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1. Introduction 
The initial objective of this paper was to carry out a corpus-based study on the translation of phraseological units from English into Spanish. Phraseology was therefore its main area of research and the notion of idiomaticity, an essential one. The term idiomaticity, or rather the adjective idiomatic, is usually included in dictionaries with at least two different meanings:

a) “[use of language that] sounds natural to native speakers of that language” (Sinclair 1995:833): hereafter idiomatic / idiomaticity. 

b) “given to or marked by the use of idioms” (Onions 1964:952): hereafter phraseologically idiomatic / phraseological idiomaticity.

The next step for this study was to choose a suitable parallel corpus. Different possibilities were considered and an audiovisual corpus was finally chosen –a number of episodes from the American TV series Friends, the original scripts in English (source text) and their dubbed versions in Spanish (target text). The audiovisual corpus and audiovisual translation in general were at that first stage a means to study phraseology and, more specifically, the translation of phraseological idiomaticity. 

However, a first analysis of the source text (ST) and the target text (TT) acted as a reminder of the specificity of a parallel corpus of this nature, as well as of the reason why audiovisual translation is also referred to as constrained translation (Titford 1982:113; Mayoral, Kelly and Gallardo 1988:356). My interest was then drawn to the phenomenon of dubbing, especially to how the translator manages (if at all) to produce a coherent text in the target language and whether the Spanish language used in dubbing can sound natural and idiomatic in spite of all the difficulties involved in this type of translation. Both the focus and the objective of this paper gradually shifted and, by now, phraseology has probably become a means to study audiovisual translation and, more specifically, the idiomaticity of the Spanish language used in dubbing.    

But let me start from the beginning, that is, phraseology and phraseological translation.  

2. Defining phraseological idiomaticity: the phraseological unit

Until the early 1980s, the literature on phraseology in English was considered as somewhat sparse, especially in comparison with that on metaphor or grammar.  Fernando and Flavell (1981) contributed to fill this gap, providing a modern and complex insight on the subject. The introduction of large corpora over the past years has proved to be a major help for phraseological studies, paving the way to key works such as those by Sinclair (1991) and Moon (1998). 
In their seminal book On idiom. Critical Views and Perspectives (1981), Fernando and Flavell set out to analyse two very recurrent questions in the field of phraseology –the definition of idiom and the development of a phraseological model including the different types of idioms. Narrowing the consideration of idiomaticity to the specific problem of the definition, the authors distinguish two main approaches –a cognitive, psycholinguistic approach (Smith 1925, Roberts 1944) and a more structurally orientated one which attempts to define idiomaticity according to one or more structural properties. Fernando and Flavell opt for the latter, since it is more selective and enables the scholar to establish classifications of idioms on the basis of the properties chosen as criteria. In their view, idiomaticity is a complex phenomenon that cannot be described in terms of a single feature, but rather “by multiple criteria, each criterion representing a single property” (1981:19). Stressing the fact that most scholars before them, with the exception of Makkai (1972), resort to only one criterion to find a definition of idiom, they distinguish the following:

“a non-correlative syntax resulting in non-literalness, homonymity and institutionalisation” (1981: 48). 

Fernando and Flavell’s approach to the definition of idioms is often regarded as a turning point in the history of phraseology in English, as it departs from one-dimensional approaches and anticipates some factors that are now essential in this field, such as the importance of pragmatics and the variability of fixedness, now being proved by the use of corpora. However, their emphasis on the semantic criterion over the rest leads them to include in their definition some aspects, such as homonymity, which are characteristic of pure idioms rather than of idioms in general. Indeed, a phrase like a storm in a teacup, widely regarded as an idiom, is excluded from their definition, as it has no homonymous counterpart and violates truth conditions. Also excluded are ill-formed phrases such as by and large, often found in phraseological dictionaries (Cowie et al. 1993:85). Finally, Fernando and Flavell also omit syntactic boundaries and lexical integrity, two features that can be very helpful for the definition of idiom. 
There is little doubt that this study needs a less restrictive definition of idiom in order to obtain significant results from the analysis of the above-mentioned corpus. In this sense, broader views on this subject can be found in Hockett (1958), Makkai (1972), Morgan (1978) and Moon (1998). Rosamund Moon, for example, distinguishes institutionalisation, lexicogrammatical fixedness and non-compositionality (the word-by-word meaning is different from that of the whole unit) as the three main features of what she defines as fixed expressions and idioms (1998:9). Unlike Fernando and Flavell, she includes orthography as a criterion, stating that fixed expressions and idioms “should consist of –or be written as- two or more words” (1998:8). 

