gained by the series,
in 2022 the Muxin Art Museum of Wuzhen, China, held the photographic exhibition “My Brilliant Friend.
When Literature appears on Screen” by Eduardo Castaldo, dedicated to the TV series. On this occasion, on
12.03.2022 a debate between the Director of the Museum, Saverio Costanzo, Alba Rohrwacher?’, Marco

Miiller®®, and a limited number of Chinese viewers was held at the Museum. Since the event took place during

24 Given the recent shift of Douban into an app-only platform, whose web interface is particularly difficult to navigate on,
direct links to the sections in question cannot be shared. However, the referenced sections can still be accessed through
the mobile application.

25 See Restucci (2023) on the Chinese translation of the first volume of L ’amica geniale.

26 Season 3 was broadcast both in Italy and China in 2022. Season 4 was aired in Italy in late 2024 and, at the time this
research is being written (December 2024) has not been officially broadcast on the Chinese channels. It has nevertheless
been fansubbed.

%7 Italian actress playing Elena’s voiceover throughout the whole TV series and playing Elena as an adult in the fourth
season.

28 Jtalian cinematographic producer. Former Director of the Venice Film Festival (2004-2011), as well as the Rome Film
Festival (2012-2014), he is now Professor Emeritus at the Shanghai University and Director of the Film Art Research
Center of the same University.
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the pandemic, not many participants were allowed to attend it in person; nevertheless, according to what Marco
Miiller reported in a recent interview on I/ Corriere del Veneto (D’Ascenzo 2024)%, the streaming reached
1.800.000 views, proving evidence of the unprecedented excitement of Chinese fans towards L ‘amica geniale.
On 11 May 2022, the Italian General Consulate in Chongging held the event entitled “Chongqing meets
L’amica geniale”, in which the translator of the quadrilogy Chen Ying %% was guest of honor. On 29 June

2024, at the Shanghai Library, Chen Ying was invited again as guest at the conference “Storie, io: le donne e
il mondo nella scrittura di Elena Ferrante®*”.

The above-mentioned events are just a few examples of the many activities concerning L amica
geniale organized in China, that remarkably underline the huge acclaim of Chinese readers and viewers
towards this work. Such an outcry is surprising for an Italian production: as Italian language represents a
minority in China (Serragiotto and Scolaro 2023), Italian products are indeed scarcely imported. L 'amica
geniale stands as a lucky exception though: despite some of its themes, it is one of the few Italian TV series
available on the Chinese screens. However, due to plot cuts and apparently improper translation solutions, its
official subtitles are subject of criticism by some viewers. Instead, 5 non-professionally translated versions of
the series have been disseminated online by 5 different groups of fansubbers and seem to be better appreciated
by the audience.

Against this background, the aim of this study, as foregrounded in the Introduction, is thus to
comparatively investigate how such a heavy cultural specificity has been introduced to Chinese viewers by
both the professional and non-professional translators. This aims to shed light on the assumed flaws within the
Chinese official audiovisual translation market for what concerns the translation of minority languages’
products and on the potential resource represented by fansubs; ultimately, it investigates and assesses how
Chinese viewers receive these translations.

Given the focus on cultural specificity, in the following Section 2.4 I will outline the extant literature
on the translation of cultural references before proceeding, in the following Chapters, to present my data

analysis.

2.4  Cultural references

Cultural references represent a widely debated issue in Translation Studies, constituting one of the main
translation challenges. One of the first definitions of the concept was provided by Vlahov and Florin (1969:
438), who by realia indicate objects, concepts, and phenomena that are typical of a given geographical
environment, of a culture, of the material life or particular historical-social features of a population, nation,
country or tribe. Therefore, realia carry a national, local, or historical coloring. However, they do not have
precise correspondences in other languages. Among the main other denominations provided in literature —

“foreign cultural words” (Newmark 1988), “culture-bound problems” (Nedergaard-Larsen 1993), “culture-

2 D’ Ascenzo (2024), Cinema, Marco Miiller: «I film cinesi fanno paura ma loro ci amano e sono pazzi per I’Amica
genialey, 22.07.2024. Accessible on: https://corrieredelveneto.corriere.it/notizie/venezia-mestre/cultura-e-tempo-
libero/24 luglio_22/cinema-marco-mueller-i-film-cinesi-fanno-paura-ma-loro-ci-amano-e-sono-pazzi-per-l-amica-
geniale-99b4d125-ffb5-46ae-bf54-0ddb012fexlk.shtml?refresh ce (accessed 2.10.2024).

30 English translation: Stories, Me: Women and the World in the Writing of Elena Ferrante.
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specific items” (Franco Aixela 1996), “culture bumps” (Leppihalme 1997) — one of the most exhaustive and
recent one is the one provided by Pedersen (2011). In referring to “translation problems” (ibid.: 42), namely
those elements that are more difficult than others to be translated and that require “extra special care and the
active and conscious employment of subtitling strategies” (ibid.: 41), in his study on subtitling, he (ibid.)
focuses in particular on “Extra-linguistic culture-bound references (ECRs)” (ibid.: 43). He defines an ECR as:
[a] reference that is attempted by means of any cultural linguistic expression, which refers to an
extralinguistic entity or process. The referent of the said expression may prototypically be assumed to be
identifiable to a relevant audience as this referent is within the encyclopedic knowledge of this audience
(ibid.: 43).
This definition, although precise and clear in its scope, lacks however to include what Chiaro (2009: 153) calls
“Language-specific features” and Molina (2006: 82) “Cultura linguistica”, namely those phonological and
lexical references — following Molina — that represent a cultural phenomenon, such as idioms, sayings, courtesy
expressions, etc. and which, too, constitute a “translation problem” (Pedersen 2011: 42).
Given these premises, several are the categorizations of cultural references adopted in extant literature,

constituting the theoretical framework upon which I have constructed my own (see Subsection 3.3.2.1).

2.4.1 Previous studies’ categorizations of cultural references

In previous research, cultural references have been often categorized by their belonging to specific domains
and subdomains. According to Pedersen (2011), a domain refers to the semantic field or network a cultural
reference belongs to and it may be determined by the hypernym of the cultural references associated to that
domain; the inclusion of a given reference in a domain is based on the reference nature.

Many are the lists of domains that have been compiled in previous research. One of the first and most
famous is Newmark’s (1988) one. He divides what he calls “cultural words” (ibid.:94) into 5 categories, namely
1) Ecology, relating to flora, fauna and other geographical references; 2) Material Culture, which includes
“artefacts” such as food, clothes, houses and towns and transports; 3) Social Culture, referred to work and
leisure activities; 4) Organisations, Customs, Activities, Procedures, Concepts, in which are listed references
to political issues or institutions, as well as religious and artistic ones; and 5) Gestures and Habits, which I
believe is self-explanatory. This categorization seems nevertheless too simplistic and limited to be applicable
to other studies.

A more detailed taxonomy, in the realm of subtitling, is the one formulated years later by Nedergaard-
Larsen (1993: 211), who recognizes different typologies of “extralinguistic culture-bound problems”:
Geography (geography, meteorology, biology, cultural geography), History (buildings, events, people), Society
(industrial level, social organization, politics, social conditions, ways of life and customs) and Culture (religion,
education, media, culture and leisure activities). However, this taxonomy seems too narrow too, as it leaves
aside relevant domains such as food or social references.

In describing what they call “lingua-cultural drops in translational voltage”, namely those instances
where the message doesn’t get across, Antonini and Chiaro (2005: 39) and Chiaro (2009: 156) identified ten

areas in which these may occur: 1) Institutions (judiciary, police and military), which comprise Legal formulae,
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Courtroom forms of address, Legal topography and Agents; 2) Educational references; 3) Place names; 4)
Units of measurements; 5) Monetary systems; 6) National sports and pastimes; 7) Food and drink; 8) Holidays
and festivities; 9) Books, films and TV programmes; 10) Celebrities and personalities. Similarly, this
categorization — although covering more domains than Newmark’s (1988) and Nedergaard-Larsen’s (1993) —
seems again to be limited only to specific domains, missing however more general references to cultural
aspects such as social life, history or politics.

A very detailed and comprehensive categorization is the one proposed by Molina (2006) in the analysis
of the translation of what she calls culturemas in three Arabic versions of One Hundred Years of Solitudes by
Gabriel Garcia Marquez. The author, following Nida (1964), stresses how culturemas, with a specific cultural
load in one culture, are considered as such according to their dynamic dimension, namely on the basis of their
effect in a given context which may constitute a translation problem. That said, the author outlines a
categorization that takes into account: a) a minimum number of categories within broad cultural concepts; b)
only what is considered to be strictly cultural. In particular, she adopted the following areas as cultural concepts:
medio natural (natural environment), patrimonio cultural (cultural heritage), cultura social (social references)
and cultura linguistica (linguistic references). Natural environment comprises the ecological features that
distinguish different parts of the world and their correspondent cultures, such as flora, fauna, atmospheric
phenomena and also toponyms with relevant meaning within the realm of the given text; cultural heritage, in
line with Nida (1964) and Nord (1991), by and large include the physical or ideological references of a culture;
as for social references, they follow Nida’s (1964), Newmark’s (1988) and Nord’s (1991) categorizations and
mainly refer to conventions and social habits; finally, linguistic references include Nida’s (1964) categories of
phonological and lexical references. In addition, the author takes other factors into account, which she calls
interferencias culturales (Molina 2006: 82). They refer to concepts that may have a particular cultural
connotation in one culture but a completely different one in another: falsos amigos culturales (ibid.: 83),
determined by different symbolic associations, behaviors or gestures, and injerencia cultural (ibid.: 84), a
special type of cultural interference that is generated between source and target texts when elements of the
target culture appear in the source text.

Specifically, Molina (ibid.: 85, my translation) adopted the following categorization model:

Cultural Domains:

e Natural Environment: flora, fauna, atmospheric phenomena, climates, winds, landscapes (both natural and
man-made), and place names (toponyms).

e Cultural Heritage: historical or fictional characters, historical events, religious knowledge, festivals,
popular beliefs, folklore, iconic works and monuments, well-known places, tools, objects, musical
instruments, agricultural and fishing techniques, urban planning matters, military strategies, means of
transport, etc.

e Social Culture: social conventions and habits such as treatment and courtesy, ways of eating, dressing, and
speaking; customs, moral values, greetings, gestures, the physical distance maintained between

interlocutors, etc.

27



e Social Organization: political, legal, and educational systems, organizations, professions, currencies,
calendars, eras, measurements, etc.
e Linguistic Culture: transliterations, proverbs, idiomatic expressions, proper names with additional meaning,
generalized metaphors, symbolic associations, interjections, expletives, insults, etc.
e  Cultural Interference:
o  Cultural False Friends: For example, the owl (Western culture: wisdom; Arab culture: bad omen).
o Cultural Interference: For example, the English phrase “Hasta la vista, baby” was translated into
Spanish as “Sayonara, baby”.
Notably, this model seems to be more comprehensive than the ones outlined above, in that it covers more
general domains. Additionally, Molina’s (2006) considers also linguistic features such as idiomatic expressions,
metaphors etc., which the previously outlined studies instead neglected.

Antonini (2009: 3) conducted a pioneer study on the perception of cultural references in dubbed
fictional products in Italy. She analyzed a corpus of thirty programs aired on the 3 state-owned Italian TV
channels and on 4 private-owned ones, consisting of a representative collection of different formats such as
series, serials, sit-coms, soap operas, telenovelas and cartoons, covering all possible viewing times and target
audiences. In this study, she (ibid.) lists 6 categories of references, namely 1) the US — in her specific case —
education/school system; 2) food, measurements, and place names; 3) sport; 4) institutions and institutional
settings; 5) famous people, TV programs, and historical events; 6) the legal system. This categorization covers
specific domains that seem to have been neglected in other studies which have been inspirational for my
categorization proposal, such as education/school system.

An influential and one of the most extensive studies on the subtitling of cultural references was
conducted years later by Jan Pedersen (2011). In particular, as previously mentioned, he focused primarily on
ECRs, defined as it has been previously reported in Section 2.6. Given his definition of ECRs, he extensively
underlines that language and culture are two intertwined concepts, and that “culture is everywhere and so is
language. [...] everything is culture; everything is within language” (ibid: 43); thus, he specifies that by “extra-
linguistic” he means matters outside language: even though the expression of the ECR is necessarily linguistic,
what is instead extralinguistic is the entity the extra-linguistic reference is related to. In other words, an ECR
is determined by the link between a linguistic expression and its referent. This, as it is referred to a certain
culture, can be accessed only through encyclopedic knowledge. Culture, Pedersen (ibid.) specifies, is as
important as language in defining an ECR, as it involves a long series of features such as value systems, belief
systems, intralinguistic culture, etc. that — combined with language — give rise to what an ECR truly is; this is
even more important when polysemiotic texts are involved, as they communicate culture primarily by the non-
verbal visual channel.

In investigating the Scandinavian Subtitles Corpus, he lists a non-exhaustive list of categories that, as
he explains, is not meant to be a comprehensive taxonomy — in that it is limited to the scope of its study — but
it serves as a valid instrument to explain subtitling behavior and regularities. His categories are (ibid.: 59): 1)

weights and measures; 2) proper names (personal names, geographical names, institutional names, brand
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names); 3) professional titles; 4) food and beverages; 5) literature; 6) government; 7) entertainment; 8)
education; 9) sports; 10) currency; 11) technical material; 12) other.

As he (ibid.) explains, the inclusion of an ECR in a domain depends on the nature of the element itself,
and the domain may likely influence its rendering in the TT. The value of studying ECRs, in Pedersen’s (ibid.)
view, is therefore not that of understanding their indication of culture in a given ST, but it rather comes from
their behavior in translation, which can tell great deal about subtitling behavior.

One of Pedersen’s model inspiring factors in categorizing ECRs and in investigating their rendering
solutions is that of the “influencing parameters” (ibid.: 59) he takes into consideration. They are described as
those dynamics that influence the translation solutions chosen by the subtitlers to render ECRs and they can
explain in particular why such solutions had to be taken to solve those specific translation problems.

Based on his data, the 7 influencing parameters Pedersen (ibid.) identifies are:

e Transculturality;

e Extratestuality;

e Centrality;

e Polysemiotics;

e Media-specific constraints;

o Co-text;

e  Subtitling situation.

Since they are considered to be influential on translation choices and given that some of these played a role in
my study (transculturality and centrality in particular), they will be thoroughly introduced and reviewed below,
in accordance with the framework outlined by Pedersen (ibid.).

The first parameter, transculturality, reveals how well known an ECR is. This factor appears to be very
important for the translator before rendering the ECR, as its assumed degree of transculturality is what guides
the translation choices, i.e. how much the target audience may know it. The concept is, as Pedersen (ibid.)
underlines, close to that of “cultural distance”, namely how close is the relationship between two cultures:
hence, the degree of transculturality of a single ECR largely depends on the cultural distance between the
source and the target cultures, and it determines how easily the ECR can be assessed by both of them through
encyclopedic knowledge (given that encyclopaedic knowledge is fairly subjective). Pedersen (ibid.: 107)
recognizes three levels of transculturality:

e Transcultural ECRs;

e  Monocultural ECRs;

e Infracultural ECRs.

He describes a Transcultural ECR as a reference which is not strictly bound to the source culture, but which
should be assessed by the encyclopedic knowledge of both the source audience and the target audience, as it
should be known in both the two cultures. In particular, he specifies that the referent may belong to either the

source culture, the target culture or even a third one; its degree of transculturality is determined by how known
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it is in the given cultures. Of course, as he points out, the smaller the cultural distance between the two cultures
the more transcultural ECRs can be retrieved in the given text.

Monocultural references, instead, are the ones that mostly cause translation problems, as their referents
are assumed to be less retrievable to the majority of the target audience. They may be unknown even by parts
of the source audience, since encyclopedic knowledge and cultural literacy are, as previously underlined,
subjective; however, monocultural references are presumably more easily retrievable by the source audience.

The third level, which appears to be particularly relevant in this research given the local discourse
carried by the plot, is represented by those references that he calls “infracultural” (ibid: 107-109), namely those
that — although bound to the source culture — could not be assumed to be within the encyclopedic knowledge
of the source audience nor the target audience as they are too specialized or too local to be retrieved by the
majority of the source audience; hence, they must be retrieved by the context or the co-text. An instance of
these kind of references provided by Pedersen is for example the name of a particular street, which may of
course be recognized by those few people who live nearby, but not necessarily by all the source audience. He
then points out that these kinds of references, as they would be retrieved “intra-diegetically through the source
text” (ibid: 108), may unlikely be reason of translation problems. However, if considering the data of the
present research, I would argue that this is not always the case, as references which are too local to be known
even by parts of the source audience may in fact be great cause of translation problems and require attentive
care to be rendered effectively without cultural and plot losses. As it will be outlined in greater detail in my
data analysis, references to southern Italy’s traditional rituals or folkloristic beliefs, as well as toponyms of
small cities around Naples or “time-specific” (Ranzato 2016) references to objects of daily life, on several
occasions have not been translated properly.

The second parameter is Extratextuality, which defines whether an ECR exists outside the source text
independently from the text in which it appears and is therefore part of real-life world, or not. In the first case
it means it is text-external, whereas in the second it means that the reference is specifically constructed for the
text, and it doesn’t have sense or connotations outside the world within the text. Text-internal ECRs may at
some point become text-external if, thanks to intertextuality, they become known outside their source. As the
author explains, an example of this would be James Bond: this reference is Text Internal when he introduces
himself in Goldfinger, but Text External (and Transcultural) when a character compares himself to Bond in
Notting Hill.

A parameter proposed by Pedersen (ibid.) that proved to be keynote to parts of the present study (see
Subsection 3.5.3.1 on focus groups’ design) is Centrality of the reference, i.e. the importance the ECR has
within the text. This is measured according to two levels: the macro-level and the micro-level. To Pedersen, an
ECR is central on the macro-level if it is “the subject matter” (ibid.:111) or if it recalls a key theme of the
product at hand. In this case, he indicates that these ECRs should be rendered via Retention or Official
Equivalent strategies. If, instead, the ECR is only seldom mentioned, it is said to be “peripheral on the macro-
level” (ibid: 112) and its translation would depend on how central it is to local discourse on the micro-level; if

it is peripheral even on the micro-level, then it may also be omitted. However, if, on the contrary, the ECR is
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carrier of significant local discourse or it is referred later on or is the trigger of a joke, then it is central on the
micro-level and it would require strategic and interventional strategies to be rendered.

The parameter of Polysemiotics is of particular relevance within the realm of subtitling. As Pedersen
himself points out (ibid.), subtitles are by nature part of a polysemiotic text, thus they rely on the interaction
between different channels. Pedersen’s polysemiotic parameter is based on Gottlieb’s (1997:143) semiotics
channels: the non-verbal visual channel (i.e. the picture), the non-verbal audio channel (music and sound
effects), the verbal audio channel (the dialogue) and the verbal visual channel (display and captions). These
four channels carry semiotic information. To Pedersen, a high level of Polysemiotic interplay means that the
source message is transmitted through a great interaction between these channels, whereas a low level of
Polysemiotic interplay indicates that the degree of interaction is minimum and that the message is likely
transferred mainly through the verbal channel, i.e. dialogues. This parameter, Pedersen underlines, comes as
influential in establishing how much guidance the target audience needs in the subtitles to grasp the meaning
of the given ECR.

Another influential parameter in subtitling is that of the Co-text, namely the rest of the dialogue apart
from the ECR. This is significative specifically in subtitling, where the “co-textual redundancy” (ibid.: 114)
appears to be advantageous because of media-specific constraints. These represent another parameter to be
taken into consideration. Indeed, as previously mentioned, media-specific constraints refer to the time and
space limitations pertaining to audiovisual translation — and to subtitling in particular. As Pedersen (ibid.)
specifies, this parameter inevitably exerts high influence towards subtitling choices, and Omission is
sometimes the only viable solution in rendering ECRs in rapid dialogue sequences. Depending on whether the
media constraints are weak or strong (i.e. rapid or slow dialogues), the subtitler may indeed have scarce or
abundant time and space to render an ECR via condensation strategies — e.g. Omission — or more “space-
consuming” (ibid.: 115) ones.

The last parameter recognized in Pedersen’s (2011) study is that of the Subtitling Situation. In
particular, through this parameter Pedersen outlines some considerations that may be assessed when analysing
the subtitles of a given source text. These are considered to be the facts that influence subtitling behavior and
global strategies, hence local ones. Specifically, as influencing factors in this sense, Pedersen mentions
considering the features of:

o the source text (skopos; production norms; genre; style and register);

o the audience (age group; presumed general level of education; presumed special knowledge);

e the broadcasting (when the given product is aired; who the broadcaster is);

e pragmatic considerations (deadlines; financial remuneration; experience and competence of the

subtitler).
This list, as he himself underlines, is not meant to be exhaustive, but it sure gives a general idea of those
“external” factors that may have an influence on the subtitling process and, ultimately, the final product. These
circumstances proved to be determinant in analyzing and assessing some of the translation choices under

investigation in this research and helped to target the general scope of the whole study.
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Another influential study is Irene Ranzato’s (2016). In investigating the dubbing solutions of what she
calls “culture specific references” (CSR), one of the advances of Ranzato’s approach is that she takes into
account the nature of CSRs from the point of view of the target culture in defining her categorization system.
She observes that, being cultural specificity based on the relationship between source cultures and target ones,
it is only starting from the point of view of the latter that this can be defined. By taking into account the
relationship between the TC and the other cultures, she considers three degrees of exoticism a CSR may have:
low, medium or high — depending on its degree of popularity in the given TCs, namely on the closeness or
distance existing between one culture and another. This too, she argues, can be determined only by considering
the relationship between the given cultures.

A further aspect taken into consideration by Ranzato (ibid.) in her classification is the difference
between real-world references and intertextual ones. The former are intended to as references to non-fictional
persons, objects and events, whereas the latter are explicit or indirect allusions to other texts.

That said, she adopts the following categorization:

Real-world references: 1. Source culture references 2. Intercultural references 3. Third culture references 4.

Target culture references;

Intertextual references: 5. Overt intertextual allusions 6. Covert intertextual allusions 7. Intertextual

macroallusions;

All of the above can be: * Verbal or non-verbal cultural references ¢ Synchronous or asynchronous cultural

references (ibid..64).
In particular, real-world references are those references to non-fictional persons, objects and events; among
these, she considers source culture ones as Pedersen’s (2005: 11) “monocultural” and “microcultural”
references®', namely references to people, things and places that are “only locally known” (Ranzato 2016: 65).
Among these, she also lists Pedersen’s (2005: 10-11) “transcultural” ones: however, she points out that, if
adopting the point of view of the target audience, cultural echoes are thus not objective enough parameters to
define the category since it is difficult to measure the degree of transculturality. In Ranzato’s (2016) vision,
source culture references are thus items that are

strictly embedded in the SC, and however well-known in the TC, they do not have a direct, provable,

objective bond with the TC (ibid.: 66).
Intercultural references are defined as those which have a relationship between the source culture and the target
culture, and which have been absorbed, to some extent, by the target culture. This relationship can be verified
only by measurable and provable facts, e.g. a brand which is commercialized in the target culture, etc. Ranzato
(ibid.) argues that only by classifying a cultural reference as either a source culture or intercultural it is possible
to reduce the risk of excessive subjectivity and objectively evaluating the audience’s means to understand the

meaning of a cultural reference.

31 Cfr. Pedersen (2011): “infra-cultural”.
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Third culture references are those that do not belong neither to the source culture nor to the target
culture: while Pedersen (2005; 2011) refers to them as being transcultural, Ranzato (2016) underlines that they
rely on the degree of familiarity of the source culture with a given third culture and how this degree of
familiarity may be different from the one the target culture has.

Finally, target culture references are those that belong to the given target culture, which may therefore
sound exotic for the source culture but not for the target culture. For this reason, the cultural reference acquires
its full meaning only when taking into consideration the two cultures involved in the translation.

Overt intertextual allusions are considered by Ranzato (ibid.) as intertextual references, different to
real-life ones, to fictional texts, works, popular art, culture etc., explicitly quoted in the text. She underlines
how these references, which Pedersen’s (2005) calls “text-external”’, may be part of a knowledge which may
be general, specialized, belonging to the source culture, to the target culture or to a third culture. These
references create a special bond between the audience and the translated text and require particular strategies
to be rendered depending again on the degree of familiarity to the target culture. In this sense, she points out
how they represent a “sensitive category” (Ranzato 2016: 70) in translation because of what she calls “the
presumed ignorance” (ibid.: 71) of the target audience: given that the target audience may not recognize a
particular content, the translator may feel the need to simplify or in a certain way adapt the content for the
audience to understand it.

Under covert intertextual allusions, the scholar lists indirect references and more or less covert
allusions to other texts, which — as she puts it — are considered to be too enigmatic to be left unaltered in the
translated text. As for intertextual macro allusions, instead, she refers to — for example — an entire episode of a
product which is an allusion to another text, on a macro level dimension, i.e. taken as a whole.

Ranzato (ibid.) furtherly classifies all these categories as being either verbal or non-verbal and
synchronous or asynchronous. As for the former, she distinguishes them by visual and/or acoustic ones. She
underlines how these may be very typical of a source culture in terms of place and time and, given their
embeddedness in the source culture, they may likely cause translation problems and often require nothing but
elimination or explicitation through captions when to be rendered in a target text — or they are left untranslated.
These kinds of elements, in any case, are more problematic in dubbing — which is Ranzato’s (ibid.) main focus
— rather than in subtitling, where they not necessarily need to be reported in the subtitles as they may look or
sound self-explanatory by themselves.

She then reflects on the “time-specific” nature of cultural references: while most previous scholars
refer to them as if they are entities with no temporal dimension, she underlines how they are instead time-
specific, namely embedded in both a culture and in a specific period of time. As she notices, this category of
references becomes essential especially when analyzing films and TV programmes that have the specific aim
of depicting another past or future era, bearing in mind that they don’t belong to the same time in which the
audience lives. Therefore, she refers to as “asynchronous references” (ibid.: 75). Because of their asynchronous
nature, some of them — like Pedersen’s (2011) “infra-cultural” references — may not be recognized even by

parts of the source culture too. This aspect of Ranzato’s (2016) categorization is of relevant significance for

33



the aims of the present research, being the series under investigation — as explained in Subsection 2.4.1 — set
in the second post-war and therefore representative of time-specific, let alone local, features of Italian culture
and society.

Following Ranzato’s (ibid.), another well-known and significant categorization of cultural references
is that of Diaz-Cintas and Remael: first proposed in 2007, it has been recently revised in a second edition of
their volume (2021). Among the many definitions, the authors adopt the general term “cultural references” and
leave “specific” (cfr. Ranzato 2016) aside as they observe that the international nature of some cultural
references is increasing in nowaday’s globalized world, thus the cultural specificity is variable both
geographically and temporally. They therefore consider cultural references as items that are “tied up with a
community’s culture, history or geography” (Diaz-Cintas and Remael 2021: 202) and which may therefore be
motivation of translation challenges.

When it comes to subtitling, their categorization is among the most comprehensive in the existing
literature, which makes it one of the most replicable ones. In contrast to their earlier version (2007), the authors
now integrate the extensive work of Pedersen (2011) and Ranzato (2016). Acknowledging the limitations of
Pedersen’s (2011) framework, which omits intralinguistic references, they incorporate Ranzato’s (2016)
distinction between real-world cultural references and intertextual cultural allusions. This allows them to refine
and expand their classification into the domains and subdomains outlined below:

Real-world cultural references

* Geographical references

* to certain phenomena: mistral, tornado, tsunami, calima;

* to physical, general locations: savannah, downs, plateau, plaza mayor;

* to physical, unique locations: Lake Tanganyika, St Andreas Fault, Yellow River;

* to endemic animal and plant species: sequoia, silky sifaka, platypus, pandani;
» Ethnographic references

» to food and drinks: tapas, trattoria, & J& [tofu], Glithwein;

* to objects from daily life: lederhose, igloo, sticky buds; bukhnoq;

* to work: farmer, gaucho, machete, man of the cloth, ranch;

* to art, media and culture: blues, Tanksgiving, it girl, Permeke;

* to groups: gringo, Cockney, frat boys, Orang Asli, Sami, Miao;

* to weights and measures: dollar, ounce, feet, pound, stone;

* to brand names and personal names: SMI, Einstein;
* Socio-political references

* to administrative or territorial units: county, bidonville, constituency;

* to institutions and functions: Reichstag, sherif, congress;

* to socio-cultural life: Ku Klux Klan, Prohibition, landed gentry, kowtowing;

* to military institutions and objects: Feldwebel, marines, Smith and Wesson;
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* to personal names and institutional names: Che Guevara, Gandhi, NHS;

Intertextual cultural references

* Overt intertextual allusions: an explicit reference to Hamlet or Game of Thrones.

* Covert intertextual allusions: all types of parody or other allusions taking the form of not explicitly

identified references to other cultural artefacts, such as ‘A car, a car, my kingdom for a car’, playing on the

original ‘A horse, a horse, I’d give my kingdom for a horse’ from Richard III (ibid.: 203-204).
Among the existing categorizations, Diaz-Cintas and Remael’s (ibid.) appears to be comprehensive of a great
variety of references, although still missing ‘language-specific’ (Chiaro 2009) ones — which are instead
addressed in the categorization I propose in this study (see Subsection 3.3.2.1).

The translation of cultural references is related to four other concepts addressed in my study, i.e.

translation strategies, translation quality, translation errors and reception.

2.5 Translation strategies

Many are the taxonomies of translation strategies provided in literature. I will here refer to the main influential

ones, which are also the ones adopted as reference literature to design my own classification system.

2.5.1 Previous translation strategies taxonomies

In this Subsection I will review, in chronological order, the most influential taxonomies of translation strategies
in existing research, which are also the ones adopted as reference literature to design my own (see Subsection
3.3.3.1).

Molina’s (2006) study on the translation of cultural references, although not specifically referred to
audiovisual translation, proved to be particularly influential as her taxonomy is very detailed and
comprehensive of a great variety of translation challenges. In her analysis, she first defines translation
strategies — “técnica de traduccion” (ibid.: 100) — as those procedures for analyzing and categorizing the
functioning of translation equivalence, which affect the translation product; are categorized in comparison with
their correspondent source text; are referred to micro-textual unities; are discursive and contextual in nature;
are functional.

She also stresses that, in order to analyze a translation, they are not the only factors to take into account:
cohesion, thematic coherence and progression, as well as the contextual dimension must be considered too.
Her taxonomy of “técnicas” (ibid.: 101) is based on several criteria which consider: 1) isolating the concept of
“técnica” (ibid.: 101) from other related terminology (strategy, method and translation error); 2) including only
procedures specific to the translation of texts and not to the comparison of languages; 3) preserving the
functionality of the technique without evaluating its suitability or inappropriateness, as this depends on its

situation in the text, the context, the method chosen, etc. 4) with respect to terminology, keeping the most
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commonly used terms; 5) formulating new techniques to account for mechanisms not described so far. Her

detailed taxonomy includes thus the following (ibid: 101-103)*:

Adaptacion (Adaptation): it implies substituting the reference of the source culture with one
belonging to the target one;

Ampliacion lingiiistica (Linguistic amplification): it is adopted when linguistic elements are added,
e.g. ‘no way’ is translated into Spanish as ‘de ninguna de las maneras’ instead of ‘en absoluto’;
Amplificacion (Amplification): introducing clarifications not included in the original text:
information, explanatory paraphrases, footnotes in literary translation.

Calco (Calque): this can be lexical or structural and it is recognized when a word or a morpheme
is translated literally;

Compensacion (Compensation): introducing an element of information or stylistic effect that,
since it could not be reflected in the same place where it appears in the original text, is added
elsewhere in the target text.

Compresion lingiistica (Linguistic reduction): it is adopted through the synthesis of linguistic
elements with the consequent reduction of space;

Creacion discursive (Discoursive creation): it applies when an ephemeral equivalence, totally
unpredictable out of context, is established;

Descripcion (Description): substituting a reference with the description of its form or function;
Equivalente acunado (Fixed equivalent): using a term or expression recognized (by the dictionary,
by linguistic usage) as equivalent in the target language;

Generalizacion (Generalization): using a more general or neutral term;

Modulacion (Modulation): this strategy applies when there is a change of point of view, approach
or category of thought in relation to the formulation of the original text and it can be lexical or
structural;

Particularizacion (Particularization): opposite to generalization, it implies using a more precise
term in the target text;

Préstamo (Borrowing): integrating a word or expression from another language as it is. It can be:
pure (without any change), or naturalized to the spelling of the target language, e.g. the English
word ‘football” in Spanish becomes ‘futbol’;

Reduccion (Reduction): suppressing some element of information present in the source text, either
completely or partially;

Substitucion (lingiiistica, paralingiiistica) (Substitution, linguistic and paralinguistic): changing
linguistic elements for paralinguistic ones (such as intonation, gestures) or vice versa. This means

for example translating gestures into words;

32 The name of the strategy is kept in the source language, while my translation is added in brackets. The explanation of
the strategy is paraphrased.
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Traduccion literal (Literal translation): translating word for word a syntagm or expression, but not
a single word;

Transposicion (Transposition): changing the correspondent grammatical category, e.g. changing
the English adverb ‘soon’ into the verb ‘tardar’ in Spanish.

Variacion (Variation): changing linguistic or paralinguistic elements (intonation, gestures) that
affect aspects of linguistic variation: changes in textual tone, style, social dialect, geographical

dialect, etc. This applies in particular to dialect marks used to characterize characters.

Molina’s (ibid.) categorization system is certainly comprehensive, albeit a bit too detailed to be used as a tool

for the aims of my data analysis. However, while some of her categories seem to overlap (e.g. Modulacion and

Transposicion) and some of them seem in fact not suitable to subtitling (e.g. Variacion, which may better be

adopted by interpreters or dubbers), some others — as it will be thoroughly described in Subsection 3.3.3.1 —

happened to be remarkably useful in outlining my own taxonomy.

Another significant taxonomy is Pedersen’s (2011): in his study focused purposely on the subtitling of

cultural references, he underlines that, in order to be successful, a taxonomy should at least have a baseline of

six main categories, to be furtherly divided into smaller sub-categories if needed. The one his study is based

on is therefore developed starting from six grassroots strategies, namely: Retention, Omission, Direct

Translation, Substitution, Generalization and Specification.

Retention is labelled as the most common strategy adopted for ECRs, even though not considered
to be the most proper one for rendering Monocultural ECRs as it gives no guidance to the audience
to understand their meaning. By Retention Pedersen (ibid.) refers to a source-text ECR that is
retained unchanged in the target-text, or that is slightly adjusted to meet the target language
necessities, if needed. It can be left unaltered and highlighted in italics. He distinguishes between
Complete Retention, furtherly subdivided into Marked and Unmarked Retention depending on the
use of italics, and TL-Adjusted Retention.

Omission applies when the ST ECR is not reproduced in the TT at all;

Direct Translation indicates those cases in which no semantic alteration is made and when “the
only thing that gets changed [...] is the language” (ibid.: 76); it is mainly applicable to “names
constructed of common nouns” (ibid.:83), with a compositional sense that can be translated, such
as company names, official institutions, etc. and it covers those strategies elsewhere (such as in
Chesterman 1997) called Calque and Literal Translation. Pedersen (2011) divides his category into
Calque, too, and Shifted. The former is referred to loan translations, whereas the latter is given by
a morpheme for morpheme translation, in which the semantic load is unaltered.

Substitution is adopted when the ST ECR is substituted with another ECR, belonging either to the
SC or the TC (Cultural Substitution), or with something completely different that is, however,
appropriate for the situation (Situational Substitution). In the first case, the substitution can be
made through a TC cultural reference or through a Transcultural one that may even belong to a

third culture; in the second, the ST cultural reference and every sense of it are removed and
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substitute with something totally different that, even though it has nothing to do with it, it however
fits the situation.

e Generalization: the TT ECR is rendered so that it is less specific than the ST ECR, either through
a superordinate term, via meronymy or hyponymy, or a paraphrase which is less specific than the
source ECR. Although apparently similar to his classification of Addition in Specification,
Generalization is different in that it retains the ECR by producing a less specific term, whereas
Addition goes in the opposite direction. Paraphrase, the second type of Generalization recognized
by Pedersen (ibid.), is applied when the ST ECR is deleted, but its sense or connotations are
maintained through a paraphrase, and it is adopted when the rendering of the given ECR is too
complicated to be done via Specification or Generalization through a superordinate term.

e Specification applies to those cases in which the ECR is maintained in its untranslated form, but
it is added with more information and it is therefore more specific than the ST one; this is made
either through the completion of an acronym or via spelling out abbreviations (and it is then called
Completion) or by adding more semantic context or information that is latent in the ECR — in this
case called Addition and is carried out through either meronymy, polysemy or hyponymy. This
strategy, as Pedersen (ibid.) underlines, corresponds to the one commonly referred to as
Explicitation. However, he considers this label too broad to describe such a specific strategy.

e In addition, Pedersen (ibid.) also lists the strategy of using an “Official Equivalent” (ibid.: 97),
which is adopted when there is an “official decision” (ibid.: 97) made by the target culture
“authorities” on how to render a particular ECR, e.g. measurements, institutional names, etc. If
this is the case, there may be no translation problems at all, as “there is a preformed solution
already in place” (ibid.: 100) that the subtitler may choose to adopt or not. It has to be underlined
that, for Pedersen (ibid.), official equivalents may be used mainly with Retention, Direct
Translation and, sometimes, with Cultural Substitution.

Ranzato’s (2016) taxonomy is mostly based on Diaz Cintas and Remael (2007)**. Although it focuses

on dubbing, it is, however, a clear-cut model made up of 11 categories that has proven to be particularly useful

for the present study. The scholar considers the following strategies:

e Loan, as the “verbatim repetition” (Ranzato 2016: 84) of the cultural reference as it is found in the
ST, which is left as it is in the TT;
e Official translation: this category, which follows Pedersen’s (2011: 97) already mentioned “official

equivalent™*

, implies the use of a term which is already available in the TL;
e (Calque: as stated by the other scholars reviewed, calque is considered as a literal translation of the

given cultural reference; it is worth underlining Ranzato’s point of view though: she specifies that,

33 In this research, the revised version (2021) of Diaz Cintas and Remael’s (2007) work is taken into consideration.
34 Similar to Pedersen’s (2011: 97) “official equivalent” and Ranzato’s (2016: 85) “official translation” is Newmark’s
(1988) “recognized translation” and Leppihalme’s (1994) “standard translation”.
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in her study, this strategy means the word-by-word translation of long excerpts of allusions and
quotations;

Explicitation: the scholar’s conceptualization of this strategy is that of an explanation of the CSR,
through the addition of extra information, often combined with borrowing. She also includes under
this strategy all those cases in which the cultural reference is substituted with a more generic or
more common term referred to the same reference, e.g. Frisco substituted with San Francisco.
Generalization by Hypernym: the scholar specifies that this strategy does not imply the addition
of meaning to the cultural reference, but rather its substitution with a word or an expression that
has a broader meaning than the source reference;

Concretisation by Hyponym: in this case, a hyponym is used to make the general concept conveyed
by the given reference more specific.

Substitution: in providing her definition of this strategy, Ranzato (ibid.) recalls on Diaz Cintas and
Remael (2007) definition of what they call “transposition”, namely the replacement of a cultural
concept with another one belonging to another culture. She specifies that in her conceptualization
the reference in the TT may have nothing to do with the source one, but it may be more popular
among the target audience;

Lexical Recreation: it implies the creation of a neologism, used mainly where the source text itself
contains one;

Compensation: it occurs when a loss at one point of the translation is compensated for in another;
Elimination: similar to the more common Omission, this strategy is seen by the scholar as the
voluntary act — always referred to dubbing — of eliminating a reference due mainly to technical
constraints. It is worth underlying that the scholar includes in this strategy what other scholars call
‘paraphrase’, namely the substitution of the given reference with a paraphrase that fits the context
in which it appears even though impoverishing the convey of the source image and message;
Creative Addition: this strategy is not intended as a form of explicitation, but an interventional act
often made in dubbing by the adapter to enhance the humorous effect; as the scholar herself
underlines, it is hardly used in other forms of AVT: it would be certainly unlikely to find this

technique used in subtitling because of space and time constraints.

Although referred to dubbing, Ranzato’s (ibid.) taxonomy proved to be a valid tool to build my own taxonomy

of strategies.

The last taxonomy that was taken into account is Diaz Cintas and Remael’s (2021), which, focusing in

particular on subtitling, is made up of 9 different types of translation strategies:

Loan is used when both languages share the same words to refer to the given ECR, which is
therefore directly incorporated into the TL and TT; this, the scholars underline, may happen via
sharing the same spelling if the two languages share the same alphabet, and via different ways —
such as transliteration — for languages such as Chinese and English or, in my case, Chinese and

Italian which do not share an alphabet.
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e Literal translation is considered to be a special type of loan in which it is the subtitler who renders
each of the elements of the SL expression literally into the TL structure;

e (Calque is described as a literal translation that “sounds odd” (ibid.: 208) compared to a more fluent
expression existing in the TL; calques, the scholars underline, may maintain the semantic structure
of the SL or they may introduce a new structure into the TL deriving from the SL. A particular
feature of calques recognized by the scholars is that they may be used to preserve some intertextual
references without altering their original nature.

o Explicitation: the scholars refer to Vinay and Darbelnet’s (1958/1995: 8) definition of this strategy,
which is thus intended as the introduction into the TL of information implicitly present in the SL,
discernable through either the context or the situation. They subdivide this category into three
subcategories: specification — the use of a hyponym; generalization®® — the use of hypernym or
superordinate; addition of extra information. Referred to the last subcategory, addition, the
scholars mention the “extreme” (ibid.: 212) practice of addition of glosses or topnotes, which,
although very common in fansubbing, it is however far from being popular in commercial
subtitling because of space and time constraints. Although it is considered to be “impossible to
add any extra information alongside the translation” (ibid.), it is however noteworthy — also for
the aims of this research and of future works — to keep an eye open on the debate, mentioned also
by the scholars, emerging on this growing practice in commercial subtitling.

e Substitution: this category is meant as a variant of explicitation, in that it consists of replacing the
SL cultural reference with a similar one that already exists in either the SC or the TC (cultural
substitution) or with an expression that fits the situation, but which has nothing to do with the SC
reference (situational substitution).

e Transposition: in this case, a “cultural concept” (ibid.: 213) from one community is replaced with
that from another one. This is used when a loan or a literal translation would not allow the audience
to understand the reference and there is no room to explicitate it.

o Lexical recreation: this is used when in the SL a neologism or new words are invented.

e  Compensation: this strategy implies compensating for a translational loss by adding something at
another point of the text; as the scholars themselves notice, this is in fact quite difficult to apply to
subtitling due to the need of an oral-visual match.

e Omission: the scholars observe that this strategy, in subtitling, is adopted in the first place to
overcome space and time constraints when facing fast-speed dialogues, when the source reference
is completely unknown to the target audience and the context allows to understand it or when the
TL does not have a correspondence term for it. Moreover, it applies to deal with taboo words or

sensitive topics.

35 They stress indeed that “generalizations usually have an explanatory function” (ibid.: 210).
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Additionally, given the language pair my study is based on, it is relevant to consider Chen’s (2013)
categorization system of transliterations. Transliteration constitutes “the most typical of loanwords” (Chen
2013: 2), and Chen (ibid.) divides them into different typologies. Concerning transliteration from English into
Chinese, the author (ibid.) distinguishes between three kinds of transliteration: 1) phonemic transcription and
phonemic loans; 2) transliteration plus notes and annotated transliterations; 3) half transliterations plus half
translations and loanblends*®. The first, phonemic transcription and phonemic loans, include lexical items that
have no equivalents in the target language and which are thus phonemically transcribed with Chinese
characters simulating the original pronunciation, as in bashi 2 1= ‘bus’ or ninmeng FT ¥ ‘lemon’.
Transliteration plus notes and annotated transliterations, the second type of transliterations recognized by Chen
(2013), refers to those cases in which a Chinese morpheme adds to a phonetic transliteration relevant semantic
information, for example: kache 7 ‘car’, where ka  is the phonemic transcription of ‘car’ and che 7 ‘car’
is the added information. The third type, half transliterations plus half translations and loanblends, refers to
those cases in which one part of the reference is transliterated and one part is a “morpheme-for-morpheme

rendition” (Chen 2013: 3), as in dengge re & #.# ‘dengue fever’, where dengge £ is the transliteration of
dengue and re # means ‘fever’.

Translation strategies can be associated with another key concept of this research, i.e. translation quality.

2.6 Translation quality

From a theoretical standpoint, translation evaluation has been addressed from several angles within Translation
Studies. Given the complexity and vastity of the matter, I will here try to provide a short overview of the past
trends and current outlooks.

One of the first paradigms emerged to address translation quality was the neo-hermeneutical one.
Criticism stresses the fact that such an approach emphasizes the interpretive and subjective nature of translation,
which is seen as an individual creative act (House 2015); however, as House (ibid.) underlines, this does not
seem to provide proper parameters as to how to assess translation quality.

Behavioral approaches, influenced by Nida’s (1964) pioneer work, look instead at the recipients of a
given translation as the core elements to assess the functioning of a translation. Despite the intention to provide
a more “scientific” and reliable methodology, House (2015) underlines their inappropriateness in evaluating
translation quality in that they appear to be too simplistic without taking the source text into consideration.
These approaches are indeed based on Nida’s (1964) principle of “dynamic equivalence of translation”, i.e.
how receptors of a translation respond to the translation has to be “equivalent” to how the source text’s
receptors respond to the source text. This kind of approach is mainly criticized by House (2015), who
underlines the absence of substantial factors as to how text and language functions should be classified

comparing the source and the target sides of the translation (Moorkens et al. 2018).

36 See also Cook (2018): in the thorough categorization of lexical borrowings existing in Standard Mandarin Chinese, the
author recognises different types of transliterations, among which the categories of “transliteration plus explanation” and
“transliteration plus translation” (ibid.: 13) are pretty much the same as Chen’s (2013: 3) “transliteration plus notes and
annotated transliterations” and “half transliterations plus half translations and loanblends”.
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Descriptive studies, introduced by Toury (1995), differ from the concept of equivalence and focus
primarily on the target text. House (2015) underlines this approaches’ inappropriateness in quality assessment
as they do not consider a translation in relation with a source text from which it comes from.

Functionalist (skopos) approaches shift the focus on the purpose of a given translation. Again, this
approach is not appreciated by House (2015), who underlines that it is in fact not clear how one can evaluate
if equivalence, adequacy and the “skopos” of the translation are fulfilled or not.

Post-modernist and deconstructionist approaches, such as Venuti’s (1995), focus instead on the power
relations that somehow influence the selection of the products to be translated and their translation. According
to House (2015) this approach, although worthwhile, is nevertheless infelicitous in that it focuses, on a macro-
perspective, on matters that are outside the translation itself instead of considering “the linguistic nitty-gritty”
(House 2001: 132) of the text.

Linguistically-oriented approaches consider the relation between source text and target text, but
according to House (2015) they nevertheless do not provide valid quality evaluation instruments.

Non-professional subtitling, the key topic of this research, given its nature, has mainly been addressed
in terms of the quality of its final products. Most studies, as mentioned in Section 2.1.4, have however
predominantly focused on highlighting its poor outcomes compared to professional ones. The hypothesis this
research stems from differs instead from this perspective, in that it assumes that the given Chinese non-
professional subtitles are better appreciated by the audience than their professional counterpart. The
conceptualization of how translation quality has been operationalized within this study is outlined in
Subsection 3.3.4.

Translation quality is inextricably linked to the concept of ‘translation errors’, a keynote one for the

aims of the current research.

2.7 Translation errors

The most influential studies, for the aims of my research, addressing translation errors, are Pym (1992) and
Nord (1997/2018).

Pym (1992), in the realm of translation teaching, first establish what “translation competence” (ibid.:
3) is, i.e. the ability to both generate a TT series of multiple viable terms for a given ST and to select only one
TT from it, with “justified confidence” (ibid.) in proposing this solution as the replacement of the ST for a
given purpose and reader. He bears this in mind in defining a translation error as any “manifestation of a defect”
(ibid.: 4) in any of the factors these skills are made up of. He thus relies on his definition of ‘translational
competence’ and specifies that translation errors should all involve a selection from a potential TT series of
more than one viable option, thus he distinguishes between binary and non-binary translation errors. The
former presuppose a right or wrong answer, whereas the latter require that the TT selected can have more than
one alternative options.

A different and more detailed classification of translation errors typologies is the one provided by Nord
(1997/2018). Her study fits within the realms of functionalism, which, in brief, is grounded in the idea that

translations should be purpose-driven and oriented towards the needs of the target audience. According to this
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approach, the success of a translation is not solely determined by linguistic equivalence to the source text but
by its functionality in the target culture. What is of interest for the aims of my study is in particular her
definition and categorization of translation errors within this specific framework, as not many other scholars,
to the extent of my knowledge, seem to have provided detailed classifications of translation errors. She
identifies translation errors as “inadequate solutions to a translation problem” (ibid.: 69) and recognizes four
different typologies, namely:
e Pragmatic translation errors, due to a lack of receiver-orientation, i.e. the failure to adequately
consider the needs, expectations, and cultural background of the target audience (the receivers);
e Cultural translation errors, i.e. inadequate reproductions or adaptations of culture-specific
conventions;
e Linguistic translation errors, i.e. inadequate translations of language structures on which is focused
the source text;
e Specific translation errors to specific translation problems.
This categorization particularly influenced the construction of my own, which has been adapted according to
my needs (see Subsection 3.3.5).

Related to translation errors is the last key concept this research draws upon, i.e. reception.

2.8 Reception

Audience reception is a relatively young research field within the realm of audiovisual translation. Until just
over a decade ago, research on AVT has been, on the whole, of a descriptive or comparative nature, leaving its
reception pretty much aside. Some pioneer studies were conducted in the early 2000s (e.g. Palencia Villa
(2002), Fuentes Luque (2003), Chiaro (2004), Bucaria (2005), Antonini (2005; 2007; 2008; 2009), Antonini
and Chiaro (2005), Chiaro and Bucaria (2007), Chiaro and Antonini (2009) and, years later, Desilla (2014)).
Although being quite a neglected field of research in the past (Gambier 2003, Nikoli¢ 2018), studies on
audience reception in relation to audiovisual translation are now increasingly growing, along with the
continuous evolution of new forms of production, consumption and circulation of audiovisual products boosted
by the persistent development of digital technology (Di Giovanni and Gambier 2018, Chaume 2018). Prompted
by the ever-changing scenario in which media products are consumed today, the role of translation is evolving
too: taking this into account, Orrego-Carmona (2018) underlines how exploring its reception requires therefore
more and more attention.

The concept of reception has been defined, in literature, as the way in which audiences interact with
media contents and how they interpret, comprehend and remember a text (Di Giovanni 2018a). Following
Gambier’s (2018) words, reception in AVT refers to the role that translation plays in how audiovisual products
are “processed, consumed, absorbed, accepted, appreciated, interpreted, understood and remembered by the
viewers under specific contextual and socio-cultural conditions [...]” (ibid.: 56) and in how translation may in
this sense influence the circulation of foreign audiovisual products and/or choices about viewers’ habits and

preferences towards watching them.
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Among previous reception studies within AVT, different research areas have been addressed, and a
variety of methodologies has been adopted. Several scholars, for example, focusing on the reception of
subtitling mainly in terms of Gambier’s (ibid.) response, embraced quantitative methods such as eye-tracking
often combined with questionnaires. Dating back to the 1990s, a significant number of studies on reception
adopted eye-tracking to test the reception of subtitles, carried out by the psychologist Géry d’Ydewalle and
colleagues (d’Ydewalle ef al. 1991, d’Ydewalle and Gielen 1992) and by Koolstra et al. (1999). After these
first wave of research, in the early 2000s, further studies using eye-tracking methods have been developed,
such as, among the many others, d’Ydewalle and de Bruycker (2007), Caffrey (2012), Kruger and Steyn (2014),
Perego et al. (2010), Kiinzli and Ehensberger-Dow (2011), Ghia (2012), Moran (2012), Kruger et al. (2013),
Orrego-Carmona (2014, 2015, 2016), Di Giovanni (2018b) and, more recently, Sasamoto (2024).

Another extensively adopted methodological tool within reception studies related to AVT is the
questionnaire. This was the main methodological tool adopted in studies on the reception of dubbed humor
and cultural references comprehensively covered by Chiaro (2004), Bucaria (2005), Antonini (2005; 2007;
2008; 2009), Antonini and Chiaro (2005), Chiaro and Bucaria (2007) and Chiaro and Antonini (2009). In their
studies, a corpus of audiovisual videoclips taken from a pre-selected list of different contents was shown to a
sample of participants who were asked to watch them and to fill in a questionnaire in which they were asked
to evaluate, on a rate scale, their understanding and enjoyment of the given extracts, as well as to briefly explain
their understanding of them (see in particular Antonini 2007). Within the research area of the reception of
audiovisual translated humor, see also Fuentes Luque (2003): this empirical study explores audience reception
in terms of empirical observation, questionnaires and shorts interviews.

To date, very few studies have however addressed the issue of comparing professional and non-
professional subtitles in terms of their reception. Some studies did actually focus on comparing the quality of
professional and non-professional subtitles, such as the already mentioned Bogucki (2009), La Forgia and
Tonin (2009), Bruti and Zanotti (2013), Bruti (2015), Sakinah and Setyaningsih (2018) or Hall (2021). As
mentioned in Section 2.1.4, some of these studies mainly highlight the low quality of the non-professional
translations, such as Bogucki (2009), La Forgia and Tonin (2009) and Hall (2021). They, however, substantially
focus on the product and production of non-professional translation but rarely touch upon the diverse
experiences of viewers (see in particular Bogucki 2009 and La Forgia and Tonin 2009).

Nonetheless, a few scholars focused on the reception of non-professional subtitles, which happens to
be a novel area of investigation within AVT. The literature on the reception of professional vs non-professional
subtitles is anyway quite scarce. An influential study is Bruti and Zanotti’s (2013), mentioned in Section 2.1.4
too, which shows a higher preference towards the non-professional subtitles’ solutions although recognizing
the audience’s lack of appreciation towards the most “subversive” forms of intervention of the fan translators,
preferring instead more target-oriented choices.

A consistent amount of work within audience reception comparing professional subtitles and fansubs
has been done, in this sense, by Orrego-Carmona (2014; 2015; 2016), in the language combination English —
Spanish, Di Giovanni (2018), in the English — Italian language pair, and, more recently, Hall (2021) through
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the review of online opinions on some Korean dramas (see Subsection 2.1.4 for a detailed review of their
studies).

Following the footsteps of the above mentioned previous studies, my aim is to fill the research gap
that seems to exist within the reception of both professional and non-professional subtitles in the language pair
Italian — Chinese, which remains unexplored in academic literature.

Given the theoretical framework outlined in this chapter, in Chapter 3 I will outline in detail the

methodological approach adopted in this research.

45



3 Methodology

In this chapter, divided into three main sections, I outline the methodological approach I adopted in the present
research. First, I describe the aims of the study and the hypothesis and the research questions that guided me
through it; secondly, I illustrate the research design, the operationalization of the key concepts and the
methodology embraced to collect and analyze the data; finally, I introduce the phases of research along with

their correspondent methodologies.

3.1 Aims of the study

The primary goal of this research is to uncover the presumed difficulties encountered by the official Chinese
subtitling market in translating the Italian cultural references characterizing the TV series L ’amica geniale. By
exploring the dynamics that characterize both the professional subtitles and fansubs of L ’amica geniale within
the Chinese audiovisual market, this study aims to shed light on the complexities of cross-cultural
communication in the realm of audiovisual media; additionally, it sets out to offer valuable insights into the
evolving landscape of fansubbing particularly within the context of minority cultures, such as Italian, reaching
the Chinese audience. Specifically, this study wants to explore and possibly highlight the potential resource
assumedly represented by the Chinese fansubbing phenomenon in trying to compensate for those challenges.
Indeed, although they adopt subversive strategies, Chinese fansubbers stand as the only gateway for minority
languages’ products to properly access China and are indeed portrayed as “heroes of cross-cultural
communication” (Jin and Gambier 2018: 30).

This study also aims to lay the groundwork for future research endeavors aimed at further examining
the reception and impact of these translations on Chinese viewers, thus, to contribute to a deeper understanding
of the multifaceted nature of non-professional audiovisual translation practices in the complex Chinese

scenario.

3.2 Hypothesis and research questions

While prior research on fansubbing has often emphasized its deficiencies in meeting established standards due
to perceived shortcomings in their translators’ skills (cfr. Section 2.1.4), this study diverges by starting from

the hypothesis that:

Research Hypothesis: The Chinese non-professional subtitles of the TV series L 'amica geniale show evidence
of superior quality compared to their professional counterparts for what concerns the translation of cultural

references.

This hypothesis generates from the perceived disappointment towards the subtitles broadcast on the

official streaming platforms, which emerged from:

e a personal conversation (2020) with the Chinese translator of the novel and a representative of

the publishing house Shanghai 99 Readers, who manifested criticism towards the official subtitles
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as these apparently show lack of consistency with the Chinese translation of the novel and seem
to contain several translation errors specifically for what concerns cultural references; moreover,

they assumed that they were made from English as pivot language;
e academic articles such as Yang (2019: 125), that underline that the subtitles are characterized by

errors in the translation of single words; not homogeneous translation of proper names; translation
errors due to incomprehension; errors in the translation of toponyms due to a lack of cultural and

specialized knowledge [...] (my translation);

e some negative comments on the subtitles retrieved on Youku streaming platform, such as: ‘There
are many errors in the subtitles, although most of the dialect words are correct, the narrative part
is still wrong’ — Youku user, 2020%, my translation;

e there is at least one non-professional subtitling group that translated the series directly from
Italian. This was confirmed during the research process and it was initially communicated to me
by a member of one of these groups (F1)*® contacted in early 2020.

Given these premises, the study aims to answer to the following Research Questions:

1. Through which translation strategies are culture-specific references translated by both the official
translators and the non-professional ones?

2. What kind of translation errors can be recognized in the official translation? Do they occur in the non-
professional versions as well?

3. What are the differences, in terms of translation production workflow and guidelines, between the
professional context and the non-professional one?

4. How does the Chinese audience receive translation errors? Are there any differences between the

reception of the official version and the non-professional ones?

3.3 Operationalization of the main concepts

The first concept that is key to this research is that of professional versus non-professional translation.

3.3.1 Professional vs non-professional translation

The difference between professional and non-professional translation, as this research advocates, can be subtle
if we consider the Chinese audiovisual translation market context, especially for what concerns minority
languages such as Italian. I will here therefore rely primarily on monetary compensation as the initial
discriminant factor between professional and non-professional translation and conceptualize non-professional
translators as fans who are producers of “unauthorised translations of copyrighted audiovisual materials

without financial compensation” (Massidda 2015: 18; see also Pedersen 2019).

37 Original text: F¥Hid R ZHF R, BIARRAKZHX T SHPHRE 21825 T . Available on Youku, L’ amica
geniale Season 1.
38 For data protection reasons (see Subsection 3.5.5), all the groups will be referred to as F1, F2, F3, F4 and F5.
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3.3.2  Cultural references

The second key concept this research focuses on is that of cultural references.

Among the main denominations provided in literature (see Section 2.4), the conceptualization of
cultural references adopted in this research is twofold. On the one hand, a cultural reference is here
conceptualized as in Pedersen’s (2011: 43) definition of Extra-Linguistic Culture-bound Reference (ECR). On
the other hand, it corresponds to what Chiaro (2009: 153) calls “Language-specific features” and Molina (2006:
82) “Cultura linguistica” (see Section 2.4 and Subsection 2.4.1) which, too, I believe constitute a “translation

problem” (Pedersen 2011: 42).

3.3.2.1 My categorization of cultural references
In this study, cultural references have been operationalized through the following questions: ‘Does the given
item — and [ use ‘item’ as an umbrella term to refer to the assumed cultural reference — belong to Italian culture?
Can it be accessible by a potential Chinese audience?’

The first question was answered by relying on my personal knowledge as being a member of the source
culture. To answer the second one, I relied instead on Pedersen’s concept of “transculturality” (2011: 106),
which is based on that of “cultural distance”. To put it in Pedersen’s words (ibid.), on “how closely related two
cultures are”. Thus, the presumed degree of transculturality has been the determining factor to establish which
references to consider in the categorization. Given the great cultural distance existing between Italy and China
(see Hall 1976; Hofstede et al. 2010; Bertuccioli and Masini 2014)*°, it comes as no surprise that the number
of items analyzed turned out to be fairly high due to their presumed low level of transculturality®.

Specifically, the retrieved cultural references were categorized on the basis of Antonini and Chiaro
(2005), Molina (2006), Diaz Cintas and Remael (2007, 2021), Pedersen (2011) and, partially, Ranzato (2016),
whose taxonomies are combined together. Table 1 below shows what domains and subdomains were identified

as a practical tool for my analysis.

Extra-Linguistic Cultural References

Brand Names
Cultural Heritage Ethnographic References

Food and Beverages

39 According to Hofstede et al.’s (2010) study, cultural differences are, in short, primarily the result of the context in which
people were raised, and they can manifest themselves in several aspects such as symbols, heroes, rituals, values, etc.
According to the authors’ (ibid.) theory, China and Italy are on two opposite poles. Chinese culture is characterized by
collectivist traits if compared to Italian one, distinguished instead by a more individualistic nature. This difference in
nature determines various divergent aspects between the two cultures and how these are perceived by their members.
How people — and cultures — communicate one another thus depends, in a broad sense, on the differences between those
cultures. In 1976, the anthropologist Edward T. Hall postulated the theory of high and low context cultures. According to
the scholar (ibid.), high context cultures are distinguished by a preference towards similarity with the other members of
the given culture — in accordance with collectivism; conversely, low context cultures are characterized by individualistic
values which favor instead the individual rather than the group. Given these differences, it may be assumed that countries
such as China — which, according to Hofstede ef al. (2010), responds to a high context kind of culture — and Italy — which
is placed on the opposite side of the spectrum — highly differ in cultural values, beliefs, etc.

40 A small number of references belonging to a third culture has been retrieved — and properly signaled — too. This is
because they have been considered to be central to the plot and to the meaning of the given scene or episode.
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Objects from daily life

Shops, Bars, Restaurants

Work

Art, media and culture

Books, films, songs

Historical references

Real/fictional characters

Religious references

Symbolic works/monuments

Natural

Environment

Geographical References

Toponyms

Proper names of Geographical Objects

Social References

Conventions and Habits

Festivities

Folklore

Rituals

Weights and Measures

Educational References

Classes subdivision

Grading system

School-related references

References to socio-cultural

life

Institutions and functions

Military institutions and objects

Socio-political life

Language-specific cultural references

Lexical

Courtesy expressions

Exclamations
Metaphors
Figures of speech -
Similitudes
Idioms
Pronouns
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Proverbs

Sayings

Grammar-related issues

Morphological
Latin-related issues

Table 1. Categorization of cultural references. Domains and subdomains

It is important to note that, while most categories draw from the above-mentioned previous studies, some other
categories, such as Educational References and in particular its subdivision, were created for the specific
purposes of this study as they are not included in extant taxonomies. In particular, it must be noted that the
above categorization of domains encompasses the novel categories or adjustments outlined below.

The classification of ‘Proper names of geographical objects’ was adapted from Diaz-Cintas and
Remael’s (2007: 201) “geographical objects”. Their categorization delineates general and specific names of
locations, such as “downs” or “plaza major”. In their subsequent revised version (2021: 203), the authors refine
this classification by distinguishing between “geographical references to physical, general locations” — such
as savannah, downs, plateau, plaza major — and “geographical references to physical, unique locations” —
exemplified by specific “geographic” locations such as Lake Tanganyika, St Andreas Fault, Yellow River.
However, the latter classification may lack precision in defining the concept of “unique locations” and could
potentially cause confusion on whether to include toponyms or not. Given the considerable frequency of
toponyms identified in the present study, it was deemed necessary to consolidate them under a singular
category termed “toponyms”. Consequently, to address the distinct category of specific geographical objects
designated by proper names, a separate classification entitled “proper names of geographical objects” was
introduced. This category encompasses references such as specific river names, e.g. Arno.

The category of “Shops, bars, and restaurants” was formulated within the realm of Ethnographic
references. While Diaz-Cintas and Remael (2021) do acknowledge references like ‘trattoria’, they incorporate
them within the broader category of “food and drinks”. However, for the sake of precision, it has been deemed
advantageous within this study to make a clear distinction between these different types of references,
considering also the high number of the retrieved items belonging to both the typologies. Therefore, a separate
category dedicated specifically to “Shops, bars, and restaurants” was established to accommodate such
references.

Ranzato’s categorization (2016: 70-73) includes “overt intertextual allusions” as a category embracing
references to a wide spectrum of cultural artifacts, ranging from “great works of art and literature to popular
art and culture” (ibid.: 70). This classification has been echoed and endorsed by Diaz-Cintas and Remael (2021).
However, the current study does not explicitly aim to differentiate between real-life references and what
Ranzato (ibid.) defines as “intertextual allusions”. As a result, a sub-category labelled “Books, films, and songs”
was incorporated within the broader classification of Ethnographic references. This decision has been made to
maintain coherence and facilitate the analysis of cultural references aligning with the study’s objectives and

scope.
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A distinct category, not explicitly identified in the previous categorizations under review, with the
exception of Molina (2006) who notably includes “folklore” within her broader macro-category of “patrimonio
cultural” (ibid.: 81), is the one here designated as “Rituals”. This category has been intentionally devised to
encompass a diverse array of references within the dataset under examination. Its formulation is intended to
encapsulate references to ceremonial practices and cultural rites (e.g. compare di fazzoletto, referred to
wedding traditional practices), while traditional customs and beliefs depicted within the narrative — such as la
calza della Befana — have been classified under Folklore.

Antonini (2007; 2009) stands as the sole study, to the extent of my knowledge, to include Educational
System among her delineated categories. However, given the different typology of product investigated in my
study, there arises a need to establish an ad hoc category tailored specifically for the current dataset. This
adaptation is deemed necessary to adequately encapsulate and analyze the intricated features of the Italian
educational system depicted in L’amica geniale.

Within the realm of the so-called intra-linguistic references (Pedersen 2011), cultura linguistica
(Molina 2006) or language-specific features (Chiaro 2009), which I call ‘Language-specific cultural
references’, a distinction was drawn between morphological and lexical ones (cfr. Molina 2006). Within the
former, novel categories have been formulated specifically for the purposes of this study and the dataset under
analysis. These are “grammar-related issues”, which include all those references — in school-related contexts
— concerning the semantics of specific grammatical constructs (e.g. conjugations, accents, etc.). Similarly,
“Latin-related issues” was established to cover all those references to Latin grammar. These two categories
hold significant importance within the narrative due to the pivotal role of education and the cultural specificity
it embodies in representing southern Italy society in the Fifties and Sixties.

Further categories, within the realm of lexical references, have been specifically included; these are:
idioms, sayings, proverbs, exclamations, courtesy expressions and figures of speech, divided into metaphors

and similitudes.

3.3.3  Translation strategies

There are many definitions for “translation strategies” in extant literature. I will here adopt Pedersen’s (2011)
point of view, in that is the one which most addresses the issue of cultural references: following Chesterman
(2005), he identifies ‘methods’ as referring to the global decisions taken in translating a given text and
‘strategies’ as those related to local problem-solving processes, namely — in other words — those processes
adopted to solve what he calls “translation problems” (ibid.: 70), subject of the current research. He stresses
that translation strategies are to be recognized in all those studies that aim to uncover translation norms, in that,
quoting Chesterman (1997), they provide descriptive knowledge on a particular type of procedural knowledge
and represent therefore a form of textual manipulation that is discernible from the translated product in
comparison with its source text. To Pedersen (2011: 70-71), strategies are recognizable only in a comparative
analysis of a source text with its target text and they represent categories to discern different typologies of

translation choices.
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Given the aims of the present research, it happened to be essential to embrace a system allowing to
categorize the ‘procedures’ adopted by each translator for each of the items under study in order to highlight

potential patterns, similarities, differences, etc.

3.3.3.1 Taxonomy adopted

Among the many preexistent taxonomies of translation strategies, the current study specifically considers the
primary ones within the domains of AVT and cultural references. This approach aims to narrow the focus and
to adopt an analytical tool as specialized and comprehensive as possible.

The studies that influenced the construction of my taxonomy are thus Molina (2006)*', Pedersen (2011),
Ranzato (2016) and Diaz Cintas and Remael (2021).

The taxonomy was constructed along with both the data collection and the parallel categorization as
an ongoing process, following Pedersen’s (2011: 74) idea according to which it is the model that must “match
the world, rather than trying to make the world fit the model”*’. As it happened while building the list of
domains used to categorize the given references, the translation strategies’ model changed therefore appearance
many times during the process before reaching its ultimate form, depending on the findings collected and their
different features.

The model is constructed upon a baseline of eight strategies, namely Adaptation, Equivalence,

Explicitation, Generalization, Literal Translation, Loan, Omission and Retention.

e Adaptation: my definition of adaptation finds roots in Pedersen’s (2011) and Diaz Cintas and
Remael’s (2021) ‘Substitution’ and ‘Transposition’; however, these two terms sounded too clear-
cut to define my conceptualization of this strategy, in that I refer to it to indicate all those cases in
which the TL adopts a TC ‘concept’ that fits the ST one, either through the TL own way of
expressing the same exact message or through a slight adjustment — ‘adaptation’ — of the given
reference to the TC context, e.g. Si € presa il dito con tutta la mano, lit. ‘she took a finger and the
whole hand’ > ta jiu shi decun-jinchi il 215~ U ‘she reached for a yard after getting an
inch’. In this case I do not see this solution as the replacement of a cultural concept with another
one, but rather as the ‘adjustment’ of the expression to how it ‘works’ in the TC context; similarly,
I refer to this strategy when a cultural concept belonging to the TC is used to make the audience
better understand the message, e.g. salumeria, lit. ‘salami shop’ = zahuodian %< 5%)5, a typical
Chinese small shop selling pretty much everything, although not specifically meat as an Italian
‘salumeria’ would do*; I follow Molina (2006) and call this strategy ‘adaptation’.

e Equivalence: I refer to ‘Equivalence’ to categorize all those references, mainly toponyms or

‘institutional’ names, that are translated via what Pedersen’s (2011:76) calls ‘official equivalents’,

4! Although not related to AVT nor specifically subtitling, Molina’s (2006) study has proven to be influential too.

42 The scholar refers to this concept when discussing the construction of the list of domains for categorizing cultural
references, but I believe it is also applicable to the development of a list of translation strategies to be used as analytical
tool.

43 This example is thoroughly explained in section 4.1.3.2 as it may also respond to a ‘Generalization’.
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e.g. Pisa = Bisa L or Piccole Donne ‘Little Women’ = Xiao furen {/NEN) . By this
strategy I also classify cases in which the given reference is translated with its ‘recognized’ term
in the TL, even though it is not an ‘institutional’ one, e.g. onomastico ‘name day’, which is a
concept belonging to Italian culture not existing in China, translated with its ‘official’ and already
existing ‘equivalent’ term mingmingri fiv % H.

e Explicitation: my definition of this strategy is inspired by Pedersen’s (2011) and Ranzato’s (2016)
definitions of ‘Explicitation’, Molina’s (2006) ‘Amplificacion’ and Diaz Cintas and Remael’s
(2021) “‘Addition’ subcategory; in particular, what I mean by Explicitation is also close to Molina’s
(2006) Descripcion, in that I consider Explicitations:

o any form of expansion of the text through the addition of extra information, either in the
subtitles or through additional notes, that sort of ‘describe’ the reference in order to make
it more accessible to the target audience, e.g. liceo classico ‘classical high school” >
women xuexiao zhugong gudian wenxue yanjiu FA 158 F IO H 32T our school
is specialized into classical literature studies’;

o any case in which extra information is added to the phonetic transliteration of the given
reference through Chen’s (2013) “half transliterations plus half translations and
loanblends” (see also Cook 2018), as in camorristi ‘camorrists’ > hei shihui Kemola
25 B4 ‘the underworld Camorra’;

o the ‘disclosure’ of metaphors, idioms or implicit meanings, e.g. /i vorrei dare io a quel
baccala, lit. ‘1 would like to give them myself to that stockfish’=> wo xiang ginzi qu gei

na ge bendan shu WHE H LA IR E 1 ‘Id like to give that idiot the book myself’;

e Literal translation: similar to the previously mentioned taxonomies, by Literal Translation I mean
the ‘word-by-word’ rendering of the given cultural reference in the TL without providing the
audience any additional guidance and/or by simply reporting the source message as it is, e.g. la
Dama Bianca, lit. the ‘“White Lady’ = bai furen 7% N\ ‘white woman’ or andro fino in fondo, lit.
‘I will continue until the very end” = wo yao jianchi daodi FEE+5 F| i€ lit. ‘T will persevere to
the very end’;

e Loan: contrary to Diaz Cintas and Remael (2021), who by ‘loan’ consider cases in which the
reference is already incorporated into the TL “because both languages happen to use the exact
same word” (ibid.: 207), by this strategy I instead categorize all those references that do not have
an ‘official equivalent’ (cfr. Pedersen 2011) in the TL and that are thus phonetically transliterated*
according to Chen’s (2013) “phonemic transcriptions and phonemic loans”, e.g. Montesacro >

Mengtesakeluo ZEF55% %

44 The scholars do consider transliteration as a loan too.
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e Generalization is here conceived as in Pedersen’s (2011) definition, which presupposes the
replacing of the given SL cultural reference with a more general term in the TL — presumably better
known or more easily retrievable by the TL audience — by means of hypernymy, as in /700 (which

is the model of a Fiat car typical of the Fifties/Sixties) = che % ‘car’;

e Omission has been considered by means of “replacing the ST ECR with nothing” (Pedersen 2005:
9), a definition that finds common ground among most scholars. As Leppihalme (1994), quoted
by Pedersen (2005; 2011) notes, this strategy may be voluntary and chosen after excluding all the
other viable options, or it may be in fact an irresponsible decision, taken to avoid looking up
something the translator may not know. It must be taken into account that, in subtitling, it may
often be due to the space and time constraints too (cfr. Diaz Cintas and Remael 2021).

e Retention: I follow Pedersen (2011) and categorize under this strategy all those cases in which the
reference is left unaltered in the TT, with no guidance whatsoever, e.g. 9 in matematica ‘9 in Maths’
- shuxue jiu fen $(2# JL4) ‘9 points in Maths’. This differs from Loans in that it is not a phonemic
transliteration, but rather the ‘borrowing’ of meaning, i.e. what Cook (2018: 10) calls ‘symbolic
loans’. I consider retentions also cases in which the cultural reference is not phonetically
transliterated, and it is rather left unaltered in Italian: I do not consider these loans, as by loans I
classify Chen’s (2013) “phonemic transcriptions and phonemic loans”.

Finally, it must be noted that I use the term ‘Hybrid’ for those cases that are translated via both a

Generalization and an Adaptation: as it will be detailed in the comparative study analysis, these cases are

categorized under both strategies.

3.3.4 Translation Quality

Another important concept that comes into play in this research is Translation Quality. Defining,
operationalizing and measuring translation quality is a widely debated and complex issue, as translation is, in
itself, an extremely complex practice that depends on a plethora of interrelated factors (Moorkens et al. 2018).

Given the theoretical scenario on translation quality presented in Section 2.6, quality is here addressed
tailing Orrego-Carmona’s (2019) holistic approach which, compared to studies mentioned in Section 2.6,
focuses specifically to the reception of non-professional subtitling. He (ibid.) indeed advocates that quality
assessment, within the realm of non-professional translation, should not be addressed only from a prescriptive
language-based comparative evaluation of the translated products as it has been done in previous research, but
that it should encompass and take other factors such as production and audience reception conditions into
consideration.

Thus, in this research, quality is addressed starting from the principle that a translation is the result of
a plethora of circumstances and needs (ibid.), and that a single standpoint cannot be sufficient to assess it on a
broad spectrum. It is thus not evaluated merely on the basis of the final products under analysis, but it is rather

defined in terms of an intertwined relation between the different target texts considered, their production
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conditions and approaches, and the audience response to them. This triangulated structure constitutes the

methodological approach of this research.

3.3.5 Translation errors

I rely mainly on Pym (1992) and Nord (1997/2018), mentioned in Section 2.7, to provide a definition of what
I mean by ‘translation errors’.

Tailing Pym’s (1992) and Nord’s (1997/2018) definitions, I consider a translation error as the failure
to adequately meet the needs, expectations, cultural background of the target audience and its ability of
properly understanding the source text cultural concept by selecting an unsatisfactory solution among other
potentially viable and more adequate options.

In my conceptualization, translation errors, in relation to cultural references, are due to several reasons

and are thus operationalized according to different features:

e Incomprehension: errors due to a clear incomprehension of the source reference, e.g. viviamo con
la bottega di mio marito ‘we live off my husband’s shop’ = women zhu zai zhangfu de dian li 3%,
fIMELESLRBI)E B “we live in my husband’s shop’;

e ‘The message doesn’t get through’, i.e. cases in which the source text’s expression’s meaning fails
to be properly transmitted as in prese tutti nove e un otto in aritmetica ‘she got all 9 and 8 in Maths’
- chengji quan A shuxue shi A J{%i4= A 3% /& A ‘all the grades were A; Math’s grade is A’;

e Mismatch video-subtitle: the translation in the subtitles does not find evidence in what is portrayed
in the video;

e Not equivalent: the given cultural reference do have an “official equivalent” (Pedersen 2011) in
the target language, but this has not been selected and the reference is translated via a different,
non-official solution, as in Torino ‘Turin’ = Tuling K| R (official translation: Duling #R);

e Opver-interpretation: the translation, in the potential attempt of explicitating the given cultural
reference to guide the audience, fails to properly ‘interpret’ its correct meaning and transfers
improper information in terms of both the plot and/or the source culture, e.g. (ko studiato fino al)

secondo industriale ‘1 only did a couple of years of industrial school’ = [...] tielu xuexiao £t

¢ ‘railway school’.

3.3.6 Reception

The fourth concept that plays a significant role in this research is reception, here conceptualized as in
Gambier’s (2006; 2018) three Rs module’s “reaction”: the scholar recognizes three types of reception, namely
response, reaction and repercussion. According to Gambier (2018: 57), “response” is referred to how attention
is distributed between images and subtitles; “reaction” refers to the extent to which viewers comprehend a
given audiovisual translation, being the degree of the viewers’ understanding effort a parameter of translation
quality, and “repercussion” regards the viewers’ preferences and habits towards AVT modalities. Among these

three, the ‘reaction’ type is the one adopted in this research.
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3.4 Research design

In this section I outline in detail the research design I adopted.
3.4.1 Multi-method approach

The different nature and areas of investigation covered by the research questions guiding this study led me to
adopt multiple complementary methodologies, within a qualitative paradigm, combined to better address the
broad goal this research is aimed to. There seem to be a divide in literature between scholars who would define
this approach as a “mixed-method one” and those who would consider it a “multi-method” one*’. Historically,
as Creswell (2015) points out, a collection of multiple forms of either qualitative or quantitative data was
referred to as “multi-method” (see also Meister 2018). A “mixed-methods”, instead, is commonly referred to
as in Creswell’s (ibid.: 59) view:

an approach to research in which the investigator collects, analyzes, and interprets both quantitative and

qualitative data, integrates or combines the two approaches in various ways and frames the study within a

specific type of design or procedure.

He also stresses that mixed-methods is not even “simply collecting multiple forms of qualitative or collecting
multiple types of quantitative data” (ibid: 59-60), but it rather involves the integration of, equally, both the
former and the latter equally.

Plano Clark and Ivankova (2016), instead, define a multi-method research as a study which may
encompass the combination of both multiple qualitative approaches, multiple quantitative approaches or both
qualitative and quantitative ones. Anguera et al. (2018: 2765, emphasis in the original) posit that

a study will be multimethod when, driven by a common overall research goal, it uses a series of

complementary methodologies, chosen according to a given criterion.

In their view, a multi-method study may thus use a combination of complementary methodologies, regardless
of their predominantly qualitative or quantitative nature (see also Tashakkori and Teddie 2010). On the other
hand, they specify that a mixed method approach contain qualitative and quantitative components that must be
integrated, either at the level of data or results, in order to mix the information they carry.

Given this very concise overview on the differences recognized in literature between the two
approaches, I relied mainly on Cresswell’s (2015), Plano Clark and Ivankova’s (2016) and Anguera et al.’s
(2018) inspirational standpoints in defining my research methodology as multi-method, driven by the
complementarity of the different qualitative methods adopted to address the needs of the different research
questions postulated to test the hypothesis.

In this study, multiple qualitative methodologies, responding to different paradigms, have thus been
adopted. Specifically, since the broad goal of the research is to assess whether the quality of the non-
professional subtitles of the given TV series is in fact superior to the professional one as hypothesized, it has
been considered necessary to address the issue from three different angles: product, production and reception.
These required indeed three different methods to be investigated. In order to enhance the reliability of the

findings through cross-validation, to offset the weakness of the single methods and to provide a comprehensive

45 See Anguera et al. (2018) for a thorough revision of previous studies.
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understanding of the investigation from different perspectives while avoiding possible biases, they have been

triangulated.

3.4.2 Data triangulation

Data triangulation is a concept that originates from Mathematics (Braun and Clarke 2013). It was originally
introduced by Campbell and Fiske (1959) and later adapted by Denzin (1970). In research design, triangulation
refers to a process that allows to cross-validate data from different sources and research methods in order to
examine a broader shared goal from different angles (Braun and Clarke 2013). According to Williams and
Chesterman (2002: 63), triangulation is the use of different sources “which can all shed light on each other”.

Data and methodologies triangulation is here adopted in order to address the broad aim of my research
from different perspectives and avoid the potential biases that may emerge if only one lens of analysis were
adopted, led by the idea that — as expressed in Subsection 3.3.4 — translation quality assessment cannot be
related only to a linguistic-based point of view, but that it is the result of the interplay of different and ever-
evolving factors and circumstances that cannot be overlooked (Orrego-Carmona 2019). Thus, first, for what
concerns the product, the method adopted to test the hypothesis and to respond to RQ1 and RQ2 is a
comparative translation study that considers and compares all the six different versions retrieved. This is done
by systematically categorizing all the cultural references retrieved in the first two seasons of the series by
domains, subdomains and translation strategies according to the categorization systems previously outlined.

Secondly, with regard to the production of the given translations, drawing on ethnography — and
netnography (Kozinets 2010) in particular — semi-structured in-depth interviews with the translators involved
and online archival data collection were used: in order to understand the rationale behind specific translation
choices and production workflows (RQ3), interacting with the participants and interviewing them on specific
subjects, as well as collecting archival data, allowed to gain deeper insights into the production of the
translations under analysis.

Thirdly, to test the “effect” of some translation choices on real viewers, focus groups discussions were
carried out to collect preliminary observations, in an interaction-based manner. Indeed, as Gambier (2018: 60)
puts it,

if the focus [of the research] is not exclusively on the author’s intentions and the text, but also encompasses
the readers, the quality of the output can no longer be defined only by a comparison of the target text with

the source text.

3.5 Research process

In this section I will describe in detail the phases of research carried out for the comparative translation analysis,

the semi-structured interviews and the collection of archival data, and the focus groups discussions.

3.5.1 Comparative Translation analysis

The comparative analysis required three main preliminary steps before it could be carried out: an initial careful

screening and selection of the raw materials, their subsequent collection and their preparation to be analyzed.
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3.5.1.1 Materials collection

The initial insights collected on the Chinese version of the TV series L’ amica geniale, such as the criticism
towards its official subtitles and the existence of five non-professional versions, led to the research hypothesis
this research is based on. The following step was then to collect all the raw materials to be analyzed. For data
protection reasons, the detailed steps took to build contacts in order to collect them will be omitted and/or
generalized.

By the time I designed and started this research (2021), only Season 1 and Season 2 had already been
broadcast both in Italy and in China*®.

I first collected the Italian subtitles: as specified in Subsection 2.3.2, the series is provided with
subtitles in standard Italian for dialogues in Neapolitan dialect. Given the impossibility to download the .srt
files of these subtitles from any source and to extract the subtitles from the original videoclips because of
copyright issues, | transcribed every dialogue verbatim and manually, relying on the ready-made subtitles in
standard Italian and on the audio for those dialogues not in dialect.

The official Chinese subtitles of Season 1 and Season 2 were only available on the Chinese official
platforms iQiyi % % 2., Youku I and Tencent video FF5iHALAN. 1 encountered two main obstacles in
accessing them:

e the platforms are accessible only through a VIP premium account, which is available for

subscription exclusively in RMB and in mainland China;

e cven with a VIP subscription, the platforms cannot be accessed outside China.

I therefore relied on the VIP account of a Chinese friend, which I accessed using a VPN*’. It must be underlined
that even the use of the VPN caused problems, because the VPN itself worked only under subscription, but
premium accounts were unfortunately too expensive, and the free ones did not connect properly. Finally, 1
ended up activating a one-week trial account on Kuaifan VPN which allowed me to access the platforms. I
could thus watch the episodes, but the subtitles could not be downloaded; therefore, the only viable option was
to transcribe, verbatim, all the subtitles of each episode manually.

With regard to the non-professional subtitles, most of them were retrieved in .srt format from the
website SUBHD, a platform used by the majority of Chinese fansubbing groups to share their files on the web.
However, not all of them had been released in .srt format by the groups. For most episodes, F1 and F2 released
only hardsubs, i.e. burned-in subtitles, embedded into the video. Therefore, once again, the only viable way to
obtain them was to manually transcribe them. Several OCRs (Optical Character Recognition) systems were
tried out, which are technology systems that use automated data extraction to quickly convert images of text
into a machine-readable format. Unfortunately, none of them proved to work efficiently: they either skipped
words or made mistakes, which would have meant double checking and presumably rewriting every single one

of them. I therefore preferred to personally transcribe every episode provided with hardsubs: this has in fact

46 Season 3 was broadcast in 2022, and Season 4, broadcast in Italy in November 2024, will be presumably aired in
2025.

47 It has not been possible to use the same VPN to personally create a Premium Account because it needed to be paid in
RMB and I had no means to open a Chinese bank account.
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been very useful as it allowed me to familiarize with the materials and their contents. On the whole, the
transcription of both official subtitles and F1 and F2’s episodes released via hardsub took almost one and a
half year and it was conducted with the help of a Chinese mother-tongue, who facilitated me speed up the

process that otherwise would have been much longer.

3.5.1.2 Materials screening and selection

Given the research hypothesis, it was deemed necessary to primarily verify whether the assumptions about the
source language used by the different translators were accurate. Specifically, whether the official subtitles were
based on English as pivot language while the non-professional ones (F1 and F2) on the original Italian version.
With this goal in mind, a meticulous preliminary analysis has been carried out to select the subtitles to analyze
in the study.

Each subtitle from the first and second season of the series (eight episodes per season; each episode
lasting approximately 50 minutes) was meticulously compared with both the original source language and the
English version. This comparison aimed to identify any evidence — mainly calques — that could serve as
evidence of the source language used by the translators.

After an initial observation, both official subtitles and fansubs revealed in fact a hybrid working
method for Season 1 and showed evidence of being translated both from Italian and from English, as reported

in Tab. 2:

The opening and closing credits are in English and they feature the HBO logo;

The subtitles report both the original script in Neapolitan dialect and the Chinese

subtitles;

Sometimes, the original Neapolitan subtitle is, probably erroneously, substituted with

Official subtitles the English one;

In other occasions, the Chinese translation seems to be made from Italian, since the

translation of songs or other dialogues, not provided in the English subtitles, is

available.

Table 2. Source language official translation. Preliminary observations (Season 1)

The fact that the official platforms feature the script in Neapolitan dialect in the official broadcasting initially
led me think of a lack of knowledge of Italian that did not allow to distinguish between standard Italian and
dialect; furthermore, the inattention resulting in English excerpts appearing in between the subtitles could be
a prove that English might have been the source language from which the subtitles are in fact made.

As for F1 and F2, the two groups that are assumed to have translated from Italian, the preliminary

observations are reported in Tab. 3 below:

Sometimes the translation is a “calque” of English, sometimes of Italian (evidence will be

rovided below);
F1 P

Large use of explicative glosses added to cultural references showing a deep understanding of

Italian culture;
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Clear reference to the translation of the novel,;

The group distributes only hardsubs, the first season showing the HBO logo and opening and

closing credits in English; it is often noticeable how the translation follows the English version
F2
in the first season, even though Italian cultural references are explained via notes. As for the

second season, it seems instead to be translated from Italian (evidence will be provided below).

Table 3. Source language F1 and F2. Preliminary observations. Season 1

Evidence for what claimed in Tab. 2 and Tab. 3 is provided by several examples, outlined in the following

tables*®.

English as pivotal language for both official and F1 and F2

Context Elena’s father gives her instructions on how to get to school.

Original script in Neapolitan | Po’da la scinne e te piglie ‘o tram, ‘o vintuno, ca’te porta abbasce

Dialect e Tribunali

Standard Italian subtitles [...] che ti porta ai Tribunali

English version [...] the 21, that takes you to Via dei Tribunali (lit. Court Road)

Official ZH subtitles [...]21 #% 2I¥:BE % [...line 21 that gets to Tribunali Road]

F1 PREEALFZE 21 282 R BNEBR BT ) [You must take tram 21 that
gets to Tribunali Road]

F2 PRAIIR B R i 2 21 #% AR ¥ERERE 3] 1 [From there you must
take tram 21 that gets to Tribunali Road]

Table 4. English as pivotal language for both official subtitles and F1 and F2 in Season 1
The original subtitle does not make reference to via ‘road’, as referred to Tribunali ‘Court’, but it only mentions
“Tribunali” (lit. under the Court). The explicitation of /u % ‘road’, associated to fayuan %Pt ‘court’

recognizable both in the official version and in the non-professional ones leads to believe it is influenced by

the correspondent explicitation of road in the English version.

Official and F1 from English, F2 from Italian

Context Elena’s classmates bet 10 liras she doesn’t have cotton under her bra and

ask her to prove it.

Original script in Neap. Dialect | E jamme! Facimmo subbito subbito!

Standard Italian subtitles E dai! Facciamo presto [C’mon, we will be quick]
English version Come on! It’1l only take a minute.

Official ZH subtitles BR—43%¥ [only one minute]

F1 ke HFEEL48 [C’mon! It only takes a few minutes]
F2 WA — R 2 [We’ll just have a glance]

8 In the tables, similarities and differences are highlighted in different colors accordingly.
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Table 5. Official and F1 from English, F2 from Italian in Season 1

In Tab. 5, the official translation and F1, contrary to F2, seem to ‘calque’ the English one (yi fenzhong/ji

fenzhong —41%1/J153%1 ‘one minute/a few minutes’).

Official from English, F1 and F2 from Italian

Context

Elena is looking at the sea while on a daytrip to Naples city center.

Original script in Neap. Dialect

/

Standard Italian subtitles

Avevo ['impressione che pur assorbendo molto di quello spettacolo...

Thad the impression that, even though I absorbed that spectacle [...]’

English version

It seemed that, although the spectacle moved me...

Official ZH subtitles BARIX — AT MAFEFRZS) even though that beautiful spectacle moved
me...]

F1 P JRE RITBR AL AR AT #Y X5 L [I felt that even though I was
permeated with the spectacle in front of my eyes ...]

F2 RERITBRAER AT A5 B [even though I was permeated with

the spectacle in front of my eyes ...]

Table 6. Official from English, F1 and F2 from Italian in Season 1

Tab. 6 seems to show that the official subtitles ‘calque’ English by rendering ‘moved’ into shi wo gandong f#i

FIKZ) ‘it moved me’, whereas F1 and F2 seem to stick to Italian and use the verb chenjin {717 ‘to permeate,

to immerse’.

The use (or not use) of English as pivot language was noted in particular in the translation of school

grades:

Official and F1 from English, F2 from Italian

Context

Narrative voice talking about Lila’s final grades.

Original script in Neap. Dialect

/

Standard Italian subtitles

[...] con tutti 10 (with all 10s)

English version

[...] with straight A’s.

Official ZH subtitles &2 A (her grades are all A)
FAN 1 #A A (all A)

Standard Italian subtitles

[...] prese tutti 9 e un 8 in aritmetica (she got all 9 and an 8 in

arithmetic)

English version

[...] and got all A’s and an A- in arithmetic.

Official ZH subtitles KGiE A B2 A- [all her grades were A and an A- in arithmetics]
F1 Whix T HARE A- HALAIHSZ A [Except for an A- in arithmetics,

the other grades were all A]
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F2

B 7 EA HABEH A4 W4 [Except for arithmetics, she took
full mark in all the other subjects]

Table 7. Official and F1 from English, F2 from Italian in Season 1

While it seems clear from Tab. 7 that the official translation and that of F1 are made from English, as they

‘calque’ ‘A’ as a grade, which is not used nor in Italy nor in China as a grading system, F2 seems instead to

avoid using ‘A’; this leads to think that F2 is not influenced by English.

Official from Italian?

Context

Elena’s sister had a fight with her brothers and asks her mother “Why

do they always beat me?”.

Original script in Neap. Dialect

Elisa: Perché vattene sempre a me?
Mum: Eh pecché vattene sempre a te ‘a mamma... Pecché so’

masculi e so’ fetiente! Chesta ¢ ‘a verita!

Standard Italian subtitles

Elisa: Perché picchiano sempre me? (Why do they always beat up on
me?)
Mum: Perché picchiano sempre te... perché sono maschi e sono

fetenti. (‘Cause they are boys and they are mean, this is the truth)

English version

Elisa: Why do they always beat up on me?

Mum: Because...Cause they’re boys and they’re stinkers.

Official ZH subtitles

E: N4 1 FTF ? [why do they always beat up on me?]
M: YRAAT A B RIS EEWE ? [and why do you always call mum?]
JABATTAE B £ T 2 /M ER [because they are boys and they are

mean]

F1

A 240412 FT 3 [why do they always beat up on me?]
[X°4... [because...]
oA B2 BEA R IR [because they are boys. Boys

are mean (lit. disgusting person)]

F2

A2 AT R K 57 R [why are they always bossy with me?]
[A[°A... [because...]
KAt AT 55 A 55 A= #0 & JR 2% [because they are boys, boys are all

mean]

Table 8. Official from Italian? Season 1

While F1 and F2 keep the “because...”

of the English translation of the dialectal expression pecché vattene

sempre a te ‘a mamma, the official Chinese version in this case seems not to follow English and be a direct

translation from Italian dialect instead — not even from standard Italian subtitles. However, the output — 13>

2 B SE RIS I WE? [and why do you always call mum?] — is wrong, as the inverse vocative dialectal
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expression “‘a mamma” has been apparently misunderstood: its literal translation is “to mum” and its inner

meaning may be something like ‘honey’, ‘sweetheart’; its usage is merely affective and convey a sort of

protective care towards the other person.

Similar observations have been made for Season 2. As reported in Tab. 9 below, it seems that the

official translation may be made primarily from English, with some slight influence from Italian; F1 seems

instead to be made primarily from Italian with very few ‘calques’ from English; finally, F2 seems to be made

entirely from Italian, not only because I have been personally told so — months later after carrying out these

observations — but also because evidence can be found in the subtitles.

Season 2. Preliminary observations on the source language used for the official subtitles, F1 and F2

The opening and closing credits are those of HBO, reporting also the logo.

Official There are however some translation errors of some Italian expressions, not existing in the English
subtitles .
version.
Strong accuracy in the translation of cultural references, both verbal and visual;
ol A few calques of English.
Hardsubs reporting the Italian ‘Rai’ logo;
Both Italian subtitles and Chinese ones are put on the screen, and Italian ones are provided even
where the original Italian subtitles are not available (standard Italian subtitles are provided in the
original version where the characters speak dialect);
- The nicknames of the translators reported in the opening credits are in Italian*’;

The translation seems to be very distant from the English version and “closer” to the original

source text;

Visual references such as signs or pieces of writing in Italian are translated (English translation

of these is not provided);

Very accurate translation of Italian cultural references.

Table 9. Season 2. Preliminary observations on the source language used for the official subtitles, F1 and F2

Evidence of these observations is reported in Tab. 10 below.

Official from English, F1 and F2 from Italian

Context

Elena is reading a postcard. For a few seconds the camera stops on the writing,
but without giving the audience time enough to thoroughly read it.

Original scriptin | /
Neap. Dialect

Standard Italian | /

subtitles

English version |/

Official ZH | /

subtitles

F1 Gloss with the translation®.

49 No examples of this are reported because of data protection.
50 Screenshot not provided as the subtitles of the correspondent episode were released in .srt format.
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F2 Gloss with the translation:

iiotti
& P Ak R &
12 Kb KL RIEEEDT &
AN AEA ML LLEIRAL
thes 81

Table 10. Official from English, FI1 and F2 from Italian

The fact that both F1 and F2 insert a gloss with the translation of the visual written sign reported in the postcart,
whose content is not translated into English, leads to believe that they both know Italian and translated from
the original source language. Another example of this is reported in Tab. 11 below, concerning the translation

of school grades.

Official from English, F1 and F2 from Italian

Context Narrative voice describing school results.

Original script in Neap. |/
Dialect

Standard Italian subtitles [...] con la media dell’8 (average grade 8)

English version (If you lose, you can’t ever pass again without) A or A+

Official ZH subtitles [...] A BL#E A+ [A or A+]

F1 PRI T2 % St A REIR T A4 [your average grade in the
admission test should not be lower than 8]

F2 PREF 52 s S - YA BEAIK T J\ 43 [your average grade in the

admission test should not be lower than 8]

Context Narrative voice describing school results.

Original script in Neap. |/
Dialect

Standard Italian subtitles [..]tutti 8 e 9

English version [...] straight As
Official ZH subtitles [...] #R2 A
F1 #B A& J\JL43 [all 8 and 9]
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F2 P TIL5r e #h2 /\4 [9 in two subjects, 8 in all the others]

Context Narrative voice describing school results.

Original script in Neap. |/
Dialect

Standard Italian subtitles 110 e lode

English version highest grade

Official ZH subtitles i e g ER b, [highest graduation grade]

F1 DA 43 110 43 [with the highest grade of 110 points]
F2 i i 70 5V, [highest graduation grade]

Table 11. Official from English, FI1 and F2 from Italian. School grades in Season 2

By looking at the examples reported in Tab. 11, it can be observable how F1 and F2 reflect Italian, e.g. by
rendering ‘8’ with ba fen J\ 73 ‘8 points’ or 110 e lode with manfen 110 fen i#4) 110 %) ‘highest grade of 110
points’, whereas the official translation evidently follows English in translating these into 4 huozhe A + A 5%,
# A+ [A or A+] and zui gao chengji bive F =i 4l ‘highest graduation grade’.

Following this initial data observation, it was decided to analyze both the eight episodes comprising
the first season and the eight episodes of the second season. Despite the apparent reliance on English as pivot
language in the translations of the official subtitles and three out of five fansubbing groups, I considered all
six versions to be comparable. This decision was made to address Research Questions 1 and 2 comprehensively.
Furthermore, the reliance on English as the pivot language in the official subtitles serves in itself in manifesting

the flaws in the official Chinese audiovisual translation market this research tries and attempt to uncover.

3.5.1.3 Materials preparation for analysis

Once decided which subtitles to consider in the analysis through the preliminary observations reported in
Subsection 3.5.1.2 and manually transcribing all the subtitles not available in .srt format, the following step
was to organize the materials for analysis.

Two keynote instruments for the analysis were thus prepared: the source-target texts alignments and
the ‘data analysis report’ sheet, which will be described in detail below.

To facilitate the comparison between the source text and the corresponding translations in the six
Chinese versions, as well as the English version, I created an Excel sheet for each episode. The sheet was
divided into seven columns: IT (Italian), EN (English), OFF. ZH (Official Chinese), and F1, F2, F3, F4, F5
(fansubbing groups from 1 to 5). In each row, I aligned the translations for each subtitle, as shown in the

explanatory Tab. 12 below, which reports the very first line opening Episode 1 of Season 1.

IT EN ZH. OFF. F1 F2 F3 F4 F5
Pronto? Hello? ne BAT PR UF PR UF BAT e

Table 12. Source-target texts alignment system
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I therefore created 16 different alignment sheets, one for each episode. Each line contains a subtitle, based on
the Italian intralingual ones, where provided, and on sentence segmentation where not provided.

The second instrument necessary to carry out the analysis is what I called the ‘data analysis report’:
once retrieving cultural references in the alignment sheets, they had to be traced down together with the
correspondent translation solutions, in order for the collected data to be easily analyzed. I thus built an

analytical table on a different Excel sheet. Table 13 below exemplifies how I built the ‘data analysis report’:

S E Line Type |Domain| Subd. sSul;)l;- IT EN |ZH OFF.STRAT.
Porm e
dai un take a jar
Cultural | Ethnog. |[Food and| vasetto AR FREE ,
1 4 4 ECR fh .
33 ¢ Env. Ref. Drinks | di miele orhoneyl i e Omiss
per gli for the
struffoli. struffoli.
F1 |STRAT. F2 STRAT., F3 STRAT. F4 |STRAT.| F5 STRAT.
PIL = i VER S HE— IL =
-
— ik ik e — b
Gener. | % {#%% | Expl. N Expl. N Loan/ i Expl.
KA e 5 KL | Expl. | Ef{ili

o R AR - R

Table 13. Data analysis report example

As shown in Tab. 13, the given reference is registered and classified according to’': Season, Episode, Number
of the alignment line, Type of reference, domain, subdomain, sub-subdomain, IT, EN, translation strategy, ZH
OFF, translation strategy, F1, translation strategy, F2, translation strategy, F3, translation strategy, F4,
translation strategy, F5, translation strategy. For every column I set a filter: in this way, it was possible to
‘extract’ and isolate single features from every case, thus analyze and easily compare the different solutions
adopted in each translation. For instance, it is possible to filter and extract: all the references belonging to one
single domain or sub-domain and see how they are translated in each version; all the cases translated with a
specific strategy in one of the six translations and easily compare how they have been treated in the other

versions, etc.

3.5.1.4 Data collection procedure

Data collection was carried out as follows:

1. Ifirst rewatched the 16 episodes in Italian, all in a row, to immerse myself into the plot and the setting,
although being already familiar with the series and having already watched it before designing the
research and while transcribing;

2. for each episode, I kept the source video in Italian, the alignment file and the data analysis report all

open and visible on the screen. I carefully went through every single subtitle in Italian by watching the

5! For space reasons the table appears here split into two ‘layers’, but it is on the same line on Excel.
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video, stopping it and going through all the translations reported in the alignment file, scene by scene.
Every time I retrieved a cultural reference, I reported all its correspondent data in the data analysis
report.

The results of the analysis are outlined in Section 4.1.

3.5.2 A (n)etnographic approach through in-depth semi-structured interviews

In-depth interviews are known to be one of the most representative methods of qualitative data collection,
particularly useful for generating deep understanding of a topic of interest (Guest et al. 2013)*%. Braun and
Clarke (2013: 77) define interviewing as a

professional conversation with the goal of getting a participant to talk about their experiences and

perspectives, and to capture their language and concepts, in relation to a topic that you have determined

(emphasis on the original).

In-depths interviews allow to understand the reasons of a given thing (Guest ef al. 2013) and are described in
literature as a powerful instrument to explore “understandings, perceptions and constructions of things that
participants have some kind of personal stake in” (Braun and Clarke 2013: 88).

Interviews can be unstructured, semi-structured or structured. Unstructured interviews are unscripted
conversations, normally carried out at the very initial stage of a research project, in which the interviewer
leaves the interviewee speak freely; structured ones, on the other hand, are those that respond to a very strict
list of questions, asked verbatim with fixed answers categories, which assume the form of a quantitative survey
(Guest et al. 2013). The most adopted kind of interview is, instead, the semi-structured one: this typology
employs a flexible guide with a predefined set of questions to systematically cover the same areas in each
interview. This approach allows for some freedom and adaptability, enabling the interviewer to adjust questions
or add follow-up inquiries based on the flow of the conversation with each participant. Although flexibility in
the questions certainly constitutes an advantage of this typology of interviewing, this may nevertheless lead to
interviewer biases. The interviewer may unintentionally influence responses through tone, follow-up questions,
or their reactions during the interview. Different interviews can thus yield varying levels of detail depending
on the interaction between the interviewer and the interviewee, potentially leading to inconsistencies in data
richness. For this reason, the interviewer should ideally be skilled in managing conversation flows to ensure
that relevant topics are covered while still allowing freedom in responses (Braun and Clarke 2013). These
limitations suggest that while semi-structured interviews provide depth and flexibility, they require careful
planning and execution to mitigate these drawbacks.

Given the nature of my research questions and considering the broad research goal this study seeks to

reach, semi-structured in-depth interviews were selected as a suitable method to be included in my research

52 See also De Fina (2019) for a more in-depth historical overview of interviews as an ethnographic research method.
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design to specifically address RQ3** and to implement the results of the contrastive analysis carried out to

answer to RQ1°* and RQ2%.

Considering that my research also aims to investigate non-professional online subtitling communities,
I also drew on Kozinets’ (2010; 2015) netnographic approach.

Extending the principles of ethnographic research, netnography is defined by Kozinets (2010: 60) as
participant observational research based in online fieldwork (...) [which] uses computer-mediated
communications as a source of data to arrive at the ethnographic understanding and representation of a
cultural or communal phenomenon.

Netnography, according to Kozinets (ibid.), signals “the researcher’s attempt to acknowledge the importance

of computer-mediated communications in the lives of culture members”. As he specifies, including

netnography in a research project means placing great importance to the “online component” (ibid.) and it
implies spending a significant amount of time interacting and becoming part of an online community.

Ethnographic and netnographic approaches to translation studies are now becoming more and more
common, as they provide methodological tools to collect and analyze data about translation and translational
phenomena (Huang et al. 2023). Only recently, netnography has also been applied to the study of online
translator communities (see Li 2017; Wu 2017; Lu and Lu 2021; Yu 2019, 2020, 2022; Huang et al. 2023).

Netnography focuses indeed on online communities (Kozinets 2010; 2015), referred to as groups of
individuals

who share social interaction, social ties, interactional format, location or ‘space’ — albeit, in this case, a

computer-mediated or virtual ‘cyberspace’ (Kozinets 2010: 10).

These communities, as well as sharing the same social rules of groups gathering in person, differ however for

some distinguishing features, such as anonymity and accessibility, that give rise to particular and rich forms of

interaction (ibid.). This description seems to fit perfectly on non-professional subtitling communities, which
is why this approach has been adopted as the initial phase of my investigation towards the ones involved in
my study.

In this research, given its nature, ethnography and netnography are somehow blended, compensating
each other (cfr. Kozinets 2010; Hine 2000) to provide a thorough investigation over a field that — based on my
experience — allows to be approached both from a netnographic angle and through an in-person interaction.
Kozinets (2010:65) indeed specifies:

A ‘blended’ ethnography/netnography would be a combination of approaches, including data gathered in

face to face as well as online interaction. Blended ethnographies/netnographies could take many forms,

using many particular methods and favouring different ratios of online to face to face interaction, data and

analysis.

53 RQ3: What are the differences, in terms of translation production workflow and guidelines, between the professional
context and the non-professional one?

54 RQ1: Through which translation strategies are culture-specific references translated by both the official translators and
the non-professional ones?

55 RQ2: What kind of translation errors can be recognized in the official translation? Do they occur in the non-professional
versions as well?
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He (ibid.), referring to hypothetical ethnographic research that has access to an online bulletin board related to
the research topic, underlines how, in fact, the netnography of the given bulletin board would not be sufficient
enough to formulate a general understanding of the phenomenon under investigation. Rather, it would be
needed to supplement that netnographic work with various other kinds of investigation, such as face-to-face
interviews. He then specifies that

Depending on the kind of access that is provided and the insights and disclosure of its participants, the

netnography of the bulletin board might be a very helpful component of a broader investigation that blended

nentnography with ethnography. But alone, the pure netnography would be partial and incomplete (ibid:

65).

I believe that this reflection is of particular significance in relation to my research project: I indeed experienced
the need to supplement the netnographic work — made up of primarily the collection of the few online archival
data available as a form of observation — with a further mean of investigation, i.e. face-to-face in-depth
interviews.

Interviewing stands indeed as one of the principal research methods that Kozinets (ibid.) himself
identifies, that can be chosen based on their suitability for providing data to answer the given research questions.
As he (2010: 46) specifies,

although it is possible to conduct a purely observational netnography, the recommended participant

observational stance every often dictates an interview component (online or off).

In-depth interviews, as he advocates, allow the (n)etnographer to broaden the understanding of what can be
observed online, as well as:

e Bring in a detailed subjective understanding of the lived experience of online community participants;

e Deepen the understanding of the relationship between a person’s own unique sociocultural situation

and their online culture community activities or behaviours;

e QGain a detailed, grounded, subjective sense of an online community member’s perspective and sense

of meaning;

e Hear people’s recollections and interpretations of events (ibid.: 47).

Interviewing the (available) participants was thus selected as a suitable mean to tackle the broad aim of this
research. This, in fact, proved to be particularly challenging (see Subsection 3.5.2).

In the following subsections I will outline in detail the whole process carried out in the (n)ethnographic

approach of this research, distinguishing between the official side and the non-professional one for the sake of

clarity.

3.5.2.1 Official side: access to the field

“The problem of obtaining access to the data looms large in ethnography” (Hammersley and Atkinson 2007:
41), and I experienced it first-hand. When I first started designing this research, I only had access to the subtitles
for analysis, so I did not initially consider conducting interviews. The research design has however evolved

over the years, along with the changing conditions in which I could operate.
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I was aware that should I had the chance to directly contact the translators of the given subtitles, the
findings of my research would have been richer and more comprehensive, and I would have had the chance to
triangulate them to expand and deepen my results. I therefore started my search for possible ‘entrances’ to the
official subtitles’ field. Because of data protection reasons, all the steps I took, and all the different people
contacted who eventually lead me to access the field, are not outlined in detail here, but summarized without
making any direct reference to any potentially identifiable person and/or institution (see Subsection 3.5.5 on
the ethical considerations adopted).

The starting point of my extremely long search for the Chinese official translators of the series was the
only thing I had my hands on at that time: the subtitles. I ingenuously assumed that references to the Chinese
translation might have been listed in the closing credits of each episode. Unfortunately, I realized that this was
not the case: the episodes broadcast on the official Chinese platforms display in fact only the opening and
closing credits of the English version, and no mention to the Chinese translation is available whatsoever.
Having at hand only the references to the agency and to the translator who provided the English subtitles of
the series, | started searching for their contacts online and wrote a first informal e-mail to the agency address
I found. I briefly presented myself and my project and asked whether it was possible to ask a couple of
questions. | left my phone number at the end of my message and, after 13 days, I eventually received an
unexpected call by the owner of the agency. This person, even though knowing anything about the Chinese
translation, put me in contact with the English translator of the subtitles. In search for a possible path to reach
the Chinese ones, I therefore wrote an e-mail to the English translator, who — very kindly — replied and called
me back in a couple of days. We had an informal chat about the translation of the series, but even though being
extremely inspiring, our conversation unfortunately could not help me in reaching the Chinese counterpart. I
had to take another road: I sent the same covering e-mail to the Secretary Office (the only contact available
online) of the international distributor, again presenting myself and the topic of my thesis and asking whether
it was possible to gain insights on the distribution of the series in China. After one week, I had not received
any reply and decided to send the same e-mail to another office of the same company, whose contact was
available online, too. On the same day, my message was forwarded to another office, who re-forwarded it to a
third office, responsible for the international distribution. I decided to personally send a message to this office,
presenting myself and giving more details on what I was looking for: insights on the Chinese translators and
on their source working language, as well as, if possible, their contacts. Two days later, my requests had been
forwarded to another office branch, located in another country (EU). After four days, I received a reply message
explaining that the Chinese client had been provided the source materials both in Neapolitan dialect and in
standard Italian, and in English too. Since the Chinese client was mentioned, I insisted and asked whether they
could put me in contact with someone within the Chinese counterpart. Two days later, I received a message
ensuring me that in a week’s time I would receive a useful contact. 12 days later, they provided an e-mail
address of one of the Chinese broadcasters of the series. After three days, I sent a message presenting myself,
my project and my requests of contacting the translators of the episodes. In particular, I forwarded the following

questions:
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e Who translated My Brilliant Friend into Chinese? Is there an agency or individual freelance
translators?

e How many translators were involved?

e Have the subtitles of My Brilliant Friend (season 1 and 2) been done from Italian or from the
English version?

e If translated from Italian, did the translators use the original script in Neapolitan dialect or its
translation into standard Italian?

e [ftranslated from Italian, what is the language level, in Italian, of the translators? Do they live or
have lived in Italy? How long have they been studying and speaking Italian?

e What are your plans for season 3?

Although my approach might have been too straightforward, due — I dare say — to my urge of gaining access,
eight days later I received a message back and eventually got the contact of the company who took care of the
Chinese subtitles of L’amica geniale; I was also informed that the translation had been carried out by a team
of six translators. At this point I had had my “sponsorship” (Hammersley and Atkinson 2007: 47), i.e. someone
who introduced me to the field — or rather, since I still had not gained formal access to it, who ‘ferried’ me to
it. By the time I received this piece of information we were in the middle of the chunjie % 17, the Chinese New
Year: I therefore waited 12 days, until the end of the holiday weeks, to send my message. After presenting

myself and the project, I enclosed in my e-mail the following questions:

o Is there any of them [the translators] who can also speak (even a little of) Italian and who may
have considered the Italian version as well? If so, what is their level of Italian and where did they
study it? For how long?

e Did you provide the translators any specific guideline or rule belonging to your company, in
particular related to culture-specific references?

e Did the client give you instructions or guidelines about what sort of strategies they preferred you

to adopt?

I then asked whether it might have been possible to interview the translators involved, explaining that my
questions would mainly focus on the general translation workflow and on the strategies adopted especially for
culture specific references. To my disappointment, I did not receive any reply until six months later, when I
forwarded the same e-mail again. In this reply message, they provided the contact to my ‘gatekeeper’®®, i.e.,
the e-mail address of one of the members of the Chinese official subtitles’ translation team. A couple of days
later I sent my first e-mail to this person, who had been previously informed by the gatekeeper about my

request. After a brief introduction of my project and my goals, I directly asked for availability in doing the

56 In ethnography, a so-called ‘gatekeeper’ is the person who allows the researcher to enter the field (see Hammersley
and Atkinson 2007).
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interview. Two days later [ received a positive response and preferable timeslots. At this point, I unfortunately
had to put this person on hold because my ethical approval by the Bioethics Committee of my University was
not ready yet — and it was not until five months later, since my first ethical approval was rejected and had to
be revised and re-examined by the committee (see Subsection 3.5.5). During this amount of time, I more or
less once a month sent a message apologizing for the delay and tried and kept in touch with the participant, in
a terrible fear of losing contact.

After finally receiving the ethical approval from the Bioethics Committee, I unfortunately underwent
three very busy months, and I had the chance of piloting my interview guide (see Subsection 3.5.2.3) only after
this amount of time. After that, the interview guide was thoroughly and carefully revised, and I was ready to
conduct the interview. A huge amount of time from the first contact made had however passed. I contacted my
participant again, apologizing for the tremendous delay and asking again for availability to participate in the
interview. With my huge concern, I received no reply until 15 days later, on a Saturday morning, when I was
texted back offering availability for the following moming. However, I already had important plans for that
day and could not postpone them, so I had to apologize and ask to reschedule. Since the participant expressed
concern on the questions I would have asked, I also added all the details concerning how the interview would
have been carried out and what general topics would have been covered. At this point, [ was told that no precise
date could be scheduled for working times reasons, and that it would have been possible to schedule the
interview only a couple of hours in advance. The participant promised to reach out to me within that week. |
sent the Informed Consent and the Information on Personal Data Protection sheets to sign and, from that day
on, I revised my interview guide every morning and made myself everyday ready and available in case the
interview would have been scheduled in two hours’ time. One week later, I received a message in which the
participant apologized for the delay and proposed to schedule the interview the following day. In order to both
test the encrypted platform we had to do the interview on, Jitsi Meet, and to ease the tension by meeting each
other face-to-face, I created a meeting on the spot and sent the participant the link. Unfortunately, a VPN
connection was necessary to access the platform in China. After some difficulties encountered in activating a
VPN account, we finally managed to establish a connection. At first, the participant popped up in the meeting
without turning the camera on — when tension was released, we managed to have a 5-minute introductive talk,
face-to-face, and agreed to meet the following day.

In the next subsections I will thus outline the ethical considerations adopted, methodological steps

taken to design the interview guide, to pilot testing it, and to conducting the effective interview.

3.5.2.2 Designing the interview guide

The interview guide was designed according to my research objectives. I thus reviewed my research questions
and tried and formulate a list of interview questions that allowed to provide insights and to shed light on a
range of topics that could, in turn, provide possible answers to my research questions. I therefore ‘unpacked’
my research questions into a series of specific topics (Magnusson and Marcek 2015) related to my broad
research goal.

Questions were formulated responding, as much as possible, to the following criteria:
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e Being open-ended and inviting to expand, avoiding yes/no answers — thus avoiding questions
starting with ‘who’, ‘where’ etc., that would lead the conversation to a one-word answer (except
for the demographic section) and encourage questions beginning with expressions such as “could
you tell me.../could you give me some more details about...”;

e Being clear and easy to understand, avoiding complex vocabulary and phrasing;

e One question at a time, to avoid confusion and to avoid some questions to be left unanswered,

e Avoiding making the participant feel that [ knew his/her opinion;

e Avoiding questions that would suggest a possible answers such as “isn’t it?/wouldn’t you?/don’t
you think...”;

e Providing follow-up probing questions to encourage expansion (Magnusson and Marcek 2015);

e Providing transitional sentences (Guest et al. 2013) before introducing a new topic in order for the
participant to follow the logic of the conversation, e.g. I know that.../based on what you have told
me so far...

e Providing a closing section in which the participant is invited to add anything it might be missing
or to ask me any question.

The interview guide begins with an introduction of myself and of the project; even though I had sent the
correspondent sheets in advance via e-mail, before starting the interview I reiterated the ethical issues and the
personal data treatment, as well as how the information elicited through the interview would be disseminated.
I also specified the structure of the interview (sections and number of questions).

Questions were organized into six topic-clusters comprising 12 to 15 questions each, structured from

the most general ones to the most specific ones, covering the following areas of research:

1) Demographic and educational background

2) Translation production in China (both in general and L ’amica geniale-related)
3) L’amica geniale — general comments

4) L’amica geniale — previous knowledge — Italian language

5) L’amica geniale — translation process

6) Sensitive contents

In order not to forget any fundamental step and to have everything well organized below my eyes, I had written

on top of my interview guide sheet every single step to do before, during and after the interview:

e Welcome friendly talk to break the ice;

e My presentation;

e Project introduction and goals of the interview (giving information also on what topics will be
discussed and what kind of information I expect to obtain);

e Number of sections and questions;
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e Ethical procedures: explanations + singing documents (if not done before);
e Reiterate that the interview will be recorded;
e  Start recording.

Tab 14. below shows the first design of the interview guide.

INTERVIEW GUIDE — first design

A) Warm-up questions. Since we don’t know each other, I would like to understand a little bit of yourself,
I would like to start by asking you some easy questions on who you are and what you do.

Demographic + Cultural background

First of all, where are you from?

Where do you live?

How long have you been living in...?

What did you study at University?

Where did you study?

Which languages? (and I will come back on this later)

How long have you been studying it?

Did you have the chance to deepen your knowledge of it abroad? Where? For how long?
Could you give me some more details about your university career? What courses did you attend? Did
you attend any specific course on AVT?

10. How long have you been a translator?

11. Where did you learn your translation skills?

12. Is translating your main job?

13. Could you tell me when and how did you become a translator?

14. What are your working languages? (and I will come back to this later on)

15. What types of translation are you specialized into?

16. What types of products do you normally translate? Tv series, movies, documentaries. ..

A S A A s
A

C) Production (Both generally speaking and L’amica geniale-related)

I'would like to understand how the official audiovisual translation market works in China:

17. Do you rely on any official guidelines for subtitling? Can you mention some of them?

18. Is there maybe an official document or something? (could I have a look at it, just to understand the
process of AVT in China, if I am allowed to do it?)

19. How is quality guaranteed? Is there any quality protocol?

D) My Brilliant Friend — General opinion

You told me that you have translated the first season of MBF. I am curious about your opinion on the series:

20. Can you tell me your impressions about the story? Did you like it?

21. Why do you think Chinese people like MBF so much?

22. Did you read the novel before watching the series? Did you know anything about it before translating
its subtitles?

E) My Brilliant Friend — knowledge of Italian/ translation from EN or IT

23. Can you speak Italian/Have you ever studied Italian?

IF YES:

24. How long have you been studying Italian?

25. Where did you study it?

26. Have you ever been to Italy?

27. Where? For how long?

IF NO:

28. What did you know/Did you know anything of Italy and Italian culture before starting the translation of
MBEF?

29. Have you ever translated any other Italian product? Which one?

1 know, because you've already told me, that you translated the series from English:

30. Did you ever rely on Italian for any particular need? I had the feeling that sometimes you translated
something directly from Italian rather than from English, am I wrong?

31. Have you ever used a MT for translating?
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As far as I've experienced, Italian products are scarcely broadcast in China:

32. Could you explain how the selection of the translators of MBF was carried out by the agency? Did you
have to take a test?

33. What level of English did the agency require you to have?

34. Were you the only translator of MBF? (If not, could you help me contacting the others? Or tell me how
roles were distributed)

35. Why didn’t they choose someone who could speak and translate from Italian in your opinion?

36. Do you think that a deeper knowledge of Italian/Italy would have helped you in translating? Did you
have any problems because of that?

F) My Brilliant Friend — translation process

37. What episodes did you translate?

38. Will you translate the third season as well?

39. Could you tell me what the agreements with the client were, in terms of:

40. Deadlines: how much time did you have for the translation?

41. Remunerative conditions: could you tell me, generally speaking, what are the rates for AVT in China?
Are there any differences for minority languages like Italian?

42. Were the subtitles revised?

43. Could you tell me how was the revision process conducted?

44. What reviews/comments did you receive by the reviewer?

45. Have you had the need to compare the Chinese translation of the novel while translating the subtitles?

46. If nothing: Did this cause you any difficulties in translating the series? In what way?

47. What difficulties in particular did you encounter in the translation of MBF?

48. What is your workflow when you encounter a cultural reference you don’t know anything about?

49. Can you tell me how you solved the translation problems due to cultural references in MBF? Is there
anything relevant you want to mention?

50. Did you find any reference in particular you did not know how to translate? How did you solve it?

51. Is there any particular case you remember that you believe worth mentioning?

52. Did you ever feel the need of asking for explanations while translating MBF? How did you act?

53. How important was for you to be faithful to the ST?

54. Did you rather be faithful to the ST or rather adapt the translation to the potential expectations of the
Chinese audience? What was your attitude?

G) CONTENT RESTRICTIONS

55. Could you explain how does the official import of foreign products works (if you know anything about
it)?

56. What is your workflow for translation?

57. Do you know anything about how the import of MBF was conducted? What were/are the agreement
with the client?

58. What were the client instructions in terms of the translation of My Brilliant Friend? Any particular
request or recommendation?

59. Did you have to adapt any translation choice to the client request

60. Are there any strategies that you normally adopt - or adopted for MBF in particular - to respond to the
client requests?

61. Did you find any reference you felt it might have been better to omit from the translation because it
might have hurt the audience sensibility? How did you solve its translation?

62. Did you ever have a divergent position from the agency or colleagues on any translation choice? How
were these problems handled out?

Is there anything you want to add or to ask me?

Table 14. Official side, interview guide 1

3.5.2.3 Pilot test

The pilot test of the interview guide had a twofold goal: first, to test the effectiveness of the questions, their
logic structure and phrasing; second, to train myself in conducting the interview and getting familiar with the

interview guide.
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It was carried out with the help of a colleague and friend, who was asked to do a role-play: I briefly
introduced my project and explained what I already knew on the official subtitles and asked her to act as a
potential official Chinese translator of the series, providing me to the sort of answers she imagined I could
receive during the real interview. The pilot was carried out in person, in a classroom of the Department of
Interpreting and Translation of the University of Bologna, Forli.

Before carrying it out, we also tested the platform I was about to use for the real interview, Jitsi Meet:
I created a meeting on the spot and asked my colleague to join it. I familiarized with the platform’s interface
and functions, and, after a couple of minutes, I closed the meeting and proceeded with the in-person activity.

We sat one in front of the other and I conducted the interview exactly as I was planning to do during
the real one. I followed each step as planned before starting the interview; after that, we went through each
question and stopped whenever we realized that something did not work out as smoothly as it should have or
when something was not clear enough. I took notes on my personal perceptions of what needed to be modified
and asked for feedback at the end of any cluster of questions. After receiving feedback on each question and
each section, which was largely positive, some questions were moved somewhere else, where they sounded
more logically connected with the previous ones; some others were instead completely reformulated. The most
important issue emerged from the pilot was that I had not prepared backup questions for those answers that
could turn out to be different from what I was expecting nor questions ready to cover possible issues that could
emerge during the discussion. Testing the interview guide through a role-play has been extremely useful to
realize these issues and to adjust my final interview guide. In the following Subsection 3.5.2.4 I will outline

the modifications I applied to the interview guide according to what the pilot shed light on.

3.5.2.4 Modifications after the pilot test

The interview guide was revised as illustrated in Tab. 15. The modifications are highlighted in blue.

OFFICIAL TRANSLATORS — INTERVIEW GUIDE - revised and final version
1) Welcome friendly talk
2) My presentation
3) Project introduction and goals of the interview (giving information also on what topics will be discussed
and what kind of information I expect to obtain; sections + break after each section to add further details)
4) Ethical procedures: explanations + signing documents
5) Start recording
A) Warm-up questions. Since we don’t know each other, I would like to understand a little bit of yourself,
I would like to start by asking you some easy questions on who you are and what you do.
Demographic + Cultural background
First of all, where are you from?
Where do you live?
How long have you been living in...?
What did you study at University?
Where did you study?
Which languages? (and I will come back on this later)
If the interviewee mentions ENGLISH:
7. How long have you been studying it?
8. (abroad in general) Did you have the chance to deepen your knowledge of it abroad? Where? For how
long?

O R
A
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9. Could you give me some more details about your university career? What courses did you attend? Did
you attend any specific course on AVT?

10. How long have you been a translator?

11. Could you tell me when and how did you become a translator?

12. Where did you learn your translation skills?

13. Is translating your main job?

14. What are your working languages? (and I will come back to this later on)

15. What types of translation are you specialized into?

16. What types of products do you normally translate? Tv series, movies, documentaries...

C) Production (Both generally speaking and MBF-related)

Iwould like to understand how the official audiovisual translation market works in China:

17. Do you rely on any official guidelines for subtitling? Can you mention some of them?

18. Is there maybe an official document or something? (could I have a look at it, just to understand the
process of AVT in China, if I am allowed to do it?)

19. How is quality guaranteed? Is there any quality protocol?

D) My Brilliant Friend — General opinion

You told me that you have translated the first season of MBF. I am curious about your opinion on the series:

20. Can you tell me your impressions about the story? Did you like it?

21. Why do you think Chinese people like MBF so much?

22. Did you read the novel before watching the series? Did you know anything about it before translating
its subtitles?

23. YES: Has your previous knowledge been useful for translating the series? In which ways?

24. NO: Did your lack of precious knowledge influenced your translation process? Did it cause you any
difficulties? In which ways?

25. Did you watch the episodes before/during translating?

E) My Brilliant Friend — knowledge of Italian/translated from EN or IT

26. Can you speak Italian/Have you ever studied Italian? YES NO

27. How long have you been studying Italian?

28. Where did you study it?

29. Have you ever been to Italy?

30. Where? For how long?

31. What did you know/Did you know anything of Italy and Italian culture before starting the translation of
MBF?

32. Have you ever translated any other Italian product? Which one?

1 know, because youve already told me, that you translated the series from English:

33. Did you ever rely on Italian for any particular need? I had the feeling that sometimes you translated
something directly from Italian rather than from English, am I wrong? Why? Was English not clear
enough?

34. Have you ever used a MT for translating? When?

35. As far as I’ve experienced, Italian products are scarcely broadcast in China: could you explain how the
selection of the translators of MBF was carried out by the agency? Did you have to take a test?

36. What level of English did the agency require you to have?

37. Were you the only translator of MBF? (If not, could you help me contacting the others? Or tell me how
roles were distributed)

You said that you were not the only translator:

38. Could you explain how was the task of the whole series distributed and carried out?

You said that the translators were always changing:

39. How you — as supervisor — guaranteed consistency?

40. What episodes did you translate?

41. If I remember correctly, you told me that you revised the second season: why you did not directly
translate it? Who did it? Could you help me contacting these people?

42. Will you translate the third season as well?

43. YES: When will it be broadcast?

44. NO: Why is that? Will someone else translate it or it won’t be broadcast at all? Why?

45. You said you can’t speak Italian: why didn’t they chose someone who could speak and translate from
Italian in your opinion? And this is not meant to judge you, it’s just to understand how the market works
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46.

Do you think that a deeper knowledge of Italian/Italy would have helped you in translating? Did you
have any problems because of that?

F)

47.
48.
49.

50.
51.
52.
53.
54.
55.
56.
57.

58.

59.

60.

My Brilliant Friend — translation process

Could you tell me what the agreements with the client were, in terms of:

Deadlines: how much time did you have for the translation?

Remunerative conditions: could you tell me, generally speaking, what are the rates for AVT in China?
Are there any differences for minority languages like Italian?

Were the subtitles revised?

Could you tell me how was the revision process conducted?

What reviews/comments did you receive by the reviewer?

Have you had the need to compare the Chinese translation of the novel while translating the subtitles?
If nothing: Did this cause you any difficulties in translating the series? In what way?

What difficulties in particular did you encounter in the translation of MBF?

Have you ever had problems in understanding the plot? Could you provide any examples?

I’d like to ask you something about cultural references: as they were filtered through English, how did
you approach their translation?

What is your workflow when you encounter a cultural reference you don’t know anything about? For
ex. Particular food names, or references to Italian politics or references to that historical period, or brand
names of something. ..

For example: what was your rationale for school grades? I’ve noticed that sometimes the translation
sticks to the English one, which is different from the Italian grading system and the Chinese one: how
did you overcome this issue?

Can you tell me how you solved the translation problems due to cultural references in MBF? Is there
anything relevant you want to mention?

61. Did you find any reference in particular you did not know how to translate? How did you solve it?

62. Is there any particular case you remember that you believe worth mentioning?

63. Did you ever feel the need of asking for explanations while translating MBF? How did you act?

64. How important was for you to be faithful to the ST?

65. Did you rather be faithful to the ST or rather adapt the translation to the potential expectations of the
Chinese audience? What was your attitude?

G) CENSORSHIP

66. Could you explain how does the official import of foreign products works (if you know anything about
it)?

67. What is your workflow for translation?

68. Do you know anything about how the import of MBF was conducted? What were/are the agreement
with the client?

69. What were the client instructions in terms for the translation of My Brilliant Friend? Any particular
request or recommendation?

70. Did you have to adapt any translation choice to the client request?

71. Are there any strategies that you normally adopt - or adopted for MBF in particular - to respond to the
client requests?

72. Did you find any reference you felt it might have been better to omit from the translation because it
might have hurt the audience sensibility? How did you solve its translation?

73. Did you ever have a divergent position from the agency or colleagues on any translation choice? How

were these problems handled out?

This is all I wanted to ask you.

Is there anything you would like to add?

Is there anything you would like to ask me?

Repeat data protection measurements and data storage

How did the interview go?

Would you be available for a follow-up interview after my analysis is done?
Greetings

Table 15. Official side, interview guide 2 - modifications after pilot
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Question 11 (Could you tell me when and how did you become a translator?) was anticipated in a more
logically sequenced point of the discussion; questions 23 (YES. Has your previous knowledge been useful for
translating the series? In which ways?) and 24 (NO: Did your lack of precious knowledge influenced your
translation process? Did it cause you any difficulties? In which ways?) were added as backup questions
depending on the possible answer given to question 22 (Did you read the novel before watching the series?
Did you know anything about it before translating its subtitles ?), while question 25 (Did you watch the episodes
before/during translating?) had not been included in the pilot test and was added instead. Questions 33 (Did
you ever rely on Italian for any particular need? I had the feeling that sometimes you translated something
directly from Italian rather than from English, am I wrong?) and 34 (Have you ever used a MT for translating?)
were provided with some probing questions that felt needed during the pilot: Why? Was English not clear
enough? for question 33 and When? for question 34, in case of a positive answer.

During our first call I received a vague answer to question 37 (Were you the only translator of MBF'?)
by the participant, who explained that the translation is the result of teamwork that has been proofread by
him/her, who however does not remember very well the whole process. This short conversation took place
after I piloted the interview guide, so I provided the final interview guide with questions 38 (You said that you
were not the only translator: Could you explain how was the task of the whole series distributed and carried
out?) and 39 (You said that the translators were always changing: How you — as supervisor — guaranteed
consistency?). Question 35 of the pilot test (Why didnt they chose someone who could speak and translate
from Italian in your opinion?) was somehow reformulated and moved in another section of the interview guide,
where it sounded less straightforward and less offensive: after asking the translator what episodes in particular
they translated (question 40), the interview guide proceeded by asking If I remember correctly, you told me
that you revised the second season: why you did not directly translate it? Who did it? Could you help me
contacting these people? Will you translate the third season as well? (question 41) and moved then to ask
about the third season, 42) Will you translate the third season as well? 43) YES.: When will it be broadcast?
44) NO: Why is that? Will someone else translate it or it won 't be broadcast at all? Why?; only at this point
the pilot-question 35 was inserted, and reformulated into You said you cant speak Italian: why didn't they
chose someone who could speak and translate from Italian in your opinion? And this is not meant to judge you,
it’s just to understand how the market works (question 45). Question 56 (Have you ever had problems in
understanding the plot? Could you provide any examples?) was added after the pilot and the same happened
with question 57 (I'd like to ask you something about cultural references. as they were filtered through English,
how did you approach their translation?), inserted to introduce the issue in a more discursive and less direct
way. Probing questions have been added to question 58: What is your workflow when you encounter a cultural
reference you don 't know anything about? For ex. Particular food names, or references to Italian politics or
references to that historical period, or brand names of something... and questions 59 (For example: what was
your rationale for school grades? I've noticed that sometimes the translation sticks to the English one, which

is different from the Italian grading system and the Chinese one: how did you overcome this issue?) and 60
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(Can you tell me how you solved the translation problems due to cultural references in MBF? Is there anything
relevant you want to mention?) were added as further probing topics.

In general, the pilot aimed at improving my ability to cover any unexpected answer, which is why the
final interview guide was provided with further probing questions and potential different paths to adapt the

discussion on, according to the possible answers received.

3.5.2.5 Carrying out the interview

Before the interview, I thoroughly revised the interview guide to the point where I knew it by heart. I printed
a copy of it on an A3-format sheet, to have it all spread in front of my eyes and to avoid the disturbing action
of turning the pages to keep track of the questions answered — assuming that the conversation might possibly
not follow exactly my structure but that the participant might anticipate the answers to questions supposed to
be asked subsequently. For this reason, I needed the whole interview guide to be easily at hand to rapidly tick
and keep track of the already answered questions.

Due to physical distance, the interview was conducted on the online encrypted platform Jitsi Meet. 1
booked a private room in the library of the University of Bologna, Forli Campus, to ensure privacy and a stable
internet connection. Despite my initial concerns, the online mode did not hinder the flow of the conversation.
However, I experienced some difficulties in creating the welcoming environment I would have ensured should
the interview had been taking place in person, in that I had no chance of offering anything to drink or eat, and
I had only to rely on ice-breaking questions. As Hammersley and Atkinson (2007) underline, the initial minutes
of an interview, especially when the participant and the interviewer do not have a preexistent relationship, are
extremely important in establishing the nature and the tone of the whole interview, thus I did my best to sound
as friendly and welcoming I could. To my relief, introducing myself, my project and reassuring the participant
about the task proved to be sufficient enough for me to have the participant involved in what turned out to be
a very rich and friendly conversation.

At the end of the interview, I reiterated the ethical issues and the right of the participant to withdraw
from the project in any moment. I asked for availability for future investigations, thanked a lot and greeted the
participant.

The results of the interview are outlined in Subsection 4.3.2.

3.5.2.6  Non-professional side, phase 1: netnographic collection of archival data
As mentioned in previous Subsection 3.5.2.1, accessing the field is one of the most challenging phases of an
ethnographic research. One of the advantages of netnography, however, is that it can rely (also) on data that
are publicly available online (Kozinets 2010). Indeed, my very first step in the field of the fansubbing
communities involved in my research was the web. Little could I do, at the very beginning, except navigate
their websites and social networks.

I therefore first explored the web meanders by navigating every group’s website first and took
screenshots where relevant information was found. Secondly, I also navigated their social networks and,
similarly, took screenshots of useful data connected to my research questions. This approach proved to be

useful on one hand, in that it allowed me to gain initial insights into the groups. However, it was also extremely
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limited as I realized how these online channels did not allow me, in fact, to get any deeper into my investigation.
Iindeed came across the impossibility to access the reserved members’ areas of such websites, and I thus could
rely only on the limited information available. As Scheper-Hughes (2000: 133) notes, “[ethnographers are] at
the mercy of those who agree to take [them] in” — and I was totally at the mercy of the data available online,
but nothing else. Thus, as previously mentioned, I felt the urge to delve into the field and expand my
investigation through the face-to-face (or even virtual) connection with some of the members of the community.

To do so, I however needed some gatekeepers.

3.5.2.7 Non-professional side, phase 2: access to the field

Fansubbers, given their illegal activity, are generally not keen to be tracked for interviews and research
(Massidda 2015)*’. This proved to be a real challenge. I resorted to the only available option at my disposal:
the contacts retrievable on the groups’ websites and social networks.

I contacted three groups (F3, F4 and F5)® sending a covering, informal request via e-mail and social
network. The first group I messaged is F3, through an e-mail address I found on their website. I wrote my
message in Chinese, believing that this would have made me sound ‘closer’ to them and less ‘intrusive’. In
this message, I presented myself as a Ph.D. student of Translation Studies, carrying out research on the Chinese
subtitles of the TV series L amica geniale. 1 then asked whether I could ask a couple of questions, which I
directly listed below in a terrible urge of gaining what I needed. This attitude did not cause any problem with
F3, but — as I will describe below — this action might have scared other groups. Looking back, I should have
been more careful and less straightforward and inquisitory, to guarantee trust building. [ was however impatient
to find a direct e-mail address and of gaining insight into my research topic. The questions I attached were:

e Did you translate the series from English or from Italian?

e Did you read the novel before translating the series?

e Did you find any difficulties in translating cultural references?

I then expressed my interest in their subtitles, specifying that I am, too, a translator; I thanked and greeted.

After a couple of days, I received a very concise reply inviting me to add on a social network an
account they provided. I then sent a message on the given social network and had the chance to have an
informal chat with the member who replied to my message. It is important to note that I was denied consent to
carry out an interview with some of the members of the group, and the answers to my initial questions were
provided via chat in a very concise way.

As for what concerns F4 and F5, I found an e-mail address on the groups’ website and sent the same
covering message I sent to F3. To my disappointment, I nonetheless never received any reply to my messages,
which did not allow me to continue my investigation on these groups.

However, accessing the field sometimes “is simply a matter of ‘dumb luck’” (Ilan 2015, cfr. Van Maanen and

Kolb 1985): I had the chance to meet a member of F1 via a personal acquaintance and one of F2 via a fortuitous

57 The amount of research on non-professional communities is nevertheless ever-growing: see, among many others, the
recent contributions in Yu (2022), Orrego-Carmona and Lee (2017), Antonini and Bucaria (2015).
58 For data protection reasons the five fansubbing groups will be referred to as F1, F2, F3, F4 and F5.
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meeting. For data protection reasons, I do not outline further details of how I managed to encounter these two
people but suffice it to say that — thanks to the sponsorships I received — I had the chance to easily find two
gatekeepers to these two groups.

When I was provided with the direct contact of one of the members of F1, I did not know that they”’
were a non-professional translator, as I had been told they were one of the people who translated the series,
with no other details. I thus sent an e-mail introducing myself and making reference to the person who had
provided me with the contact. I introduced my research — which at the time was at a very initial stage — and
asked some preliminary questions about the translation, i.e. whether they were responsible of the official
subtitles broadcast on the official channels. They replied in an extremely friendly way, showing strong interest
in collaborating to my research, which greatly facilitated the process of accessing the field. We then spent
months chatting occasionally, which helped building rapport and trust. Since this took place before I even got
enrolled in my Ph.D. program, a great amount of time had passed until I was eventually ready to conduct an
interview. When the design of my research was eventually defined, I asked this person to participate in my
interview. This was initially supposed to be conducted in person, as at that time (2021) they were in Italy.
Unfortunately, due to both Covid restrictions, which did not allow us to move around Italy, and my Covid
infection during the week in which we had planned to meet, and theirs in the following week, we had to
reschedule the interview. The participant had then to return to China, thus we had no other choice but to conduct
it online.

With regard to F2, I met one of the groups’ members fortuitously as an attendee of a research seminar
I held online. This person approached me voluntarily (virtually) and presented themselves as one of the
fansubbers of the series. | immediately showed enthusiasm in hearing that, and asked whether I could contact
them. I was provided with a chat account, to which I soon afterwards sent a message. In this case, I did not
need to present myself, as we had already met. I just renovated my excitement in meeting this person, who,
too, seemed very enthusiast of getting to know me. During the following months, I dedicated a large amount
of time chatting with them in order to both build a trust-based relationship and become friends: this, as the
results of the interviews analysis will show (see Subsection 4.3.2), proved to be fundamental for the good
outcome of the interview. More or less four months later, this person arrived in Italy to attend University:
luckily, we had many chances of meeting in person. I welcomed the participant the day they arrived and offered
a welcoming dinner. In the following weeks, I provided suggestions on practical issues (e.g., rent, bills, food,
etc.) and, whenever we had the chance, we met over coffees or dinner either in the city where they lived or
somewhere else. Given that this person was particularly shy, even though they had shown interest in
collaborating with my study, I felt the need to prolong the trust building process, which is why I waited for

some months before carrying out the interview.

3.5.2.8 Designing the interview guide for the non-professional translators

The interview guide was designed according to my research objectives. As I did for the one directed at the

official translators, I reviewed my research questions and formulated an interview guide that could provide

% For data protection reasons I neutralize the participants’ gender.
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rich contents to answer in particular RQ3% and which could compensate the contrastive analysis data with
supportive insights to answer to RQ1°' and RQ2%.

The questions included in the interview guide were thus formulated according to the designing criteria
already outlined in Subsection 3.5.2.2.

In particular, after an introduction on the research objectives and on the ethical issues, the interview
guide is divided into nine topic-clusters made up of more or less 10 questions each. Given the differences
between the two groups (F1 and F2) I acknowledged in advance, I slightly adjusted it accordingly. The nine
clusters cover the following topics: demography, educational background, admission procedures, translation
production (general), internal guidelines and translation workflow, content restrictions, quality control and

L’amica geniale-related questions. Tab. 16 illustrates how the interview guide was structured.

Non-professional side, Interview Guide

1) Welcome friendly talk

2) Project introduction and goals of the interview (giving information also on what topics will be
discussed and what kind of information I expect to collect)

3) Ethical procedures: explanations + signing documents

4) Start recording

A) Warm-up questions — breaking the ice (made on the spot according to the situation)

B) Demographic

1. How old are you?

2. Where are you from?

3. Where do you live right now?

4. Do you work or do you study?

5. (Could you tell me more about your previous studies and working experience, if any?)

6

7

8

Where did/do you study?
What did/do you study?
. What is your major?

9. What is your profession, if you work?

10. What would you like to do after graduation?

C) Educational background

11. Can you speak Italian?

12. How long have you been studying Italian?

13. Could you tell me why you chose to study Italian?

14. If you study/have studied Italian, what kind of courses did you attend? I’d like you to tell me something
about your university career.

15. Did you know anything about Italy before studying Italian/going to Italy? What did you know?

16. Have you ever been to Italy? Where and for how long? For what purpose?

17. Were your expectations fulfilled? In what way?

18. Could you tell me something about your experience in Italy? Where did you go? Where did you live
exactly? What did you like and dislike the most? What food did you taste? Where did you study/work?
What courses did you attend at university in Italy?

If never been to Italy:

19. Would you like to go? Where? What are you interested into? What are you not interested into?

20. Could you expand a little bit on your knowledge of Italy? (this may help me understand how much they
know Italian culture and what perception of it they have)

0 RQ3: What are the differences, in terms of translation production workflow and guidelines, between the professional
context and the amateur one?

81 RQ1: Through which translation strategies are culture-specific references translated by both the official translators
and the amateur ones?

2 RQ2: What kind of translation mistakes can be recognized in the official translation? Do they occur in the amateur
versions as well?
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21.
22.

Have you ever studied translation?
Where and how did you learn your translation skills?

D)
23.
24.
25.
26.
27.
28.

29.

30.
31.
32.
33.
34.
35.

Admission procedures

When and why did you decide to become a fansubber?

How long have you been a fansubber?

Where did you hear about the group?

Could you tell me how you decided what group to join? What guided your decision?

How did you manage to contact the group?

What made you decide to become a member? Could you expand about your motivations for doing this
activity?

I’d like you to tell me what the process of becoming a member is like: what was your experience?
How does it work?

Did you take an entrance test? How did it go?

How does the selecting process of new translators work, especially if working with Italian?

Does every language pair have the same selecting process?

What is the linguistic level required?

How can you evaluate the linguistic level of a new translator?

How do you balance this activity with your major activity, like studying or working?

E)

Translation production (general)

36.
37.
38.
39.
40.

Could you tell me how is the group organized? What hierarchy do you have?
How are tasks distributed?

What is your average day when you have a translation task?

What deadlines do you normally have for a translation project?

How many people are normally involved?

F)

Internal Guidelines and Translation Workflow

41.

42.
43.
44.
45.

46.

47.

48.
49.
50.
51.
52

What kind of guidelines you must follow when translating? E.g. number of characters allowed, n. of
lines...

Do you have particular rules for the positioning of the subtitle on the screen?

Do you use particular fonts or colors? Could you explain how are these choices made?

Do you have precise guidelines for culture-specific references?

What is your habitual workflow when you encounter a translation problem caused by a cultural
reference?

Could you tell me whether you use particular resources to solve translation problems caused by
cultural references? Forum, glossaries, internal resources...?

Do you normally use explicative notes or glosses? Could you tell me if you ever used them and for
what reason? What guidelines do you have on that?

[Do you think it may be possible to see your guidelines?]

What technologies do you normally use?

Who is doing the technology job?

How did you choose the softwares to be used?

Where and how did you learn the technology skills?

G)
53.
54.
55.
56.
57.

Content restrictions

What topics do you consider ‘sensitive’?

Do you have particular guidelines for sensitive topics?

Are you expected to avoid sensitive topics?

Do you apply any strategy for avoiding them?

Can you tell me whether you found any topic that was considered too sensitive to be translated?

H)
58.
59.
60.
61.
62.
63.

Quality Control

What is the procedure, once the translators submit the final translated text?
How do you guarantee quality?

Is there any quality control protocol?

Do you normally revise the subtitles?

If so, how does the revision process work?

Who is in charge for that?

D

L’amica geniale
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64. 1 know that your group worked on the translation of My Brilliant Friend: why did you chose to
translate this series, since there is an official version?
65. Did you watch the official Chinese version? What is your opinion of those subtitles?
66. Would you modify anything of those subtitles, in terms of translation choices? If so, what in
particular?
67. Did you personally translate My Brilliant Friend?
68. What episodes did you translate?
69. Did you translate from Italian?
70. If so, how did you deal with those parts that did not have the Italian subtitles?
71. How did you collect the original raw files?
72. Could you tell me how were tasks distributed for My Brilliant Friend?
73. Did you read the novel before translating?
74. While translating, did you ever feel the need to check the novel?
75. What were the main difficulties in translating this series?
76. What aspects of Italian culture caused you comprehension and translation problems?
77. How did you solve them? Through which resources?
78. Did you encounter any sensitive topic that caused you translation problems? How did you solve it?
79. Are there any cultural aspects you did not know before meeting them in My Brilliant Friend?
These are all the questions [ wanted to ask you.
Is there anything you want to add?
Is there anything you want to ask me?
How did the interview go?
Reiterate the ethical procedures for data protection and material storage
Greetings
Table 16. Non-professional side, Interview guide

3.5.2.9 Non-professional side: pilot test
The pilot test was carried out thanks to the help of the same colleague and friend with whom I have pilot tested
the interview guide related to the official side. I asked her to do a role-play, providing her with the few
information I had related to the groups. We sat in a classroom of the Department of Interpreting and Translation
of the University of Bologna — Forli, and we went through every cluster and every question one by one as in a
real interview. I stopped at the end of every cluster for a follow-up discussion and evaluation of strong and
weak points of each of them, question by question. My friend’s very positive attitude helped me testing the
interview guide and reflecting on my behavior during the interview. Since she very enthusiastically played the
role, I had the chance to come up with probing questions I had not considered. We did not find any particular
issues in the structure of the questions and in their logical connection, thus no substantial adjustments to the
interview guide were made; however, my friend suggested posing questions at a slower pace to give the
participant time enough to think of other things to add, instead of jumping quickly to the following question.
As a strong point, she underlined instead how the different options I provided after some questions helped her
expand the answer (e.g. Where did you find out about the group? Online, you knew some of the members...).
Before starting, [ only briefly told her what the interview was going to be about, without mentioning
the predicted duration and the number of sections and answers: she observed that she did not expect such a
long interview, so she suggested informing the participant in advance on the duration and on the number of
questions, also at the beginning of every cluster. At the end of the interview, after the last question, I
immediately concluded by saying that the interview was finished: again, she suggested I could have waited a

couple of seconds more to give her time to add something.
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3.5.2.10 Carrying out the interviews

The first interview | managed to carry out to the non-professional translators was the one to F2.

After getting to know each other thanks to our previous meetings, we had built a sort of friendship. I
arranged the meeting in person, in my hometown. Since I could not find a quiet, public place without noise or
other people that might have disturbed our conversation, and because my house is far from the city center, I
invited the participant to my aunt’s house, which is centrally located. Additionally, it was raining heavily that
day, making this a more convenient choice also considering that my aunt was not at home, which [ was afraid
might have made the participant feel uncomfortable.

We met at the corner of the street, and then went in. I broke the ice by offering some hot tea and biscuits
while chatting about random topics on the couch. After a while I started providing explanations on the ethical
procedures I was going to carry out for data protection, and I asked to sign the informed consents and privacy
informative forms. I then proceeded by explaining the aims of my research and my expectations on the
interview. The participant was already familiar with the project, as we had the chance to discuss about it in
advance, but I still wanted to be clear on my goals. As suggested during the pilot test, I outlined the structure
of the interview very carefully, explaining that it was divided into nine parts, each made up of maximum 12-
15 questions. Before starting, I asked the participant which language they would have preferred to speak during
the interview; we had been talking mostly in Italian in our previous meetings, or Chinese. They chose English,
considered to be the ‘lingua franca’ among us that would have allowed us both to have a proper and rich
conversation. I specified that we could have taken a break whenever needed and, finally, started the recording.

The participant was extremely open to talk and provided many useful insights, without me having the
need to encourage the discussion with constant probing questions. Sometimes I interrupted the informant’s
speech, but this did not seem to cause any particular problem. I was afraid that mentioning sensitive topics
might have ‘blocked’ the conversation, but no complications in talking about them emerged; on the contrary,
they were voluntarily mentioned before I even did it. The interview lasted two hours and 41 minutes. We did
not take breaks, and the participant did not show any need of speeding up to finish earlier.

During the interview, when I felt it was appropriate, I tried to ask about getting access to the other
participants of the group. I however felt I put the participant in a difficult position, because they explained that
they feel “weak” in the group, and that they do not know neither the other members nor the boss, so they would
have felt embarrassed in asking. I definitely did not insist on this and went on with the discussion.

On the whole, I would say that the interview went extremely smoothly and provided rich and
interesting insights that will be outlined in Subsection 4.3.2.

A couple of months later I had the chance to conduct the interview with F1, which, as previously
mentioned, had to be conducted online.

As described above, the member of F1 and I had been chatting for months, although we had never met
in person. We finally scheduled the interview on the encrypted platform Jitsi Meet. During the first few minutes
we talked about random topics to break the ice and to familiarize with each other face-to-face (in Italian). As

I did for the other interview, before starting I asked the participant to choose the language for the interview.
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We had been talking mainly in Italian before, or in Chinese. I suggested using English to ensure a proper
communication on both sides, but the participant chose Italian.

Compared to the interview I conducted with the member of F2 presented above, this one was shorter,
and it was quite difficult to conduct. As Braun and Clark (2013: 90) state, «interviewing is challenging», and
I experienced it first-hand. This is mainly because the participant turned out to be not very communicative,
and I had to ask several probing questions to allow the conversation to go on. Even though I went through
every question of the interview guide, and nothing had been left out, I often ended up in receiving yes/no
answers: this may be the result of the fact that they did not expand on any topic, and I was forced to encourage
answers in a way that [ am afraid might sometimes have influenced the answers. I might also have been too
pressing, but too prolonged silences made me feel uncomfortable and I felt the need to fill them in order not
to make the participant feel awkward too. Another issue that I believe might have influenced the conversation
is language. The participant’s Italian language skills are quite strong, although they are not fully fluent, and
their conversational ability is confined to a limited vocabulary. This may have prevented a proper expansion
on the given topics. Had we done the interview in Chinese, I believe I might have had the same issue, which
is why I suggested speaking in English; however, the participant manifested difficulties in using English as our
common language, and I had to respect their choice.

At the end of every interview, I proceeded with transcribing the recordings following the transcription
system outlined at the end of this chapter in Subsection 3.5.4. Data were then analyzed as described in the

following Subsection 3.5.2.11.

3.5.2.11 Analyzing data: thematic analysis

Both archival and interview data support and integrate, via triangulation, the data collected through the
contrastive analysis and help answer in particular RQ3 (What are the differences, in terms of translation
production workflow and guidelines, between the professional context and the amateur one?).

Interviews were analyzed via thematic analysis. Thematic analysis is a method of analysis that has
been implemented, within psychology, by Braun and Clarke (2006), which lists a set of procedures applicable
to the social sciences too, and that has been adopted within a great variety of research fields. Specifically, it
provides “a systematic approach for identifying, analyzing and reporting patterns — themes — across a dataset”
(Braun and Clarke 2013: 178). This method, as the authors outline (ibid.), can indeed be used to answer almost
any type of research question and analyze almost any type of data to develop a descriptive account of a
phenomenon or some aspects of it.

Although the process of analysis is a reiterative one, Braun and Clarke (2006; 2013) outline six steps
to conduct thematic analysis, which I followed to conduct my own.

e Familiarization or ‘immersion’: this process serves to become familiar with a given dataset’s

content and start to visualize potential things that may be relevant to answer the research questions.
It is an “observational and casual” (ibid.: 205) process which is done by going several times
through the given data (reading or listening) to develop initial observations, either overall or more

specific. I repeatedly listened carefully to each recording while contemporarily reading the
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correspondent transcript to familiarize with the data and to develop preliminary ideas on them. In
the meantime, I took primary, unstructured and unordered notes on a piece of paper.

e Coding: it is “a process of identifying aspects of the data that relate to your research question”
(Braun and Clarke 2013: 206). A code is defined as “a word or brief phrase that captures the
essence of why you think a particular bit of data may be useful” (Braun and Clarke 2013: 207).
Braun and Clarke (2006; 2013) distinguish between selective coding and complete coding.
Selective coding involves identifying in advance a corpus of ‘instances’ of the phenomenon to be
investigated and then selecting those out. This modality allows however to select only data of a
given type. Complete coding on the other hand, which is the one that I have adopted, means instead
to identify anything that may be useful to answer your research questions within the entire dataset,
and labelling any potential feature of the data that may be beneficial to answer research questions.
I relied on NVivo®, a Computer Assisted Qualitative Data Analysis Software (CAQDAS) that
specifically helped me in the process of coding, organizing, visualizing and eventually analyzing
my data. Given the limited number of files to be analyzed and the relatively small quantity of data,
I resorted to the software only as a practical tool to keep my files and my codes well organized
and to visualize them more clearly for analysis, thanks to the software’s features. I thus underlined
and coded each key point and argumentation I retrieved for each cluster of questions. This process
has been reiterated several times as “coding is an organic and evolving process” which develops
through coding itself (Braun and Clarke 2013: 211).

The list of different codes retrieved is outlined in Subsection 4.3.2.2.

e Developing patterns throughout the data: this is an active process that involves combining codes
together to form themes, i.e. to create broader patterns related to the research question. This
procedure, as Braun and Clarke (ibid.) underline, is carried out not much like “an archeologist
digging to find hidden treasures buried within the data” (ibid.: 225), but rather as a sculpture: the
researcher, like a sculptor, actively make choices about how to shape data into analysis. In practical
terms, codes must be reviewed along to their correspondent data to identify similarities, differences
and overlapping between them to identify broader concepts for themes. I thus reiteratively
compared the retrieved codes and the correlated data of each interview among each other, looking
for patterns; even though the interview guide adopted for the official translation’s side and that
adopted for the non-professional one is divergent due to the different nature of the two realities, 1
nevertheless compared the data according to the scope of the research question.

e Revision of candidate themes: this procedure is defined by Braun and Clarke (ibid.: 338) “quality
control”. I indeed carried out the process of developing patterns several times, revising both the
codes, the candidate themes, and the data itself. I revised the codes removing or merging duplicates
by grouping similar ones. I also attempted to visualize the connections between codes to determine

any similarities and identify if different codes could be combined into a theme. Through this

8 NVivo 14.23.0 (13), 1999-2023 QSR International Pty Ltd.
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process, I discovered interconnections among various codes that provided relevant insights to
answer my research question. The results of this process are outlined in Subsection 4.3.2.3.

e Defining themes: every retrieved theme, following Braun and Clarke (ibid.) was, at this point,
defined by naming it and describing its scope, focus and purpose;

e Analyzing and interpreting patterns: the final step outlined by the authors (ibid.) implies selecting
the extracts ‘linked’ to each theme and use them to illustrate differences and similarities between
them, writing a narrative around them that reflect the research questions.

The results of my analysis are outlined in Subsection 4.3.2.

3.5.3  Focus groups as a method to test audience reception: a small-scale study

In order to gain insight on the reception of the series by the Chinese audience and its perception of the different
translations of cultural references under analysis, a small-scale reception study was included in the present
research design.

As outlined in Section 2.8 and Subsection 3.3.6, both quantitative and qualitative approaches have
been adopted in reception studies on translation. Given the scope of my research, I adopted a method that could
allow me to gain insights and understandings of the human reactions towards the items investigated in my
analysis while revealing interpretations, opinions and motivations behind those reactions. Thus, a qualitative
approach seemed to be appropriate to address this scope (cfr. Tuominen 2013). However, the previously most
adopted methodological tools, such as eye-tracking and questionnaires, are commonly adopted when
conducting quantitative investigations. Eye-tracking enables to investigate primarily on the viewers’ reaction
and behaviors towards subtitles by observing eye fixation and it can provide useful insights into attention
distribution. However, as Orrego-Carmona (2018) notices, little information on the reasons behind viewers’
specific behaviors are nevertheless left uncovered; moreover, given that this method seems to mostly concern
behaviors, it did not seem appropriate to investigate the audiences’ understandings of different translation
solutions.

On the other hand, questionnaires have been previously adopted to gain insights into viewers’
perceptions, and they allow the collection of big amount of data and information in a short period of time by
reaching large amount of participants (ibid.), but, while this method may undoubtedly have its advantages, it
is also true that such an approach do not allow to directly interact with the participants, thus limiting the chance
to probe with follow-up questions to gain further clarifications, as well as limiting the opportunities of
expansion which may provide rich and unexpected content. In line with this reflection, it is worth mentioning
what Tuominen (2018) observes on the methodological approaches to reception, i.e. that analyzing the cultural
dimension of translated audiovisual products is difficult to quantify or convert into purely numerical values,
and a more qualitative approach may be preferred.

Following Tuominen’s (ibid.) point of view and considering the limitations of the previously outlined
methodologies commonly adopted within AVT reception studies, among the many possible qualitative
methodologies available (see Gambier 2018), focus groups interviews were selected in this study as the most

appropriate qualitative method to investigate the output of different translations of the same product (ibid.).
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Moreover, they were deemed useful to explore “the processes whereby cultural products move across cultural
and linguistic barriers and are consumed in various contexts” (Tuominen 2018: 81). Indeed, as Brown (2022)
underlines, this methodology is particularly apt when there is a perceived divergence in understanding or
experiences between groups or to gather greater insights and better understanding into people’s opinions,
feelings or thoughts about a given issue.

Drawing on disciplines such as sociology and ethnography, focus groups are known to be a research
technique that aims to collect data through group interaction, facilitated by a moderator, on a specific topic
provided by the researcher (Morgan 1997; Guest et al. 2013), which is commonly used to collect a wide range
of views, perspectives or understandings of an issue (Braun and Clarke 2013). A focus group is indeed defined
as a pre-planned discussion with a small group of people on a predetermined specific topic, which relies on
important elements of normal human conversations such as sharing of experiences, opinions, perceptions and
reactions (Guest et al. 2013). Focus groups thus provide useful data and insights “to the ~zow and why of human
experience, behavior, perceptions, and beliefs” (ibid.: 215 — emphasis in the original). The main focus of these
discussions is the interaction itself, aimed at allowing participants to express their opinions and beliefs. As
Bloor et al. (2001:4) explain, focus groups offer several advantages, including the ability to gain valuable
insights into “the meanings that lie behind [...] group assessments”, the “uncertainties, ambiguities, and group
processes that lead to and underlie group assessments”, and the “normative understandings that groups draw
upon to reach their collective judgments”. This makes focus groups particularly useful for exploring reception
from a social context perspective. Tuominen (2013) further notes that the social setting of a focus group can
encourage the emergence of shared opinions and understandings, which are more likely to develop in a group
discussion than in individual responses. Additionally, this method may potentially allow “to bring up and
answer questions which the researcher did not even think of asking” (ibid.: 116) thus bring novel and
significant issues to the researcher’s attention. Therefore, this method, as Tuominen (ibid.) considered, is
promising in investigating the reception of particular subtitling features.

Very few scholars, to my knowledge, adopted qualitative methodologies such as focus groups to test
audience reception (reaction-oriented): see for example Tuominen (2013) and Caniato (2014). In her doctoral
thesis, Tuominen (2013) adopted focus groups to test Finnish audiences’ reception of the subtitled version of
Bridget Jones: the Edge of Reason by means of general questions on the film, general questions on the subtitle-
reading experience, and specific questions on the subtitles and intertextuality in the film. Caniato (2014)
analyzed instead the circulation of the Italian film La meglio gioventy in Flanders by means of its import,
circulation and reception. Specifically, the author analyzed the reception of this film among a sample of Dutch-
speaking viewers through a focus group to investigate the effects of the adopted translation choices towards
some cultural references, which appear to be partially omitted. However, among these, no previous studies
seem to have adopted focus groups to assess and compare viewers’ comprehension of professional and non-

professional versions of the same product.
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In the field of reception studies, Tuominen (2018) underlines that although focus groups cannot
reproduce generalizable information — being normally adopted in small-scale studies — they can nevertheless
produce rich data on how cultural products are consumed in various contexts.

A reaction-oriented reception study was conducted through focus groups to test the hypothesis of my
research and to enlarge the lens of the analysis. Indeed, as Gambier (2018: 60) puts it,

if the focus [of the research] is not exclusively on the author’s intentions and the text, but also encompasses

the readers, the quality of the output can no longer be defined only by a comparison of the target text with

the source text.

3.5.3.1 Selection of the material

The study focuses on the reception of those cultural references, translated by either professional subtitlers or
fansubbers, which are categorized as ‘mistranslations’ in the contrastive analysis. The goal is to verify whether
the tested translations would hinder audience comprehension and to highlight potential differences in the
reception of the cultural load between the professional subtitles and the fansubs.

Cases were selected according to the following parameters:

e “Centrality of the reference” (Pedersen 2011: 111): according to Pedersen, when determining the
significance of an ECR (Extralinguistic Cultural Reference) in a text, it is important to consider it
from two perspectives: the macro-level and the micro-level. On the macro-level, an ECR might be
central if it represents the main subject or a major theme of the film or TV program. Conversely,
if the ECR is only briefly mentioned a few times, it would be considered peripheral on the macro-
level. Its treatment would then depend on its importance in the immediate context, or micro-level.
If it is also peripheral on the micro-level, such as being just one item in a long list, omission might
often be a suitable strategy. However, if the ECR plays a crucial role in advancing the local
discourse, is referenced later, or triggers a joke, then it would be considered central at the micro-
level.

Cases were therefore selected on the basis of the centrality on the macro-level of their domains and on their
centrality on the micro-level. The cultural references selected for the present study are therefore those
belonging to the domains considered to be highly representative of L’amica geniale’s main themes (cfr.

Subsection 2.3.1) (macro-level) and, on the micro-level, being themselves carriers of relevant local discourse.

e At least one of their translations, among the six that were compared, must be categorized as
‘mistranslation’: among these, cases of ‘mistranslation’ labelled as “not equivalent”, meaning that
they have not been translated through their “official equivalent” (Pedersen 2011), have been
excluded from this part of the study as they may be easily retrieved by personally checking official

sources (such as geographical maps)®.

1t is needless to say that exhaustiveness would require evaluating whether not equivalent translations of cultural
references are properly perceived by the audience as well. However, due to the high number of cases labelled as such, it
has not been possible to thoroughly develop this aspect too; however, this may be part of possible future research
developments.
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The domains selected as central on the macro-level and the corresponded references are the following:

Historical references: although this domain is considered to be central to the plot on the macro-

level, therefore to be included in this selection, the only two cases belonging to this domain

labelled as mistranslations are however “not equivalent” ones, thus excluded from this part of the

study.
Folklore

Poi il bambino nasce con la voglia di cocco e che facciamo? ‘Wouldn’t want the baby to be
born craving coconut’.

Se vogliamo un futuro, Silvio Solara deve fare il compare di fazzoletto; ‘If we want a future,
Silvio Solara has to be the speech master’; ...e nell'accordo rientrava che Silvio Solara
avrebbe fatto il compare di fazzoletto ‘...and the deal stipulated that Silvio Solara would be
the speech master’;

Che stanno facendo? - Il Cippo di Sant’Antonio - ‘“What are they doing?’ - ‘St. Anthony’s

bonfire’.

Educational references

Classes subdivision

1o ho potuto frequentare solo fino al secondo industriale ‘1 only did a couple of years of trade
school’;

Grading system

Lila fece solo ’esame di licenza elementare e prese tutti nove e un otto in aritmetica ‘Lila
only did the test for the elementary school diploma and got all A’s and an A in arithmetic’;
Comunque, un bel nove ‘Anyway... A fine A’

School-related references

Pulita, sempre nel rigo, e nessuna macchia ‘Neat, always on top of the line and no blots’;
Passiamo ai compiti di italiano ‘Let’s us move on to the Italian exercises’;
Per domani ripetiamo bene tutti quanti i verbi ‘For tomorrow review all the verbs’.

Grammar-related issues

Essi... piangettero. — Che cosa? — Piansero ‘They... -They? Crieded. -What? Cried’.

Latin-related issues

Ozia, Greco? Ozia! ‘Ozia, Greco? Otia! Do you remember what Otia means?’.

Socio-political life

Although the domain is considered to be central on the macro-level, no micro-level references have

been classified as mistranslations.

Toponyms

Mi raccomando, non sbagliare, non prendere il 12, perché il 12 finisce a Piazza Nazionale

‘Don’t get it wrong, don’t take the 12 because that goes to Piazza Nazionale, got that?’.

Food and Beverages
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»  Che belle paste! “What nice cakes!’;
v Taralli! Appena sfornati! Signorina volete un tarallo? ‘Fresh outta the oven! Taralli! Miss,
would you like a tarallo?’
e Idioms
»  Tuo padre mi ha preso pure il sangue; ‘Your father even took my blood!’;
»  L’ha presa a cuore, dopo la morte del marito; ‘He really took it to heart when her husband
died’;
»  Ma visiete fidanzati? — No, é lei che s’¢ fissata! ‘- Are you together? - No, she’s gotten it into
her head’;
»  Piccola, noi dobbiamo fare i patti chiari ‘Right, kid, let’s be clear’.
e Sayings
»  Era un uomo di lavoro, casa e chiesa ‘and was all work, family and church’;
»  Rino, davanti ai suoi occhi, perse la fisionomia che aveva sempre avuto, mostrandole di che
cosa era veramente fatto... ‘In front of her very eyes, Rino’s customary expression gave way,
showing her what he was truly made of’;

= Sivede che stamattina non c’era tanto con la testa ‘This morning he was elsewhere’.

3.5.3.2  Participants sampling

Two different samples of audience were selected to participate in the focus groups, responding to the following

criteria: being Chinese mother tongue and either

e Dbeing Italian L2 speakers (min. level B2, certified through an official language certification) —
sample group 1;

e having no-knowledge of Italian — sample group 2.

I equally recruited Chinese mother tongue participants that had both no knowledge of Italian and Italian L2
speakers, in order for the study to be as exhaustive and representative as possible.

Initially, I wanted to set ‘having previous knowledge of L ’amica geniale’ as a selection criterion too. I
thought that, should participants have previously watched the series, they could have been more aware of the
context and could therefore better understand the scenes. Actually, on a second thought, I left this criterion
aside and decided to recruit participants only according to language criteria: indeed, I realized that making no
distinction between having or not having previous knowledge of the series would in fact have created more
heterogeneous groups and might have possibly triggered a more active discussion, as well as allowing to detect
and highlight possible differences among the participants’ reception.

Another issue I considered was the preexistence of social relationships among participants. According
to Guest et al. (2013), in order to limit issues of hierarchy and to facilitate trust and openness during the
discussion, preexisting social relationships among participants should be avoided. However, I thought that, by

participating in this activity knowing no one of the other people, the participants might have felt under social
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pressure and less encouraged to express themselves freely (cfr. Braun and Clarke 2013). For this reason, I tried

and group together, as much as possible, people who already knew each other.

3.5.3.2.1 Groups size

Being aware that focus groups are normally conducted by involving a number of people that goes from six to
12 (cfr. Guest et al. 2013), for the aims of my research I found it more effective to limit the number only to
three or four people per group instead; the number is definitely small and responding to a so-called “triad”
(ibid.: 218) in the case of three people, but I made this decision for mainly one reason: being the aim of my
study very specific in its scope, I thought that a larger number of participants would have generated chaotic

answers and invalid data.

3.5.3.3  Participants recruitment
Participants recruitment is the way in which a sample is created, and it corresponds to the process by which
potential participants are informed about and, if eligible, asked to join a study (Guest et al. 2013).

While worried of not finding suitable participants, I nevertheless had the chance to contact personal
acquaintances who happened to correspond to my selection criteria and asked them to participate in my study,
being careful not to provide too much information. In order to take advantage of the so-called “snowball
sampling” (Patton 2002: 237), I asked these people to help me recruit other possible participants, among their
personal acquaintances, responding to my selection criteria too. In the end, I managed to recruit a total amount
of 16 people, sorted into four groups. While finding potential participants did therefore not happen to be that
problematic, the most challenging issue was having these people all available at the same day and time. After
the recruitment, it sometimes required weeks to find a possible timeslot for all the participants involved in the
correspondent focus group, which has inevitably slowed down the data collection process.

Anyway, immediately after the recruitment, I created a chat space on either WeChat or WhatsApp for
each group to which I sent a flyer to introduce the participants to the study:
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Focus Group
Case study su L’amica geniale

CIAOQ! Grazie per aver accettato di partecipare a questo studio

Non tip non ti chi niente di di

COSA DEVI SAPERE

Q) Sto facendo una ricerca sui La storia & ambientata in un rione della
sottotitoli in cinese della periferia di Napoli e si sviluppa dagli anni
serie L'amica geniale A . 4
Cinquanta fino a oggi. E la storia
[£}) Vi faro vedere alcune scene: dell'amicizia fra due bambine, Elena e
vi fornird il contesto e la loro y S
traduzione in cinese Lila, che hanno origini molto povere.
L'unico mezzo per riscattarsi dalla
Vi chiederd di spiegarmi il 5 g o
E% significato di alcune mentalita ar'ca|ca e mescmhsta del
espressioni contesto sociale da cui provengono

sembra essere la scuola: ma mentre

Elena, grazie all'istruzione e alla sua
Se non conosci la serie, prima di bravura, cira a fuggire verso il Nord
cominciare vorrei raccontarti in Italia, Lila, a cui la famiglia impedisce di
breve la trama proseguire gli studi, rimarra legata al
rione, dove, incastrata in un matrimonio

\] infelice, lavora come calzolaia nella
bottega del padre.

INIZIAMO?

@ francesca.restucciz@unibo.it

Figure 1. Informative flyer IT

L'AMICA

GENIALE/

0l SAVERIO COSTANZO

<

Focus Grou
Case study on L'amica geniale

HI! Thanks for participating in this study!

Don't worry, | won't ask anything difficult!

WHAT YOU NEED TO KNOW
Q | am carrying out a research The story is set in a neighbourhood on
°'_:‘ the Fhisese_s"b‘i“?ﬁ"‘ the outskirts of Naples and unfolds from
the series Liamica geniale the 1950s to the modern era. It is the
I'll show you some of the i f "
O ccones 111 brovide the story of the friendship between two little

context and their translation girls, Elena and Lila, who have very poor
into Chinese origins. The only means of redeeming
I'llask you to explain the o 5
g% meaning of some lhems‘elves from th‘e archaic an(li sexist
expressions mentality of the society from which they

come seems to be education: but while

Elena, thanks to her studies and her
If you are not familiar with the talent, manages to emigrate to the north
B AR CIEAEE N AVETCR LI of Italy, Lila, whose family stops her from
LU ARNEE VSTV RL EY - LI continuing her studies, will remain stuck
in the neighbourhood, where, trapped in

\_] an unhappy marriage, she works as a
shoemaker in her father's shop.

SHALL WE
BEGIN? @ francesca.restucci2@unibo.it

Figure 2. Informative flyer EN

As shown above, | wanted the flyer to look as simple, friendly and visually striking as possible in order for the
participants not to worry about the activity and to make them feel at ease in participating. I therefore inserted
a picture on the top, tried and use a simple and as-catchy-as-possible language, made use of symbols, colored
patterns and arrows and targeted the participants directly (e.g. Hi, I'll show you; I'll ask you); 1 used a bullet-

point list to provide the essential information needed and added a very short sum-up of the plot, for those
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participants who were not familiar with it®; finally, I invited the participants to start the session (shall we

begin?) on the bottom of the flyer.

3.5.3.4 Online vs in person

Focus groups represent a qualitative research method that has normally been conducted face-to-face (Hinkes
2021), but online practices, although not much represented in literature, are becoming more and more popular
among researchers, giving the chance of collecting, through alternative mediums, qualitative data otherwise
difficult to reach via offline approaches (Woodyatt et al. 2016).

The restrictions imposed by the pandemic made it impossible to go to China to carry out parts of the
fieldwork related to this study. Therefore, some focus groups have been conducted in person, in Italy, and some
of them had to be delivered through online platforms in the form of synchronous video-based online focus
groups (Hinkes 2021) with people being either in China or, in any case, in different countries.

As previous studies such as Woodyatt et al. (2016) show, although the data collection may differ from
in person and virtual face-to-face focus groups in terms of the format in which the focus group is carried out,
its content can however be quite similar (see also Brown 2022). Indeed, both in person and online focus groups
followed the same discussion guide to ensure comparability. However, online sessions made it necessary to
adopt some strategies to overcome several challenges generated by the online environment, such as technical
issues, participants engagement and interaction or the detection of facial expressions. First, it was essential for
all the participants to have proper access to a stable connection with a webcam device: this caused some issues
in a couple of sessions, in that sometimes the internet connection of some participants was unstable hindering
communication smoothness; however, these issues have been quickly solved by restarting the participants’
devices. Another issue determined by conducting virtual focus groups is the reduced chances of interaction
and of engagement (cfr. Brown 2022) determined mainly, as far as I experienced, by taking turns in speaking
to avoid confusion: this required me to increase probing, but it did not severely affect the outcome of the

discussions.

3.5.3.5 Focus groups’ pre-pilot structure

In order to test the audience reception of the selected translations, as well as whether the presumed
mistranslations are actually perceived as such, focus groups were designed as follows:
Section 1. Ice-breaking questions;
Section 2. Cases analysis:
1. Every pre-selected case was introduced by the general context in which the scene takes place;
2. Participants were provided with the given Chinese translations, grouped according to similarities and

presented in a specific order;

%5 Even though the plot is actually more complex and deeper than described in the flyer, giving too much information and
personal interpretation of some of the plot themes would have biased the data collection: I only wanted to make the
participants to be at least aware of who the main characters are and where the story is set.
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3. Questions asked: What do you think it is happening? Could you describe the meaning of these
sentences?
4. Participants watched the videoclip in Italian;
5. Participants were provided again with all the translations;
6. Questions: What does the Italian expression mean? (for Italian L2 speakers); after watching the video,
what is/are the Chinese expression(s), among these, that allows you to better understand the scene?
Section 3. Follow-up questions: If you want to watch an Italian film or TV series, what resources do you use?

Have you ever made use of non-professional subtitles? If so, what do you think of those translations?

3.5.3.6  Pilot test 1 and participant recruitment
The initial intention was to show all the scenes both to Italian L2 speakers and to people with no knowledge
of Italian. I did a first pilot test with three Italian L2 speakers, who actually revealed that this design had to be
redefined.

As already mentioned, participants have been recruited through personal acquaintances (two people)
and snowballing sampling: four people have been recruited in total, but only three of them eventually showed
up.

3.5.3.6.1 Location and setting

The pilot test took place in a classroom at the Department of Interpreting and Translation of the University of
Bologna — Forli. [ arrived one hour in advance in order to verify whether everything was working (audio, video,
projector, etc.). Then, I tried and made the room look as welcoming as possible. I put three chairs in a circle
around a small desk on which I put three bottles of water, two cans of Coke and one of Fanta and a tray of
pastries. The classroom had a desk in front of all the chairs, with a computer from which I could have handled
the power point presentation. However, I thought that this kind of disposition would have made the participants
feel like they were attending a lecture or that they were being tested for an exam. Therefore, I turned the screen
towards the audience and put my chair together with theirs, in a circle.

I prepared two copies of the Informed Consent and of the Information on the Processing of Personal
Data Sheets each for each participant (one for me and one for them) that they were required to read and sign
before the beginning of the test and put them on each chair together with extra paper (in case they needed to

take some notes).

3.5.3.6.2 Focus group session

When the participants arrived, I warmly welcomed and invited them to have a seat and to help themselves to
some refreshments. I then asked them to sign the ethics-related modules and briefly explained what we were
going to do. I then started the recording and began following the discussion guide.

In the next paragraph I will present the outcome of the pilot test through a post-event debrief, adopted
from Guest et al. (2013).

3.5.3.6.3 Debriefing

e  Research objectives — discussion guide
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Generally speaking, the structure of the discussion guide aligns with the purpose to test the audience
reception: participants followed my instructions and discussed on the given sentences both before watching
the videos, according only to the very short context I previously provided, and after watching it. This
allowed me to actually understand the very first meaning of the sentences and, secondly, to have proof of
their functioning or non-functioning when applied to the given context and scene. However, I noticed that
when discussing language-specific cultural references, belonging to the domains of Idioms and Sayings,
participants were not precise in answering or on establishing whether an option was suitable or not, and
contradicted themselves very often. Also, they had the tendency to provide alternative solutions to translate
the Italian sentences under scrutiny: this may be due to the fact that, being all the participants Italian L2
speakers, they were too aware of the original meaning and felt apparently unsatisfied with the given
translations. As interesting as it may sound, this tendency did not allow me to effectively evaluate the
already given versions, unless considering them all mistranslations.

Another issue that emerged is that one participant seemed not to have fully understood the goal of my
questions and often commented the translations focusing on different and marginal parts of the sentences
rather than the expressions highlighted, so I often felt the need to ask him probing questions to receive
more precise opinions on why one solution was appropriate or not.

e Participants engagement

I immediately noticed that one participant was quite silent and that another one was prevaricating over the
others. Therefore, I tried and involve everybody through probing questions such as “Do you all agree?” or
“Does someone have different opinions?”, or directly asking one of them “What do you think of this?”.

This attitude proved to be useful to have them all engaged.

o Length of the focus group

The main issue emerged from the pilot test was time. As I expected, the examples to be analyzed were too
many (23): however, before the pilot test I had no clues on the amount of time that would have been
necessary to discuss each item. The pilot test lasted one hour and half: in this period of time, we managed
to discuss eight cases and a half out of 23. Moreover, in the last 30 minutes I noticed a dramatic loss of
engagement from all the participants, which — should we have continued the discussion — would have

definitely influenced their answers and altered the data.

3.5.3.7 Discussion guide modifications after pilot 1

Because of the issues emerged during the pilot for what concerns Language-specific cultural references and

because of the time issues, I decided to split the discussion guide into two different parts: the first one including

only Extra-Linguistic cultural references (15 cases), to be addressed to Italian L2 speakers, and the second one

including only Language-specific cultural references (eight cases), aimed at participants with no knowledge

of Italian. In this way, I had the chance to both reduce the length of the focus groups’ sessions and to avoid the

biases, due to the participants’ understanding of the original dialogues, noticed for what concerns Idioms and

Sayings.
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3.5.3.8 Pilot test 2 — online mode, ECRs

In order to test both the adjusted discussion guide and the online mode that would have been adopted for some

of the groups, I ran a second pilot test:

Modality: online;

Participants’ requirements: Chinese native speakers; Italian L2 speakers (B2-C1);

Participants recruitment: Participants have been recruited thanks to the help of a friend, who recruited four

people living in Beijing. Only three of them eventually showed up.

Material typology: Extra-linguistic cultural references.

3.5.3.8.1 Pilot test 2 debriefing

Research objectives and discussion guide: | immediately noticed, since the very first case analyzed,
that providing the context of every scene and showing the translations before watching the video did
not always work that much: sometimes, participants looked puzzled and had difficulties in explaining
the sentences and guessing what was going on. When this happened, I adjusted the discussion guide
on the spot and jumped directly to the video and, subsequently, to the dialogue’s translations. This
proved to be more effective, even though sometimes I had the feeling that participants did not
understand the scenes and the dialogues anyway, probably due to their being unaware of some cultural
references.

Length of the session: 2 hours and half.

Participants’ engagement: since the very beginning of the session, I noticed two participants being
reluctant in opening their cameras and in answering even icebreaker questions, whereas the third
participant was instead very communicative and confident. After a while, they turned their cameras
on, but while I was on screen sharing mode, I could not see their faces, which proved to be challenging
because very often they tended to nod, smile or shake their head instead of speaking. Facial expressions
and gestures happened therefore to be fundamental for me to follow and guide the discussion, so I
reduced the dimensions of the Power Point on my screen and kept both the meeting window and the
slides open at the same time. In order to have all the participants engaged, I again made use of a lot of
probing questions such as “Do you all agree?”, “Does someone have a different opinion on this?” or |
directly addressed the participants by their names. This appeared to be useful to make them talk, but
at the same time I had the impression it made them feel like they were being tested and evaluated, even
though I had made sure to explain that the activity was not meant to be an exam, and I had tried my
best to make them feel at ease. This may be due both to the fact that online interaction is less natural
than in person and of course to the shyness of the two participants. Language might also have been an
issue: the two shy participants seemed to have an inferior level and experience than the other one, but
I had told them, at the beginning of the session, that they could have also used Chinese to talk among
themselves or to answer my questions in case they felt it difficult to do it in Italian. Still, while

sometimes they actually did use Chinese, they tended to be very silent anyway.
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Since I managed to adjust the discussion guide and the design of the focus group on the spot, and this did not

influence the outcomes of the discussion, I decided to consider the data collected from Pilot 2 as valid data.

3.5.3.9 Pilot test 3 — Language-specific cultural references

Since, as already mentioned, I split the discussion guide into two different typologies (one for Italian L2

speakers with ECRs and the other for people with no knowledge of Italian with IRs), I decided to conduct

another pilot test for the second type:

Modality: in person;

Participants’ requirements: Being Chinese mother tongue; having no-knowledge of Italian;

Participants’ recruitment: I directly asked four acquaintances responding to the requirements to participate.

Again, only three of them eventually showed up due to the sudden unavailability of one of them.

Material typology: Language-specific cultural references (idioms and sayings).

3.5.3.9.1 Pilot test 3 debriefing

Research objectives and discussion guide: I started with the first scene by providing the context and
showing the Chinese translations before and after watching the video, according to my very first design
of the discussion guide. However, after the first scene I realized that this structure did not work:
participants asked me to provide more context and told me that they felt it easier to watch the video
before reading the translations. From the second scene on I therefore provided more context and
showed the video right after it. After this adjustment I had the impression that it was easier for
participants to talk and interpret the translations.

Length of the session: an hour and a half.

Participants’ engagement: similarly to pilot test 1, one participant was less engaged, possibly due to
the fact that while the other two already knew each other, he instead had never met them. Anyway,
after a short while he became way more talkative and collaborative in the discussion. Generally
speaking, all the participants responded to basically every issue I asked, and I never had difficulties in

having them all engaged.

This pilot test proved to be highly successful, both in terms of the quality of data obtained and the level of

participant engagement. The participants demonstrated a high degree of interaction, addressing each question

with ease and fluidity, which suggests a strong group dynamic and a clear understanding of the discussion

topics. Remarkably, the discussion proceeded naturally, with minimal need for additional probing or

clarification from the moderator. This outcome not only highlights the effectiveness of the discussion guide

structure but also reinforces the reliability of the data collection process.

The positive results from this pilot test align with those from pilot test 2, further validating the approach

and suggesting a methodology capable of fostering productive dialogue. Given the smooth flow of

conversation and the extensiveness of responses, the data collected from this session was deemed as valid and

robust as those from the previous pilot. These findings support the decision to include the data from pilot test
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3 in the final analysis, as they contribute valuable insights and seem to confirm the overall effectiveness of my

research design.

3.5.3.10 Groups and participants presentation

In this paragraph I will introduce every group in terms of modality, participants recruitment, participants

background, challenges and issues.

3.5.3.10.1 Focus group 1 —sample A

FG 1 coincides with pilot test 2.

Modality: as mentioned, this session has been conducted online, on the encrypted platform Jitsi Meet.
Recruitment: four participants were recruited thanks to the help of a friend; only three of them showed
up.

Participants presentation:

A: female, 29 years old, she has been studying Italian since 2012 in a Chinese university (bachelor);
degree in Italian language; currently Master’s student in a Chinese university; she has never watched
Italian films/TV series with Chinese translation; she used to be a fansubber of some Italian TV series

(Gomorra and 1992) and is now a reviewer for the same fansubbing group she used to translate for.

B: female, 23 years old, she has been studying Italian since 2019; she is currently enrolled in a Master’s
degree in Italian Language in China; she has never watched L’amica geniale but she heard about it
from a friend; she has never watched Italian films/TV series with Chinese translation. She has never

been to Italy.

C: female, 23 years old, she has been studying Italian since 2019; she is currently enrolled in a Master’s
degree in Italian Language in China; she has never watched L ’amica geniale but she knows and have

watched Italian films such as Malena and La vita ¢ bella. She has never been to Italy.

Challenges and issues: the main issue encountered during this focus group session was having all the
participants engaged; as previously mentioned, two of them, B and C, happened to be tremendously
shy if compared to A. This may due to their different level and confidence in speaking Italian (even
though I had specified that, if needed, they could also have used Chinese to talk among themselves);
another challenge was having eye contact with the participants and see their facial expressions while

being on sharing mode. This has definitely made the communication less natural.

3.5.3.10.2 Focus group 2 — sample B

Focus group 2 coincides with pilot test 3.

e Modality: in person, conducted in a classroom of the Department of Interpreting and Translation in

Forli, University of Bologna; the setting of the classroom has been organized as in pilot test 1, namely
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with all the chairs, included mine, put in a circle around a desk on which beverages and pastries were
offered.

Recruitment: four participants have been recruited on personal acquaintance; only three of them
eventually showed up.

Participants presentation:

D: female, 26 years old, Ph.D. student. She can’t speak Italian apart from greeting words; she has some
basic knowledge of Italy (culture, food); she has been living in Italy for a year, first time; she has

watched the first season of L ’amica geniale and the Italian film Malena.

E: male, 35 years old, Ph.D. student. He cannot speak Italian except from greeting words and very
basic knowledge of grammar; first time in Italy; he has been living in Italy for three years but constantly
going back and forth between China and Italy. He is not used to watching Italian films or TV series,
but he has watched something about Italian food. He has no knowledge whatsoever of L ‘amica geniale

(“I know nothing about it”).

F: female, 24 years old, lecturer of Chinese language. She can’t speak Italian apart from greeting words
or basic sentences to ask the price and to order food in a restaurant; it is her first time in Italy, she has
been living in Italy for 3 months; she has a basic knowledge of Italian culture and history learnt in high
school. She has never watched L ’amica geniale but she has watched the Italian films Malena and

Vacanze romane.

Challenges and issues: Apart from an initial shyness showed by participant E, no relevant issues or

problems arose during this section. Everything went really smooth.

3.5.3.10.3 Focus group 3 —sample A

Modality: in person; the session has been conducted in Italy.

Participants recruitment: I asked an acquaintance who responded to my selection criteria to
participate and to involve, if possible, some friends responding to the same requirements; she recruited
three friends and organized the activity at her house.

Participants presentation:

G: female, 27 years old, Ph.D. student. She has been studying Italian for 5 years. She holds a degree in

Music studies obtained in Italy. She has been living in Italy for 5 years. She has never watched L amica

geniale but she knows some Italian TV programs such as Pechino Express.

H: male, 29 years old, student and teacher of piano. He has been studying Italian for 3 years and he has

been living in Italy for 3 years. He has never watched L amica geniale but he has watched the Italian TV

series Skam with Chinese translation.

I: male, 24 years old, he works as a shop assistant. Born and grown up in Italy, he holds a degree in

Economics obtained in Italy. He has watched a couple of episodes of L’amica geniale in Italian on

television.
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J: male, 29 years old, student and teacher of music. He has been studying Italian for 3 years and he has
been living in Italy for five years. He has watched L amica geniale with Chinese subtitles: even though he
had difficulties in understanding its cultural context, he nevertheless mentioned the very interesting nature

of its plot and the culture described by the series. He is not familiar with other Italian films or TV series.

3.5.3.10.4 Focus group 4 — sample B

e Modality: online on Jitsi Meet.

o Participants recruitment: I asked a friend of mine living in Luxembourg to participate and to involve
three friends of her; she recruited three people all living in Europe.

e Participants presentation:

K: female, 27 years old, PhD student. She cannot speak Italian at all; she has a very basic knowledge of

Italy and its history; she has been to Italy (Milan, Pisa and Rome) as a tourist. She has never watched any

Italian film or TV series, included L amica geniale, but she heard about both the novel and the TV series.

L: female, 25 years old, student of Business Administration. She has been living in Germany for 2 years.
She cannot speak Italian, and she has never been to Italy. She has never watched any Italian film or TV

series, and she knows nothing about L’ amica geniale.

M: female, 25 years old, student of Economics. She has been living in Germany for a not specified number
of years. She cannot speak Italian, but she has been to Italy as a tourist (Rome, Naples and Florence). She
has a very basic knowledge of Italian food (“the Napoli style of pizza”) and of Italian history. She has

watched L’amica geniale with Chinese subtitles but no other Italian films or TV series.

N: male, 26 years old, Ph.D. student. He has been living in Germany for a not specified number of years
too. He cannot speak Italian, and he has never been to Italy. He has never watched L ‘amica geniale but he

heard about the novel. He has watched La vita é bella.

3.5.3.11 Data Analysis

To conduct a comparative analysis of the four focus groups, a systematic approach was followed after
transcription to examine their content.

First, transcripts were paired according to their respective sample groups: two transcripts from Sample
A (Italian L2 speakers) and two from Sample B (non-speakers of Italian). This initial grouping allowed for a
focused comparison within each demographic. Secondly, for each sample, I analyzed responses to each
videoclip and corresponding questions by repeatedly reading both transcripts in sequence. This iterative
process facilitated the identification of common patterns, as well as significant differences in the participants’
understandings and interpretations of each item. Lastly, the identified similarities and divergences were
interpreted within a comparative framework. By systematically comparing the focus groups, it has been
possible to gain a nuanced understanding of how different translation solutions might influence the reception
and interpretation of the content, taking into account the participants’ different linguistic and cultural

backgrounds.
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The results of the analysis are described in Section 4.6.

3.5.4 Transcription

Transcription is an important phase of qualitative research and, given that a qualitative analysis relates to
transcripts and not original files, it must be carried out meticulously.

It must be specified that a transcription is a “representation” (Braun and Clarke 2013: 162, emphasis
in the original) of an original audio recording, which is the result of the interaction between the transcriber and
the audio file (ibid.). This implies that the transcriber must choose what and how to transcribe. A transcription
can be orthographic, i.e. verbatim, or include more paralinguistic and phonetic information. To answer my
research questions, I relied on the content of the interviews, thus in this research I adopted an orthographic
form of transcription.

The aim of an orthographic transcription is “to create as clear and complete a rendering of what was
uttered as possible” (Braun and Clarke 2013: 163). For this reason, “Nothing should be ‘corrected’ or changed”
(ibid.) to make the participant sound more fluent, “but the whole point is to capture sow people express
themselves” (ibid., my emphasis). Thus, every utterance must be transcribed verbatim.

One of the most influential transcription systems is Jefterson’s (2004). Based on his model, which was
considered as the most detailed one covering a comprehensive variety of communication nuances, I adapted

mine, reported in Tab. 17.

Feature Notation system
Speakers and turn- | For data protection reasons, no names of the interviewee are indicated. Rather, they are
taking signaled by “I”, as Interviewee, followed by a colon. My turn taking is instead signaled
by “M”, followed by a colon, as ‘Moderator’.
Laughing ((laughing)) indicates the interviewee or the moderator laughing, whereas ((general
laughter)) indicates both the interviewee and the moderator laughing at the same time.
Pause Long pauses during more than 3-4 seconds are indicated by ((long pause)); shorter

pauses, lasting 2 seconds are indicated by a full stop between parenthesis: (.).

Very short hesitations of less than 2 seconds are instead indicated by 3 dots.
Overlapping ((In overlap)) indicates something pronounced in overlap with the other speaker, whose
utterance is transcribed, too, reporting the same indication.

Inaudible speech | Where the recording is not clear and an utterance cannot be traced, the gap in the
transcription is indicated by ((inaudible)). When an utterance is not clearly audible, and
the transcription is a guessing of the recording, the given word/sentence is reported
between parenthesis, e.g. ‘because it the (fact) is not so good’.

Non-verbal Non-verbal forms of hesitation are transcribed into ‘erm’ or ‘er’.
utterances
Punctuation Punctuation has been predominantly omitted, as it can alter the interpretation of

discourse (Braun and Clarke 2013). In some cases, for the sake of readability, sentences
have been separated through a full stop. This has been done carefully, on the basis of
intonation — upon listening to the audio recordings several times.

Cut-off speech Signs of hesitation represented by cut-off speech are signaled by a dash after the last
hearable sound, e.g. ‘I was translating jus-’.

Actions Some relevant actions are described between square brackets, e.g. [showing something
on the phone].

Foreign words Words belonging to another language are transcribed in italics, e.g. ‘1 mean solare’ —

except for Chinese characters.
Table 17. Transcription system adopted
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The whole transcribed texts are reported in the Appendix 3.

3.5.4.1 Producing the transcriptions

I relied on an automatic transcription software, Whisper GUI v0.5.1.0%, to speed up the process of transcription.
Whisper is a graphical user interface for using Open Al’s Whisper’s automatic voice recognition models. It can
be used via tiny, medium and large models and it covers a variety of language combinations. The advantage of
this software is that, contrary to many others, it works locally, offline, and it does not upload and store anything
on the cloud, making it safe to use for participants’ personal data protection.

After uploading the .mp4 recording file and selecting the language, the software automatically
transcribes it into either a .srt, .txt, or .vtt format file. I selected a .txt format, which I subsequently converted
into a .docx file. I then listened to every recording and stopped it after every sentence to annotate my

transcription file according to the transcription system outlined in Subsection 3.5.4.

3.5.5 Ethical issues

Both the netnographic study, conducted via archival data collection and semi-strucutred interviews, and the
audience reception study carried out by means of focus groups discussions required different ethical

considerations that were taken into account.

3.5.5.1 Interviews and archival data

Conducting a (n)ethnographic study implies describing social and cultural phenomena in great detail through
the researchers’ immersion in an authentic field (Huang et al. 2023). This is done via a variety of methods that
can range from participants observation to conducting interviews. Considering the online nature of an online
translator community, one must consciously consider what are the boundaries of the research field and establish
carefully to what extent the researcher has the right to access and appropriate the pieces of information
retrievable online (cfr. Huang et al. 2023). (N)etnography poses several ethical issues that must indeed be taken
into account, let alone if studying an online illegal subtitling community.

I was investigating both an official translation — whose authors are not overtly mentioned anywhere —
and an illegal subtitling phenomenon, whose creators’ real identities are, inevitably and consciously, out of the
available public eye. My entitlement to put them all on the spot is — I believe — null, unless abiding to
meticulous data protection measures. These, in my experience, encompass accessing the field, obtaining

participants’ informed consent, data management and data dissemination.

 WhisperGUI is a graphical user interface (GUI) for Whisper.CPP (https://github.com/ggerganov/whisper.cpp), a high-
performance application for using OpenAl Whisper’s automatic speech recognition models. OpenAl Whisper
(https://opepai.com/blog/whisper) is an automatic speech recognition (ASR) system based on neural networks, trained on
680,000 hours of web-collected and supervised multilingual and multitask data, released by Open Al as open source.
Static binary versions (https://github.com/eugeneware/ffmpeg-static) of FFMPEG (https:/ffmpeg.org) are used to convert
audio/video files to a usable format. WhisperGUI was realised by Gabriele Carioli and Eros Zanchetta for the Department
of Interpretation and Translation of the University of Bologna, Italy.
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3.5.5.1.1 Accessing the field

Accessing the official translation’s field required first having access to some apparently ‘private’ pieces of
information, in that — as already mentioned throughout this thesis —no overt mentions on the official translators
are available anywhere. This meant negotiating access to several sponsorships that provided me with useful
insights and ‘drove’ me to the gatekeeper who eventually gave me permission to enter the field and conduct
an interview with one of the translators.

The non-professional field is a different matter. First, I observed the fansubbing groups’ websites and
social networks, taking screenshots whenever needed: these constitute my archival data. Since the websites
and social networks are publicly available online, I did not need to negotiate access.

On a second phase, thanks to the gatekeepers, I negotiated access to a deeper layer of the field.

Interviewing both the official side and the non-professional one required informed consent.

3.5.5.1.2 Obtaining participants’informed consent

Obtaining the participants’ informed consent implies informing them on any potential risk and right related to
their participation in the given research. This is done either in an oral form or upon signing an Informed
Consent sheet.

I conformed to the ethical standards of the Bioethics Committee of the University of Bologna to
compile my Informed Consent and Information on the Processing of Personal Data Sheets to be adopted in the
research process; these documents, upon the Ethic Committee approval, have been used to collect participants’
consent. The Informed Consent Sheet adopted included the following (see Appendix 2):

e ashort introduction about the subject and aims of the research;

e a brief explanation of the activity to be carried out;

e statements outlining: the rights of the participants, explaining that participation is voluntary and with
no risks for the participants; that anybody can withdraw from the study in any moment with no
consequences; that every participant has the right to ask for information on the results of the research;

e a section explaining the measurements adopted to guarantee the participants’ anonymity and the
treatment of their personal data;

e contacts of the researchers responsible of the study.

The second document is the Information on the Processing of Personal Data Sheet, which, similarly, included

the following (see Appendix 2):

e an introduction to the project: purposes and methods of data processing;

e a section explaining how personal data were collected and processed, the duration of the data
processing (max. 2 years);

e asection stating that after the data processing every participant may be asked to participate in another
interview or focus group session and that the University may in any time contact them again to ask for

clarifications or particular aspects of the research or to further research inquiries;
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e information on the processing of personal data, to be stored for max. 5 years and to their possible
communication, in anonymous form, to project partners;

e information concerning the dissemination, outlining that the data will be disseminated only in strictly
anonymous form through scientific publications and conferences;

e asection specifying that, in case of a known person, it is up to the participant whether to have his or
her personal data anonymized through a pseudonym or not;

e two sections providing information about data storage for future research activities (max. 5 years) and
about the conservation and processing of data for administrative purposes required by law;

e a section outlining the legal basis of the treatment of personal data according to Regulation (EU)
2016/679 (General Regulation on Data Protection) and Regulation (EU) 2016/679 art. 9 in the case of
special categories of personal data;

e a section indicating that the participant may withdraw from the study without prior communication
with no consequences and immediately revoking the Informed Consent Sheet;

In sum, this document gave the participants the option to give or not give consent for:

e the processing of their personal data;

e the processing of images;

e the processing and publishing of interviews/focus groups without identification data;

e the processing and publishing of interviews/focus groups with identification data;

the storage and further use of personal data.

Both the participants and the researcher signed the modules in two copies, one to be given the participants and
one to be stored by the researcher. Once consent was obtained and data collected, these had to be managed and
stored taking particular measurements to personal data protection.

The Informed Consent Sheet and the Information on the Processing of Personal Data Sheet were sent
a couple of days before the interview in order for the participants to be thoroughly informed about the interview
and the way in which data would have been collected and treated.

The pieces of information I gathered through the process of accessing the official translation field, as
well as parts of the non-professional one — accessing F1 and F2 in particular — did not require any informed
consent, in that my interactions simply served as guides to my final target, and did not involve sensitive data
or individuals requiring consent. However, since several individuals are involved, I do believe it necessary to

take cautious measures in managing, storing and disseminating these data.

3.5.5.1.3 Data management and storage

Several data have been collected throughout the whole research.
Archival data, although publicly available online, are nevertheless related to the investigations carried
out through interviews; thus, special care has been adopted to manage and disseminate them in anonymous

form (cfr. Subsection 3.5.5.1.4 on the anonymization of identification data).
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Every interview was audio-recorded and subsequently transcribed. Upon every participant’s consent,
in order to protect personal data, the original audio-recordings are stored in an encrypted folder accessible only
by the researcher until the end of the data processing (max. 2 years) and will then be destroyed. The
transcriptions including potential identification data will be stored for a maximum of five years for research
purposes. A second copy of every interview transcription is instead anonymized, eliminating any identification
data or any potential reference that may reconduct to a physical known person (cfr. subsection 3.5.5.1.4). After

the 5-year storage period of time, only the anonymized copies will be kept.

3.5.5.1.4 Anonymization of identification data

In order to eliminate any potential risk of harm to the participants due to unpredicted exposure, several

measures have been taken up. Specifically:

e Archival data are publicly available online, thus it did not deem necessary to collect any participant’s
consent. However, since these data are then integrated with those collected through interviews, in order
not to provide any potential path of identification I will not report any screenshot and I will just
describe their content without making specifically reference neither to the group’s real name nor to its
adopted pseudonym (F1, F2, etc.). In this way, any potential identification of personal data is hopefully
avoided.

e Every participant’s identification data has been carefully removed from the interviews transcriptions
and substituted either by paraphrase — signaled by square brackets, e.g. ‘I have been working for two
years at [company name]’ — or by pseudonyms (e.g. F1). In line with this, I substituted or paraphrased
also personal statements (e.g. ‘I got married’) and also some of my personal statements that might
have caused the participants’ identity exposure, e.g. ‘I used to study in [same university as the
participant]’ etc.

It is worth underlying that even precise references to the translation of a specific episode have been
removed, in that — as Huang et al. (2023) warn about — identification data and online information can
be easily traced even from short excerpts from posts or online pseudonyms by today’s search engines
and IP hackers. The non-professional groups are indeed referred to by F + a number from 1 to 5 (F1,
F2, F3, F4, F5). Only I know the correspondent relationship between the number and the group.
Similarly, no explicit reference to the individuals interviewed is made, and they are called ‘the
participant’, ‘the member of F1°, ‘one of the translators of the official subtitles’, etc. Moreover, one of
the interviews has been carried out in Italian: this implies that, according to Italian grammar, the gender
identity of the speaker is revealed (e.g. ‘sono andata’, female; ‘sono andato’, male): thus, I neutralized
every stance of potential identity exposure by substituting every verb inflection with an asterisk (*) or
by referring, in English, to the participant as ‘they’.

Data are thus disseminated in aggregate and pseudonymized form — ‘one member of...’, ‘one of the

translators...” — to ensure personal data protection.
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3.5.5.2  Focus groups discussions

Although there were no significant risks of identity exposure associated with participating in this research’s
focus group discussions, a series of ethical precautions have been implemented to ensure confidentiality and
participant protection. As I did for conducting interviews, I conformed to the ethical standards of the Bioethics
Committee of the University of Bologna.

I submitted the Informed Consent Sheet and Information on the Processing of Personal Data Sheet
previously designed and adapted to my research to the Committee for approval, that were to be signed by the
participants. The Informed Consent Sheet adopted, which every participant had to read and sign was sent a
couple of days before the focus group session in order for the participants to be thoroughly informed about the
activity and the way in which data would have been collected and treated. The document is included in
Appendix 2.

The second document to be signed by the participants is the Information on the Processing of Personal
Data Sheet, which, too, conformed to the indications of the Bioethics Committee of the University of Bologna
and which is included in Appendix 2.

Both the participants and the researcher signed the modules in two copies, one to be given the

participants and to be stored by the researcher.

3.5.5.2.1 Anonymization of personal data

In order to comply to the anonymization requirements listed in Subsection 3.5.5.1.4, all participants’
identification data had been substituted with a pseudonym: participants are thus indicated by means of letters
from A to O to identify them.

Contrary to what I did for the anonymization of personal data related to interviews, due to a lower risk
of personal identities exposure, no gender neutralization has been applied. Rather, gender, as well as the
participants’ personal and cultural background, has been considered to be potentially influential in their

answers and interpretations.

3.6 Researcher’s positionality

Any ethnographic research involves the direct engagement between the researcher and research participants.
Establishing the researcher’s positionality, i.e. who the researcher is and what position they hold to the research
participants, is thus an essential measure, as it allows to recognize the researcher as an instrument of data
collection (Sybing 2022). Indeed, as Lensmann (2016) underlines, ethnographic researchers are not supposed
to be neutral observers but are very much part of the research process. As such, their relationship with
informants becomes a part of the process as well (ibid.).

The dynamic, dialectical interaction between researchers and participants in qualitative ethnographic
research serves to uncover specific phenomena, while also revealing aspects of the researchers’ identities and
shaping their relationship with participants (Yip 2024). Such a process can significantly influence both the
research outcomes and the credibility of the findings (Pezalla et al. 2012; Berger 2015). Therefore, it is

essential for researchers to disclose their own identities, perspectives, and positionalities (Yip 2024).
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Research on positionality traditionally recognizes the insider versus outsider role when researching
across cultures (ibid.). As Dwyer and Buckle (2009) underline, the researcher’s involvement in the group or
context being studied is a crucial aspect across all qualitative methodologies, given the direct and personal role
the researcher plays in both gathering and analyzing data. Indeed, Lensmann (2016) urges that the researchers’
positioning is of particular importance because it determines what they can have access to, and accessing the
field is the core of every ethnographic study (see Hammersley and Atkinson 2007).

Whether the researcher is an insider, sharing characteristics, roles, or experiences with participants, or
an outsider without these shared commonalities, their identity — including their status in relation to the study’s
participants — is a fundamental and constant factor that shapes the research process (Dwyer and Buckle 2009).
The insider-outsider debate centers around whether a researcher’s personal identification with the community
being studied provides an advantage or disadvantage. An insider researcher shares characteristics, such as
identity, language, or experience, with the group they are studying, while an outsider researcher does not
(Holmes 2020). Each role offers unique benefits and challenges.

Insider research occurs when researchers study groups of which they are members, meaning they share
an identity, language, or lived experiences with their participants (Asselin 2003, Dwyer and Buckle 2009).
Being fully integrated into the group provides researchers with a certain degree of credibility or, conversely,
potential bias (Adler and Adler 1987). The insider status often allows researchers to be accepted more quickly
and fully by participants, encouraging greater openness and leading to richer, more in-depth data collection
(Dwyer and Buckle 2009, Holmes 2020); however, insiders may also face challenges such as potential biases
due to familiarity, assumptions about shared knowledge, or difficulty maintaining objectivity (Holmes 2020).

On the other hand, being outsider researchers, although not sharing common traits with the community
under investigation, can nevertheless benefit from bringing fresh perspectives and being able to ask questions
that insiders might not think of. However, they might still struggle with gaining trust and acceptance within
the community (ibid.).

Given the advantages and disadvantages of both ‘positionalities’, Dwyer and Buckle (2009) suggest
going beyond this dichotomy, as

one does not have to be a member of the group being studied to appreciate and adequately represent the

experience of the participants. Instead, (...) the core ingredient is not insider or outsider status but an ability

to be open, authentic, honest, deeply interested in the experience of one’s research participants, and

committed to accurately and adequately representing their experience (ibid.: 59).

Bearing this approach in mind and being aware of the importance of positionality in my research, although
having some experience as a translator myself, I nevertheless positioned myself as an outsider both for what
concerns the semi-structured interviews with the translators and the focus groups discussions with the pre-
selected audience samples.

Indeed, in both interviews and focus groups I had to face one primary issue: the research informants
and I do not share the same culture, as I am Italian, and they are all Chinese. As previously mentioned in
Subsection 3.3.2.1, if we consider Hofstede et al.’s (2010) cultural dimensions theory, as well as Hall’s (1976)

distinction between high and low-context cultures (see Subsection 3.3.2.1), Italy and China differ in key
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cultural aspects. What is interesting for the aims of my reflection on positionality are in particular the different
perception of power distance the two cultures have (Hofstede et al. 2010) and their divergent communication
styles (see Hall 1976).

Traditionally, China values hierarchy and power relations way more than Italy®’. For this reason, I
believed that my position as a researcher would somehow intimidate my informants, in particular the
translators to be interviewed. Bearing this in mind, as outlined in Subsections 3.5.2.1 and 3.5.2.7, | wanted to
play safe and, after gaining access to both the official translators and the non-professional ones, I tried to build
as much rapport as possible. As previously described, although mentioning my role as a Ph.D. researcher, I
expressed my passion towards translation and L’amica geniale and shared my status of a Chinese language
learner with all my informants. By doing this, I tried to find a link between me and them that could help me
build a good relationship. Moreover, I reassured the participants that I would not ask difficult questions, and
that any personal data would be protected (see Subsection 3.5.5). This way, I wanted the participants to feel
safe and at ease, without perceiving me as a sort of inquisitor. Similarly, as for what concerns the participants
in the focus groups, I was afraid they would perceive me as an examiner. Thus, as previously outlined in
Subsection 3.5.3.6.1, I tried to make them feel at ease by offering snacks and by physically positioning myself
at the same level as theirs, i.e., when the discussions took place in a classroom (pilot test 1 and FG 2, see
Subsections 3.5.3.6 and 3.5.3.10), I did not sit behind the teacher’s desk but rather put all the chairs in a circle,
included mine, to avoid putting any “power distance” between me and them. I however could not rely on this
arrangement when the focus groups took place online (FG1 and FG4, Subsections 3.5.3.10.1 and 3.5.3.10.4).
In those occasions, I had to face the second main issue in terms of how I positioned myself: the communication
style.

In high-context cultures like China, communication tends to be more indirect, relying heavily on
situation, non-verbal cues, shared understandings, and subtle gestures (Hall 1976). In contrast, low-context
cultures such as Italy often prioritize direct, explicit verbal communication. This cultural difference can
significantly affect how interviews and discussions in general are conducted, interpreted, and how rapport is
built between interviewers and participants. While this did not prove to cause significant challenges in most of
the interviews or focus groups discussions, it nevertheless emerged specifically in the interview with F1 (see
Subsection 3.5.2.10) and in FG 1 (see Subsection 3.5.3.8), which were both conducted online. As mentioned
in the correspondent Subsections 3.5.2.10 and 3.5.3.8, both these discussions were characterized by long
pauses and silences of the interviewees. While this may be due to shyness or language challenges, as both the
discussions were conducted in Italian, I found myself struggling and impatient of filling every silence with
probing questions. This may have somehow biased some of the interviewees’ answers. Additionally, in
particular during the focus group discussion (FG1), two of the participants kept their camera off for a great
part of the discussion, which made it impossible for me to grasp their facial expressions and non-verbal

communication.

7 In Hofstede’s et al.’s (2010) dimensions, Italy scores 50/100 in terms of power distance, while China scores 80/100,
underlying China’s higher value over power distance.
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Although being myself an expert in translation, these differences in culture values clearly made myself
positioned as an outsider. On the other hand, I believe I brought an in-depth understanding of both languages
involved in the process; yet, the cultural dynamics still positioned me as an outsider, particularly because

navigating different cultural values.
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4 Data analysis

In this chapter, I present the data analysis related to the three different approaches constituting the methodology
adopted: the comparative translation study, the semi-structured interviews and the collection of archival data,
and the focus groups discussions. As specified, these three methods are closely intertwined and collectively
aim to address the broad research objectives outlined in the Introduction and in Section 3.1. As they support

each other’s corresponding findings, they are thus considered together in a continuous manner.

4.1 Comparative study

Through the comparative study data collection, I retrieved a total amount of 516 cultural references that are
thus subject of my analysis. These, as specified in Subsection 3.3.3.1, have been divided into ‘Extra-linguistic
cultural references’ (359 cases) and ‘Language-specific cultural references’ (154 cases), furtherly subdivided
into the previously indicated domains and sub-domains (Subsection 3.3.3.1). Table 18 below shows the

retrieved number of references for each domain and subdomain.

EXTRA-LINGUISTIC CULTURAL REFERENCES
Domain Subdomain Sub-subdomain Number of cases

Brand Names 7

Food and Beverages 50

Ethnographic Objects from dally 13

References life
Shops, Bars,
28
Restaurants

Work 5

13 third
Cultural Heritage Books, films, songs 12
culture
Historical 9 2 third
references culture
Art, media and Real/fictional - 5 third
culture characters culture
Religious references 1
Symbolic 5
works/monuments
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Toponyms 84
Geographical
Natural Environment R f P Proper names of
clerences Geographical 2
Objects
Festivities 5
Folklore 7
Conventions and
) Rituals 10
Habits
Weights and 5
Measures
Classes subdivision 11
) Educational Grading system 23
Social References
References School-related 18
references
Institutions and ;
functions
References to
Military institutions
socio-cultural life . 1
and objects
Socio-political life 20

LANGUAGE-SPECIFIC CULTURAL REFERENCES

Courtesy

expressions :
Exclamations 20
Metaphors 6

Lexical Figures of speech
Similitudes 2
Idioms 77
Proverbs 2
Sayings 38

Grammar-related
Morphological issues )
Latin-related issues 4

Table 18. Subdivision of cultural references by domains and subdomains

As it is observable, the most numerous sub-subdomains are Toponyms (84), Idioms (77), Food and Beverages
(50), Sayings (38), Shops/Bars/Restaurants (29), Grading system (23), School-related references (18), Classes

subdivision (11).
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In the following sections I will present the classification of the retrieved cultural references focusing
on the most relevant examples for each sub-subdomain. Since both the Hypothesis and the Research Questions
that guide this research are structured around the comparison between the official subtitles and fansubs, the
data will be reported in a manner that reflects this, i.e. by presenting the translation solutions adopted in the
official translation first and compare them to the ones adopted instead by fansubbers right afterwards. This
approach ensures a systematic analysis of the differences between the two sets of translations.

The data will be thus reported as follows: for each sub-subdomain, I will outline 1) the total amount
of the different translation strategies adopted in all the subtitles considered; 2) the most relevant examples to
the aims of this research®: for each of them, I will compare the different translation solutions adopted in each
of the translations considered. It must be noted that, given their importance for the aims of this research, a

separate section is entirely dedicated to mistranslations at the end of each subsection.

4.1.1 Food and Beverages

The subdomain Ethnographic References includes the sub-subdomains of Brand Names, Food and Beverages,
Shops, Bars and restaurants, Objects from daily life and Work. This subsection focuses on Food and Beverages.

Tab. 19 below reports the distribution of translation strategies adopted in each different version of the given

subtitles.
Sub- Translation
Domain Subdomain Translators Tot.
subdomain Strategy
Adaptation 3
Equivalence 13
Explicitation 13
Official Generalization 15
Loan 2 (1 EN)
Omission 2
Mistranslation 2
Adaptation 2
Cultural Ethnographic Food and :
Equivalence 11
Heritage references Beverages
Explicitation 15
- Generalization 14
Loan 1 (EN)
Omission 1
/ 5
Mistranslation 1
Adaptation 3
F2
Equivalence 16

68 All the other cases retrieved and analyzed are reported in Appendix 1.
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Explicitation 8
Generalization 17
Loan 3 (1IEN)
Omission 2
Mistranslation 1
Adaptation 4+1
Equivalence 13
Explicitation 14
F3 Generalization 14+1
Loan 1(EN)
Omission 1
Mistranslation 2
Adaptation 2
Equivalence 6
Explicitation 8
F4 Loan 3 (1EN)
Omission 1
Mistranslation 2
/ 28
Adaptation 3+1
Equivalence 14
Explicitation 9
F5 Generalization 16+1
Loan 2 (1 EN)
Omission 1
Mistranslation 4

Table 19. Food and Beverages, Translation Strategies

As it can be observable, the most adopted strategies are, on the whole, Generalization, Explicitation and
Equivalence. Specifically, it should be noted how, out of 50 cases, there is a majority of Generalizations in the
Official version (15), in F2 (17), F3 (14+1) and in F5 (16 + 1), while this strategy is by no means used by F4%.

As for Explicitation, it is adopted especially in F1 (15), where it is the most used strategy; in the
Official version it is used as much as Equivalence (13 both). Equivalence prevails instead over Explicitation
in particular in F2 (16 Equivalences and 8 Explicitations) and F5 (15 Equivalences and 9 Explicitations),

whereas it is less used than Explicitation in F1 (11 Equivalences). In F3 and F4, Explicitation and Equivalence

% Note that F1 misses 5 cases and F4 misses 28 cases because the translation of some episodes is not available either
because these groups did not provide it or because it couldn’t be found online.
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are used almost the same, with 14 Explicitations and 13 Equivalences in F3 and 8 Explicitations and 6
Equivalences in F4. The other strategies, namely Adaptation, Loan and Omission, are instead scarcely used in
each version: in the Official one, I have recognized 3 Adaptations, 2 Loans and 2 Omissions; in F1 2
Adaptations, 1 Loan and 1 Omission; in F2 3 Adaptations, 3 Loans and 2 Omissions; F3 is the one who adopted
the greater number of Adaptations (5), while I found only 1 Loan and 1 Omission adopted by this group; in F4
I have retrieved 2 Adaptations, 3 Loans and 1 Omission and in F5 4 Adaptations, 2 Loans and 1 Omission. In
the following Subsections I will outline the most relevant examples for each strategy. Each subsection is named
after the cultural reference in question and will be structured as follows: First, I will provide the source text
and its English version. Then, with the help of a table, I will present the six Chinese versions and their
correspondent categorizations, in which the target texts’ references will be highlighted in different colors’.

This will be followed by a discussion on the categorization.

4.1.1.1 Provolone

As said, the most used strategies are Explicitations, Generalizations and Equivalences. One of the most
common ways adopted to explicitate concepts is through the phonetic transliteration of the source term and the

addition of an explanation (cfr. Chen 2013), as in the case here outlined as an example:

ST: Il provolone che prende sempre mio marito.

EN: The provolone my husband likes.

ZH:
Translators TT Translation Strategy

Official — I i i WAL kB Explicitation
F1 / Missing episode
F2 — B i 7 TRAE RS e B i R R Generalization
F3 — B g A TS R =R Explicitation
F4 —RPFRIR A A FOLR ) Explicitation
F5 — g it B A L BRI, Explicitation

Table 20. Provolone, Translation Strategies

Official, F4 and F5 all phonetically transliterate provolone into — respectively — luofuluo %5 fki% (Official and
F5) and boluofuluo % tRi#% (F4) and they add the explicitation ganlao -1 ‘cheese’ (Official and F5) and
nailao Wil ‘cheese’ (F4). F3 explicitates the reference too, but differently: it describes what provolone is,
namely a xun ganlao T ‘smoked cheese’. As for F2, this translation is a Generalization: ganlao T

‘aged cheese’. It must be observed that F2’s solution, although being a Generalization, nevertheless attempts

571

at describing the firm consistency of a ‘provolone’’’, thus showing accurate knowledge of the source reference.

70 Specifically, Generalizations and Explicitations are highlighted in orange, while other strategies are highlighted in
blue. Mistranslations are highlighted in red.

"' As a matter of fact, a ‘provolone’ is not an ‘aged’ cheese. However, its consistency is not even that of a fresh one, thus
F2’s translation choice seems a wise attempt at underlying the difference with a more generic nailao ¥jl% ‘cheese’. Cfr.
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Further cases, in which Generalization, Adaptation, Omission and Loans are adopted, are described in
the following subsections.

4.1.1.2 Pizza di scarola

ST: La pizza di scarola, poi?

EN: Pizza with escarole, then?

ZH:
Translators TT Translation Strategy

Official i M Generalization
FI FRP A Adaptation
F2 AR Generalization
F3 UEL A Generalization
F4 — AT B4 Adaptation
F5 PEiE 40 Generalization

Table 21. Pizza di scarola, Translation Strategies

Pizza di scarola is a traditional Neapolitan dish. It is mainly popular during Christmas time and in particular
Christmas Eve, but it can be enjoyed year-round. It is a stuffed pizza (similar to a focaccia) filled with escarole,
black olives, capers, anchovies, pine nuts and raisins. It is characterized by a combination of sweet and savory
flavors, and it stands as a representative dish of Neapolitan cuisine’.

While pizza do have an official equivalent in Chinese (pisa #%§*, or bisabing LLE=J), scarola is a
different matter, as this is a Mediterranean vegetable hardly retrievable, to the extent of my knowledge, on the
popular Chinese markets, exception made for the most ‘international”’ ones in big cities like Shanghai. The

reference has been generalized in Official, F2, F3 and F5. The Official translation uses woju cai de pisa = &
SEWIPE %, where woju cai %5 Ei 2, used as determinant of pisa % is the generic translation of ‘lettuce’. F2
and F5 use the same word and both translate the reference into woju pisa & EJXG* ‘lettuce pizza’, whereas
F3, although using woju # & ‘lettuce’ too, somehow also explicitates the concept by explaining pisa jia woju
5% N B “pizza with lettuce added’. F1 and F4, instead, adapt the concept of escarole to a similar vegetable
which, as far as I know, is typical of China: maocai 5.

This example shows how a typical Neapolitan dish has been transferred into Chinese in the six versions
considered: it can be noted that in the majority of them the concept has been preferably generalized to make
the audience grasp a generic idea of the reference, whereas in two of them it has been adapted to the Chinese

context. It has been considered relevant given the cultural specificity it conveys.

Hanyu Xiandai Cidian: ganlao T-Mg: F4. FEMAL KM B G K& food made from fermented and
solidified milk of cows, sheep, etc.’.

2 Evidence can be found on the website of Soprintendenza Archeologia Belle Arti e Paesaggio per il comune di Napoli:
https://sabap.na.it/la-pizza-di-scarole/ (accessed 21.05.2024).
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4.1.1.3 Struffoli

ST: Poi mi dai un vasetto di miele per gli struffoli.

EN: Then I'll take a jar of honey for the struffoli.

ZH:
Translators TT Translation Strategy

Official Fi O R L Omission
F1 PR T e 35 S i Generalization
F2 B HEE i F Explicitation
F3 R 5 R 3 Fi Explicitation
F4 P — e 0 R R 22 4 D) Adaptation
FS R — e i Explicitation

Table 22. Struffoli, Translation Strategies
Struffoli are round small fried honey balls, a traditional Christmas sweet typical of the Neapolitan cuisine. By
observing Table 22 above, it can be noted how the Official translation completely omitted the concept and just
translated the ST into name wo yao yi guan fengmi A A FKE —FEWEE ‘then I would like a jar of honey’,
which does not allow the audience to grasp even a general idea of the Neapolitan traditional Christmas Eve
food”. This is not the case for the non-professional versions instead; while F2 generalizes the reference into
wo hai yao yi guan fengmi lai zuo dianxin FIE%E:—FHEWE T KA 210 T would also like a jar of honey to
prepare some pastries’, F2, F3 and F5 all explicitate the concept in the same way: fengmi tangqiu &% FEEK
‘honey sweet balls’, thus somehow describing the reference and its ingredients. The solution adopted by F4
seems instead to be an Adaptation: zai yao yi guan fengmi lai zhuan duofubing T %W 2 K il 2 48 0F
‘then a jar of honey to dip (fortune duofu) buiscuits’. It is not clear, in fact, whether duofu bing % #&Jf stands
as the phonetic transliteration of struffoli (duofit) or as an adaptation to the Chinese concept of duofu %+
‘fortune’, symbolizing good blessing and commonly associated to Chinese culinary traditional dishes
especially during festivals or celebrations. Since it is not possible to discern what the intention of the
Translators was, I would consider this an Adaptation as duofi % #, used either as a transliteration or an
adaptation, conveys both the phonetic and the semantic function, as struffoli represent a traditional Christmas
sweet dish that symbolizes abundance and prosperity.

A similar domesticating solution has been adopted by the non-professional translators of F3 in the
example presented in the following Subsection 4.1.1.4.
4.1.1.4 Rosolio

ST: Marcello, resta, bevi un po’ di rosolio.

EN: Marcello, stay, have a drop of rose liqueur.

73 Regione Campania, URL: https://agricoltura.regione.campania.it/Tipici/tradizionali/struffoli.htm (accessed
12.07.2024).
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ZH:

Translators TT Translation Strategy
Official TR BRI — 20 Generalization
F1 / Episode missing
F2 R Y S PR Explicitation
F3 TR D B IR OB S Adaptation
F4 Marcello F|5E W 5 )L i Explicitation
F5 TRV B RIE — s A Generalization

Table 23. Rosolio, Translation Strategies

Rosolio is a traditional Italian liqueur, popular in the whole country but more precisely in the southern regions
of Campania and Sicily, habitually served to guests as a digestive and as a symbol of blessing. It is traditionally
prepared with rose petals’. Official and F5 generalize the concept with a generic jiu J8 ‘wine/alcoholic drink’;
F2 and F4 explicitate and describe the reference by saying meiguijiu ¥{IRH ‘rose wine’, whereas F3 adapts it
to the Chinese popular drink meiguicha L3R4S ‘rose tea’: although it has been adapted to a tea and not to an
alcoholic drink, thus being potentially considered an improper rendering of the source cultural reference, I
consider this to be an Adaptation as both drinks are enjoyed as digestive and have a symbolic meaning. It

cannot cause a mismatch with the visual channel, as when the sentence is uttered there is no correspondent

image on the screen, as Figure 3 below shows:

Marcello, resta,

bevi un po' di rosolio.

Figure 3. Rosolio, frame
4.1.1.5 Gassosa

ST: Michele, prendo una gassosa.

EN: Michele, I’ll have a soda.

ZH:
Translators TT Translation Strategy
Official KBUR BBR—ITFTK Adaptation
Fl KHLE SRk Generalization
F2 KIS LRI K Generalization

74 La Cucina Italiana, URL: https://www.lacucinaitaliana.it/news/trend/il-liquore-del-passato-storia-del-rosolio/
(accessed 22.05.2024).
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E3 KPLSE REL—H Generalization
F4 / Episode missing

FS KK A Generalization

Table 24. Gassosa, Translation Strategies

Gassosa is an Italian drink with a long tradition, very peculiar of the Sixties. The reference to gassosa inscribes
the narrative into the precise historic period in which the story takes place, highlighting the cultural load
conveyed by the plot. This drink is an iconic sparkling water with a sweet taste, slightly lemon flavored, cool
and refreshing”. While the reference has been generalized into gishui ¥<7/K ‘sparkling water’ in all the
fansubs’®, it has been instead somehow adapted in the Official version: this kind of adaptation corresponds to
what Pedersen (2011) conceives as a Substitution (cfr. Subsection 2.5.1), namely the replacement of the ST
cultural reference with another one, either from the SC or the TC, presumably considered to be more familiar
to the target audience. If we indeed look at the Official translation, it is possible to notice that gassosa has been
rendered with sudashui 773 7K ‘soda’. This may respond to the willingness of the official translators to
introduce the audience with a similar reference, presumably better known by the Chinese viewers: ‘soda’,
belonging to the American culture and representing any generic sparkling water with some sort of flavor, may
possibly have become “transcultural” (Pedersen 2011) among the Chinese viewers thanks to the fact that
anglophone products are presumably more popular than Italian ones. However, this solution may in fact be
more likely simply a calque of the English version (‘soda’), which is in itself an Adaptation. This thus shows,
as this research attempts to highlight, a lack of attention by the Official translators towards Italian culture and
the cultural load conveyed by the author, let alone the clear evidence that the Official subtitles are made from

English as pivot language.
4.1.1.6 Taralli

ST: Appena sfornati. Taralli! Signorina volete un farallo?

EN: Fresh outta the oven! Taralli! Miss, would you like a tarallo?

ZH:
Translators TT Translation Strategy
Official M e P L Loan
R Sk e Generalization
F1 Y 1] Explicitation
JNGH g Generalization
0 BHEE PR Loan
/INGH ARAB AN TR P Loan
F3 Hriet B R Explicitation (note)

75 On the long Italian tradition and symbolism of the gassosa: https://ilmanifesto.it/il-gusto-frizzante-dellestate
(accessed 22.05.2024).
76 Except for F4, whose translation is missing.
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BRI Generalization
4 SFTE AP 15 B Loan
INGE AREER R A Loan
F5 I HE o g T Mistranslation (mismatch video-sub)
/NG T ST L Mistranslation (mismatch video-sub)

Table 25. Taralli, Translation Strategies

Taralli are typical salty snacks (like round breadsticks) originating from the southern regions of Italy,
particularly Puglia and Campania’’. The reference is here pronounced by a street vendor, who is holding a tray

of taralli in her hands which is visible on the screen, as shown in the correspondent Figure 4 below:

By looking at the lady on the left corner of the picture, it is possible to notice some traditional taralli laying
on the tray she is carrying. The reference has been translated into different options in the six versions under
analysis. The Official translation phonetically transliterates the name through a Loan in the first case — talali
&+ B — and adopts a Generalization in the second — binggan J# T ‘biscuits/cracker’. F2 and F4 adopt a Loan
in both cases, although using a different transliteration compared to the Official version’s one: talali ¥5Hi F]™®.
F1 adopts an Explicitation — ganlanyou quanquan 1157 P&l ‘olive oil circles’ — and a Generalization — lai
yi fen 3k — 1y ‘take one’. F3 adopts an Explicitation via an explicative note added to the phonetical
transliteration of taralli into talali ¥4 47 B ; the note explains that these are Yidali xian binggan = KXF| ST
‘Italian salty biscuits’. In the second case the reference farallo has been generalized into binggan JfT-. As for
F5, this group’s translation has been categorized as a Mistranslation due to the mismatch video-subtitle it may
cause. The reference is indeed generalized into mianbao THI £l ‘bread’, but what is pictured on the tray do not

look like one may expect bread to be. This particular case is furtherly analyzed via the third method adopted
in this research, i.e. the focus groups with the audience, thus it is furtherly discussed in Section 4.6. The

following Subsection 4.12 focuses specifically on the Mistranslations within the realms of Food and Beverages.

77 https://www.treccani.it/enciclopedia/tag/taralli/ (accessed 22.05.2024).
78 F2 and F4 use Ii F| (talali ¥ +iF), whereas the Official version use /i B (talali #5$7 B). This causes no difference in
meaning. What changes is only the pronunciation, as /i # is pronounced with fourth tone and /i B with third.
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4.1.2 Food and Beverages. Mistranslations

Tab. 26 below reports the distribution of the total number of Mistranslations retrieved within the sub-

subdomain of Food and Beverages for each version; it also distinguishes the total number recognized for each

typology of translation error, according to the taxonomy detailed in Subsection 3.3.5.

Sub-
Domain Subdomain Translators Tot. Mistr. Type Tot.
subdomain
Mismatch video- .
Official 2 sub
Incomprehension 1
Mismatch video-
F1 1 1
sub
Mismatch video-
F2 1 1
sub
Cultural | Ethnographic Food and
Mismatch video-
Heritage references Beverages 1
F3 2 sub
Incomprehension 1
Incomprehension 1
F4 2 Mismatch video- .
sub
Mismatch video-
F5 4 4
sub

Table 26. Food and Beverages, Mistranslations

As it can be observable, the number of Mistranslations retrieved within Food and Beverages is fairly low, the

highest number being 4 in F5, 2 in Official, F3 and F4 and only 1 in F1 and F2. As for the typology of errors,

the most numerous ones are ‘mismatch video-subtitle’, recognized at least once in each version — even 4 in F5.

In the following subsections I will outline some relevant examples of the Mistranslations retrieved.

4.1.2.1 Paste

ST: Che belle paste!
EN: What nice cakes!

ZH:
Translators TT T. Strategy/Type of Mistranslation
Official I FE R BN A Mistr. — Mismatch video-sub
F1 XA Mistr. — Mismatch video-sub
F2 XL E AT Sk BRAE Mistr. — Mismatch video-sub
F3 I S FE R B4 Mistr. — Mismatch video-sub
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F4 EA k= Mistr. — Mismatch video-sub

F5 X R L Mistr. — Mismatch video-sub

Table 27. Paste, Mistranslations

The sentence is uttered by Lila’s mother when serving a tray of pastries on the lunch table, which is visible

on the screen as Figures 5 and 6 below show:

= e 1

=
P

R?i‘ngfazii‘ate Marcello;
""" guardate che ha portato!

= @heibelleipaste!
~-'C'e anche lo spumante.

Figure 6. Paste, frame 2

Paste ‘pastries’ refer here to the traditional Italian habit of bringing a tray of pastries as a gift when being
invited over for lunch or dinner. The scene takes place at Lila’s house, and Marcello — the guest — brought one,
which is being thus served on the table by Lila’s mother. Everybody is appreciating it by saying ‘what nice
pastries’. The picture on the screen allows to see a variety of pastries on the tray: although it is not possible to
distinguish clearly which type they are, what however is certain is that this is not what one expects to see by
saying dangao &k ‘cake’. In all the six versions, paste has indeed been translated into dangao Hf% ‘cake’,
thus causing — in my point of view — a mismatch between both the viewers’ expectations, the video and the
subtitles. This is most likely due to the influence of the English version, which, too, translates paste into ‘cakes’.
All the six translations have been thus categorized as ‘Mismatch video-subtitles’ Mistranslations. This example
is further discussed in Section 4.6, as it has undergone audience reception analysis through focus groups.

Another case which misled some translators is reported in subsection 4.1.2.2 below.
4.1.2.2 La carta dei dolci
ST: Se ci portate la carta dei dolci ci fate contenti.
EN: Bring us the dessert trolley, please.
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ZH:

Translators TT T. Strategy/Type of Mistranslation
Official FEHOE L 2R ok Mistr. - Incomprehension
F1 BRI FRA] B s Generalization
F2 AN SRAHE IR Ok AT R Generalization
F3 YA TRATT L ZE T st Mistranslation - Incomprehension
F4 / Episode missing
FS VAR A A Generalization

Table 28. La carta dei dolci, Mistranslations

The scene takes place at a restaurant where Lila and Stefano, just married, are having lunch. Stefano asks the
waiter for la carta dei dolci ‘the dessert menu’. This has somehow not been understood in Official and F3,
where it seems that the translators thought he was asking the waiter to bring a trolley of desserts — tianpin che
it i 7. This is most likely, again, due to the misleading influence of the English version, which, too, translates
la carta dei dolci ‘the dessert menu’ into ‘the dessert trolley’. In this case, there is no mismatch between the

subtitle and the picture on the video, as it can be noted in Figure 7 below:

mlnn

4k ch 210 tivusat

cifate contenti.

Figure 7. La carta dei dolci, frame

As the scene does not portray the waiter actually bringing Lila and Stefano la carta dei dolci ‘the dessert menu’
instead of a tianpin che il i % ‘dessert trolley’, this kind of Mistranslations does not cause particular problems
for the viewers, neither for the narrative nor its cultural load. I assume the viewers simply do not realize there
is something wrong in the translation here. I however labelled them as Incomprehension Mistranslations to
highlight the fact that, in the Official Translation in particular, there is an evident lack of attention towards the
source text, especially if we compare this to F1 and F2, which are the two non-professional groups who
translated from the source text in Italian. Indeed, F1 translated the reference into a generic gei women shang
xie tiandian 45 3RAT] L ESE 15 ‘bring us some dessert’ and F2 into ni neng shang xie tiandian lai YRfE_ 25
FiK “can you bring us some dessert?’(Generalization); F5 adopted a Generalization too: ging bang women ba

tiandian duan guolai ba & T B 1FEE f it K IE ‘please bring us some dessert’.
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4.1.2.3 Pasta

In this subsection a case of Mistranslation retrieved only in F4 and not shared by the other versions is outlined.

ST: Pinuccio, ma ti ¢ piaciuta questa pasta?

EN: Pinuccio, did you like the pasta?

ZH:
Translators TT T. Strategy/Type of Mistranslation

Official 5% AW ) gL Explicitation
Fl R IR IXAS Explicitation
F2 F v R E M A i, Explicitation
F3 B UG B A R Explicitation
F4 Pinuccio R IX AN 7 ng Mistranslation - Incomprehension
F3 BB AR Explicitation

Table 29. Pasta, Mistranslations

The scene takes place in Ischia, where the Sarratores are having dinner with Elena at Nella’s place, a lady who
is having them all as guests. Donato Sarratore talks to his little son and asks whether he enjoyed the pasta they
had for dinner. While the reference is explicitated in Official, F1, F2, F3 and F5 into yimian & [f (Official, F1,
F3, F5) and Yidalimian 7 KA “Italian spaghetti’ (F2), F4 substitutes this with pisa $#%§* “pizza’. This is
unlikely a voluntary substitution towards a more transcultural (Pedersen 2011) cultural reference, as pasta is
widely known in China as Yidalimian 7= KFT. I rather dare say it is a matter of an Incomprehension
Mistranslation. The video portrays neither pasta nor pizza: the camera keeps the table in foreground frame,
where half empty plates are recognizable right before the given sentence is pronounced. However, no clear
traces of pasta are visible, therefore I would not say this is a true Mismatch video-subtitle; in fact, big bowls

are in evidence on the table, which are most likely used to contain pasta rather than a flat-shaped pizza:

-
Io e mamma eravamo andati a ballare.

Figure 8. Pasta, frame

4.1.2.4 Sfogliatella

The example outlined here reports a Mistranslation retrieved only in F5 and not in the other versions.

ST: Solo la sfogliatella? Sono 35 lire.
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EN: Just a sfogliatella? That’s 35 lire.

ZH:
Translators TT T. Strategy/Type of Mistranslation

Official — AT LRI 35 HL Explicitation
F1 BE—AN T 35 H gy Explicitation
F2 AN T N B = A By Explicitation
F3 — AT 35 B Explicitation
F4 LA T 35 By Explicitation
F5 B TR 35 By Mistr. — Mismatch video-sub

Table 30. Sfogliatella, Mistranslations

Sfogliatella is a traditional pastry originating from Campania region and specifically from Naples, with a shell-
like shape and multiple crispy layers, filled with ricotta cheese’. The reference was explicitated, in all the six
versions considered, into gian ceng su TJZEF, literally ‘thousand-layers pastry’ (Official, F1, F3, F4, F5); F2
furtherly explicitated it into yi ge jiaxin nailao gian ceng su — IO WIS T /ZEK ‘a thousand-layers pastry
filled with cheese’. However, F5 was categorized as a Mismatch video-subtitle Mistranslation in that it adopts
the classifier se #, which indicates ‘a box of’. However, the scene clearly portrays Elena buying a single

sfogliatella, which is given to her by the shop owner on a napkin:

Figure 9. Sfogliatella, frame

For this reason, F5’s Explicitation was in fact considered a Mistranslation.

4.1.3 Shops, Bars and Restaurants

Tab. 31 below reports the distribution of the different translation strategies adopted in each translation

considered.
Sub- Translation
Domain Subdomain Translators Tot.
subdomain Strategy
Adaptation 0+13
Cultural Ethnographic Shops, bars,
) Official Equivalence 1
Heritage references restaurants
Explicitation 5

7 http://www.agricoltura.regione.campania.it/tipici/tradizionali/sfogliatella.html (accessed 23.05.2024).
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Generalization 7+13
Loan 1
Mistranslation 1
Adaptation 0+6
Equivalence 1
Explicitation 14
F1
Generalization 4+6
Loan 1
/ 2
Adaptation 0+3
Equivalence 1
F2 Explicitation 19
Generalization 4+3
Loan 1
Adaptation 0+13
Equivalence 2
F3 Explicitation 2
Generalization 10+13
Loan 1
Adaptation 0+5
Explicitation 2
F4 Generalization 3+5
Mistranslation 3
/ 15
Adaptation 0+18
Equivalence 1
Fs Explicitation 2
Generalization 4+18
Loan 1
Omission 1

Table 31. Shops, Bars and Restaurants, Translation Strategies

As Tab 31 shows, the most adopted strategies are, in all the translations, Adaptation, Generalization and
Explicitation. Specifically, it must be noted that Adaptation and Generalization are adopted in a ‘hybrid’ mode,
indicated by the ‘+’ sign and counted separately from the total cases in order not to double count them. This
means that the solution adopted is categorized as both an Adaptation and a Generalization. Explicitation is

mostly adopted in F1 (14) and F2 (19): this is not surprising, as F1 and F2 are the two groups working directly
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from the original Italian source text, thus showing their strong will of transferring, in the most appropriate way
possible, the Italian cultural specificity characterizing the TV series. As for translation errors, these are
recognized only in Official (1 case) and, more conspicuously, in F4 (3 cases).

The following subsections will outline the most relevant examples within this subdomain, while the

others can be found in Appendix 1.

4.1.3.1 Sali e Tabacchi

99 CC

ST: Dopo sei, sette anni riuscivamo a leggere si e no “Sali e Tabacchi”, “salumeria”, “Poste e Telegrafi”.

EN: After six, seven years we could barely read “tobacconist”, “grocery store”, “post office”.
ZH:
Translators TT Translation Strategy
Official NEFELG BARBEAE A 23 Generalization
”“Z‘J‘%ﬁ‘}g”“mg}%”
el | LT ACHESZ G R RAE R Generalization
FIE IRBEE R
F2 FATE ToNBEY I R R REE AT 3R Generalization
{ING; P )
F3 T ASEAE AT R AR A ¢ Generalization
“;J-L:)Lii 5”“&'3)%”
F4 6. 745 AT A Befl R Generalization
XL T
F5 T T AEE BAETLVEAE AR T Generalization
]

Table 32. Sali e Tabacchi, Translation Strategies

The reference under analysis is Sali e Tabacchi, lit. ‘salt and tobacco’. Elena, the narrative voice, is talking
about the widespread illiteracy characterizing the society living in the rione where the story is set. She thus
says that people could barely read the iconic signs Sali e Tabacchi of the shops where tobacco and salt, the

State’s monopoly until 1975, used to be sold:

RIVENDITA
N2 4

Figure 10. Sali e Tabacchi, reproduction. Picture personally taken at M9 Museum of the XIX Century, Venice
(23.11.2019)

The reference thus bears a significative cultural meaning, which, in my view, caused some difficulties

in the translations. I have classified every version as a Generalization, in that — probably following the English
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Generalization into ‘tobacconist’ — they translate Sali e Tabacchi into yancaoshang MHELTE ‘tobacconist’
(Official and F4), yancaodian M )5 ‘tobacconist’ (F1, F3, F4, F5) or xianyan &/ ‘tobacco’ (F2). Except
for F2, the other translations use the characters shang 7 and dian )5 indicating a shop, which may lead the
audience grasp that Elena is referring to shop signs. I classified all of them as Generalizations in that they
‘generically’ convey the fact that the characters were able to read the word ‘tobacconist’. However, I believe
that the reference to the cultural connotation conveyed by the source text is somehow lost®. This is true in
particular in F2, as it may sound not clear why, among all the possible existing words, they could read

specifically ‘tobacco’.

4.1.3.2 Salumeria, merceria

Salumeria and merceria are references to different Italian shops typologies: salumeria ‘butcher’s shop’ occurs
several times in the ST (20), while merceria ‘haberdashery’ occurs 1 time. These references have all been
mostly translated into Chinese via what I call a ‘hybrid’ solution, which may be seen as both an Adaptation

and a Generalization. Tab. 33 below reports an example of the different solutions adopted for salumeria.

ST: Hai visto come sta andando bene la salumeria Carracci?

EN: Have you seen how well the Carraccis’ grocery store is doing?

ZH:
Translators TT Translation Strategy

. Hybrid

Official CESRETE L RIEAFZIS T Adaptation+Generalization
Hybrid

il RS S ERZRIY Adaptation+Generalization

2 & B-RHLar K E-E P S Explicitation

Hybrid

= PRRIE R i A K HY HZ R Adaptation+Generalization
Hybrid

e PRIt Carraceis SERAZIY Adaptation+Generalization
Hybrid

F P SR A ERAZI T Adaptation+Generalization

Table 33. Salumeria, representative example of the translation strategies adopted

It can be observable that, except for F2 who adopted an Explicitation, all the other versions have been
categorized as ‘hybrid’ solutions made up of both an Adaptation and a Generalization. This is partly due to the

English version’s influence, in which salumeria ‘butcher’s shop’ is translated into a generic ‘grocery store’:

8 The same difficulty in rendering this cultural reference has been recognized in the translation of the novel too. As I
have analyzed in my previous research (Restucci 2023), the translator of the novel adopted a Literal Translation instead,
similarly making the readers lose the source text’s iconic cultural specificity.
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this, in Official, F1, F3, F4 and F5 has indeed been translated into zahuodian %%%5%)5, which sounds as a
Generalization too, in that it literally means ‘general store’, ‘grocery store’. In fact, in China a zahuodian %%
$2) do have a cultural connotation: it is a very popular small Chinese convenience store, selling a wide variety

of goods, from food to household products or stationery, that can be found in every neighborhood®'; Figure

11*? below shows how a zahuodian looks like in China:

Figure 11. Zahuodian %< 53 )5

As Figure 11 makes clear, a zahuodian is nothing like an Italian salumeria, where mostly meat and its derivates
are sold. For this reason, I consider this translation solution to be both a Generalization — as it is a generic way
to indicate a shop selling food — among other goods, and an Adaptation to a peculiar Chinese store. F2, which
is the group who, according to my observations, seems to be the more expert on Italian language and culture,

somehow explicitates the concept into its actual meaning: roushidian P £ & ‘meat shop’. Out of 20

occurrences of salumeria, the hybrid solution zahuodian %< 1% 5 was adopted:

e 13 times in Official;

e StimesinFl;

e 2inF2;
e 12inF3;
e 5inF4;
e 17inF5.

It was explicitated into roushidian A€ 5i.:

e 4 times in Official;
e 11 timesinF1;

e 16inF2;

81 Beijing Ribao, Hutong jiekou de zahuopu W [R) 4 171 ) 4 D 4.
URL:https://www.beijing.gov.cn/renwen/Isfm/lsmc/201801/t20180118 1869409.html (accessed 27.05.2024).
82 Image courtesy of Zhuanlan zhihu: https://zhuanlan.zhihu.com/p/24631347 (accessed 27.05.2024).
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e (times in F3;
e (times in F4;

e () times in F5.
It was Generalized into dian Ji5/shangdian 7 )5 ‘shop’:

e 3 times in Official;

e 2inFI%;

e 2inF2;

e 8inF3;

e 1inF4;

e 2inF5;
Omitted:

e 1inF5;

Mistranslated into shuguodian B )5 ‘greengrocer’:

e 2 times in F4. The error appears to be a misunderstanding not much of the Italian concept of salumeria,
but rather of the English term ‘greengrocer’, which was presumably confused with ‘grocery’. A
‘greengrocer’ specifically refers to a store selling fresh fruits and vegetables, similar to the concept of

a shuguodian # 3 )5 in Chinese, but not to a general ‘grocery store’ which would have made the

translation being categorized as a Generalization instead.

Merceria, which is an Italian shop selling a variety of sewing supplies, has been translated into zahuodian 7%
B2)5 too (F1, F2, F3, F4, F5), or generalized into shangdian 7 )5 ‘shop’ (Official) as the example in Tab. 34

below shows:

ST: La signora della merceria.

EN: The lady at the notions store.

ZH:
Translators TT Translation Strategy
Official EESE A gu Generalization
- Hybrid
Al QA > Al
HT R e Adaptation + Generalization

Hybrid

F2 HUEAL

Adaptation + Generalization

8 It must be noted that F1 misses the translation of 2 episodes, so F1’s occurrences of salumeria are 18 instead of 20.
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Hybrid
F3 iR enn Adaptation + Generalization
T / Episode missing
Hybrid
F5 HNEA I Adaptation + Generalization

Table 34. Merceria, Translation Strategies

PA

Shangdian T )5 ‘shop’ has been adopted in the Official version, whereas zahuodian %% %%)5 in all the non-

professional ones — zahuopu %= 544 in F2.

The translation errors retrieved within the realms of ‘Shops, bars and restaurants’ are instead outlined

in Subsection 4.1.4 below.

4.1.4 Shops, bars and restaurants. Mistranslations

Tab. 35 below reports the number and typology of Mistranslations retrieved in the Official translation and in

F4, the two versions in which translation errors have been recognized in relation to ‘Shops, bars and

restaurants’.
Sub-
Domain Subdomain Translators Tot. Mistr. Type Tot.
subdomain
Cultural | Ethnographic | Shops, bars, Official 1 Over-Interpretation 1
Heritage references restaurants -
F4 3 Incomprehension 3

Table 35. Shops, bars, restaurants, Mistranslations

In addition to the translation error retrieved in F4 in relation to salumeria (see Subsection 4.1.3.2), a different

kind of Mistranslation has been recognized in Official and reported in Tab. 36 below:

ST: Il marito scaricava cassette al mercato.

EN: Her husband unloaded crates at the market.

ZH:

Translators TT T. Strategy/Type of Mistranslation
Official b fg St I AE T B T Mistranslation — Over-interpretation

Fl b S RAE 11717 41 5 D B Equivalence

k2 Wil S T s NS B Equivalence

F3 Explicitation

F4 b B SIS AE 17 7 HLABCED B AT Equivalence

FS W SCIAE T 17 B T B Equivalence

Table 36. Mercato, Mistranslations
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Mercato ‘market’, in Italian, refers to an open-air place where mainly fresh fruit and vegetables are sold. This
is translated with its official equivalents shichang 3% in F1, F2, F4 and F5 and jishi %117 ‘market’ in F3, but
it is mistranslated in the Official version instead, in which the term used is chaoshi T ‘supermarket’. This
term, to the extent of my knowledge, refers to the ‘modern’ concept of supermarket, which very unlikely could
exist in a poor neighborhood in the outskirts of a post-war Naples. The first supermarket appeared in Italy at
the end of 1957 under the brand Supermercati Italiani, today known as Esselunga. Supermarkets became
prominent in the 1960s, with significant growth in the northern regions and minimal presence in the southern
regions like Campania (Capuzzo 2015). Given this context, it would be historically inaccurate to suggest that
Melina’s husband worked at a chaoshi #iT{i ‘supermarket’ during that era in southern Italy. The term and
concept of a supermarket do not align with the historical and regional distribution of that time. It is thus

categorized as an Over-interpretation kind of Mistranslation.

4.1.5 Objects from Daily Life

Tab. 37 below reports the distribution of the translation strategies adopted in each translation within the sub-

subdomain ‘Objects from daily life’.

Equivalence 3
Explicitation 2
Generalization 3
Official Literal .

translation
Omission 3
Mistranslation 1
Equivalence 2
Explicitation 4
Generalization 2

Cultural Ethnographic Objects from
] o F1 Literal

Heritage references Daily Life 2

translation
Omission 2
Mistranslation 1
Equivalence 3
Explicitation 3
Generalization 2

F2 Literal

2

translation
Omission 2
Mistranslation 1
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F3

Adaptation

Equivalence

Explicitation

Generalization

W N N N

Literal

translation

\]

Omission

F4

Equivalence

Explicitation

N N

Generalization

Literal

translation

Omission

/

F5

Equivalence

Explicitation

Generalization

N[ N DN | N

Literal

translation

Omission

Table 37. Objects from daily life, Translation Strategies

The sub-subdomain of ‘Objects from daily life’ counts only 13 cases. These have been translated via different
solutions between the six versions analyzed; on a general note, some distinctive observations can be made.
First, it is interesting to note the majority of Explicitations adopted in F5 (6) and F1 (4), in comparison with
the other versions (2 in Official, 3 in F2, 2 in F3 and F4). Second, only one Mistranslation was retrieved only
in Official, F1 and F2*. Third, only F3 seems to have adopted the domesticating strategy of Adaptation (2

cases). The remaining cases were translated via mostly Equivalences, Generalizations and Omissions in all

versions. The following subsections will outline some relevant examples of these observations®’.

4.1.5.1 Il Roma

ST: Non so, il Roma
EN:1don’t know... Roma

ZH:

Translators

TT

Translation Strategy

Official

HAFIE (

Explicitation

8 F4 misses the translation of 5 references though, due to the non-availability of the translation of some episodes by the

group.

85 See Appendix 1 for further cases.
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F1 W REDE F ( Y Explicitation
F2 ik ( ) Explicitation
F3 RASGNIE ... & Literal Translation
F4 / Episode missing
F5 RABLAREIE | ) I Explicitation

Table 38. Il Roma, Translation Strategies

The reference under analysis here is the Roma newspaper. The Official translation, F1, F2 and F5 all explicitate
it by using the official equivalent of Rome, Luoma %' 5 and by adding the explicitation bao # ‘newspaper’;
F4, instead, adopts a Literal Translation by using only Luoma %' 1, thus not providing the audience with any
specific guidance. Since the context is pretty clear though, as Elena is answering the question ‘what newspaper
do you normally read?’, I believe this solution do not cause confusion in the audience comprehension. This
kind of Explicitation is adopted also for another occurrence of i/ Roma and for another newspaper reference
(see Appendix 1). As for the other translation solutions adopted, it is interesting to note one particular case in

which Adaptation is used, reported in Subsection 4.1.5.2.

4.1.5.2 Pannolini
ST: E chi ti da i pannolini?

EN: Who’ll give you your pads?

ZH:
Translators TT Translation Strategy
Official TRARELS R 1 1T Equivalence
Fl AR HEL P b 2 Equivalence
F2 TN MY Equivalence
F3 B UL IR H iy Adaptation
F4 LA R T Equivalence
FS TRHELL IR 1271 # Equivalence

Table 39. Pannolini, Translation Strategies

The context of this scene is that Elena is talking with her friends about having her period for the first time. One
of them, upon hearing that Elena does not want to tell her mother what happened, asks how she will be able to
get her pannolini ‘pads’. Pannolini has a cultural connotation in that the term does not indicate nowadays’
period pads, but rather the kind of cloth pads women used until more modern ones were introduced in the
market. They are indeed also referred to as pezze ‘cloths’, and are shown in the subsequent scene, as Figure 12

and Figure 13 below illustrates:
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Ti ho preparato le pezze.

Figure 12. Pezze, frame 1

Figure 13. Pezze, fra 2
The reference is translated via what I consider to be an Equivalence in all versions except for F3. The Official
translation and F2 both translated it into weishengjin L/ 111 ‘feminine napkin’; F1 into miandian % ‘cotton
pad’; F4 into dianzi ¥ ‘mat’; F5 into weishengdian 14 ‘feminine pad’. These are all considered to be
Equivalences in that they are the equivalent Chinese terms corresponding to both pezze ‘cloths’ and pads;
however, F3 adopted an interesting domesticating solution, labelled for this reason as Adaptation: yueshidai
H =X refers indeed to a type of menstrual napkins used in the past before the widespread availability of
contemporary disposable ones, exactly like the Italian pezze. Yueshi J 5 is an archaic, old-fashioned Chinese
expression used to refer to menstruations, which can be literally translated into ‘monthly things’. For this

reason, this solution seems to be an Adaptation to the Chinese context.

4.1.6  Objects from daily life, Mistranslations

As previously mentioned, Mistranslations have been recognized only in the Official translation, F1 and F2

(one case each).

4.1.6.1 Panni

In this subsection I outline the Mistranslation recognized in the Official translation. It is a ‘Mismatch video-
subtitle’ kind of translation error. The scene takes place in the rione: Melina ruins Lidia Sarratore’s clean
bedsheets to make her angry as they are love rivals. Lidia’s daughter sees what is going on and screams at her

mother.

ST: Mamma, ci sta sporcando i panni!
EN: Ma, she’s getting the laundry dirty!
ZH:
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Translators TT Tr. Strategy/Mistranslation type
. Mistranslation
Official $mh AL 1 1 PR SR T Mistnatch video-sdh

Fl YA WAL ) TR T Explicitation
F2 0 W AE AR kR T Explicitation
F3 4 i P U A (1 Explicitation
F4 U, b T SRR T Explicitation
F> gy S A T Explicitation

Table 40. Panni, Mistranslations

The reference is panni, which literally means ‘cloths’, but it generically refers to ‘laundry’. The image shows

only bedsheets though, as Fig. 14 illustrates.

Figure 14. Panni, frame

Thanks to the support of the visual channel, all the non-professional translations adopt an Explicitation and
translate panni into chuangdan K. ‘bedsheet’. The Official translation seems instead to be misleading, in
that panni is translated into yifu &Kz ‘clothes’, thus presumably creating a mismatch between the visual, the

subtitle and the audience’s expectations.

4.1.6.2 Confidenze

The reference outlined in this subsection is a time-specific one (cfr. Ranzato 2016). It refers to an iconic
influential feminine Italian magazine first published in 1946 which saw major popularity during the Sixties,
focusing on a variety of topics such as fashion, well-being, households, etc®. It is still published today by

Gruppo Mondadori, but, in my experience, it is nowadays less popular than 70 years ago.

ST: Su Confidenze ho visto che...
EN: In a magazine I saw that...

ZH:

86 https://www.gruppomondadori.it/media/news-comunicati-stampa-e-social/anno-2016/confidenze-tra-amiche-compie-
70-anni (accessed 30.05.2024).

138


https://www.gruppomondadori.it/media/news-comunicati-stampa-e-social/anno-2016/confidenze-tra-amiche-compie-70-anni
https://www.gruppomondadori.it/media/news-comunicati-stampa-e-social/anno-2016/confidenze-tra-amiche-compie-70-anni

Translators TT Tr. Strategy/Mistranslation type
Official ® E5. . Generalization
Mistranslation
Fl FESLAEWIN A FIRE 2. I .
ncomprehension
Mistranslation
F2 FESLAETN T - FREH... I .
ncomprehension
F3 ® E3. .. Generalization
F4 / Episode missing
F5 o E3. .. Generalization

Table 41. Confidenze, Mistranslations

The translation solutions adopted for this reference confirm the information collected through the interviews,
i.e. that F1 and F2 are the only two groups that translated directly from Italian. Indeed, the Official version,
F3, F4 and F5 all ‘calque’ the English one, which generalizes Confidenze into ‘a magazine’: wo zai zazhi li
kandao FALHE BT B/ wo zai zazhi shang kandao FALHE L E F| ‘in a magazine [ saw...”. F1 and F2,
instead, show their attempt of transferring the term Confidenze, which is in both cases phonetically
transliterated into Kongfeidunze fLAEH ). However, they both explicitate it into jie {5 ‘street’, thus showing
an apparent incomprehension of the reference and an improper transferring of it. Their translations are thus

categorized as ‘Incomprehension’ Mistranslations.

4.1.7 Brand Names

The sub-subdomain ‘Brand Names’ exclusively features 7 instances, all pertaining to automobiles. Tab. 42
below reports the distribution of the translation strategies recognized for each version within the sub-

subdomain ‘Brand Names’.

Sub- Translation

Domain

Subdomain

subdomain

Translators

Strategy

Tot.

Cultural
Heritage

Etnographic
References

Brand Names

Official

Explicitation

Generalization

F1

Equivalence

Explicitation

Generalization

/

F2

Explicitation

Generalization

Loan

Omission

F3

Explicitation

Generalization

F4

Explicitation

—_— N === A== ] |—]O |
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Generalization
/
Explicitation

F5

DN N[N

Generalization

Table 42. Brand Names, Translation Strategies

As it can be observable by the data reported in Tab. 42, the most adopted strategy is Generalization: out of 7
cases, it has been adopted 6 times in Official, 4 in F 1% 4in F2, 7 in F3, 2 in F4 and 6 in F5. It must also be
noted how, within this sub-subdomain, no cases of mistranslations have been retrieved. The second mainly

adopted strategy is Explicitation. The most relevant examples are outlined in the following subsection.

4.1.7.1 111100

4 of the 7 instances pertaining to ‘Brand Names’ are associated with the Fiat 1100 model, commonly referred

to as il 1100 ‘the 1100°. One example is reported below.

ST: Ora si € comprato pure i/ 1100.
EN: He’s bought a car.

ZH:
Translators TT Translation Strategy

Official WL T Generalization
F1 fb A SE T Explicitation
F2 B A LT —4H Explicitation
F3 M SE T 4 Generalization
F4 /
F5 M SE T 4 Generalization

Table 43. 1100, Translation Strategies

As in several other occasions, all the translations except for F1 and F2 ‘calque’ the English version, which
generalizes i/ 1100 ‘the 1100’ into ‘a car’. The “Fiat 1100” holds significant cultural connotations within the
plot narrative and its cultural specificity, symbolizing one of Italy’s earliest car models. Owning a Fiat 1100
was emblematic of prosperity and affluence, signifying wealth and well-being. Generalizing it into ‘a car’ is,
in my view, a bit reductive. Anyway, both F1 and F2 try and adopt a foreignizing solution, maintaining the
reference to the car model 1100 and adding the explicitation Feiyate JEIV4F ‘Fiat® to it. This once again
underlines their will and accuracy in transferring Italian culture in the most precise way possible, let alone
their knowledge — or research on — Italian cultural references.

Another well-known car model is subject of the following Subsection 4.1.2.7.

4.1.7.2 La Giulietta

Giulietta is a famous model by Alfa Romeo, first produced in the Sixties.

871 case is missing in F1 because the translation of some episodes is not provided by the group.
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ST: Questa ¢ la Giulietta?
EN: Is it a Giulietta?

ZH:
Translators TT Translation Strategy
Official Generalization

F1 / Missing episode
F2 BRI 50 Loan

F3 X e Explicitation

F4 Explicitation

F5 B2 [, Explicitation

Table 44. Giulietta, Translation Strategies

In this case, the reference is generalized only in the Official translation (xin pin ma #7i" ‘new model?”),
even though it is retainted in the English version. F2 phonetically transliterates the name into Zhuliyeta 41N
3%, without adding any extra information. It is categorized under Loans. F3, like F5, adopts a particular case
of what I consider an Explicitation: they substitute the model name with the Official equivalent of the brand
name that produces that model, i.e. Alfa Romeo (F11/Ri%- % % BK) for Giulietta. Moreover, F4 also adds an

explicative note, saying: “Giulietta is a model from the renowned Italian cars and sportscars manufacturer Alfa
Romeo. It is not produced anymore”.

4.1.8 Work

The sub-subdomain of ‘Work’ counts 5 occurrences. Tab. 45 below illustrates through which strategies they

have been rendered.

Domain Subdomain Sub- . Translators Translation Tot.
subdomain Strategy
Adaptation 0+2
Official Equivalence 1
Generalization 242
Cultural Ethnographic Equivalence 3
. Work
Heritage references F1 Explicitation 1
/ 1
Equivalence 2
F2
Explicitation 2
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Generalization 1
Adaptation 0+2

F3 Equivalence 2
Generalization 1+2
Adaptation 0+1

Equivalence 3

F4

Generalization 0+1

/ 1
Adaptation 0+2

F5 Equivalence 2
Generalization 1+2

Table 45. Work, Translation Strategies

By looking at Tab. 45, it is interesting to note that the strategies adopted within this sub-subdomain are mainly
Equivalence and Generalization; moreover, in some cases a ‘hybrid’ solution, made up of Adaptation and
Generalization, is adopted too. The example reported in the following Subsection 4.1.8.1 illustrates one of

these occurrences.

4.1.8.1 Merciaia

ST: A Carmela ho dato una paga molto piu alta di quella che ho dato alla merciaia.

EN: I gave Carmela much higher pay than at the notions store.

ZH:
ST TT Translation Strategy
Hybrid
Official EPE R N TE DA N R 2 IE 2 ’
- h - Adaptation+Generalization
Fl R RHRN TR E LT oy Explicitation
Gl EZ
2 BATERMgHL E’]I{i{i%ﬁ& b th 2 AT Explicitation
ez
3 Hybrid
W i O A T | .
g 1RA LI SENCLERN S Adaptation+Generalization
F4 / Missing episode
Fs TG HERLIG T AT L2 7 /1 Hybrid
SES Adaptation+Generalization

Table 46. Merciaia, Translation Strategies

F1 and F2 show once again a higher awareness towards the source text and, generally speaking, Italian culture,

let alone — as previously noticed — their will to explain the TV series’ cultural specificity as much as possible.
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They both explicitate merciaia — which refers to a merceria ‘notions store’ owner — into caifeng yongpin dian
HAEHM)E ‘notions store’ (F1) and caifeng dian 4%4])% ‘notions store’. However, all the non-professional
translations seem to misinterpret the original sentence due to the misleading English translation that must have
apparently been taken into account: all the translations seem in fact to imply that Carmela’s salary is higher
than the one she herself used to receive when she worked at the notions store, whereas Stefano — who is the
speaker of the given sentence — means that he paid Carmela more than how much he paid the lady working at
the notions store. If we look for instance at F1, the translation is: wo gei Kameila de gongzi yao bi ta zai caifeng
yongpin dian shi gao de duo FREE RMFHLI T 5L it 71 8 5% FH 5 5 I =75 2 ‘1 gave Carmela a much
higher pay than when she worked at the notions store’. This, since the viewers are supposed to be familiar with
the plot and know that Carmela works at Stefano’s shoe store, may cause confusion in the audience. I however
focus on the term merciaia here, and do not categorize these as mistranslations. Another interesting example

is provided in Subsection 4.1.8.2 below.

4.1.8.2 Becchino

ST: Mamma, perché c’¢ il becchino?

EN: Mamma, why’s the undertaker here?

ZH:
ST TT Translation Strategy
Official ot A %k Generalization
F1 Wy A 5 1 AR L T Equivalence
F2 B4 LT AR T Equivalence
F3 i, A AAEIX Generalization
F4 G4 A A AT AR Equivalence
F5 i, S AAEIX )L, Generalization

Table 47. Becchino, Translation Strategies

The Italian reference becchino indicates the person who, working for an undertaker, takes care of the body of
a deceased person from the funeral to its burial. The scene takes place in the building where Elena lives, and
— when Mr. Cappuccio dies — she asks her mother why the becchino ‘undertaker’ is there. The reference has
been translated with songzangzhe 1%%£%# in Official, F3 and F5: this term generically indicates any potential
person who attends a funeral and who may be in charge of some of the necessary funeral duties. It has thus
been categorized as Generalization. A more precise and equivalent solution has instead been adopted in F1, F2
and F4: binyiguan de ren 5Z{X VB N\ indicates instead a person who actually works for an undertaker,

equivalent to the Italian becchino.

4.1.9 Real/fictional characters

The subdomain ‘Art, media and culture’ consists of 5 sub-subdomains: ‘Real/fictional characters’, ‘Books,

films, songs’, ‘Historical references’, ‘Symbolic works/monuments’, ‘Religious references’.
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As for ‘Real/fictional characters’, which is subject of this subsection, Tab. 48 below outlines the

distribution of the translation strategies recognized in each version.

Sub- Translation
Domain Subdomain Translators Tot.
subdomain Strategy
Equivalence 19
Generalization 1
Official Literal 1
translation
Loan 2
Mistranslation 4
Equivalence 4
Explicitation 17
Generalization 1
F1 Literal
2
translation
Mistranslation 1
/ 2
Equivalence 13
Explicitation 5
Cultural Art, Media and Real/fictional Generalization 1
Heritage Culture characters £ Loan 3
Omission 2
Mistranslation 3
Equivalence 15
Explicitation 5
Generalization 1
F3 Literal
translation :
Loan 1
Mistranslation 4
Explicitation 4
Literal
F4 translation :
Retention 3
/ 19
F5 Equivalence 18
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Explicitation 3
Generalization 2
Literal
) 2
translation
Loan 2

Table 48. Real/fictional characters, Translation Strategies

What can be observed is the higher number of Equivalences in almost all versions: out of 27 total cases, this
strategy has been adopted 19 times in the Official translation, 13 in F2, 15 in F3 and 18 in F5. F4 misses the
translation of several episodes, and 19 of the retrieved cases are uncovered. As for F1, it is interesting to note
the higher adoption of, instead, Explicitation (and explicative notes). This is, indeed, in line with what emerged
during the interview (cftr. Subsection 4.3.2.3) and reflects the specific approach of this group towards cultural

references and their knowledge and approach in transferring Italian cultural specificity.

4.1.9.1 Didone

Continuing her education after primary school, Elena studies Latin and Italian epic poems such as The Aeneid.

A few references to it are made, such as Didone ‘Dido’. This is translated as follows:

ST: Sentite cosa scrive a proposito di Didone;

EN: Listen to what she writes about Dido.

ZH:
ST TT Translation Strategy
Official NI b 2 B4 Bk 2 1) Equivalence
=] /E/ R A
F1 T 2 A AR S R Explicitation (note)

F2 W 2 E A S ] Explicitation
F3 O U 4 A T Equivalence
F4 W 2 /E 4 B Dido [ Retention

F5 I 4 2 764 Bk 2 1 Equivalence

Table 49. Didone, Translation Strategies

As Tab. 49 illustrates, the reference is mainly rendered via its official equivalent Diduo X% in Official, F3
and F5. It is maintained in its English form ‘Dido’ in F4 (Retention), but it is Explicitated in F1 and F2 instead.
While F2 explicitates it by adding niiwang 2T ‘Queen’ to Diduo X%, F1 adds instead an explicative note
saying: ‘Queen Dido: a character in the Roman poet Virgil’s long poem The Aeneid’. This reflects once again
this group’s attention towards how rendering Italian culture. This is reflected in other cases too, such as the

one reported in the following Subsection 4.1.9.2 below.
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4.1.9.2 Angelica

Angelica refers to the main character of Ludovico Ariosto’s L’Orlando furioso, and it is mentioned during one

of Elena’s Italian Literature classes.

ST: Angelica.
EN: Angelica

ZH:
ST TT Translation Strategy
Official et RS Loan

LA F
F1 Explicitation (note)
F2 2EF R Loan

L F R
F3 Explicitation (note)
F4 / Episode missing
F5 2R Loan

Table 50. Angelica, Translation Strategies

The reference is translated via a Loan in Official (4njilika %75 #]F), F2 and F5 (Anjielika % &5 #]F), while
it is explicitated via an explicative note in both F1 and F3. By looking at the two notes and bearing in mind
that F1 worked from Italian and is composed by students of Italian language with a strong will to transferring
Italian culture, it is possible to see how F1 expanded more than F3 in giving explanations. F1’s note says: ‘This
is discussing the epic poem L Orlando furioso by the Italian Renaissance poet Ludovic Ariosto This is a sequel
to Matteo Maria Boiardo’s ‘L’Orlando innamorato’. F3’s instead explains: ‘The heroine of the Italian epic
puppet shows L Orlando furioso’. This note, although attempting at being explicative, is however misleading
in that it affirms that the epic, chivalric poem L’Orlando furioso is a puppet show™. For this reason, F3’s
solution has been categorized under Mistranslations. Subsection 4.1.10 below analyzes the other cases of

Mistranslation retrieved.

4.1.10 Real/fictional characters, Mistranslations

Tab 48 in Subsection 4.1.9 above shows that cases of Mistranslations have been retrieved in Official (4), F1

(1), F2 (4) and F3 (4). Tab. 51 below shows instead the typologies of Mistranslations retrieved.

88 This may be due to the fact that L’Orlando furioso is subject of several adaptations in different forms: one of this is the
puppet show L’Opera dei Pupi, a traditional Sicilian puppet show inspired, among the other works, also by L’Orlando
furioso (https://www.operadeipupi.it/archivio/#/, accessed 3.06.2024) . However, the ST refers to the original poem and
not to its adaptation.
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T
Translators .ypology (,)f Tot.

Mistranslation

Incomprehension 2
Official
Not equivalent 2
F1 Not equivalent 1
Incomprehension 1
F2

Not equivalent 2
Incomprehension 2
F3 Not equivalent 1
Typos 1

Table 51. Real/fictional characters, Mistranslations

As it can be noted, the Mistranslations are mainly due to Incomprehensions and not equivalent solutions.

Among the Incomprehensions, an interesting case is illustrated in Subsection 4.1.10.1 below.

4.1.10.1 L’antica madre

This reference has to do with The Aeneid. It is taken from the Book III:

ST: Allora, a Delo, ’oracolo invita i troiani a cercare [ ‘antica madre.

EN: In Delos that oracle invites the Trojans to seek the ancient mother.

ZH:
ST TT Tr. Strategy/ Mistranslation type
Official TEHRIS S A2 0 8 CREE Lot Mistranslation
bl Incomprehension
Fl FESRUE By PR R RRS R ZERN K402 Literal translation
B2
F2 IR B r&%ﬁgﬁﬁm FISEHL T R Explicitation
i
F3 FERESR FH R SRR AN Explicitation
F4 R e NS N Literal translation
IS TS
Fs TEVER B AR SRR L Tk 21T Literal translation
ES

Table 52. L'antica madre, Mistranslations

The reference is a very subtle one and not easy to recognize. It is related to Aenea’s journey to Italy, his
promised land which is referred to /’antica madre ‘the ancient mother’. This is literally translated into gulao
de mugin 15 BEE in F1 and F5 and into cong gian de mugin M\ H I EESE in F4; it is explicitated in F2 —
zai Tiluodao jisi kenging teluoyiren xiang xianzu xunqiu bangzhu TEFE1E H 425 BAERHE TN RS TR
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# Bl “on the island of Delo, the oracle implores the Troians to seek help from their ancestors’ — and in F3 — qu
xungen %M ‘go to their roots’ — but mistranslated in the Official version due to what seems to be an
Incomprehension: it is translated into zai Tiluodao shenzhe dai tamen qu jian ziji de mugin nii xianzhi 1E$&9%
5y EF A AT L B 2B BEE 2o “in Delo, the oracle brings them to meet their own mother, the female
prophet’. This interpretation seems in fact misleading and the result of an incomprehension of the reference.
This kind of translation error is — like others retrieved in the analysis — not influential on the narrative, in that
the audience can hardly notice there is a mistake here. However, this reflection aims to bring up what seems
to be a lack of understanding and of research on the source culture, in line with the hypothesis that guides this

research.

4.1.11 Books, films, songs

The sub-subdomain ‘Books, films, songs’ includes 25 references. Tab. 53 below illustrates the translation

strategies adopted in each version to render them™.

Sub- Translation
Domain Subdomain Translators Tot.
subdomain Strategy
Equivalence 17+1
Explicitation .
(note)
Official Literal 5
translation
Omission 0+1
Mistranslation 2
Adaptation 1
Equivalence 8+1
Cultural Art, Media and Books, films,
Explicitation
Heritage Culture songs F1 7+1
(note)
Mistranslation 3
/ 3
Adaptation 1
Equivalence 15
Explicitation 2 (1 note
- p ( )
Literal
2
translation
Mistranslation 3

8 It must be noted that, within this sub-subdomain in particular, some references are not specifically related to Italian
culture, but they rather belong to a third one. However, it was considered meaningful to include them in the analysis as
they represent the importance the plot gives to education, culture and cultural awareness.
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Equivalence 15+1
Explicitation 2 (1 note)
F3 Literal 5
translation
Omission 0+1
Mistranslation 3
Equivalence 9
Explicitation
(note) :
F4
Retention 3
Mistranslation 2
/ 8
Equivalence 19
Literal
F5 translation ?
Mistranslation 2

Table 53. Books, films, songs, Translation Strategies

Tab. 53 shows that the most used strategy is Equivalence: out of 25 cases, it was adopted 17 (+1) times in the
Official version, 8 (+1) in F1, 15 in F2, 15 (+1) in F3, 9 in F4, and 19 in F5. Another issue emerging visibly
from Tab. 53 is the adoption of Explicitation with the addition of explicative notes, retrieved 7 (+1) times in
F1,2 (+1)in F2, 1 in F3 and 1 in F4. What is surprising though is the adoption of this technique also in the
Official translation. This finds evidence in what has been acknowledged during the interview with the Official
counterpart (cfr. Subsection 4.3.2.3) and it may reflect — I dare say — the influence of this Chinese non-
professional and subversive practice on the official and standard praxes. The following Subsection 4.1.11.1

below illustrate this case.

4.1.11.1 Boccaccesca

The reference outlined in this subsection relates to a particular scene in which Elena is presenting her first
book at a literary circle. On this occasion, one of the participants speaks up and criticizes her work by defining
it boccaccesco ‘Boccaccio-esque’. This sounds as a criticism in that it illustrates how the man reduces Elena’s
book to a work characterized by lively and daring descriptions, which he associates to Boccaccio’s style. The
term ‘Boccaccio-esque’ thus reflects a perception of the book that may seem superficial and reductive,
diminishing Elena’s literary efforts. The term boccaccesca ‘boccaccio-esque’ can indeed be a euphemism for
sexual content. Giovanni Boccaccio, author of the “Decameron” is known for his stories that often include
erotic themes, lively tales, and descriptions of licentious situations. Therefore, describing a work as

‘Boccaccio-esque’ implies not only liveliness and daring but also the presence of sexual or sensual elements.
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ST: Insomma, diciamo “hoccaccesca’.

EN: Let’s call them Boccaccio-esque.

ZH:
Translators TT Translation Strategy
B HARH g U
Official Explicitation (note)

BATAWAE ERR 2 A U B AE

F1 Explicitation (note)
F2 o] DL 2 Explicitation

F3 FoA AR 2 A i 5 R Equivalence
F4 / Missing episode
F5 daky ELFR 22 Ry 400 2 SR g Equivalence

Table 54. Boccaccesca, Translation Strategies

Explicitation is adopted in the Official translation, F1 and F2, but implemented with an explicative note only
in the Official version and F1. F2’s Explicitation can also be seen as a Generalization, in that it sort of omits
the reference to Boccaccio but it describes the meaning of the expression: seging de neirong 1% 1N 7%
‘erotic content’. The Official version’s explicative note says: ‘Giovanni Boccaccio authored the Decameron,
which contains erotic contents’; F1’s instead explains: ‘the representative work of the Italian Renaissance,
Decameron’. In this case, contrary to other examples outlined in this analysis, the Official translation shows a
more precise description and awareness in describing the meaning of the reference. F3 and F5 adopt the official

equivalent of Boccaccio Bojiagiu %/l Fr., used in its predicative position, and of the suffix ‘esque’, which is

somehow explicitated into de fengge HJJXFE “style’.

4.1.12 Books, films, songs. Mistranslations

As previously shown in Tab. 53 (Subsection 4.1.11), cases of translation errors have been retrieved in the

Official translation (2), F1 (3), F2 (3), F3 (3), F4 (2) and F5 (2). Tab. 55 below illustrates the kind of errors

recognized for each version.

Translators Type of Mistranslation Tot.
Official Incomprehension 2 (1 EN Mistr.)
Not equivalent 2
Fl Incomprehension 1 (1 EN Mistr.)
F2 Not equivalent 3
Not equivalent 2
F3

Incomprehension

1 (EN Mistr.)
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Incomprehension 1 (EN Mistr.)
F4
Not equivalent 1
Not equivalent 1
F5
Incomprehension 1 (EN Mistr.)

Table 55. Books, films, songs, Mistranslations

First, it must be specified that, within this sub-subdomain, one particular case has been classified as a
Mistranslation, which is indeed the result of the translation error committed in the English version. This is
indicated with ‘EN Mistr.” in brackets when retrieved.

A second observation to make is that the typology of translation errors recognized in the Official
version is ‘Incomprehension’ in the two cases identified. In contrast, the non-professional versions display a
different typology of errors, specifically the adoption of ‘Not equivalent’ terms. In F1, F3, F4, and F5, the
instances of ‘Incomprehension’ are each due to Mistranslations recognized in the English version as well.
However, F2, which has only three cases of ‘Not equivalence’, demonstrates that it is not influenced by the
English version at all. The following Subsection 4.1.12.1 shows one case of Incomprehension retrieved in the

Official version.

4.1.12.1 Prove di sereno

This reference is a ‘visual’ one, in that it is the title of a book (Prove di sereno) Elena is holding, as Figure 15

below shows.

Figure 15. Prove di sereno, frame

This, in the English version, was translated into ‘Proof of calm’, and mistranslated in the Official Chinese

version, as Tab. 56 below illustrates.

Translators TT Tr. Strategy/ Mistranslation type
vor AL Mistranslation
Official LI ,
CH 2 - - PE R ) Incomprehension

Fl FRICAAING CFAIIE ) Equivalence

F2 PRV ) 2 I A Equivalence
5 BIHIE R

F3 XA EIEB Equivalence
U]
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F4 I Equivalence
CFEFAIIERTD

F5 SEfRIX A Equivalence
(VR AR )

Table 56. Prove di sereno, Mistranslations

All the non-professional translators adopted an Equivalence, translating the title with its actual meaning:

e Pinghe de zhengming ~“F-F1PJIER ‘proof of peace’ (F1);

e Qinglang de zhengming W& BIIER] ‘proof of clarity’ (F2);

e Pingjing de zhengming “F-##IUER ‘proof of tranquillity” (F3);

e  Pingjing de zhengming “F-F#IUER ‘proof of tranquillity” (F4);

o Lengjing de zhengming V%5 I1UEYE proof of calm’ (F5).
The Official translation, instead, phonetically transliterated the title: Pulowei di Deleinuo & %' 4 - it - {8 55 f
This may be a voluntary foreignizing choice rather than an improper solution. I however believe that the
meaning of the title of the book is significant to the plot, in that the book is written by Donato Sarratore and
gifted to both Melina — the woman he pretended to be in love with, in an extramarital affair — and Nella, the
lady hosting both Elena and the Sarratores in Ischia. This title, in my personal point of view, is emblematic of
the character. He is initially perceived by Elena, who represents the viewers’ point of view, with a mix of
fascination and admiration, considering him a handsome and charismatic man. The reference is taken from
Season 1, Episode 3: at this moment of the story, Elena perceives Donato Sarratore as a seemingly charming
and affable individual, unaware of his deceitful nature. He presents himself as a morally upright person, yet
behind the facade, he indulges in flirtations with multiple women, betraying his wife’s trust. The title Prove di
sereno thus reflects his desire to maintain a favorable public image while concealing his true character. Given
that he gifts the book to Melina, the woman who lost her mind over him and who is becoming increasingly
disillusioned with him, I believe the title holds emblematic significance, resonating with both the narrative’s
unfolding events and the complexities of Donato’s character. For this reason, I categorized the Official

translation as an Incomprehension Mistranslation. Other Mistranslations are reported in Appendix 1.

4.1.13 Historical references

The sub-subdomain ‘Historical references’ covers a number of 11 cases. Tab. 57 below reports the different

translation strategies adopted in each version.

Sub- Translation
Domain Subdomain Translators Tot.
subdomain Strategy
Equivalence 4
Cultural Art, media and Historical Explicitation 1
. Official
Heritage culture references Generalization 2
Loan 1
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Omission .
(censored)
Mistranslation 2
Equivalence 4
4
Explicitation
F1 (2 note)
Loan 2
/ 1
Equivalence 5
4
F2 Explicitation
(1 note)
Loan 2
Equivalence 5
4
Explicitation
F3 (2 note)
Generalization 1
Loan 1
Equivalence 4
F4
/ 7
Equivalence 6
2
Explicitation
F5 (1 note)
Generalization 1
Loan 2

Table 57. Historical references, Translation Strategies

As it can be observed, the most adopted strategy is Equivalence: out of 11 cases, it is adopted 4 times in the
Official Translation, 4 in F1, 5in F2, 5 in F3, 4 in F4°° and 6 in F5. It is interesting to observe also the adoption
of Explicitation, which is higher in the non-professional versions than in the Official one: in the Official
translation only 1 case of Explicitation has been retrieved, whereas in F1 I have recognized 4 instances (2 of
these make even use of explicative notes), 4 in F2 (with 1 explicative note), 4 in F3 (2 explicative notes), 2 in
F5 (1 explicative note). Moreover, it must be noted that in the Official Translation 1 case of Omission can be
recognized, which in fact may presumably be due to the content restrictions outlined in Subsection 2.2.1. This

case is reported in Subsection 4.1.13.1 below, while other examples are available in Appendix 1.

%0 It must be noted that, due the non-availability of some episodes by F4, Equivalence is the only strategy adopted by this

group.
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4.1.13.1 Gramsci

This reference plays a significant role in how certain items have been treated in the Official Translation. The
reference is to one of the founders of the Italian Communist Party, Antonio Gramsci. It is mentioned by Elena’s
teacher, in class. However, this short scene is completely cut in the Official version, both in the video and —
consequently — in the subtitles. It is instead maintained and translated via the following translation strategies

in the fansubs:

ST: Lenin la chiama “acquavite spirituale” e Gramsci. ..

EN: Lenin calls it “spiritual booze” and Gramsci...

ZH:
Translators TT Translation Strategy
Official Cut Cut

F1 / Missing episode
P TR SRR R 5 B Explicitation

2 Note

F3 FITRRE S A 5 S Equivalence

Fa B IR ARG 1] 5% G Equivalence

F5 BUFRR2 J9 DREMOIARS | 5522 7 Equivalence

Table 58. Gramsci, Translation Strategies

While being completely cut in the Official translation, the reference is Explicitated via an explicative note in
F2: Andongni’ao Gelanxi shi Yidali gongchandang lingxiu %78 JE . =275 (1891-1937) & & K| HE 77
e 404 “Antonio Gramsci (1891 — 1937) was a leader of the Italian Communist Party”. It is translated via an

Equivalence in F3, F4 and F5: Gelanxi % == 75 ‘Gramsci’.

4.1.14 Historical references, Mistranslations

The mistranslations retrieved within the realm of ‘Historical references’ are recognized only in the Official
translation, and they are 2 cases of ‘Not equivalent’ Mistranslations. They are both related to ancient Rome:

‘Romolo and Remo’ and ‘Mario and Silla’. These two references have been translated as Tab. 59 below shows.

ST: Se ci sara una guerra civile, pensai, come quella tra Romolo e Remo, tra Mario e Silla, tra Cesare e Pompeo,
loro avranno queste stesse facce, avranno questi stessi sguardi, queste stesse pose.

EN: If there’s a civil war, I thought, like the one between Romulus and Remus, between Marius and Sulla,
between Caesar and Pompey, they would have the same faces as these, the same expressions, the same postures.

ZH:

Translators TT Tr. Strategy/Type of Mistranslation
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Official

UNSRAT AR BRI RS AR 22 TR )
WA D5hr 2 8] AE VORI PE RS 2 18] T8 15 7€ s AR
S WA FRERREE R 5

Mistranslation

Not equivalent (2)

F1

FAR AR BRI AR &
Pl 1] 0F 187710 S R
WS FITRRL B YR TN e 15 2 [ ) - 4
AR AL ARATTRS H OGRS 1R IRARGE 1
AREEN

Explicitation

Equivalence

F2

RAER AR TIRE — 5 R
2 IR e A%
CY RIS B R RPN IS e [ 3} 2
fied RO FL A0 F RIS iR AR T T
N

Explicitation

Equivalence

F3

A RAR B — 3 AR D e B i A B/
W7 g A5 R ORI B 1 2 T ISR R PN il
AT T A AN ERAT— R —FERIRTE —FEIE
=

Equivalence (2)

F4

TAE IR R T AR A5 e B i AT 2
W22 e BRI 0L 22 e LA g DL 22 i Al
AT AR T 5 A 2 R b [RAE ) 315 AR 48 3

Equivalence (2)

F5

WAE AR AE AR A A & D S

ity A7 D PR PAD 5 05 5 5 B R PR R LA

5 P DUTRTFR) A A AT TP T Lt 2 PR 28 A —
FE AR RIRE L3

Equivalence (2)

Table 59. Romolo e Remo, Mario e Silla, Mistranslations

While F1, F2, F4, F4 and F5 all adopt the official equivalent transliterations Luomulusi yu Ruimosi % %% 2% 1
% BEHT ‘Romolo and Remo’ and Malue yu Sulla 5 57547 “Mario and Silla’, the Official version adopts
two solutions that, although phonetically transliterating the source text references too, are however not the

officially recognized ones, thus labelled as ‘Not equivalent’ Mistranslations: Luomulusi he Laimusi % 1 /5
FSE AT and Malusi he Sula &5 B B A175 471t is then interesting to note how F1 and F2 explicitated Romolo

and Remo by making the names preceded by Luoma de jianzhuzhe %' 55 {313 ‘the founders of Rome’.

4.1.15 Symbolic works and monuments

This sub-subdomain includes only two references, namely Piazza del Duomo and Palazzo Reale. Tab. 60 in
Subsection 4.1.15.1 below illustrates the translation strategies adopted for Piazza del Duomo, pronounced by

Elena’s teacher in class. The other reference is included in Appendix 1.

4.1.15.1 Piazza del Duomo

ST: Vero gioiello artistico ¢ la Piazza del Duomo, con tre monumenti marmorei.

EN: The cathedral square is a true artistic jewel with three marble monuments...

ZH:

Translators

TT

Translation Strategy
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Official N e — M HIEM ZAR B Equivalence
AN RKIEA
F1 F# @ﬂf Ut BRI 2R E Equivalence
B R 4T
A
AN ERZARRE. ..
F4 / Episode missing
F5 seHIER gﬁg;fg%% i =4 KEA Generalization

Table 60. Piazza del Duomo, Translation Strategies

The reference is rendered via Equivalence in the Official version (da jiaotang KZU5), F1 (zhujiao zuotang
TR, F2 (da jiaotang KZH) and F3 (da jiaotang K3, It is instead generalized in F5 (jiaotang
# ‘church’).

4.1.16 Religious references
‘Religious references’ included only one element, outlined in Subsection 4.1.16.1 below.

4.1.16.1 Sacra Rota

The reference involved is Sacra Rota, which is one of the highest judicial bodies in the Roman Catholic Church,
primarily serving as an appellate tribunal, dealing with cases referred to it from lower ecclesiastical courts’'.

Tab. 61 below shows how it is translated.

ST: Ho scoperto che la Chiesa ha una cosa che si chiama Sacra Rota.

EN: I discovered there’s something called the Sacra Rota.

ZH:
Translators TT Translation Strategy

Official PRI T — R 5 O AR Equivalence

Fl REIAT Explicitation
AN SRR RE I AR P (note)

F2 T U o B S AR U Y S5 s Equivalence
F3 WA LA Equivalence
F4 /
F3 ORI A I T Equivalence

Table 61. Sacra Rota, Translation Strategies

The reference is translated through its official equivalent shen lun fating X5 VERE in Official, F2, F3 and F5,

and it is explicitated via explicative note in F1 instead: jiaohui zhi shangsu fayuan xiezhu xiaji fayuan shiwu

ol Tribunale della Rota Romana: http://www.rotaromana.va/content/rotaromana/it/profilo.html (accessed 8.06.2024).
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Aoz BVRERE B T 20k Bt 345 <The church’s court of appeals which assists with the affairs of the lower
courts’. This once again shows F1’s will and accuracy in approaching the translation of L’ amica geniale and

its cultural contents.

4.1.17 Toponyms

This is the most numerous sub-subdomain retrieved, which includes 84 cases. Toponyms represent an
important part of the cultural specificity conveyed by the TV series, in that the geographical setting is the key
to the whole narrative. Moreover, it must be taken into particular account that the Official translation of
toponyms, in particular, is subject of the criticism I acknowledged at the very beginning of this investigation

(cfr. Section 3.2). They were translated via different solutions, reported in Tab. 62 below.

Domain Subdomain subfll(l)ll)t;ain Translators ng::;i:tgi;n Tot.
Equivalence 36
Explicitation 9
Official Generalization
Loan 24
Omission 6
Mistranslation
Equivalence 23
Explicitation 20
Generalization 3
Literal 3
F1 translation
Loan 22
Omission 4
Mistranslation 5
Natural Geogr'aphical Toponyms — / : N
Environment objects quivalence
Explicitation 15
Generalization 2
F2 tre{;l;[le;‘?ilon 4
Loan 23
Omission
Mistranslation 6
Equivalence 29
Explicitation 12
Generalization 4
F3 tre{;l;[le;‘?ilon 2
Loan 23
Omission 9
Mistranslation
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Equivalence 10

Explicitation 4
Generalization 2

F4 tre{;l;[le;‘?ilon 3
Loan 3

Mistranslation 5

/ 57

Equivalence 33

Explicitation 20
Generalization 4

F3 tre{;l;[le;‘?ilon 3
Loan 13

Omission 9

Mistranslation 2

Table 62. Toponyms, Translation Strategies

A series of observations are noteworthy:

e Equivalences dominate across all six versions. Out of 84 cases, 36 Equivalences have been retrieved

in the Official version, 23 in F1, 31 in F2, 29 in F3, 10 in F4°?, and 33 in F5.

e There is a significantly higher number of Explicitations in all non-professional versions compared to
the Official one: they are 20 in F1, 15 in F2, 12 in F3, 4 in F4 and 20 in F5, whereas they are only 9 in
the Official translation.

e Loans are highly adopted in all versions: 24 in Official, 22 in F1, 23 in F2, 23 in F3, 3 in F4, and 13

in F5.

e The number of Mistraslations is nearly the same across all versions, contrary to the expectations: 5 in
Official, 5 in F1, 6 in F2, 5 in F3, 5 in F4 and 2 in F5. It is interesting to note that, although missing

57 cases, 5 Mistranslations have still been retrieved in F4.

The following subsections will outline some examples related to these observations.

4.1.17.1 Ischia, Amalfi

In this subsection I outline two examples of toponyms that have been mainly rendered via Equivalence. These
are Ischia and Amalfi.

ST: Stammi a sentire, allora, facciamo cosi: io ho una cugina a Ischia, si chiama Nella.

EN: Listen, I have a cousin in Ischia, her name’s Nella.

ZH:

Translators

TT

Translation Strategy

92 It must be noted that F4, due to the non-availability of some episodes, misses the translation of 57 cases.




Official W25 RAEDHI AL AR &k Equivalence

F1 PA M RGEAEOHTE 5wy py Rz Equivalence
F2 FRAE GHIT R 5 A4 Py Equivalence
F3 Wi AT A A B 4 7 e fir Equivalence

Mistranslation
F4 W& A — AN RAE 5L R iy Nella

Not equivalent

F5 Wi FRAEUHIE G ARG & $r Equivalence
Table 63. Ischia, Translation Strategies

As it can be noted, the toponym Ischia has been translated via its official equivalents Yisijiya 3% ¥
(Official, F3 and F5) and Yisijiva dao ftii £V 5 (F1 and F2) in every version except for F4, in which the
reference has been phonetically transliterated into Yisijier f/t ;2% /K, which is however not the official Chinese

equivalent of Ischia, thus it has been categorized under ‘not equivalent’ Mistranslations. Another case in which

the given reference does have its official equivalent, adopted in each translation is Amalfi.

ST: Ma vanno ad Amalfi, non sono neanche due ore di macchina.

EN: But they’re only going to Amalfi, it’s not even two hours by car.

ZH:
Translators TT Translation Strategy

Official EAATT R 20T 5 754 R A 5 it Equivalence
Fi BT PR ST 2 2 FFAEBIAS/ S A 51 Equivalence
= {E AT 2 B0 T/T T% RN Equivalence
F3 AT RS 0 B R HE T C 3 2 /N ZE R Equivalence

i El

F4 / Missing episode
F> {EAATY S S 4 P S EEAS T /N Equivalence

Table 64. Amalfi, Translation Strategies

The reference has been rendered via its official equivalent Ama erfei Fil 25 /K 3F in each version, except for F4,

whose translation of the correspondent episode has not been provided by the group.

4.1.17.2 Toledo

This subsection concerns the toponym 7o/edo, mentioned by Lila when referring to Elena that Rino, her brother,
proposed to go and have a walk in Toledo to eat ice-cream. Toledo holds a distinct and symbolic significance
within the narrative, embodying the affluent section of Naples, sharply contrasting with the impoverished and
marginal outskirts where the protagonists originate. Lila’s reference to Toledo underscores this disparity,
hinting at the socio-economic chasm that plays a critical role in the unfolding story. During the afternoon

excursion that takes place in the following scene, Lila and Elena are confronted with the stark contrast between
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their lives and those of the people in Toledo. This is well described by Elena in the novel (and partly repeated
by her maintained narrative voice in the TV series):
It was like crossing a border. I remember a dense crowd and a sort of humiliating difference. I looked not
at the boys but at the girls, the women: they were absolutely different from us. They seemed to have breathed
another air, to have eaten other food, to have dressed on some other planet, to have learned to walk on wisps
of wind. I was astonished. All the more so that, while I would have paused to examine at leisure dresses,
shoes, the style of glasses if they wore glasses, they passed by without seeming to see me. They didn’t see
any of the five of us. We were not perceptible. Or not interesting. And in fact if at times their gaze fell on
us, they immediately turned in another direction, as if irritated. They looked only at each other. (...) We felt
uneasy and yet fascinated, ugly but also impelled to imagine what we would become if we had some way
to re-educate ourselves and dress and put on makeup and adorn ourselves properly” (Ferrante 2012: 127).
This moment of realization highlights their feelings of alienation and marginality, as well as inadequacy,
reinforcing the socio-economic divide that shapes their identities and experiences. Toledo, therefore, is not
merely a geographical reference but a symbol of the socio-economic divide that is central to the protagonists’

journey and thus bears significative meaning.

ST: Domenica vuole portarci a prendere il gelato a 7oledo. Ho detto di no.

EN: He wants to take us to get ice cream in Via Toledo on Sunday. I said no.

ZH:
Translators TT Translation Strategy
Official il B IH R A A AT & 17207 @127 NS i Explicitation
4 1 i
A AR SR AT AT 2 Az oK Bk FdE
F1 “4r Explicitation (note)
= B A B IR BN 1 2T 2 W UK JRdE Equivalence
4y
F3 Ji H A A A FRAT] 2% HZYJK{%{UA}% E EiEl Explicitation
4y
F4 AR H i A1 Nz UK 3R Explicitation
4T
F5 il B IH R AR A AT 5 NZ UKL AR Explicitation
4 1 i

Table 65. Toledo, Translation Strategies

It is interesting to notice how the reference was explicitated in most cases except for F2, in which it was
translated with its official equivalent, phonetically transliterated, Tuolaiduo 3¢ % . However, the recognized
explicitations have different peculiarities. The Official version’s and F5’s ones only have the addition of jie T
‘street’ to the transliteration Tuolaiduo ¥E3€ %, probably influenced by the English version ‘Via Toledo’. The
same is done in F3 and F4, but with a subtle more accurate kind of Explicitation: F3 explicitates the reference

with dajie K4 ‘main street’ and F4 with dadao Ki& ‘main road’. In this way, they highlight the importance
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this street has, presumably making the audience grasp that Lila is not referring to an ordinary one, but to one
of the main ones. This is even more evident in F1’s solution, which is — in line with their internal guidelines
(cfr. Subsection 4.3.2.3) — the adoption of an explicative note specifying: Tuolaiduo jie: yi tiao gulao de jiedao
Yidali Nabuleisishi zui zhongyao de gouwu dadao zhi yi 6 241 — 2 2 WEE B RRIBAE T &
H B KiE 2 — ‘Toledo street: an ancient street, one of the most important shopping areas of Naples,
Italy’. Although the use of explicative notes and their appreciation by the audience are highly debated in
literature, this practice is however showing once again the great accuracy this group translated with. It may
also indicate F1’s familiarity with the plot and its main themes. Another example of how Explicitation was

used is described in Subsection 4.1.17.3.

4.1.17.3 Poggioreale

Poggioreale refers to Naples’ jail, where Alfredo Peluso is detained as the alleged murderer of Don Achille. In
the source text, this location is simply referred to by its name, Poggioreale, without explicitly stating that it is

a jail.

ST: C’¢ pure qualcosa per tuo marito, glielo porti a Poggioreale.

EN: There are things to take to your husband in jail, too.

ZH:
Translators TT Translation Strategy

Official A — s AR LN 0] Explicitation

Fl A —BEZ (L R R P s £ Explicitation
B

F2 AT — B ISR 0 AR A B £ 3 Loan
F3 AT — BB RS IRAE U P 2 Explicitation
F4 / Episode missing
FS AL R PR AT BAI% 25 4 RSl R Explicitation

Table 66. Poggioreale, Translation Strategies

The reference is translated via Explicitation in almost every version, except for F4 (whose translation is missing)
and F2, who adopts a Loan via phonetical transliteration: Bojiaoleialai % £ 55 Ri 3. The official translation,

F3 and F5 omit the proper name of the jail and explicitates it into jianyu 5%k ‘jail’, which may in fact be also

considered a Generalization. In F1 both the solutions are combined, with the phonetical transliteration

Bojiaoleiyalai )% £5 75 Y. 3¢ and its explicitation jianyu W5 Jik: Bojiaoleialai jianyu % £ 55 WU 3¢ W5 %k

‘Poggioreale jail .

4.1.18 Toponyms, Mistranslations

Tab. 67 below reports the distribution of Mistranslations retrieved within the sub-subdomain of Toponyms.

Translators Type of Mistranslation Tot.

Official Incomprehension 3
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Not equivalent 2
Incomprehension 1

F1
Not equivalent 4
Incomprehension 1

F2
Not equivalent 5
Incomprehension 1

F3
Not equivalent 4
Incomprehension 1

F4
Not equivalent 4
Incomprehension 1

F5
Not equivalent 1

Table 67. Toponyms, Mistranslations

The main observation that can be made is the difference in the kind or errors recognized in the Official version
and in the non-professional ones. Indeed, as previously mentioned, the number of mistranslations retrieved is
pretty much the same in each version, except for F5: 5 in Official, 4 in F1, 6 in F2, 5 in F3, 5 in F4, and 2 in
F5. What is different though, is the typology: while in the non-professional translations the most numerous
ones are ‘not equivalent’ kind of mistranslations (4 in F1, 5 in F2, 4 in F3, 4 in F4 and 1 in F5) vs only 1
‘Incomprehension’, in the Official translation there is the opposite situation, with 3 Incomprehensions and 2
Not equivalents. The point of this observation is that these Incomprehensions have significant importance in

the cultural message transfer.

4.1.18.1 Piazza Nazionale

One of the most emblematic cases of translation error made in the Official version, which particularly reflects
what emerged during the interview (cfr. Subsection 4.3.2.3.1), is the one presented in this subsection. It refers
to the toponym Piazza Nazionale ‘National Plaza’ pronounced by Elena’s father when explaining her which

bus to take to go to school.

ST: Mi raccomando, non sbagliare, non prendere il 12, perché il 12 va a finire a piazza Nazionale, hai capito?
EN: Don’t get it wrong, don’t take the 12 because that goes to Piazza Nazionale, got that?
ZH:

Type of Mistranslation/ Tr.
Translators TT
Strategy
Official | PUREHT BIAL 12 B4 ORTRRZAIR 510 ) Mistranslation
=g Incomprehension
Fl BIAREE T NN 1228 T RSB K1 [ Literal translation
) ARIIA T
o BIFEEE T A 12 B ARRAR RN 5 % T Literal translation
efE
F3 SRS T AR 12 B AR 215 1 it 11 Literal translation

162



F4 I L7 12 B BORASERZE R B 221 sniE Literal translation
L
F5 AR T IR 12 5 ISEARERE]E %) 51 Literal translation
1B

Table 68. Piazza Nazionale, Mistranslations

All the non-professional translations adopt a Literal Translation solution: Guomin guangchang [ )" 37 lit.
‘People’s Square’ (F1) and Guojia guangchang H%%) 3% ‘National Plaza’ (F2, F3, F4, F5). The Official
translation, instead, in what I assume is an attempt of phonetically transliterating the proper name of the plaza,
‘Nazionale’, conveys a totally wrong cultural message though, in that Nacui 29# is in fact the official
equivalent of Nazi. This translation is thus classified as wrong because of the improper choice of the characters
through which the transliteration is made, as it is very unlikely that Naples could have a ‘Nazi Plaza’, especially
in the second post-war. It is categorized as an Incomprehension in that the mistake may be due to the improper
belief that the name of the plaza could be ‘Nazi’. This underlines and reflects what emerged clearly in the
interview, i.e. the total lack of knowledge of Italian and its culture of the Official translation team. A similar

example is illustrated in Subsection 4.1.18.2.

4.1.18.2 Piemonte

This reference indicates the name of an Italian region, in the north-west part of Italy.

ST: Me I’ha mandata Enzo. Sta in un posto sperduto in Piemonte.

EN: Enzo sent it, he’s in a remote place in Piedmont.

ZH:
Type of Mistranslation/
Translators TT
Translation Strategy
' Mistranslation

Official B2 A el b MR 77 | .
ncomprehension

Fl R T IZANEE IR ABAE F2 12 5205 B — Al 11 7 Equivalence

F2 B G T 0 A 1 2 5 A N Equivalence

F3 YR 25 R AAE S 52 52— MR 7 Equivalence
F4 / Missing episode

s BRI IR SR it i Equivalence

]

Table 69. Piemonte, Mistranslations
All the non-professional versions adopted the official equivalent Pi’aimengte J 3% 5¢ i, whereas the Official

translation presumably misinterpreted the reference and translated it into shanshang 11 L, lit. ‘on the

mountain’. It may also be a voluntary choice of generalizing ‘Piemonte’, but I believe that in this case this
would also be an ‘over-interpretation’, in that Carmela — the character speaking — is talking about Enzo who is

‘somewhere in Piemonte region’. She does not mention the mountains. If the adopted solution aimed to
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semantically translate the literal meaning of ‘Piemonte,” the chosen translation would still be incorrect, as
‘Piemonte’ literally means ‘at the foot of the mountain’.
The most common typology of Mistranslation recognized within Toponyms is due to the adoption of

‘Not equivalent’ solutions, such as in the representative example described in the following Subsection 4.1.18.3.
4.1.18.3 Forio

The reference Forio indicates a small town in the island of Ischia, in front of Naples. It has an official
equivalent translation, available on Baidu Maps®, which is the phonetical transliteration Fuli’ao 1 H. 5.

However, this solution is adopted only in one version, as shown by Tab. 70 below.

ST: A Forio ci dobbiamo andare lo stesso per telefonare a mio marito.
EN: We have to go to Forio anyway, I have to call my husband.

ZH:
Type of Mistranslation/Tr.
Translators T Strat
rategy

' Mistranslation
Official SRS 2T AL K Not equivalent
Mistranslation

Fl A TARAAT 2500 HLE JREZE R AT HLTE Not equivalent
Mistranslation

F2 AT 9 70 TR T SL KA Not equivalent
Mistranslation

F3 P IEE L 5 T AT B IAT Heih Not equivalent
Fa4 / Missing episode

Fs Bl AR BB L R RAHT A BiRA SO Equivalence

Table 70. Forio, Mistranslations
As it can be observed, a phonetical transliteration has been adopted in each version, but via different characters:
Fuliao 482 (Official) and Fuli’ao 3 B B (F1, F2, F4). As mentioned, these transliterations do not correspond,

however, to the recognized official equivalent Fuli'ao 4% 5. B4, adopted instead only in F5.

4.1.19 Natural Environment, Geographical References, Proper Names of Geographical Objects
This subdomain includes only two references, both related to the Italian river Arno. This reference is
Explicitated in every translation, in both cases, except for one case of Not Equivalent Mistranslation, reported

in Tab. 71 below. The other case is reported in Appendix 1.

ST: Gli odori di primavera lungo I’Arno

EN: the springtime scents along the Arno River

93 The Chinese equivalent of Google Maps.
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ZH:

Type of Mistranslation/Tr.
Translators TT
Strategy
Official HERIEBIRE i >k Explicitation

F1 FHREE Explicitation

Mistranslation
F2 EFERIAE :

Not equivalent
F3 I 17 H %% Explicitation
F4 / Missing episode
F5 E=S.n Explicitation

Table 71. Arno, Mistranslations

The official equivalent of Arno is the phonetical transliteration A’ernuo Fil /K%, although Anuo Bii# can be
found too. The first one is adopted in Official and F1, while the second in F3 and F5, all with the addition of
an explicitation: he 7] ‘river’ in Official, he’an j7]j+ ‘riverbank’ in F1 and F5, and hepan jF] i ‘riverside’ in
F3. In F2’s translation, instead, the official equivalent is not adopted and Arno is transliterated into yanuo V.

#i, thus considered a Not Equivalent kind of Mistranslation.

4.1.20 Rituals
This subdomain includes references to traditional Italian ceremonies and rituals. Tab. 72 below outlines the

translation strategies adopted.

Domain Subdomain Sub- . Translators Translation Tot.
subdomain Strategy

Adaptation

Equivalence 7
Official Generalization

Literal
translation

—

Adaptation

Equivalence

Fl -
Explicitation

. . /
Social Conventions Rituals .
References and Habits Adaptation

Equivalence

F2 .
Generalization

Mistranslation

Adaptation

Equivalence

F3 .
Generalization

Mistranslation
F4 Adaptation

— A= NN I N =N~ |—=]|D
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Equivalence

Generalization
/
Adaptation

Equivalence
F5

Explicitation

— N | = [N | W [—=]|Wh

Generalization

Table 72. Rituals, Translation Strategies

What can be noticed by observing the distribution of the translation strategies adopted is that: the Official
translation adopts mainly Equivalences (7 cases out of 10); a great number of Equivalences can be recognized
in F2 and F4 to (5 out of 10); Mistranslations are retrieved only in F2 (2 cases) and F3 (5 cases); F5 adopts
mainly Explicitations (6 cases out of 10); F1 misses the translation of 6 cases due to the non-availability of

some episodes. The most relevant reference is reported in the following Subsection 4.1.20.1.

4.1.20.1 Compare di fazzoletto

Compare di fazzoletto, which has 6 occurrences (out of the 10 cases retrieved within this sub-subdomain) refers
to an ancient Italian tradition associated with weddings: the ‘compare di fazzoletto’, a southern Italy traditional
concept, was not specifically the wedding witness, but held the responsibility of providing and bringing the
wedding rings and witnessing the bride’s virginity (Ausilio 2020). This traditional role is still recognized in
southern Italy today, and it is often conflated with the role of the wedding witness. Tab. 73 below reports one
of the 6 cases as the representative one.

ST: Il compare di fazzoletto diventava una specie di parente e le famiglie si sarebbero legate per tutta la vita.
EN: The speech master became a sort of relative, and the families would be tied for all their lives.

ZH:

Translators TT Translation Strategy
Official A ERE M E L BRI AN — 3T Equivalence
HAE ik
F1 / Missing episode
o [T IN SN L T Equivalence
KR EME
3 VRIS B T RSRIRINAEAE TSR B H Mistranslation
MANBIATE 5 2 BE AR Incomprehension
l N TS T TS L IET S Equivalence
THIGRE— i
s ORI AL IR MM 500 Explicitation
S—ETYHE—

Table 73. Compare di fazzoletto, Translation Strategies

The concept was rendered differently by the six groups of translators. The solution adopted in the official

version is nanbinxiang %5 1% #H, which literally means ‘best man’ and which is thus categorized as an

Equivalence. The same concerns F2’s and F4’ solution, zhenghunren iEUS N\ ‘wedding witness’. F5’s is instead
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an Explicitation, in that it describes specifically the role of the ‘compare di fazzoletto’, i.e. hunli chijieren &
ALFEM N ‘wedding rings bearer’. The solution adopted in F3, instead, is considered to be a Mistranslation due
to the presumed incomprehension of the concept: tanpanshi IR FIM refers to a ‘negotiator’, which is not

specifically the role of the ‘compare di fazzoletto’. This reference is furtherly investigated through the focus

groups’ study outlined in Subsection 4.6. Other cases are reported in Appendix 1.

4.1.21 Folklore

The sub-subdomain ‘folklore’ includes a total amount of 7 cases.

Domain Subdomain Sub- . Translators Translation Tot.
subdomain Strategy

Equivalence

Generalization

Official —
Explicitation

Mistranslation

— N = NN

Adaptation

Equivalence 1

Fl1
Explicitation 3 (2 notes)

Generalization 2

Adaptation

Equivalence

F2

Social Conventions . Explicitation
. Rituals —
References and Habits Generalization

Explicitation

F3 Generalization

Mistranslation

Equivalence

F4 Generalization
/

Equivalence

Explicitation
F5

Generalization

=N (NN B[ =N WIN[W|—= N~

Mistranslation

Table 74. Folklore, Translation Strategies

The main used strategies to render folklore-related references are Equivalence, Generalization and
Explicitation. Adaptation is instead adopted only once in both F1 and F2. Cases of translation errors were
instead retrieved only in Official and F5. While 2 of the 7 cases are thoroughly described in the section
concerning focus groups (see Section 4.6), in Subsection 4.1.21.1 I will describe another example

representative of the whole sub-subdomain.

4.1.21.1 Asso piglia tutto

‘Asso piglia tutto’ refers to an Italian card game name.
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ST: Giocano a carte, ad asso piglia tutto? Guardano la televisione tutta la sera?

EN: Do they play cards, watch television all night?

ZH:
Translators TT Translation Strategy

Official b AT & EA L, Generalization
FI FT RS R TR — B D Adaptation
F2 TR B 30170 3 — S W 6 L ] Adaptation
F3 7 H AN Generalization
F4 /
F5 T H A N Generalization

Table 75. Asso piglia tutto, Translation Strategies

The reference is generalized in the Official version, F3 and F5 into da pai $T/# ‘play cards’. It is instead
adapted in F1: da pai dou ge ni shu wo ying ma ¥TH MR FARY ‘playing you lose I win’. This solution
introduces an adapted name of the card game, which is different from the source text one. Similarly, F2’s
solution is yingzhe tongchi jwi 7 Nz ‘the winner gets everything’: while this may look like a Literal

Translation, I instead consider it an Adaptation as the correspondent Chinese expression to describe this kind

of card game is adopted. Other examples are included in Appendix 1.

4.1.22 Weights and Measures

This subdomain contains only 5 references, translated via the strategies outlined in Tab. 76 below.

Domain Subdomain Sub- . Translators Translation Tot.
subdomain Strategy
) Equivalence 4
Official —
Omission 1
Equivalence 1
F1
/ 1
Social Conventions Weights and F2 Equ#valence 5
References and Habits Measures F3 Equivalence 5
Equivalence 1
F4 Explicitation 1
(note)
Mistranslation
F5 Equivalence

Table 76. Weights and Measures, Translation Strategies

As it can be noted, the 5 references — which all concern the Italian former currency Lira — are mostly rendered

via Equivalences, with the exception of F4’s translations that in fact include also 3 Mistranslations and 1

Explicitation with extra notes. Tab. 77 in Subsection 4.1.22.1 below illustrates the Explicitation.
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4.1.22.1 15.000 lire

ST: Dico...che possiamo fare 15.000 lire.
EN: I say... we can do 15,000 lire.

ZH:
Translators TT Translation Strategy
Official Lot 1.5 TR EAZ Equivalence
F1 /
F2 — i H T Equivalence
F3 Y. AFE 15000 AL Equivalence
WAEAFATLASE 175 5 HL4 Explicitation
F4
(note)
F5 s 1.5 R EAZ Equivalence

Table 77. 15.000 lire, Translation Strategies

Lire is translated with its official equivalent /ila B4 in each version. However, F4 adds an explicative note

specifying: “The Italian lira was the currency of Italy from 1861 to 2002. After January 2002, Italy began using

the euro”. F4 is the only group explicitating this, as it is the only group in which 3 cases of Mistranslation

have been retrieved. A representative case is reported in Subsection 4.1.23.

4.1.23 Weights and measures, Mistranslations

ST: Lo sapevo! Ho scommesso venti lire.

EN: I knew it! I bet twenty lire.

ZH:
Translation Strategy/Type of
Translators TT BYILYP
Mistranslation
Official Feshanig BATE T 20 Hiv Equivalence
Fl Pt rniE e T H Equivalence
F2 P e JE 7 E Equivalence
F3 P HE FE T 20 BT Equivalence
Mistranslation
F4 A NIE I 20.5 4> HL Overi .
ver-interpretation
ES Pt rniE e 7 HA Equivalence

Table 78. Lire, Mistranslations

The Mistranslation retrieved in F4 is due to the fact that instead of venti lire ‘twenty lire’, F4 over-interprets

the source text and translates it into 20.5 ge lila 20.5 > H4$i 20.5 lire’. The other versions all adopt an

Equivalence.
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4.1.24 Festivities

5 references have been recognized within this sub-subdomain. The correspondent translation strategies are

summarized in Tab. 79.

Domain Subdomain Sub- . Translators Translation Tot.
subdomain Strategy

Adaptation

Equivalence

Official —
Explicitation

Mistranslation

Equivalence

F1 Explicitation

Mistranslation

Adaptation

Equivalence

F2 -
Explicitation

Social Conventions

~ Festiviti Mistranslati
References and Habits estivities 1stranslation

Adaptation

F3 Explicitation

Mistranslation

Adaptation

Equivalence
F4

Explicitation

Mistranslation

Equivalence

F5 Explicitation

—_— NN == (N [N =N === NN

Mistranslation

Table 79. Festivities, Translation Strategies

‘Festivities’ references are translated mostly via Equivalence: 2 in Official, 2 in F1, 1 in F2, 2 in F4 and 2 in
F5. It is not adopted in F3, where Explicitation is the most used solution (2 cases). Tab. 80 reports a case
translated via Equivalence in some versions and mistranslated in some others. All the other cases are collected

in Appendix 1.

ST: Alla festa che la madre di Gigliola aveva organizzato per il suo onomastico...

EN: At the party Gigliola’s mother threw for her name day...

ZH:
Translators TT Translation Strategy
Official e R R E AL i 44 [ R R 2 I Equivalence
Fl FE 5 WERL I BESE 9 b (1) 7 44 ] 28 0 BRUR AT Equivalence
P2 SO I BERILAE [N £ 27 T — 9 Mistranslation
o Incomprehension
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Mistranslation
F3 fE SRR E H 4 . .

ncomprehension
Fs TETRERLABI AR A0 1 4 L URA Equivalence

Table 80. Onomastico, Translation Strategies

The reference is onomastico ‘name day’. This is translated via its official equivalent ‘mingming ri fi % H in
the Official translation, F1, F4 and F5. It has been instead misinterpreted and translated into shengri = H
‘birthday’ in F2 and F3. This may also be a translator’s choice in attempting to provide the audience with a

more “transcultural” (Pedersen 2011) reference; however, since the term do have an official equivalent, 1

categorized both F2 and F3 as Incomprehension Mistranslations.

4.1.25 Grading system

Educational references play an important role in the cultural specificity conveyed by the whole story, in that
education is portrayed as a means of social grow and it is mark of distinction between social classes, a
particularly underlined topic in L ‘amica geniale. Different typologies of Educational References were retrieved,
namely Grading System, Classes subdivision, and generic School-related references. This subsection focuses
on Grading System. Italy has a particular grading system which goes — potentially — from 0 to 10: 0-5 are

insufficient grades, 6-7 are good ones, 8-10 are excellent. Tab. 81 reports the different strategies adopted.

Domain Subdomain subfll(l)lr)t;ain Translators ng::;i:tgi;n Tot.
Adaptation 6
Official Explicita.ltion 2
Retention 13
Mistranslation
Adaptation 2
Explicitation 3
F1 Retention 13
Mistranslation 2
/ 3
Social Educational . Adaptation 3+1
References References Grading System Explicitation 3+1
F2 Omission 1
Retention 13
Mistranslation 2
Adaptation 9
Explicitation 4
F3 Generalization 1
Retention 8
Mistranslation 1
F4 Adaptation 5
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Retention 6
Mistranslation
/ 11
Adaptation 18
F5 Explicitation 2
Retention

Table 81. Grading System, Translation Strategies

As it can be observed, Retention is the most adopted strategy, except for F5 in which the most used one is

Adaptation. Tab. 82 illustrates an example in which mainly Retention is adopted.

ST: Come ha fatto ad avere tutti dieci?

EN: How did she get straight A’s?

ZH:
Translators TT Translation Strategy

Official I B A F8 34 A T Retention (EN)
F1 F At B 4 A T Retention (EN)
F2 i 52 JE A B 4 Adaptation + Explicitation
F3 /e 424 A Y Retention (EN)
F4 / Missing episode
F5 LS/ K= s . | Adaptation

Table 82. Tutti 10, Translation Strategies

The source text suggests that Elena, at the end of the school year, got full mark (10) in every subject. This, in
the English version, is translated into ‘A’. The Target Texts Official, F1, and F3 all reflect the English
translation: quan A 4= A ‘all A’. While this solution is certainly influenced by the pivot translation, it still
sounds foreignizing and I thus categorized it as a Retention. F2’s and F5’s translations are instead Adaptations,
in that they are adapted to a Chinese expression used to refer to a full grade: quan you 4=fft. Moreover, F2
adds also an Explicitation in specifying tongguo kaoshi de i35\ [1] ‘in the final exams’. An interesting

example of Explicitation and Retention is outlined in Subsection 4.1.25.1.

4.1.25.1 110 e lode

110 e lode refers to graduation highest grade.

ST: A fine luglio mi laureai con /10 e lode
EN: I graduated at the end of July with the highest grades.
ZH:

Translators TT Translation Strategy

Official RELAKLL Explicitation
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Fl Hot B A L Explicitation
F2 B A E LA 110 4SRNl T Retention
F3 7 AL Explicitation
F4 / Missing episode
F> HorEL A R Explicitation

Table 83. 110 e lode, Translation Strategies

First, it must be noted that the English version adopts an Explicitation in the first place. This may have
influenced the translation of those who relied on this version as a pivot one, namely Official (zui gao fen

chengji biye Tt 151 77 4 EE V. < graduated with the highest grade”), F3, and F5, whose solution is, in both cases,

zui gao fen biye le fit =7 FE)l T graduated with the highest grade’. As for F1, it must be reminded that the
group, according to what explained in the interview, translated mainly from Italian — and used English as a sort
of control version (cfr. Subsection 4.3.2.3.1). Their solution is, in this case, almost identical to that of F3 and
F5: zui gao fen biye de =173 5L, F2, instead, shows evidence of having translated only from the source
text in Italian, in that this group’s solution reflects the Italian one: wo yi manfen 110 fen de chengji biye le 3%
P4 110 3B GiEENL 1 I graduated with the full grade of 110 points’. This solution has thus been
categorized as a Retention, although it may still be considered an Explicitation.

One thing that must be uncovered within this sub-subdomain is the difficult categorization of what is
a Retention and what is not. Indeed, given the adoption of English as pivot language in some of the Chinese
target texts, there is the influence of the English grading system to which the Chinese solutions have been
adapted. Nevertheless, given the foreignness of both the Italian and English grading systems, both cases are

considered to be Retentions, as the example reported in Tab. 84 shows.

4.1.25.2 Media dell’8

This reference is related to the average grade 8 obtained at the end of one scholastic year. Indeed, some

translations are Retentions of the Italian source text, and some are instead Retentions of the English one.

ST: Ti ricordi di essere promossa con la media dell otto?

EN: Remember, you have to pass with an A average.

ZH:
Translators TT Translation Strategy

Official ILE I g b A F) A Retention (EN)

1 BB AR RATIT B T | 15 T2 A eI T Retention (IT)
J\7>
- RIBRA R L TR m: RS AT A\ Retention (IT)
I

F3 T PR A 0T e Adaptation
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F4 / Missing episode

F5 WAE AR, [IER ] BT el Adaptation
Table 84. Media dell'8, Translation Strategies

In this case, the Official translation reflects clearly the influence of the English text: ni de pingjun chengji bixu
dadao A VRIS EGL A R A ‘your average grade must reach A’. This is, besides, slightly misleading
in that in the Italian grading system ‘8’ is not the highest grade, like an A. It would rather be a B. Anyway, this
solution, being a foreignizing one, is considered to be a Retention. Similarly, F1’s and F2’s solutions are
categorized as Retentions, although they retain instead the Italian source text: ni mei men kaoshi pingjun bu
neng di yu ba fen VREE 1A BEML T /\ 4 ‘your average grade in every exam must not be lower than
8’ (F1); ni mei men chengji dou bu neng di yu ba fen VR 1 S#ANRENL T /\ 7> ‘each of your grade can’t
be lower than 8’.

This sub-subdomain is subject of a series of Mistranslations, too.

4.1.26 Grading System, Mistranslations

Tab. 85 summarizes the typologies of Mistranslations retrieved within ‘Grading System’.

Translators Type of Mistranslation Tot.
Incomprehension — The message
Official doesn’t get through :
Over-interpretation 1
Incomprehension — The message .
F1 doesn’t get through
Over-interpretation 1
F2 Over-interpretation 2

- Incomprehension — The message .
doesn’t get through

F4 Over-interpretation 1

F5 / No mistranslations

Table 85. Grading System, Mistranslations

The first thing to point out is that F5 is the only one in which no Mistranslations were retrieved. As for the
others, Official, F1 and F2 all have 2 Mistranslations, whereas F3 and F4 only one. Among these, one case is
particularly worth mentioning, which is the one categorized as Incomprehension and ‘the message doesn’t get

through’ in most translations (Official, F1 and F2).

4.1.26.1 Tutti nove e un otto in aritmetica

This reference is significant in highlighting the difference between grades in the Italian system. By looking at
the previously described examples, grades from ‘8’ to ‘10’ have been equally translated with a generic A.

However, problems arise when 9 and 8 are referred to in the same sentence.
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ST: Lila fece solo I’esame di licenza elementare e prese tutti nove e un otto in aritmetica.
EN: Lila only did the test for the elementary school diploma and got all A’s and an A in arithmetic.
ZH:

Type of Mistranslation/Tr.
Translators TT
Strategy
s N . Incomprehension —
SR BN T AL IR P
Official W44 A The message doesn’t get
B A through
Incomprehension —
F1 HIBLA BN T/ HEA A The message doesn’t get
kR T EARZ A HARBESE A
through
- FIR RSN T AN E 4R W 73R SR Explicitation
A
Incomprehension —
F3 HIBLAZIN T/ A The message doesn’t get
bR 7 AR A S HARESZ A
through
F4 / Missing episode
s FIRL B IN T INE SR AL AR 1 A2 L Adaptation
FAtRFH A 2L

Table 86. Tutti nove e un otto in aritmetica, Mistranslations

The source text refers to the fact that Lila got 9 in every subject except for Arithmetic’s, in which she got 8.
However, the English text does not distinguish these two different grades, which are both translated into ‘A’.
This is an important piece of information for the plot, in that Lila is presented as one of the most brilliant
students, mature for her age, who was good especially in Maths. Elena’s narrative voice, when uttering the
given sentence, sounds thus slightly puzzled in reporting that Lila took an inferior grade in Arithmetic.
However, some of the Chinese target texts, following the English one, do not manage to detect this in
that they do not distinguish between 9 and 8. The Official version simply do not mention any distinction:
chengji quan A shuxue shi A %514 A 3% A “all the grades were A; A in Maths’. This solution actually
does not cause a comprehension mistake, or an improper logical connection, but it doesn’t communicate Lila’s
unpredictable ‘fail” in Maths, so it has been considered an ‘Incomprehension — The message doesn’t get through’

kind of Mistranslation. This is even more evident in F1 and F3, where the chule % T ... yiwai LA#b exclusive
construction is adopted: chule suanshu shi A wai gqita dou shi A & T HEARZ A b HABESZ A ‘apart from

Maths in which she got A, she got A in all the other subjects’. In both F1 and F3 this has been categorized as

an ‘Incomprehension — The message doesn’t get through’ kind of Mistranslation®*.

%4 This example is part of the reception study conducted in this research.
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F2’s translation shows once again the groups’ knowledge of Italian and their working method directly
from the Italian source text: chule suanshu gqita kemu quanbu manfen [ 7 BA HALEL H 4 35# 4 <apart
from Maths, she got full grade in all the other subjects’. This has been considered to be an Explicitation in that,
without mentioning the grades (9 and 8), this solution manages to underline how she got excellent grades
except for Maths.

F5°s translation has instead been labelled as an Adaptation: chule suanshu shi youliang gita kemu dou
shi you & T EARRM R HAhRL H A 2L ‘except for good in arithmetic, all the other subjects’ grades were

excellent’. This solution is adapted to the Chinese way of expressing the same concept: youliang i & and you

it without mentioning neither the Italian grading system (9 and 8) nor the English one (A).

4.1.27 School-related references

Another sub-subdomain characterizing Educational References are generic School-related references. Tab. 87

summarizes the translation strategies adopted for the 18 retrieved cases.

Domain Subdomain Sub- . Translators Translation Tot.
subdomain Strategy

Adaptation

Equivalence

Official Explicitation

Generalization

Mistranslation

Adaptation

Equivalence

Explicitation

W AN |= =B[N

Generalization

Fl1 Literal
translation

—

Omission

Social Educational School-related /
References References references Mistranslation

Adaptation

Equivalence

F2 Explicitation

Generalization

Mistranslation

Adaptation

Equivalence

F3 Explicitation

Generalization

Mistranslation

Adaptation
F4

(=], N[N |—= BR[N] —= W[ [W|—]|—

Equivalence
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Explicitation 1
Generalization 1
/ 11
Mistranslation 2
Adaptation 2
Equivalence 2
Explicitation 5
FS Generalization 4
Literal 1
translation
Mistranslation 4

Table 87. School-related references, Translation Strategies

As Tab. 87 illustrates, the most adopted strategies are mainly Explicitation and Generalization. A conspicuous
number of Mistranslations have been recognized in each version, too (4 in Official, 3 in F1,4 in F2, 4 in F3, 2
in F4°°, and 4 in F5). While the most relevant Mistranslations are illustrated in Section 4.6, as part of the focus-
groups reception study, in this section different examples of both Explicitation, Generalization and Equivalence,

too, will be described.

4.1.27.1 1l ritmo del Saturnio

The reference introduced in this subsection indicates the ancient Latin poetry verse Saturnio, mentioned by

Elena’s Latin teacher in class.

ST: Faccia sentire ai suoi compagni il ritmo del verso, il ritmo del Saturnio.
EN: Let your classmates hear the rhythm of the verse, the thythm of Saturnian verse.

ZH:

Translators TT Translation Strategy

Official AR [ S AT DA e e 3K 355 A0 ) A Generalization
F1 / Missing episode
F2 TE KSR R R A Generalization
F3 LRI 0TI 355 4 W Generalization
B L ARAIR T 3 A0 5 R R <015 010 Equivalence

i

s LE R 22 0 T I 35 7 5 O Generalization

Table 88. Il ritmo del Saturnio, Translation Strategies

%5 This group misses the translation of 11 cases out of 18 due to the non-availability of the correspondent episodes, not
translated by the group.
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Bearing in mind that, as Diaz Cintas and Remael (2007) underline, Generalizations always have an explanatory

function, it is interesting to observe how the reference is translated in most versions:

»  Gudai Lading shiti de yunjiao 15 AHL T RRA B EI ) the rhyme of ancient Latin poetry’ (Official);

e Gu Lading shige de yunli 17 $i ] "I #48 ‘the rythm of ancient Latin poetry’ (F2);

e Gu Lading shi de yunlii 1151 T W) ‘the rythm of ancient Latin poetry’ (F3);

o Gudai Lading shiti de yunjiao TifHr T FrA& B #IE ‘the rthyme of ancient Latin poetry” (F5).
All of these do not mention the Saturnian verse, and substitute it with a generic, as well as explanatory, ‘ancient
Latin poetry’: for this reason, Official, F2, F3, and F5 have all been categorized ‘Generalizations’.

It is noteworthy to examine the translation of F4, though: nongshen shige de yunlii A& #{11RF 5k )1
this expression seems to refer specifically to the Latin Saturnian poetry, which is why I classified it as an
Equivalence.
4.1.27.2 La coniugazione del verbo eimi
Another interesting example is the reference to the ancient Greek verb eimi €ipi conjugation, mentioned by

Elena’s teacher during one of his lessons.

ST: Carracci, ma come, siamo ad aprile e non ha ancora memorizzato la coniugazione del verbo eimi?

EN: Carracci, it’s April and you still haven’t memorized the verb conjugations?

ZH:
Translators TT Translation Strategy

Official Ehizy O 2NUA T Generalization
Fl SZ2VUHT KRz Generalization
F2 R BUEHIUA T Generalization
k3 FAE XHCAI AR T Generalization
F4 Carracci D&V A 1 IRIG B A ICF 310 [ A2 T Equivalence
F5 Khid CLEWA T M Generalization

Table 89. La coniugazione del verbo eimi, Translation Strategies

The reference is generalized in the English version in the first place. Similarly, it is generalized in all the

Chinese target texts into dongci de bianxing &)1 [ ‘verb form’ (Official, F4, F5) and dongci bianwei )

1 AE . “verb conjugation’.

4.1.27.3 E stata rimandata
This subsection introduces a typical school-related colloquial Italian expression, referring to someone who has

not reached a sufficient grade in one subject at the end of the scholastic year and has thus to take an extra exam

before the beginning of the following year, in September.

ST: Marisa e stata rimandata in quattro materie.

EN: Marisa has to repeat four subjects.
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ZH:

Translators TT Translation Strategy
Official FU 5 P T Explicitation
Fl FS TS DY [ T Adaptation
F2 F S5 Y T T Adaptation
F3 TR 5 2 Y T Explicitation
F4 / Missing episode
F3 FO 5 A DU A Explicitation

Table 90. E stata rimandata, Translation Strategies

The colloquial expression is explicitated in Official, F3 and F5: its meaning has been “described” into Malisa

dei chongxiu si men ke FSNN 543 FAZ DU [T ‘she has to repeat four classes’ (Official, F3) and Malisa you si
men ke dou dei chongxiu Y5V VU TURER1S H & ‘Marisa has four classes to repeat’. F1 and F2, instead,
adopt a specific Chinese expression which conveys a similar concept: bukao #M% ‘resit an exam’. Therefore,

F1’s and F2’s solutions have been categorized ‘Adaptations’.

4.1.28 Classes subdivision

This sub-subdomain includes 11 references to the Italian school system. Tab. 91 reports the translation

strategies adopted.

Domain

Subdomain

Sub-

. Translators
subdomain

Translation

Strategy Tot.

Social
References

Educational
References

Official

Adaptation

Equivalence

Explicitation

Generalization

Omission

F1

Classes

Adaptation

Equivalence

Explicitation

Generalization

Omission

subdivision

F2

Equivalence

Explicitation

Generalization

Mistranslation

F3

Adaptation

Equivalence

Explicitation

Generalization

Omission

F4

—= N NN = = W N W= NN = W[ NN —

Adaptation
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Equivalence

Explicitation

Generalization
/
Adaptation

Equivalence

F5 Explicitation

Generalization

— oo~~~

Omission

Table 91. Classes subdivision, Translation Strategies

What is noteworthy is the majority of Equivalences in the Official version (4), in F2, F3, F4, and F5 (5)
compared instead to F1’s majority of Adaptations (5). This is reflected in the representative case outlined in

Subsection 4.1.28.1.

4.1.28.1 Scuole medie

4 references to scuole medie ‘middle school’ have been retrieved; Tab. 92 illustrates how one of those is

translated.

ST: Alle medie tu non ci vai.

EN: You’re not going to middle school.

ZH:
Translators T Translation Strategy

Official PRANS= = iy Equivalence
Fl PRANRE 253 Adaptation
k2 (AR b Equivalence
k3 AR S 2 3o 21 Equivalence
F4 / Missing episode
F5 A SH T Equivalence

Table 92. Scuole medie, Translation Strategies

Medie ‘middle school’ is indeed translated with its equivalent term zhongxue #%* in Official, F2, F3, and F5.
F2 adopts instead a domesticating solution, adapted to the Chinese school system’s middle school: chuzhong

#]H. Another interesting case refers to the Italian classical high school.

4.1.28.2 Ginnasio

Classical high school in Italy is divided into two years of what is known as ginnasio and three years of /iceo.

ST: Tu devi continuare a studiare, devi andare al ginnasio.
EN: You have to go on to high school.
ZH:
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Translators T Translation Strategy
Official RIF 4k EE | Generalization
Fl YR 2% 4 4 I Generalization
F2 PRIV 12 2k 2 Generalization
F3 = C N Generalization
F4 YR— 58 Bk S Generalization
FS YRS ZINESE | Generalization

Table 93. Ginnasio, Translation Strategies

All the Chinese target texts adopt a Generalization: gaozhong ="' ‘high school’ in Official, F1, F3, F4, and
F5, whereas dushu 13215 ‘study’ is adopted in F2. In different ways, all versions do not make references to the

type of high school mentioned in the source text — ginnasio. Instead, this is explicitated in the reference /iceo

classico ‘classical high school’.

4.1.28.3 Liceo classico

ST: E un liceo classico

EN: It’s for classical studies.

ZH:
Translators TT Translation Strategy
Official Explicitation
F1 Explicitation
F2 Explicitation
F3 Explicitation
F4 Explicitation
F5 Explicitation

Table 94. Liceo classico, Translation Strategies

Liceo classico ‘classical high school’ is explicitated in every version, and its meaning is sort of described:

o Women xuexiao zhugong gudian wenxue yanjiu TN TR ELOE MW FT ‘our high school is
specialized into classical literature studies’ (Official);

e na shiyi suo wenke gaozhong H5&—FT 3CEHE A “it’s a high school of classical humanities’ (F1, F2);

*  women xue de shi jingdian wenxue ATFHIZE M ‘we study classical literature’;

e women xuexiao zhugong gudian wenxue yanjiu de TN T BT $L L2 FTHY our school is

specialized into classical literature research’.

4.1.29 Socio-political life

Given the aim of the story to narrate the socio-political evolution of Italian society from the Fifties onwards,

references to socio-political life play an important role within the plot. Their translation solutions are thus

particularly relevant. Tab. 95 illustrates the translation strategies adopted in the six versions considered.
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Domain Subdomain Sub- . Translators Translation Tot.
subdomain Strategy

Adaptation

Equivalence

Official —
Explicitation

Generalization

Equivalence

Explicitation

Generalization

Fl1 Literal
Translation

Mistranslation
/

Equivalence

Explicitation

Generalization

F2 Literal
Translation

(SR E SREN Bl S I S I I \S I i) N e ) N I SN BN [ e ol

Social Ref. to Socio- Socio-political _—
References cultural life life Omission
Mistranslation

Equivalence

Explicitation

F3 Generalization

Literal
Translation

Equivalence

Wi N ||V |[0|W|—

Explicitation
F4 Literal
Translation

/
Equivalence

—

—_
—_—

Explicitation

F>5 Generalization

Literal
Translation

W | A~

Table 95. Socio-political life, Translation Strategies

By examining the data reported in Tab. 95, some observations can be made:

The data reveal notable trends in translation strategies across different versions. Equivalence is the most
frequently employed strategy in the Official subtitles (8 instances), as well as in F3 (8), F4 (5), and F5 (7). In
contrast, F1 presents an equal distribution of Equivalences and Explicitations (6 each), indicating a balanced
approach between preserving meaning and clarifying cultural references. Notably, Adaptation appears only
once and exclusively in the Official subtitles, suggesting a minimal attempt to modify content to fit the target

culture. Furthermore, Mistranslations are found solely in F1 and F2, with three instances each, highlighting
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potential issues in these fan-translated versions that could affect accuracy and viewer comprehension. In the

following subsections some relevant examples of each of the above-mentioned points will be analyzed.

4.1.29.1 Democristiani

The reference presented here is Democristiani ‘Christian Democrats’, mentioned by Prof.Galiani’s son when
talking about the political situation of that time during a discussion with some schoolmates. He refers to the
post-war leading party by saying un cambiamento ce lo promettono i vecchi e cari democristiani, lit. ‘the dear
and old Christian Democrats promise us a change’. This sentence implies a fine criticism towards the Party, at
the time often condemned — in brief — by different Italian political and social groups such as, above all, the
Italian Communist Party and the students’ movement, because of inaction towards its political promises. It was

thus seen — especially by the young — pretty conservative and incapable of taking care of social problems.

ST: Un cambiamento ce lo promettono i vecchi e cari democristiani...

EN: Our dear Christian Democrats promise change

ZH:
Translators TT Translation Strategy

Official A5 (9 1 B L R Equivalence
Fl TS IR AT AR AR Equivalence
F2 * Omission
F3 AR 52 B 2 L e R AR
F4 / Missing episode
Fs T TR 0 B34 11 175 7 2 i Equivalence

Table 96. Democristiani, Translation Strategies

The reference is translated via its official equivalent Jidujiao minzhutang & 2 X 32 3¢ “Christian
Democratic Party’ in Official and F3, in F1 and F5 with a slight different equivalent: Tianzhujiao minzhutang
KEHRENR (F1) and Jimin dang 357,

The sentence is instead completely omitted in F2, for unknown reasons. Possibly, this may be due to
an incomprehension of the political reference, or to a distraction of the translator who may have missed the
line. In each version, the sarcastic adjectives vecchi e cari ‘dear and old’ is literally translated into gin ai 55 %
(Official, F1, F3) and jing 'ai %% (F5), thus potentially equally conveying the subtle meaning of the original
source text.
4.1.29.2 Camorristi

An example of Explicitation is represented by the reference camorristi ‘camorrists’.

ST: Il bar Solara ¢ frequentato da camorristi e strozzini, lo sappiamo.
EN: The Solara’s bar is a hangout for camorristi and loan sharks.

ZH:
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Translators Target Text Translation Strategy
Official EEE ORIV b L Generalization

BRI A " ) s M A

F1 . . Explicitation

FENGE + :

AL AL — ELAR S BB A S S 2 TR A

F2 . Generalization

TEHIN

LIS B TR RAIDE N5

F3 Generalization

N
F4 / /
F5 EEOEVATLapS Al AT 32 40 A Generalization

Table 97. Explicative glosses

*F1’s explicative gloss:

The reference is generalized in the Official version into liumang he fang gaolidai de shayu JHRFVH = F) ¥
()% 1 “thugs and loan sharks’, reflecting the English Generalization. It is generalized also in F3 (mimi jieshe
dang Fh% 514 “secret association party’), F5 (heibang 235 ‘secret gang’) and F2 (heishehui B4t
‘secret society’). F1, one of the two groups who translated from Italian, instead explicitates the reference into
heishehui Kemola BAt23 70 %47 ‘Camorra secret society’. This group is the only one which phonetically
transliterates the name of the reference ‘Camorra’ into Kemola 7, %% 4. Moreover, they also add an explicative
gloss explaining what Camorra is: ‘A secret society formed in Naples, Italy, around 1820, which grew into a
powerful political organization before being banned for illegal terrorist activities such as fraud and robbery’.

Another example of Explicitation adopted also in the Official version, instead, is described in Subsection

4.1.29.3.

4.1.29.3 La cartolina

The reference under analysis is a pretty colloquial expression indicating the formal convocation men used to
receive when they were called to army, informally known as la cartolina, lit. ‘the postcard’. This is referred to

in one episode:

ST: E arrivata la cartolina, Enzo e Antonio devono fare i soldati.
EN: The card arrived. Enzo and Antonio have to be soldiers.

ZH:

Translators Target Text Translation Strategy

Official ERT B R e RE MR Explicitation
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Fl KT BRI Z AR RE S Y T Explicitation

F2 TR T B2 AR B R 5 R A Explicitation
F3 KT B R RE LY R T Explicitation
F4 / /

F> Tk T BRI A B RIS Explicitation

Table 98. La cartolina, Translation Strategies

As it can be noted, all the Chinese target texts explicitate the concept:

o Zhengbing ka fiE fc-k ‘military card’ (Official);
e Zhengbing tongzhi fiE K< % ‘conscription notification’ (F1, F3);
*  Bingyi tongzhishu SAXIEAITS ‘army notification’ (F2);
®  Ruwu tongzhishu NIEKITS ‘conscription notification’ (F5).
I consider all of these Explicitations in that they all explicitate the fact that this is a conscription notification,

which is not specified in the source text; Carmela only declares that “Enzo and Antonio have to be soldiers”,

but the cartolina is not specifically referred to as an army notification, which is left implicit.

4.1.29.4 Gli hanno assegnato una casa in Piazza Nazionale

This subsection investigates on one case resolved through a particular kind of Adaptation in the Official version.
The given sentence is uttered by one of the ladies living in the 7ione when talking with a neighbor about Donato
Sarratore and his family moving. As a reason why the family is moving, this lady explains Lui ¢ ferroviere, gli
hanno assegnato una casa in Piazza Nazionale ‘He’s a railway worker, they assigned him a house in Piazza
Nazionale’. During the Sixties, in the middle of Italian economic boom, the National Railways Ferrovie dello
Stato launched a ten-year program of financial and insurance provisions for the construction and purchase of
houses for railroad workers which were normally built close to the railway stations (cfr. Legge n. 605,
15/07/1966)°°. The lady, by saying gli hanno assegnato una casa ‘they assigned him a house’ thus means that

Donato is provided with a house by Ferrovie dello Stato.

ST: Lui ¢ ferroviere, gli hanno assegnato una casa in Piazza Nazionale.

EN: He’s a railway worker, they assigned him a house in Piazza Nazionale.

ZH:
Translators Target Text Translation Strategy
Official b 2 (955 B AR S % 7 A DT Adaptation
F1 A 1415 T — B R B0 T Literal Translation
F2 fi Al A T AR Literal Translation

% Accessible at: https://www.edizionieuropee.it/law/html/15/zn38 07 02a.html# ART0004 (accessed 3.07.24).
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F3 Sy T EGELIET B R T Explicitation
F4 144y T —EBEE B ET Literal Translation
F5 MAEE R B AR T —BRT Literal Translation

Table 99. Gli hanno assegnato una casa, Translation Strategies

F1, F2, F4 and F5 adopt a Literal Translation: tamen gei ta ffif' 1254t “they assigned him...”; F3 explicitates
the concept by specifying guojia fen le [H 43 T ... ‘the State provided him...’; The Official version adopts a
peculiar kind of domesticating solution, adapted to the Chinese concept of danwei ¥.057: danwei gei ta */31
#5fth “the working unit gave him...>. The danwei ¥./i; system was established in the 1950s during the Maoist
era with the aim of reinforcing the social, political and ideological control of the Party over the population. In
brief, it was a form of urban and social distribution that characterized China until the opening reforms of the
1980s. They were referred to as ‘working and residential units’: every Chinese was associated to a danwei and
referred to it for work, school, neighborhood, etc.. In order to carry out certain activities (such as getting
married, give birth, change job, etc.) it was necessary to ask for permission to the danwei. In sum, the working
units controlled every form of activity of the population, and provided workers with resources such as
accommodation, food, salary, etc. (Samarani 2004/2008). Given this brief overview, the Official version’s
translation has been categorized as a form of Adaptation. This solution may in a way be misleading, in that it
is quite unlikely for a danwei to be established in second post-war Naples. However, it is also true that it helps
conveying a fairly similar concept of a State-controlled distribution of houses for workers. This may be

interesting to be explored as part of future research on audience reception.

4.1.30 Socio-political life, Mistranslations

As mentioned among the observations made by looking at Tab. 95 in Subsection 4.1.29., Mistranslations have
been recognized only in F1 and F2 (3 cases each). 2 of them regard the reference fascisti ‘fascists’, as

exemplified by the example reported in section 4.1.30.1. The other 2 cases are reported in Appendix 1.

4.1.30.1 Fascisti

ST: Raccoglievano i voti per i monarchici e i fascisti.

EN: They gathered votes for the monarchists and fascists.

ZH:

Translators Target Text Translation Strategy

Official AT A 2 3 SO R P 1 S R Equivalence

Mistranslation

Fl AT PR S 56 AR TG i S a6 52 Overi :
ver-interpretation

- U 5 52 5 P Ml S A5 7 0T P B 7 A Mistranslation
KIS Over-interpretation

F3 AT 3 2 SO AL G 07 T i i B Equivalence

F4 AT O B 38 A 0 i 2 52 Equivalence
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F3 R A At 2 SO D 207 1 S Equivalence
Table 100. Fascisti, Translation Strategies

Fascisti ‘fascists’ is translated with its official equivalents Faxisi zhuyizhe %757 X 34 (Official, F5), Faxisi
fenzi VG5 F (F3) and Faxisi 75753 (F4). F1 and F2, instead, translate the reference into Nacui faxisi

‘Nazi-fascists’. Since the two terms reflect different ideological and social concepts, although historically
interrelated, and considering that Nazism is not mentioned in the source text, I categorized these two solutions

as two ‘Over-interpretation’ kind of Mistranslations.

4.1.31 Institutions and functions

The ‘Institutions and functions’ sub-subdomain includes only 3 references. These are translated via the

translation strategies reported in Tab. 101.

Domain Subdomain subfll(l)lr)t;ain Translators ng::;i:tgl;n Tot.
Equivalence 2
Official Literal 1
Translation
Generalization 1
Literal
Fl Translation !
Mistranslation 1
Equivalence 1
F2 Generalization 1
Social Ref. to Socio- | Institutions and Mistranslation I
References cultural life functions Equivalence 1
Literal
F3 translation !
Mistranslation 1
Equivalence 1
Literal
F4 translation !
Mistranslation
Equivalence 2
F5 Literal 1
Translation

Table 101. Institutions and functions, Translation Strategies

It is interesting to note that a Mistranslation has been recognized only in F1, F2, F3 and F4. It is presented in

section 4.1.31.1 below as the most representative case of the given sub-subdomain.
4.1.31.1 Tribunale

The reference that has been mistranslated is tribunale ‘court’.

ST: Posso vedere se si libera un posto al tribunale.

EN: I could see if a job frees up at the courthouse.
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ZH:

Type of Mistranslation -
Translators Target Text T lation Strat
ranslation Strategy
Official T DU A B 2 th ke T A Equivalence
Mistranslation -
F1 REBRARAENIAMRILIE | [ dossn't get through
Mistranslation -
F2 LI BERREAET ORI AT | o doesnt get through
3 Mistranslation -
> ELT A A B A 23
P BT BAT L5 The message doesn’t get through
Mistranslation -
k4 BB TR B = R The message doesn’t get through
F5 BT LA 1 i A e 52 R Equivalence

Table 102. Tribunale, Mistranslations

The sentence is pronounced by Elena’s father when talking about Elena’s possible job, instead of continuing

her education. Tribunale ‘court’ is translated with its official equivalent fayuan V2B in the Official version

and in F5. Unexpectedly, this is instead mistranslated in F1, F2, F3, and F4 and translated into shi zhengfu T

BURF City Hall’: this may be due to the fact that Elena’s father works as the City Hall’s doorkeeper. This kind

of mistake does not cause an improper transfer of the plot though, in that the story does not follow this path

and Elena goes to high school. It is nevertheless highlighted as an incorrect translation of the source text.

4.1.32 Military Institutions and functions

This sub-subdomain includes only one reference, which is an expression used in the military context.

4.1.32.1 L’hanno riformato

ST: L’hanno riformato, dicono che ¢ un po’ esaurito.

EN: He’s been discharged, they say he had a breakdown.

ZH:
Translators Target Text Translation Strategy

Official AT T A R e T Explicitation
Fl H AR AL 1 43R DA A ARS o 3 T Generalization
F2 fi LA SR A T AT SR 2 Generalization
F3 il LA 1 AT I UOR H  5 Generalization
F4 / Missing episode
F5 AT AT RS A 35 T Explicitation

Table 103. L'hanno riformato, Translation Strategies
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The source text Italian expression is used to refer to someone being discharged from the army because of a
physical disease — or any other reason that do not allow this person to pursue his military service. The

expression is explicitated in the Official version and in F5 into ta bei jundui kaichu le i ZEBAIFER T ‘he
was fired from the army’. It is generalized in F1 (ta tigian tuiwule {32 ATIE{H | ‘he retired early’), F2 (tamen
rang ta tigian tuiwu le fi I 1LEA$EATIESH T ‘they made him retire in advance’), and F3 ta yijing tuiwule it
SR {H T ‘he already retired’.

4.1.33 Idioms

This section examines the most frequent sub-subdomain identified within language-specific references: Idioms.
Given the crucial role of language in the story and the cultural connotations it conveys, idiomatic expressions

are particularly significant to the plot and its cultural specificity. A total of 77 instances of Idioms were

identified.
Domain Subdomain subfll(l)ll)t;ain Translators ng::;i:tgl;n Tot.
Adaptation 18
Equivalence 4
Explicitation 28
Official Generalization 4
Litera} 15
Translation
Omission
Mistranslation 7
Adaptation 21
Equivalence 1
Explicitation 30
Generalization 3
Fl Literal 1
Social Ref. to Socio- | Institutions and Translation
References cultural life functions Omission 1
/
Mistranslation
Adaptation 14
Equivalence 2
Explicitation 44
2 Generalization 2
Litera} 3
Translation
Omission 2
Mistranslation 5
Adaptation 17
F3 Equivalence 2
Explicitation 40
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Generalization 3
Literal 3
Translation
Mistranslation 7
Adaptation 12
Equivalence 1
Explicitation 19+1
F4 Generalization 2
Lit
Transelg‘:ilon >+l
Mistranslation 4
/ 33
Adaptation 18
Equivalence 1
Explicitation 38
ES Generalization 3
Litera} 13
Translation
Mistranslation 4

Table 104. Idioms, Translation Strategies

Out of 77 cases, Tab. 104 highlights that:

e Explicitation is the most adopted strategy in the Official version (28 cases), in F1 (30), F2 (44), F3
(40), F4 (19+1)”, and F5 (38);

e Adaptation is the second most adopted strategy in every version: 18 cases in the Official version, 21
inFl, 14in F2, 17 in F3, 12 in F4, 18 in F5.

e A number of Mistranslation has been recognized in each version, which is greater in the Official
version and in F3 rather than in the other non-professional ones: 7 cases in Official, 4 in F1, 5 in F2,

7inF3,4in F4, 4 in F5.
The most relevant cases will be illustrated in the following subsections.

4.1.33.1 Pure le pulci hanno la tosse?

The idiomatic expression pure le pulci hanno la tosse? is pronounced by Lila’s father towards her brother Rino

when he insists on paying Lila’s school for allowing her to study.

ST: Che c¢’¢, pure le pulci hanno la tosse?
EN: What was that?
ZH:

Translators Target Text Translation Strategy

97 F4 misses the translation of 33 cases due to the non-availability of the correspondent episodes, not translated by the
group.
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Official Generalization
Fl1 Generalization
F2 Explicitation
F3 Generalization
F4 / Missing episode
F5 Generalization

Table 105. Pure le pulci hanno la tosse?, Translation Strategies

The expression is a dialectal one, used when someone, such as a child, says something judged irrelevant. It is
translated into English with a generic ‘what was that?’. It is interesting to observe the different solutions and
notice how F2, which again is the group that translated the episodes entirely from Italian®®, is the only one who
clearly explicitates and describes the implicit meaning of the idiom: ni zai shuo shenme huhua VRIEBAT 21
1 ‘what nonsense are you saying?. The other five versions, instead, adopt what I have thus categorized as
Generalizations, in that they reflect the generic and somehow neutral English translation: ni shuo shenme /%
A4 ‘what did you say?’ (Official), ni shi zai gan shenme & 1E T4 4 ‘what are you doing?’ (F1), ni zai
shuo xie shenme YRTEULESA 24 ‘what are you saying?’ (F3), zenme huishi /5415153 ‘what’s it all about?’
(F5). Another example of Explicitation is outlined in subsection 4.1.33.2.

4.1.33.2 Le e venuto il marchese

Le e venuto il marchese is a Neapolitan traditional expression used when a woman gets her period, which
literally means ‘the marquis arrived’. It is pronounced by Carmela when Elena gets her period for the first time

and asks for explanations.

ST: Le e venuto il marchese

EN: Aunt Flo’s paid her a visit.

ZH:
Translators Target Text Translation Strategy
Official Explicitation
Fl Kl Fi Adaptation
F2 Explicitation
F KPR FE Vit T Adaptation
F4 ikt ok 7 Adaptation
5 Kl 1] 7 Adaptation

Table 106. Le e venuto il marchese, Translation Strategies

As it can be noticed, the expression is adapted in the first place in the English version, in which the similar

idiomatic expression ‘Aunt Flo’s paid her a visit’ is adopted. The same happens in F1, F3, F4 and F5, in which

%8 The group translated the episodes of Season 2 entirely from Italian, whereas they made use of English as control
language for Season 1.
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the non-professional translators opted for the similar Chinese archaic and traditional euphemism used to refer

to menstruations da yima KUY, lit. ‘big aunt’ (Li 2020):

e Da yima daofang KEEIHF|V; ‘big aunt came to visit’ (F1);

o Da yima lai baifang ta le RIFIGKFEVi U | ‘big aunt came to visit her’ (F3);

o Tadayima lai le Wi K1 45K T ‘her big aunt arrived’ (F4);

o Tadayima shangmen le a KIEEYG 17 7 W] ‘her big aunt got home’ (F5).
Given Lila’s line that follows — chi? ‘who?’ — it may be reasonable to say that adaptation is the best working
solution, considering that this is maintained identical in every Chinese target texts into shei # ‘who’?. The
Italian dialogue voluntarily makes Lila puzzled by what Carmela says, and leads her to believe that il marchese
‘the marquis’ is a physical person, which is why she asks chi? ‘who?’.

The Official version and F2, instead, overtly explicitate the meaning of the idiom into yuejing H %,
which is the official equivalent of ‘menstrual period’. I categorized both as — although possibly infelicitous —
Explicitations and not Mistranslations though, in that the message still gets across because Lila may sound like
not recognizing the term anyway.

As mentioned, the most adopted strategy to render idiomatic expressions is Explicitation. Subsection

4.1.33.3 provides a representative example of this tendency.

4.1.33.3 Tratteniamo il carro in discesa

Tratteniamo il carro in discesa, which may be literally back-translated into English into ‘we are holding the
carriage down the hill’, is a Neapolitanean dialectal expression used to indicate the difficulties workers used
to face when leading a carriage down a hill (Gaviglia 2016). It is pronounced by Giuseppina Peluso when

Elena asks her come stai? ‘how are you?’ regarding her husband being imprisoned.

ST: E: come stai? G: come devo stare... bene, tratteniamo il carro in discesa

EN: we get the best we can

ZH:
Translators Target Text Translation Strategy

Official Explicitation
F1 Explicitation
F2 Explicitation
F3 Explicitation
F4 / Missing episode
F5 Explicitation

Table 107. Tratteniamo il carro in discesa, Translation Strategies

First of all, the idiom is somehow explicitated in the English version with the similarly idiomatic expression
‘we get the best we can’. In the Chinese target texts, it is ‘described’ in its meaning into women yijing jinli le

FATEZLRJ1 T “we tried our best’ in the Official version, into women zai jinli ba rizi guohao AL/ 77
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o H Tk 4F ‘we do our best to let the days pass by’ in F2 jiushi mangzhe yanghuo ziji ne S /21T %& 787G H &
W ‘I am just busy holding myself’, in F3 women yijing jin women suoneng le A1E LR IFATFTHE T ‘we
already did our best’, in F5 women jinli ao xiaqu AL J1#& N % ‘we try to hold on’. All the solutions have

thus been categorized as Explicitations in that, although evidentially influenced by the English version, they

anyway describe the meaning of the source text expression.

4.1.34 Idioms, Mistranslations

As for what concerns Mistranslations, Tab. 108 summarizes the different typologies of Mistranslations

recognized within the sub-subdomain ‘Idioms’.

Domain Subdomain Translators Tot. Mistr. Type Tot.
Official 7 Incomprehension 7
Incomprehension 4
F1 5
Over-interpretation 1
Lexical F2 5 Incomprehension 5
Idioms
references F3 7 Incomprehension 7
Incomprehension 3
F4 4
Over-interpretation 1
Incomprehension 3
F5 4
Over-interpretation 1

Table 108. Idioms, Mistranslations

As Tab. 108 shows and as already mentioned, Official and F3 present the most numerous cases of
Mistranslations (7 each), compared to the other non-professional versions. In each version the majority of them
are all Incomprehensions, except for one case of ‘Over-interpretation’ retrieved in F1, F4 and F5. The majority
of these is thoroughly described in Section 4.6 as part of the reception study carried out within this research
design. A different case, illustrating an Incomprehension, is instead presented in the following subsection

4.1.34.1.

4.1.34.1 Fatele un’attenzione

The expression is a para-dialectal one, which can be literally translated in English into ‘give her an attention’.
While working in the butcher’s shop, Stefano tells his mother, who takes care of payments, to fare un attenzione

to a lady. It implies to give her a discount, to treat her well.

ST: Mamma, a questa signora fatele un attenzione
EN: Mamma, make sure you treat her well.

ZH:
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Translators Target Text Translation Strategy
Official 4 I 4= R Mistranslation - Incomprehension
F1 G0 SERE— FiXfr £+ Literal Translation
F2 YIS IR R XA K Literal Translation
F3 i, Literal Translation
F4 / Missing episode
F5 FIe N A B T X 4R Mistranslation - Incomprehension

Table 109. Fatele un'attenzione, Mistranslations

As the translation solutions show, the meaning of the given expression seems not to have been completely

understood by Official, F2 and F5. Indeed, the Official translation is: niishi hao hao xiangyong o 2=t UF4f

= H Mk, which literally means ‘enjoy it, ma’am’ and which is used as a greeting expression. Similarly, F5’s

solution seems to be the result of an incomprehension: laofiren ke bie zaota le zhe hao dongxi %7 N\ 7] 7

PR 7 IXUF 7578 “old lady, be sure of not ruining this precious things’.

F1’s, F2’s and F3’s versions are instead Literal Translations: mama guangzhao yixia zhe wei niishi U

g R — R X7 2+ ‘mum, take care of this lady’ (F1), mama hao hao zhaohu xia zhe wei taitai 1545 4

UFFHIE R IX A2 A K “mum, take care of this lady’, @4t X4 i 5 )L “mum, be nice with her’.

4.1.35 Sayings

38 cases of ‘Sayings’ have been recognized and translated via the translation strategies outlined in Tab. 110.

Domain Subdomain Sub- . Translators Translation Tot.
subdomain Strategy
Adaptation 6
Explicitation 11
. Literal
Official Translation 1
Omission
Mistranslation
Adaptation
Equivalence 1
Social Ref. to Socio- | Institutions and EXphClj[atl(.m 13
References cultural life functions F1 Generalization 1
Literal 7
Translation
/ 4
Mistranslation 4
Adaptation 10
Explicitation 15
F2 Literal 3
Translation
Omission 4
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Mistranslation 6
Adaptation 10
Equivalence 1
F3 Explicitation 18
Literal 7
Translation
Mistranslation 2
Adaptation 5
Equivalence 1
Explicitation 6
F4 Literal 7
Translation
/ 15
Mistranslation 4
Adaptation 8
Equivalence 1
F5 Explicitation 15
Literal 10
Translation
Mistranslation 4

Table 110. Sayings, Translation Strategies

By observing Tab. 110, some observations can be made. In the Official translation a majority of Literal
Translations and Explicitations (11 each) was recognized. There is a higher quantity of Explicitations in the
non-professional versions compared to that of the Official version: 13 in F1, 15 in F2, 18 in F3, 15 in F5. F4
misses 15 references due to the non-availability of the translation of the correspondent episodes and adopts a
majority of Literal Translations (7). There is a higher number of Mistranslations retrieved in the Official
version if compared to the non-professional ones: 8 in Official, 4 in F1, 6 in F2, 2 in F3, 4 in F4, 4 in F5.

Relevant examples are provided in the following subsections.

4.1.35.1 Mandalo al camposanto

The reference mandalo al camposanto literally means ‘send him to the graveyard’, which is a way to say ‘kill

him’. It is pronounced by Silvio Solara to his son Marcello while he is beating Alfredo Peluso.

ST: Mandalo al camposanto.

EN: Send him to the graveyard.

ZH:
Translators Target Text Translation Strategy
Official AR R B Literal Translation
F1 Explicitation
F2 ST Adaptation
F3 Explicitation
F4 / /
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F5 Explicitation

Table 111. Mandalo al camposanto, Translation Strategies

This case illustrates a Literal Translation adopted in the Official version and the Explicitations adopted instead
in most of the fansubs. Indeed, in the Official version the reference has been translated into song ta jin fenmu
&M 3E S it has been explicitated in F1, F3 and F5: song ta qu si i%Ath 2:3E “kill him’ (F1), nong si ta ¢35t
fffi “kill him’ (F3, F5); it is instead somehow adapted in F2 hao hao shoushi ta yi dun I35 WHEAR—H1 “give
him a good beating’. F2’s solution does not explicitly mention neither the graveyard nor killing him, and it
may sound “lighter” in its meaning. However, it may also be read as an implicit way to express the source text

meaning, which is why it has been categorized as an Adaptation.

4.1.36 Sayings, Mistranslations

As mentioned, another observation that can be made is the higher number of Mistranslations retrieved in the

official version. Tab. 112 illustrates the typologies of errors recognized in each version.

Domain Subdomain Translators Tot. Mistr. Type Tot.
Incomprehension 6
Official 8 :
Over-interpretation 2
Incomprehension 3
F1 4
Over-interpretation 1
Incomprehension 4
Lexical . F2 6
references Sayings Over-interpretation 2
Incomprehension 1
F3 2
Over-interpretation 1
Incomprehension 3
F4 4
Over-interpretation 1
Incomprehension 3
F5 4 i
Over-interpretation 1

Table 112. Sayings, Mistranslations

The data reported in Table 112 highlight the differences in error types between the Official and non-
professional translations. The Official translations predominantly feature Incomprehensions of the key English
text, with 6 out of 8 errors being of this type. In contrast, while non-professional translations also have a
significant number of Incomprehensions, the overall count is lower: 3 in F1, 4 in F2, 1 in F3, 3 in F4, and 3 in

F5. A relevant example is described in Subsection 4.1.36.1.
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4.1.36.1 Viviamo con la bottega di mio marito
Viviamo con la bottega di mio marito ‘we live off my husband’s shop’ is pronounced by Lila’s mother referring
to their family poor economic situation, dependent solely on the earnings from Lila’s father’s shop. However,

the Official translation coveys a different message, as Tab. 113 illustrates.

ST: Viviamo con la bottega di mio marito

EN: We live off my husband’s shop

ZH:
Translators Target Text Type of Mistranslation -
Translation Strategy
Official BATELE L R )E B Mistranslation - Incomprehension

- AT BRI Explicitation

F2 SRR Fig Explicitation

F3 Explicitation

F4 / Missing episode

F5 #IR I E 9k Literal Translation

Table 113. Viviamo con la bottega di mio marito, Mistranslations

The Official translation is indeed women zhu zai zhanfu de dian li FATMELE S REIIE B ‘we live in my
husband’s shop’. This seems to be the result of a misunderstanding, and it may be misleading as the viewers
are familiar with Lila’s family house, which is a small flat in a residential building. Instead, the reference is
explicitated in F1, F2 and F3: dou zhizhe wo zhanfu de dian yangjia hukou #5383 L R A IEFEFMI 1 ‘we
all rely on my husban’s shop to sustain our faimily’ (F1), quan kao wo zhanfu de xie pu yangzhe =% R
4L 2% ‘we rely on my husband’shoe shop to live’ (F2), quan kao wo zhanfu de shangpu chifan 53
LRHIRHNZIR ‘we rely on my husband’s shop to eat’ (F3). It is literally translated in F5: kao wo zhanfu de
dian wei sheng SR L R HIE N ‘we live off my husband’s shop’. The other cases are listed in Appendix 1.

4.1.37 Exclamations

20 cases of Exclamations have been retrieved, translated according to the translation strategies reported in Tab.

114.

Domain Subdomain Translators Translation Tot.
Strategy
Adaptation 16
Official Explicitation 3
. Omission 1
Lexical 1 .
References Exclamations Adaptation 15
Literal
Fl Translation 1
Omission 1
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Retention 1
/ 1
Mistranslation 1
Adaptation 13
Explicitation 4
F2 —
Omission
Mistranslation 2
Adaptation 15
Explicitation 3
F3 Literal 1
Translation
Omission 1
Adaptation 5
Explicitation 1
F4 - -
Mistranslation 1
/ 13
Adaptation 18
F5 Explicitation 1
Omission 1

Table 114. Exclamations, Translation Strategies

Tab. 114 shows that the most adopted strategy, in each version, is Adaptation. Mistranslations have instead
been retrieved only in F1 (1 case), F2 (2 cases) and F4 (1 case). The most emblematic cases are described in

Subsections 4.1.37.1 and 4.1.37.2.

4.1.37.1 Per !’amor di Dio
The reference per [’amor di Dio, lit. ‘for God’s love’ exemplifies the adoption of Adaptation in most versions

(Official, F1, F4 and F5).

ST: Per [’amor di Dio, se si sveglia vostro padre, vi uccide.

EN: For the love of God! If you wake your father he’ll kill you.

ZH:
Translators Target Text Translation Strategy

Official RS RSER R 101 i 2 T ke Adaptation

1 AU A0 0 T mAD [ FEE Adaptation
A VAR

F2 I T SEEEWEE T bR Explicitation
F3 FOEIEIR SR T Ak TR Explicitation
Fa LR VTR RIS b A T R I Adaptation
Fs LR IRBRAREIE e T R Adaptation

Table 115. Per l'amor di Dio, Translation Strategies
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The exclamation, which in Italian expresses surprise, shock or concern, is adapted in the Official version, F4

and F5 into the Chinese exclamation laotianye a & <57, which may be back-translated into ‘oh my god’;
similarly, it has been adapted in F1: kan zai laotian fen shang B 1EZ XAy L “for god’s sake’. It has instead

been explicitated in F2 into bie nao le 7] T ‘don’t make noise’ and in F3 into giu nimen le SKAFA1 T “please’.

4.1.38 Exclamations, Mistranslations

Among the above-mentioned Mistranslations, the most relevant example is outlined in Subsection 4.1.38.1.

4.1.38.1 Mannaggia la colonna

Mannaggia la colonna, lit. ‘blast the column’ is a Neapolitan dialectal exclamation that has its origins in an
ancient tradition: according to the popular belief, in 1500, in Piazza Ottocalli in Naples, there was a magnificent
marble column which was venerated because of its magical power of controlling the weather in favor of good
harvest; for this reason, it became subject of superstitious rituals. In 1590, Archbishop Annibale di Capua
abruptly ended this tradition by demolishing the column. This decision deeply saddened the people, who relied
on it for comfort and support. Over time, the phrase mannaggia ‘a culonna emerged, referencing the column’s
destruction and symbolizing disappointment or frustration. Today, this expression is used more casually to
avoid directing insults at others (Giannetti 2019). In one episode of L 'amica geniale, this expression is used
by Antonio Cappuccio — Elena’s boyfriend — during an angry discussion with Elena, who is showing disinterest

in him because of, as he assumes, his lack of education.

ST: E vero, a volte non le capisco’”. Ma mannaggia la colonna!

EN: It’s true, sometimes I don’t get them... Blast it!

ZH:
Translators Target Text Translation Strategy
Official Ve A I R T AR () AT Adaptation
Fl R HIHMER AR 2 Adaptation
) Mistranslation
F2 XA B A I BT AN 201 2 .
Incomprehension
F3 (It AR AR A... 256 Adaptation
F4 / Missing episode
F5 FEIX BB A IR 120 Adaptation

Table 116. Mannaggia la colonna, Mistranslations

In the Official version, F1, F3 and F5 the exclamation was adapted into the Chinese expression gai si (de) 1%
HE(11]), which can be back-translated into ‘damn it!”. However, the expression was misinterpreted in F2 and
translated into gai si de xuexiao Z%ALHIF K ‘damn school!”, which I categorized as an Incomprehension kind

of Mistranslation which leads also to an Over-Interpretation, in that the misunderstanding seems to be related

% He refers to the conversations Elena has with her schoolmates.
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to the fact that Antonio feels inferior to Elena and her schoolmates because of his lack of education. The
mistake might also be due to the fact that this group translated the episode directly from Italian with no help
from the English pivotal text like the other translators did.

4.1.39 Metaphors

The sub-subdomain of Metaphors includes 6 references. These have been translated via the translation

strategies summarized in Tab. 117.

Domain Subdomain Sub- . Translators Translation Tot.

subdomain Strategy

Explicitation 5

Official Literal 1
Translation

Lexical Figures of Metanhor Fl Expl%c%tat%on 6

References speech ctaphors F2 Explicitation 6

F3 Explicitation 6

F4 Explicitation 6

F5 Explicitation 6

Table 117. Metaphors, Translation Strategies

Tab. 117. shows that the 6 cases have been translated almost in every case via an Explicitation, except for a
Literal Translation in the Official version. An explicative case is outlined in Subsection 4.1.39.1. All the other

analyzed references are reported in Appendix 1.

4.1.39.1 Guardate, questo é un asino

The metaphor conveyed in the expression guardate, questo é un asino ‘look, this is a donkey’ is used by

Teacher Ferraro to Enzo, to indicate his bad grades and behavior.

ST: Guardate, questo & un asino!

EN: Look, this is a dunce!

ZH:
Translators Target Text Translation Strategy
Official EWH XA Explicitation
F1 BB IXA Explicitation
F2 EiXE—4 Explicitation
F3 WE BEEHIX Explicitation
F4 EE XA Explicitation
F5 EE XN Explicitation

Table 118. Questo é un asino, Translation Strategies

Probably influenced by the explicitation of the metaphor in the English version — dunce — all the Chinese target

text adopted an Explicitation too:
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e Bendan % ‘fool’ (Official, F4);

e Chunhuo %17 ‘dunce’; (F1)

e Shaghua 12\ “fool’ (F2, F3, F5).

4.1.40 Similitudes

Only 2 cases of similitudes were retrieved among the subdomain ‘Figures of speech’. These are translated via

the strategies illustrated in Tab. 119.

Domain Subdomain Sub- . Translators Translation Tot.
subdomain Strategy
. Explicitation 1
Official - -
Mistranslation 1
Adaptation 1
Fl1 Literal 1
Translation
F2 Explicitation 1
Literal
. 1
Lexical Fi ¢ Translation
exica 16Ures o Similitudes Adaptation 1
References speech -
F3 Literal 1
Translation
Literal 1
F4 Translation
/ 1
Explicitation 1
F5 Literal 1
Translation

Table 119. Similitudes, Translation Strategies

One interesting reflection that can be made by observing Tab. 119 is that only one case of Mistranslation is

retrieved in the Official translation, whereas no translation errors are recognized in the non-professional ones.

This is described in Subsection 4.1.40.1., and the other case of Similitudes in reported in Appendix 1.

4.1.40.1 Come un ragno

The similitude come un ragno ‘like a spider’ is pronounced by Lila when talking about Don Achille.

ST: [Quando fa buio, viene qui sotto], come un ragno

EN: [When it gets dark, he comes down here] like a spider

ZH:
Translators Target Text Translation Strategy
Mistranslation
Official cEA .
Incomprehension
F1 M2 45 AN ik — RE TR 13 B Sk Literal Translation
F2 Literal Translation

R PRI b 2> (5 ik — FETERE R
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F3 A g 2= 15 M ik — R Sk 313X B Literal Translation
F4 A 245 Wik — RETE 313X LSk Literal Translation
F5 fth 25 Wk — FERIX LR Literal Translation

Table 120. Come un ragno, Translation Strategies

As Tab. 120 shows, all the non-professional translations adopt a Literal Translation of come un ragno ‘like a
spider’ into xiang zhizhu yiyang 14 Wil%k—F¥£. For some reason, be it either a misunderstanding of the English
pivot text or a voluntary choice, the Official translation is a substitution of the reference into ‘a poisonous
snake’: xiang dushe 1475 1¢. Since no cultural issues related to spiders, to the extent of my knowledge, seem

to exist within Chinese culture, I categorized this solution as an ‘Incomprehension’ kind of Mistranslation
rather than a motivated voluntary choice. It must be underlined, though, that this kind of mistake does not seem

to influence neither the transfer of the plot nor the cultural specificity of the product.

4.1.41 Proverbs

Within Lexical references, an interesting subdomain is represented by ‘Proverbs’ and its 2 correspondent cases.

Domain Subdomain Translators Translation Tot.
Strategy
Literal
. Translation 1
Official (EN)
Mistranslation 1
F1 Literal 2
Translation (1 from EN)
Adaptation 1
F2 ; ;
Mistranslation 1
Lexical Proverbs Adaptation 1
References -
F3 Literal 1
Translation
Literal
F4 Translation I'(from EN)
Mistranslation 1
Literal
F5 Translation I (from EN)
Mistranslation 1

Table 121. Proverbs, Translation Strategies

An inevitable observation on Tab. 121 is that most versions adopt one Literal Translation, which is however —
except for F2 and F3 — clearly coming from the English pivotal text. Similarly, one Mistranslation is recognized

almost in each version. The two cases are described in subsections 4.1.41.1 and 4.1.41.2.

4.1.41.1 A lavare la testa al ciuccio si perde acqua e sapone

The proverb A lavare la testa al ciuccio si perde acqua e sapone, lit. ‘washing the donkey’s head is a waste of
water and soap’, comes from the Neapolitan dialect and it is used to indicate that doing something is pointless

because it will not have any effect. It thus suggests that someone’s efforts are futile and unlikely to bring about
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any change or improvement, no matter how much time or resources are invested. In the story, it is pronounced

to Teacher Ferraro when being angry to Enzo Scanno’s bad results at school.

ST: A lavare la testa al ciuccio si perde acqua e sapone.

EN: you can lead a donkey to water but you can’t make him drink.

ZH:

Translators Target Text Translation Strategy
Official PRE] AR B2 )UK 3h H 2 TEVHEE B K Literal Translation (EN)
Fl IRAEEP 3] JoKiL EARACEHR 2K Literal Translation (EN)

F2 FLRR RGP 5 2 Adaptation

F3 TEFANE 2 Adaptation
F4 iR AT 22K i1 18R A B R 42 B0 K Literal Translation (EN)
FS PRAT LM — Sk B B K H0TE L3058 & /K Literal Translation (EN)

Table 122. A lavare la testa al ciuccio si perde acqua e sapone, Translation Strategies

The translation solutions of this proverb particularly show the influence of the English version on most the
Chinese target texts. Official, F1, F4 and F5, indeed, literally translated the English adaptation of the proverb
into ‘you can lead a donkey to water but you can’t make it drink’, which conveys pretty much the same meaning

of the original Italian one:

e Ni keyi ba lii gian dao shuibian danshi wufa bi ta yinshui /R 7] VRG22 /K0 {H2 ToikIE B RK
‘you can lead a donkey to water but you can’t make it drink’ (Official);

e Nineng ba lii yin qu shuibian dan ni yongyuan jiao bu hui ta he shui YREEFET 5| J/Kil {HARKZE
HA 2K ‘you can lead a donkey to water but you can’t teach him how to drink it” (F1);

e Ni neng ba lii dai qu shuibian dan ni yongyuan ye jiao bu hui lii he shui /RBEFCLF Ay 227K (BARK
T HA I K ‘you can lead a donkey to water but you can’t teach him how to drink it” (F3);

e Ni keyi ba yi tou lii dao shuibian que wufa giangpo ta he shui VR 0] U —3kIF &3k ETC7kE
1B Mg7K ‘you can lead a donkey to water but you can’t force him to drink’ (F5).

F2’s and F3’s solutions are instead two Adaptations, in that they adopt a Chinese expression reflecting the same

meaning:

o Zhenshi yin li rongyi jiao li nan ¥ 2RI 25 539 HE ‘it is easy to water the donkey but hard to
teach it’ seems to be a Chinese saying, conveying the idea that it is simple to provide basic needs but
challenging to impart knowledge or change behavior, especially in someone who is stubborn, which
reflects the original Italian expression’s meaning (F2);

e Ruzi bu je jiao T AT Z ‘the boy is not worth teaching’ is a Chinese idiom used to describe
someone who is seen as hopelessly unteachable or unable to learn and which may evoke frustration

with the person’s inability or unwillingness to understand or improve (F3).
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4.141.2 Sela scoreggia e allegra...

The proverb is pronounced by Donato Sarratore at dinner, who makes reference of a funny episode happened
to his wife who is accused of having farted in a public place. He thus quotes the first sentence of what seems
to be a proverb and asks for the second part because he doesn’t remember it, but the conversation is interrupted
by people’s laughs and his wife asking him to stop. There seems to be not much evidence on the origins of the
proverb but, to the extent of my knowledge, it may be se la scoreggia ¢ allegra ‘o purgatorio ¢ festa; in any
case, se la scoreggia é allegra literally means ‘if the fart is happy...’. This seems not to have been fully

understood in each of the Chinese target texts.

ST: Come si dice, Nella: se la scoreggia ¢ allegra...

EN: How does it go, Nella: if it’s jolly fart...?

ZH:
Translators Target Text Translation Strategy
Official Mistranslation
1c1a B S v ) fip
F1 BTRRESELARE WHL WS Literal Translation
Mistranslation
F2 BB ARE PhL X2 R R I .
ncomprehension
F3 TR3EfH PR B2 ﬁ RETRIE SRS M TS Literal Translation
Mistranslation
F4 /B2 AT RE Nella 115 EL 1) 2 .
Incomprehension
Mistranslation
F5 EBAutkE Sh 20k I .
ncomprehension

Table 123. Se la scoreggia é allegra, Mistranslations

The analysis of the original meaning of the proverb and the translations’one is quite subtle. To the extent of
my interpretation, the focus of the proverb is on the second tense, in that the proverb begins with “if...”. This

is literally translated in F1 and F3:

e ruguo shi ge xiang pi WIHZAAJE. .. “if it’s a loud fart...” (F1);
e ruguo zhe shi ge wanxiao pi WFIXZEANILEJE... if it’s a joking fart...” (F3).

The focus of the question seems instead to be misinterpreted in the Official translation, F2, F4 and F5:

e the Official version and F5 seem to be asking ‘is the fart happy?’: kaixin pi ma H 0> JiE "9,

. similarly, F2’s translation seems to have neglected the ‘if” clause,: zhe shi bu shi ge rang ren yukuai
de pi IX AN E ANMIPLHJE “is this a fart that makes people happy?’;

e F4, although maintaining the ‘if” clause, does not focus on the adjective describing the fart: ruguo

zhende shi ge pi WA FZAE “if it’s really a fart’;
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Although the difficult and multiple interpretations this line may generate, I have categorized the above-

mentioned versions as Incomprehensions Mistranslations.

4.1.42 Courtesy Expressions

This subdomain includes only one relevant reference: the expression of condolences pronounced by Elena’s

mother towards Melina when her husband dies.

ST: Condoglianze, Meli.
EN: My condolences, Melina.
ZH:

Translators Target Text Translation Strategy
Official T MERLR Equivalence
Fl R M Adaptation
F2 Explicitation
k3 V15 2 M Adaptation
F4 7% Melina Adaptation
F5 AR N Equivalence

Table 124. Condoglianze, Translation Strategies

It is interesting to notice that the given expression is translated via a Chinese equivalent expression in the
Official version and adapted to a fixed phrase pronounced to express sympathy for someone’s loss in most

fansubs except for F2, in which it is excplicitated:

e Wo shen biao aidao FIRFE M ‘my deepest condolences’ (Official);

o Jie'ai (shunbian) 71 % (JIIA%) is an expression that imply restrain one’s grief and accept the inevitable
loss which has been adopted in F1, F3, F4 and F5.

e F2’s translation is an explicitation of the meaning of ‘condolences’: shen gan buxing IF/EAE ‘1 am

deeply sorry’.

4.1.43 Grammar-related issues

The domain ‘morphological references’ includes those linguistic references based on the morphological
structure of a/some expression(s). These are divided into the subdomains of ‘grammar-related issues’ and

‘Latin-related issues’. ‘Grammar-relates issues’ include 4 cases, translated as summarized in Tab. 125.

Domain Subdomain Translators Translation Tot.
Strategy

Adaptation 2

Official Equivalence 1

Morphological Grammar- Mistranslation 1
References related issues Adaptation 211

F 1 .o . .
Explicitation 0+1
(note)
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Mistranslation

Adaptation

F2 ; ;
Mistranslation

Adaptation

—_— W9 | W = | =

F3 :
Equivalence

—

Adaptation
F4

/
Adaptation

F5 Explicitation

—_ = DN | W

Equivalence

Table 125. Grammar-related issues, Translation Strategies

Tab. 125 illustrates that the most adopted strategy is Adaptation; it is worth underlying also the presence of
Mistranslations in Official (1), F1 (1), and most predominantly in F2 (3). One of the most relevant cases is

illustrated in subsection 4.1.43.1, while the others are reported in Appendix 1.

4.1.43.1 Essi piangettero
The reference described in this subsection is one of the most emblematic of the whole analysis, given also the
importance of language and education within the narrative.

The scene in which it is pronounced takes place at Teacher Oliviero’s house, where Elena and her
schoolmate Gigliola are taking Italian grammar lessons to prepare the middle school entrance exam. The
teacher asks Gigliola the past tense passato remoto of the verb ‘to cry’. The girl makes a grammatical mistake
when uttering the first plural person: instead of saying essi piansero, she says essi piangettero. She then

corrects herself when the teacher asks ‘what?’ and says it correctly.
ST: - Noi piangemmo, voi piangeste, essi... -Essi? - Piangettero. - Che cosa? - Piansero.

EN: - We cried, you cried, they... -They? - Crieded. -What? - Cried.

ZH:
Translators Target Text Translation Strategy
AR T
RAIR T
ftbArD Mistranslation
Official HbA]
57 The message doesn’t get through
ft4
RT
AR T "I AR KA
1R T B AL
F1 AT, BN ZhiAia K E4s | Adaptation + Explicitation (note)
AT e H DARIE AN i
BT PR
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4
Ry
FATDE T ARIIR T AT
MATEA T Mistranslation
F2 rT
PRI 24
RT
TATRT
AR T
fibA]....
F3 A1 Adaptation
RTT
SR
AR T
F4 / Missing episode

PATHE S T RAT 258 1 AhA]. .
A4

F5 Bt T Adaptation

4

Ry

Table 126. Essi piangettero, Translation Strategies

The message doesn’t get through

The reference in itself is made by the mistake Gigliola makes, reflected in the English text through ‘they
crieded’ and ‘they cried’. This is however not reproduced neither in the Official version nor in F2, who translate
both piangettero ‘they crieded’ and piansero ‘they cried’ into ku le 5¢ | “cried’. For this reason, they both have
been categorized as ‘The message does not get through’ kind of Incomprehensions. The other versions, instead,

adapt their translation solution to the Chinese language:

e F1 distinguishes piangettero ‘they crieded’ and piansero ‘they cried’ making use of the adverb,
indicating past, ceng & (Adaptation) and adding an explicative note on Italian verb conjugations:
Cichu kaocha Yidaliyu de dongci bianwei ji dongci ciwei de quzhe bianhua yong yi biaoda butong de
shitai yutai HAE T 523 KM 1 2l i A2 A B 3] 5] B JE 4 224 F DLRRIA AN [R] B I 25 15 245
‘Here we examine the Italian verb conjugation and the inflection at the end of the verb to express
different tenses and persons’.

e F3 distinguishes piangettero ‘they crieded’ and piansero ‘they cried’” making double use of the
temporal particle e | to refer to piangettero, creating a grammatical mistake;

e Similarly, F5 makes double use of both the particle guo it and le | to reproduce the grammatical

mistake.

This case is part of the reception study conducted via the focus groups and therefore included in Section 4.6.
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4.1.43.2 L’oracolo
Another interesting grammar-related reference is represented again by a grammatical mistake. This is
committed by Elena when reading out loud a short text in class, as she pronounces the word oracolo (o-ra-co-

lo) ‘oracle’ putting the accent in the wrong place: oracolo. She then gets corrected by the teacher.

ST: [E: [ troiani lasciano la Tracia e si recano a Delo, dove consultano] [l'oracolo di Apollo.
Teacher: Si dice oracolo, mh?
EN: [E: The Trojans leave Thrace and go to Delos, where they consult] the orocle of Apollo.

Teacher: It’s pronounced “oracle”.

ZH:
Translators Target Text Translation Strategy
Official E:Eﬁﬁ%@fl‘]@i@ B 38 &' HA < 0 Adaptation
TR EH T s
F1 E:@ﬂ‘]ﬁ%ﬁjhﬂé‘\“}‘f i W?)?Z? ) “FHTE Adaptation
TIBAN A BEAE i
F2 EE S AT 60 2 1 0 55 A o Mistranslation -
T:IX M K & 42 oracle The message doesn’t get through
F3 EAEMRER T W/EZEJ]] H i Adaptation
T:f& “Piif”
F4 E:@ﬂ]ﬁ?ﬂﬁ%%*? W/EZ% EEETE Adaptation
TR L A i
T AN 38 “pifr

Table 127. Oracdlo, Translation Strategies

The solution adopted are particularly interesting. Except for F2’s, all the others — included the English one —
are Adaptations. The accent mistake is reproduced either through different characters with a similar

pronunciation or through different characters with the same pronunciation but a different tone:

o Sheng zha =& lit.‘holy slag’/ shengzhe =& ‘saint’ (Official);

o Shén yii (3" tone) #1i% lit. ‘divine language’ / Shényu (4™ tone) #1ifii ‘oracle’ (F1, F3, F4);

o Shén yii (2™ tone) lit. 1 “divine fish’/ Shényu (4™ tone) #4167 ‘oracle’ (F5).
As it can be noted, the Official solution is based on different characters with a slight difference in the
pronunciation, whereas the non-professional ones play with the wrong tone but identical “pronunciation”,
somehow reproducing the wrong accent in the source text’s word oracolo. They are all categorized as
Adaptations.

F2’s solution falls into the category of a ‘the message doesn’t get through’ type of Mistranslation.

While the translator seems to have understood the issue, the chosen target text does not effectively convey the
intended meaning to the audience: when Elena commits the mistake, the target text’s word adopted is shenyu

#1147 ‘oracle’, which is in fact the correct Chinese translation of ‘oracle’. But when the teacher corrects her,

she specifies zhe ge ci fayin shi oracle X~ /K # /& oracle: this solution does not seem to make any sense,
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in that the word ‘oracle’ is retained in its Latin letters and it is not clear why shenyu #1117 would be read as

‘oracle’.

4.1.44 Latin-related issues

Similar to ‘grammatical-related issues’ is the sub-subdomain ‘Latin-related issues’, which in turn encompasses
all those references to Latin language related to Elena’s studies. A total amount of 4 cases has been retrieved,

translated via the strategies outlined in Tab. 128.

Domain Subdomain Translators Translation Tot.
Strategy
Omission 2
) Retention 0+1
Official —
Explicitation 0+1
Mistranslation 1
Retention 3
F1 —
. . Omission 1
Morphological Latin-related 5
References 1ssues F2 Retention 4
Retention 2
F3 Adaptation 1
Loan 1
F4 Retention 4
Retention 2
F5 -
Adaptation 2

Table 128. Latin-related issues, Translation Strategies

Tab. 128 illustrates that the most adopted strategy is Retention. Only one case of Mistranslation has been
retrieved, and this belongs to the Official version. The most representative ones are described in subsections

4.1.44.1 and 4.1.44.2.

4.1.44.1 Fecit facere
This reference is related to the conjugation of the Latin verb facere ‘to do’. It is mentioned by Elena’s teacher

in class.

ST: Cosi non andiamo da nessuna parte, ‘fecit” ¢ il perfetto del verbo “facere”.

EN: We’re not getting anywhere like this. “Fecit” is the perfect tense of “facere”.

ZH:
Translators Target Text Translation Strategy
Official IXREA i B 22 2] Omission
Fl {GIXFER] AT “fecit”s& “facere” [ 5¢ il = Retention
2 PRATIZRE HEAA 2 #E AR Fecit 42 Facere [1)5¢ Retention
RIS
F3 T 23 f]%?ﬁiﬁ@ﬁ;&dt”% “facere” [ 5¢ ik Retention
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F4 %ﬂ%ﬁ%% E‘J%%jﬁ% “Fecit” IF]': “facere”[j/‘J% Retention
JI
F5 IR B 22T i T 702 e 1 52 i A Adaptation

Table 129. Fecit facere, Translation Strategies

The reference is retained in its latin letters in F1, F2, F3 and F4. It is adapted in F5, in that it has been rendered

via its meaning — zuo le fi{l T ‘fecit’ and zuo il ‘facere’ — and omitted in the Official version, where it is rather

substituted by a generic dongci de shitai dou mei nong dong 117 i 25 4B 7% 571 ‘you don’t understand any

verb tense’.

4.1.44.2 Otia

This reference is related to the Mistranslation retrieved in the Official translation. It concerns a grammatical

mistake committed by Elena in reading the accent of the Latin word otia (0tia), which is erroneously put on

the 7 instead of on the o.

ST: Otia, Greco? “Otia”! Ti ricordi cosa significa otia?

EN: Ozia, Greco? “Otia”! Do you remember what “otia” means?

ZH:

Translators

Target Text

Translation Strategy

Official

“,‘LZ”
“JJ:[:”
“f
W
B
BSCRE

Mistranslation
Incomprehension/The message

doesn’t get through

F1

“Ozia” FH Y
7\% “Otian
PRIEILAF "otia" e A4 g

Retention

F2

& Ozia "% #% 55 Fl
M iZs& Otia
PRIBICTS Otia fEft4 & g

Retention

F3

“Ozia” #% 5 R
& “Otia”
PRIBICAT “otia” {14 = g

Retention

F4

& “Ozia”"d Greco
7\% “Otian
PRENIE “otia”f 4 = N

Retention

F5

“Ozia” &R}
7\% “Otian
AN = AR L

Retention

Table 130. Otia, Translation Strategies

The reference is retained in its Latin letters in F1, F2, F3, F4 and F5. The Official translation, instead, seems

to be showing a lack of understanding of the original text, or, anyway, an improper translation solution that do
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not seems to be allowing the audience to understand the scene properly. A series of apparently unrelated words
is listed in the Official subtitles: gai 1% ‘should’, ci It ‘this’, huanjie ZZfi# ‘to solve’, zuo i ‘to do’. These are
followed by an explanation: zhongyin du cuo le yinggai zheyang du B E5 14 | NiZ% iXA£1E ‘The accent is
wrong. You should read it ‘yinggai’. While the second part of the line allows to understand that there is a
mistake in reading the accent of a word, the first part seems instead to be misleading, and it has been thus
categorized as an ‘Incomprehension/The message doesn’t get through’ kind of Mistranslation. This case is also

part of the focus groups-based reception study conducted within this research (see Section 4.6).

4.2  Discussion of the results of the comparative study

By looking at the data altogether, several observations can be made to provide preliminary answers to RQland
RQ2:

RQI1: Through which translation strategies are culture-specific references translated by both the official
translators and the amateur ones?

RQ2: What kind of translation mistakes can be recognized in the official translation? Do they occur in the
amateur versions as well?.

Tab. 131 illustrates the total amount of strategies retrieved in each version.

Strategy Translator TOT.
Official 56+16
F1 64+7
F2 53+4
Adaptation
F3 67+16
F4 37+6
F5 75+21
Official 139+1
F1 79+1
F2 116+1
Equivalence
F3 119+1
F4 54
F5 129
Official 97+2
F1 159+2
F2 152+2
Explicitation
F3 131+1
F4 61+1
F5 133+1
Generalization Official 59+16
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Fl1 43+6
F2 48+3
F3 61+17
F4 16+6
F5 54+21
Official 34
Fl1 32
F2 23
Literal Translation
F3 28
F4 21+1
F5 38
Official 30
F1 26
F2 33
Loan
F3 28
F4 6
F5 20
Official 20+1
F1 12
F2 19
Omission
F3 14+1
F4 3
F5 15
Official 13+1
F1 17
F2 17
Retention
F3 10
F4 15
F5 4

Table 131. Translation Strategies, total amounts
By looking at the data reported in Tab. 131, which do not include translation errors, the following reflections

can be made:

e F4 misses the translation of 261 references and F1 of 41, due to the non-availability of the translation
of the correspondent episodes by the two groups. This is taken into consideration in the discussion of

the results;
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e Adaptation is most adopted in F5, with 75 cases + 21 hybrid ones (made up of Adaptation + another
strategy). Several cases of Adaptation are retrieved in F3 (67+16) and F1 (64+7), too, whereas they
are inferior in Official (56+16) and F2 (53+4), and even less in F4 (37+6), although F4, as highlighted,
misses the translation of 261 references.

e Equivalence is most adopted in the Official translation, with 139 cases + 1 hybrid. It is much used in
F5 too (129 cases), F3 (119+1) and F2 (116+1), whereas it is way less embraced in F1 (79+1) and, of
course, in F4 (54).

e Explicitation is evidently more used in F1 and F2, with 159+2 and 152+2 cases each. This is in line
with the contents emerged in the interviews (see Subsection 4.3.2.3) and with the groups’ intention of
transferring cultural references in the most appropriate way possible, making use of explicative glosses;
it also reflects the fact that these two groups are made up by members who study and know Italian,
which underlines their attention to details and cultural specificity in the translation solutions chosen.
Explicitation is often adopted in F5 (133+1) and F3 (131+1), too, but evidently less in the Official
version (97+2). This is not to say that fansubbers’ explicitated solutions are always more effective than
the Official translation’s ones, but it is for sure a proof of their strong will of introducing Italy and its
culture to Chinese people.

e Generalization is primarily adopted in F3 (61+17 cases), Official (59+16) and F5 (54+21), while it is
less used in F2 (48+3), F1 (43+6) and of course F4 (16+6);

e Literal Translation is mostly adopted in F5 with 38 cases, and in the Official version (34 cases); it is
used 32 times in F1, and less in F3 (28), F2 (23) and F4 (21+1);

e Loan is most adopted in F2 (33 cases) and in the Official translation (30 cases), whereas less cases of
Loan have been retrieved in F3 (28), F1 (26), F5 (20) and F4 (6);

e Omission is most adopted in the Official version, with 20+1 cases, possibly showing the difficulties
encountered by the official translations’ team in addressing these references. The same can be said for
F2, in which 19 cases have been retrieved. 15 cases have been recognized in F5, 14+1 in F3 and 12 in
F1. Only 3 in F4, but again F4 misses the translation of several references. Since Omission implies the
non-translation of the given references, I believe it is emblematic that the most numerous cases are
retrieved in the Official one.

¢ Finally, Retention is not much used by none of the six translations compared, but anyway the most
numerous ones are F1 and F2 (17 cases each), followed by 15 cases in F4 — which is quite a lot, given
that the group misses several references — and Official (13+1). 10 cases are retrieved in F3, and only
4 in F5.

Interesting reflections must be made in relation to translation errors. Tab. 132 indicates the total number of

Mistranslations retrieved in each version.

Mistranslations

Translator Total number
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Official 44
F1 32
F2 47
F3 37
F4 31
F5 23+1

Table 132. Mistranslations, total amounts

Overall, the highest number of Mistranslations has been collected, arguably surprising, in F2 rather than in the
Official version as the hypothesis of this research suggested. 47 cases of Mistranslation are indeed retrieved in
F2 and 44 in the Official translation. Quite less are instead recognized in the other non-professional versions:
37 in F3, 32 in F1, 31 in F4 — which is a pretty high number considering that the group misses 261 references
—and 23+1 in F5.

It is relevant to notice, though, the typology of errors recognized and the domains and subdomains in
which these are retrieved. It must be considered that F2 is the group who translated primarily from Italian
(season 2 entirely) and that the Official translation is instead made from a pivot language — presumably better
known than Italian, which is not known at all. Tab. 133 outlines the different errors typologies retrieved in each

domain and subdomain considered.

Sub-subdomain Translators Mistranslation Tot. Tot. Mistranslations
typology
Mismatch video-subtitle 1
Official : 2
Incomprehension 1
F1 Mismatch video-subtitle 1 1
Food and Beverages F2 Mismatch video-subtitle 1 1
Mismatch video-subtitle 1
F3 ) 2
Incomprehension 1
Mismatch video-subtitle 1
F4 ) 2
Incomprehension 1
F5 Mismatch video-subtitle 4 4
Official Over-interpretation 1 1
F1 / / 0
Shops, Bars and F2 / / 0
Restaurants F3 / / 0
F4 Incomprehension 3 3
F5 / / 0
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Official Mismatch video-subtitle 1 1
F1 Incomprehension 1 1
Objects from daily F2 Incomprehension 1 1
life
F3 / / 0
F4 / / 0
F5 / / 0
Incomprehension 2
Official 4
Not equivalent 2
F1 Not equivalent 1 1
Incomprehension 1
F2 : 3
Real/fictional Not equivalent 2
characters Incomprehension 2
F3 Not equivalent 1 4
Typos 1
F4 / / 0
F5 / / 0
Official Incomprehension 2 2 (1EN Mistr.)
Incomprehension 1
F1 3 (1 EN Mistr.)
Not equivalent 2
F2 Not equivalent 3 3
Incomprehension 1
Books, films, songs F3 3 (1EN Mistr.)
Not equivalent 2
F4 Incomprehension 1
2 (1EN Mistr.)
Not equivalent 1
Incomprehension 1
F5 2 (1EN Mistr.)
Not equivalent 1
Official Not equivalent 2 2
F1 / / 0
Historical
references F2 / / 0
F3 / / 0
F4 / / 0
F5 / / 0
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Incomprehension

Official 5
Not equivalent
Incomprehension
F1 5
Not equivalent
Incomprehension
F2 6
Not equivalent
Toponyms
Incomprehension
F3 5
Not equivalent
Incomprehension
F4 5
Not equivalent
Incomprehension
F5 2
Not equivalent
Official / 0
F1 / 0
Over-interpretation
F2 2
Incomprehension
Rituals
Over-interpretation
F3 5
Incomprehension
F4 / 0
F5 / 0
Incomprehension
Official 2
Mismatch video-subtitle
F1 / 0
Folklore
F2 / 0
F3 Incomprehension 2
F4 / 0
F5 Incomprehension 1
Official / 0
F1 / 0
) F2 / 0
Weights and
Measures F3 / 0
F3 Over-interpretation 3
F5 / 0
Festivities Official Incomprehension 1
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F1 Incomprehension 1 1
F2 Incomprehension 2 2
F3 Incomprehension 2 2
F4 Incomprehension 1 1
F5 Incomprehension 1 1
Incomprehension/The
message doesn’t get 1
Over-interpretation 1
Incomprehension/The
F1 message doesn’t get 1
through 2
Grading System
Over-interpretation 1
F2 Over-interpretation 2 2
Incomprehension/The
F3 message doesn’t get 1 1
through
F4 Over-interpretation 1 1
F5 / / 0
Incomprehension 3
Official 4
Over-interpretation 1
Incomprehension 2
F1 3
Over-interpretation 1
School-related .
Incomprehension 3
references F2 4
Over-interpretation 1
F3 Incomprehension 4 4
F4 Incomprehension 2 2
Incomprehension 3
F5 4
Over-interpretation 1
Official / / 0
F1 / / 0
Classes subdivision
F2 Over-interpretation 1 1
F3 / / 0
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F4 / / 0
F5 / / 0
Official / / 0
Incomprehension 1
F1 3
Over-interpretation 2
Incomprehension 1
Socio-political life F2 3
Over-interpretation 2
F3 / / 0
F4 / / 0
F5 / / 0
Official / / 0
F1 The message doesn't get 1 1
through
ey The message doesn't get 1 1
through
Institutions and
functions The message doesn't get
F3 1 1
through
F4 The message doesn't get 1 |
through
F5 / / 0
Official Incomprehension 7 7
Incomprehension 4
F1 5
Over-interpretation 1
F2 Incomprehension 5 5
Idioms F3 Incomprehension 7 7
Incomprehension 3
F4 4
Over-interpretation 1
Incomprehension 3
F5 4
Over-interpretation 1
Incomprehension 6
Official 8
Over-interpretation 2
Incomprehension 3
Sayings F1 4
Over-interpretation 1
Incomprehension
F2 6
Over-interpretation 2
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Incomprehension

F3 2

Over-interpretation

Incomprehension

F4 4

Over-interpretation

Incomprehension

F5 4

Over-interpretation
Official / 0
F1 Incomprehension 1
F2 Incomprehension 2

Exclamations
F3 / 0
F4 Over-interpretation 1
F5 / 0
Official Incomprehension 1
F1 / 0
F2 / 0
Similitudes
F3 / 0
F4 / 0
F5 / 0
Official Incomprehension 1
F1 / 0
F2 Incomprehension 1
Proverbs
F3 / 0
F4 Incomprehension 1
F5 Incomprehension 1
Official The message doesn't get )
through
F1 Typos 1
Grammar-related The message doesn't get
. F2 3
1ssues through

F3 / 0
F4 / 0
F5 / 0
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Incomprehension/The
Official message doesn’t get 1 1
through
F1 / / 0
Latin-related issues
F2 / / 0
F3 / / 0
F4 / / 0
F5 / / 0

Table 133. Number of Mistranslations by domain and typology in each version

First, it must be underlined that Mistranslations, regardless of who made them, have not been found in every
sub-subdomain. In fact, in several sub-subdomains, no errors have been detected at all, specifically: Brand
Names, References to work, Symbolic works and monuments, Religious references, Proper names of
geographical objects, Military institutions and functions, Metaphors, and Courtesy expressions.

By observing the Mistranslations retrieved in the Official translation first, the majority of them
concerns Sayings (8 cases), Idioms (7 cases) and Toponyms (5 cases). This highlights not so much the
challenge of understanding Italian language-specific expressions, such as sayings and idioms, but rather the
difficulty in comprehending the English text itself. This, in turn, suggests a lower-than-expected proficiency
in the very language being used as the primary medium. While Sayings and Idioms are the most mistranslated
subdomains in the Official version, this is not the case for all the fansubbing groups. Idioms are cause of 5
Mistranslations in F1, 5 in F2, 7 in F3, and 4 in both F4 and F5. It is interesting to notice the different typologies
of errors between the two sides though: in the Official translation, the 7 Mistranslations are all due to
Incomprehensions. Instead, F1 shows only 4 Incomprehensions and 1 Over-interpretation, F2 5
Incomprehensions — which are anyway less than the Official’s 7 cases — F4 and F5 3 Incomprehensions and 1
Over-interpretation; in F3, instead, 7 Incomprehensions have been recognized too. As for what concerns
Sayings, the Official translation has the highest number: 8. They are less numerous in the non-professional
versions: 4 in F1, 6 in F2, 2 in F3, 4 both in F4 and in F5. Similarly, the number of Incomprehensions is higher
in Sayings too, if compared to the typology of errors recognized in the non-professional translations.
Incomprehensions are indeed 6 (out of 8 cases) in the Official version, 3 in F1, 4 in F2, 1 in F3, 3 in F4 and 3
in F5. Considering the inferior total number of errors retrieved in the fansubs, it may be argued that the number
of Incomprehensions is — proportionally — higher in those rather than in the Official subtitles. Overall, however,
the number of Incomprehensions is nevertheless higher in the Official version than in the fansubbed ones,
showing more difficulties in understanding and thus in rendering the original meaning of the given sayings.

As for Toponyms, instead, the retrieved errors are presumably the concrete result of the basically non-
existent knowledge of Italian culture and geography: given the great amount of “infra-cultural” (Pedersen 2011)
references within the sub-subdomain ‘Toponyms’, it may be expectable for these errors to be mainly ‘Not
equivalent’ ones. However, among the 5 cases committed in the Official version, 3 of them are actually

‘Incomprehension’ ones (see, for example, the case of Piazza Nazionale in Subsection 4.1.18.1), confirming
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the total lack of knowledge mentioned by the member of the translation team interviewed. By contrast,
although F2 shows the highest number of Mistranslations of Toponyms (6 cases), followed by 5 cases in F1, 5
in F3, 5 in F4 and 2 in F5, these are all mainly due to ‘Not equivalent’ solutions (in each fansubbed version,
only 1 case of Incomprehension is recognized, while the remaining cases are all Not equivalents). This
difference between the two “sides” may thus underline the difference in knowledge of both culture, geography
and language. This is highlighted also by the total amount of Incomprehensions recognized in the Official

version if compared to those retrieved in the fansubs, as Tab. 134 illustrates.

Incomprehensions
Official 30
Fl1 16
2 22
F3 26
F4 16
F5 14

Table 134. Incomprehensions, total cases

As it can be noticed, the highest number of Incomprehensions has been retrieved in the Official translation: 30
cases out of the 44 total errors, compared to only 16 in F1 (out of 32), 22 in F2 (out of 47), 26 in F3 (out of
37), 16 in F4 (out of 31), and 14 in F5 (out of 23+1). These data highlight also the particularly elevated number
of errors retrieved in F4, and in particularly of Incomprehensions — given that this group misses the translation
of several references.

Another category of errors that shows a lack of understanding, resulting in a poor solution that does
not seem to allow the audience to grasp the message of a given scene, is that of ‘The message doesn’t get

through’. This, as Tab. 135 illustrates, has been retrieved predominantly in the Official version, too.

The message doesn’t get through

Official 4
Fl1 2
F2 4
F3 2
F4 2
F5 0

Table 135. The message doesn 't get through, total cases

In fact, Tab. 135 shows that the same number of cases are retrieved in F2, too. They are nevertheless less in
the other fansubbed versions compared to the Official one.

Similarly, it is interesting to observe another typology of errors that is cause of a stumble in the
misunderstanding of a given reference and its correspondent scene, which is ‘Mismatch video-subtitle’. As

Tab. 136 reports, this typology has been recognized mainly in F5 and in the Official translation.
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Mismatch video-subtitle
Official 3
Fl1 1
F2 1
F3 1
F4 1
F5 4

Table 136. Mismatch video-subtitle, total cases

While F5 and Official are the most numerous ones, with 4 and 3 cases respectively, the other fansubbed
versions show instead only one case each.

‘Incomprehension’, ‘The message doesn’t get through’ and ‘Mismatch video-subtitle’ are considered
the most influential kind of errors on the audience reception of both cultural specificity and the plot, and they
are, as expected, the most numerous ones that have been retrieved in the Official translation.

As for the other kind of Mistranslations, it comes as no surprise that, compared to the Official
translation, F1 and F2 in particular, as well as F4, show a higher number of ‘Over-interpretations’. Considering
fansubbing’s prerogative of explicitating every cultural reference, often with the help of additional glosses,
this may be in turn the other side of the coin: some of these references have indeed been “too” explicitated, in

an improper way. Tab. 137 reports the total cases of Over-interpretations retrieved.

Over-interpretation
Official
F1

F2
F3
F4
F5

W | N O] &N B

Table 137. Over-interpretation, total cases

Although the numbers are totally inferior to Incomprehensions, it is nevertheless possible to notice that 9 cases
of Over-interpretation have been retrieved in F2, 7 in F4 and 6 in F. They are instead only 4 in the Official
version, 3 in F5 and 2 in F3.

Another notable observation, which aligns with the fact that F2 did not rely on the English version at
all, is the higher number of ‘Not equivalents’ identified within this group. Tab. 138 illustrates the total cases

of Not equivalents recognized in each version.

Not equivalent

Official 6
F1 7
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F2 10

F3 7
F4 5
F5 2

Table 138. Not equivalent, total cases

As observed, the highest number of ‘Not equivalent’ mistranslations appear in F2. This can likely be attributed
to the fact that, at least throughout Season 2, the group did not reference the English version. As a result, they
lacked pre-existing translation ‘suggestions’, which may have introduced additional challenges.The same may
have happened in F1 too, which has 7 cases. As for F3, F4, F5 and the Official version, they instead adopted
the English version as their pivot language source text. These Mistranslations may thus be the result of a poor
encyclopedic research. The last typology of Mistranslations is that of Typos, retrieved only in F1 and F3, 1
case each.

Although limited only to one single product, on 2 seasons out 4, and taking into consideration that it
is exposed to subjectivity, the comparative study outlined in this section aim to show evidence of the actual
deficiencies recognizable in the Chinese official AVT market for what concerns Italian products, here
represented by the current case study on L amica geniale.

The shortcomings highlighted by interviewing one person of the team who took care of the official
subtitles are indeed reflected by the results emerged from the comparative analysis, in which impactful errors
on the translation of specific cultural meanings, as well as errors due to a lack of understanding even of English
linguistic expressions, have been retrieved. On the other hand, fansubbers show a more accurate knowledge of
Italian language and culture and a precise and intentional care towards the plot. Moreover, through their
creative although subversive and possible debatable practices of addition of extra information via explicative
glosses, these groups show their in-depth understanding of Italian cultural specifity and their strong will of
disseminating it into China.

This study does not aim to merely point out the translation errors recognized in one side or the other,
but, given the existing weaknesses of the Chinese official AVT market, it rather aims to bring up the potential
represented by the parallel and marginal alternatives offered by fansubbing. It investigates on whether it may
compensate for those deficiencies and become thus a valid chance for Italian products to properly circulate in

a country where otherwise they would hardly receive any proper exposure.

4.3  Archival data and thematic analysis of interviews

This Section outlines the results of the archival data collection and of the thematic analysis of interviews carried
out according to the methodological procedures described in Chapter 3.

4.3.1 Archival data

Archival data, as explained in Subsection 3.5.2.6, are made up of screenshots taken from, mainly, the
fansubbing groups’ websites and social networks. These are the pieces of information I had free access to at

the very beginning of this study and constitute the foundation of the subsequent development of my

223



investigation. As outlined in Subsection 3.5.5, for data protection measurements these archival data won’t be
overtly showed in this thesis. Rather, they will be described in their content without referring neither to the
real name of the groups nor to the pseudonymized adopted one (F1, F2, F3, etc.).

It must be specified that the online available material was not much, thus the archival data collected
are quite scarce. Nevertheless, they allowed me to first familiarize with the field and to develop further hints
for investigation.

The archival data are made up of five screenshots — one for each group — from which I acknowledged
that:

e One group lists L amica geniale among its translated products, specifying it is an Italian one. Judging
from the great number of other products listed on the website, it seems to be a big and particularly
active group.

e One group lists L’amica geniale among its translated products on its website, among very few other
products. It seems to be the only Italian product translated, and the group seems apparently to be a
pretty small and not so active one.

e One group has no website, but the subtitles are available online on SubHD;

e One group lists L’amica geniale among the U.S.A. translated products; no other indications are
retrievable on the website. No other Italian products seem to be included within their products.

e  One group has an Italian translation team, indicated on the website along with the instructions on how
to apply to become a member. L’amica geniale is one of the several Italian films and TV series
translated by the group.

These preliminary observations lead to believe that at least three groups may have translated the subtitles from
the source text in Italian and that one group has a translation team working specifically on Italian products,
open to new membership applications. No other insightful information can be retrieved from the websites
investigated.

As for what concerns the social networks, only four groups have been retrieved on two different
platforms, i.e. a chat-based one, and a blog-based one. On these platforms, I have primarily been tracking the
release of new episodes but haven’t come across any additional relevant information that I wasn’t already

aware of. Therefore, conducting interviews proved to be fundamental for the aim of the present research.

4.3.2 Thematic analysis of interviews

The thematic analysis has been conducted following the steps previously outlined in Chapter 3.

4.3.2.1 Familiarization with the data

After an initial phase of familiarization with the data, that has been carried out first via transcription and,
secondl