The definition chosen for this study is that of Rosemarie Gläser, who uses the term phraseological unit (PU), described as 
“(...) a more or less lexicalized, reproducible bilexemic or polylexemic word group in common use, which has syntactic and semantic stability, may be idiomatized, may carry connotations, and may have an emphatic or intensifying function in a text” 

(Gläser 1998: 125).

Thus, in her view, phraseological idiomaticity is not only characterised by multiple criteria but also by the extent to which these criteria are present in PUs. Idiomaticity (non-compositionality for Moon), connotations and certain expressive functions may or may not be present, and so although idioms are “the prototype of a set expression or phrase” (Gläser 1988:272), they are only one group within the whole phraseological system, which also contains non-idiomatised units. This definition certainly includes phrasal verbs too, but they have been excluded from this study, if only because, as pointed out by Moon, “I need to set limits” (1998:3). 

Gläser’s approach is especially appropriate for this study given its similarity to that of Corpas Pastor, a leading Spanish phraseologist who describes unidades fraseológicas as
“Combinaciones estables formadas por al menos dos palabras y cuyo límite superior se sitúa en la oración compuesta. Se caracterizan por la alta frecuencia de aparición en la lengua y de coaparición de sus elementos integrantes, así como la institucionalización, la estabilidad, la idiomaticidad y la variación potencial que dichas unidades presentan en diverso grado”.  










(2000:484)

Along with her definition of PU, Gläser also puts forward her own phraseological model (1988).  Drawing on the classical Russian theory developed from the late 1940s to the 1960s, Gläser bases her taxonomy on the key idea of centre and periphery. She recognises a primary division between ‘word-like’ units or nominations (in the nick of time, a bright spark), which function syntactically at or below the level of the simple sentence, and ‘sentence-like’ units or propositions (you don’t say!), which function pragmatically as sayings, catchphrases and conversational formulae.  Needless to say, many other phraseological models have been proposed, whether based on fixedness, such as Fraser’s ‘frozenness hierarchy’ (1970), or other criteria. Gläser’s, however, has proved to be especially functional for this study due to this very clear syntactic distinction. The fact that both Corpas Pastor, in her phraseological model for PUs in Spanish (1996:52), and Cowie et al., in their Oxford Dictionary of English Idioms (1993:xiv), resort to this syntactic criterion has made it slightly easier to identify PUs in this parallel corpus.   

However, it must be said that even adopting Gläser’s and Corpas Pastor’s approaches to PUs in English and Spanish, the differentiation between these units and certain non-phraseological elements is by no means a clear-cut one. Therefore, although each and every PU found in this corpus has been carefully considered, the inclusion of many of them has been, and still is, open to discussion. 
Before concluding this brief introduction, it may be interesting to take up the initial distinction between the two meanings of the adjective idiomatic. Indeed, given that PUs are characteristically lexicalised and institutionalised, that is, recognised and accepted as a lexical item of a particular language (Bauer 1983:48), they may also be considered as idiomatic in the first sense mentioned above (natural and peculiar to a given language). Despite being different concepts, phraseological idiomaticity and idiomaticity are then very much related. But is this a cause-effect relationship? In the case under study, for example, does the use of PUs necessarily make the ST or the TT more idiomatic? The quantitative and qualitative analysis of this corpus will hopefully throw some light on these complex questions.  

3. Compilation of the parallel corpus

As mentioned earlier, the parallel corpus chosen for this study consists of a number of scripts of the American TV series Friends and their dubbed versions in Spanish. This half-hour comedy, one of the most successful sitcoms of all time, focuses on the relationship of six twenty-something friends (Rachel, Ross, Monica, Phoebe, Joey and Chandler) and their lives in New York, told over a period of 10 seasons between 1994 and 2004.   
  

The texts included in this corpus are not the official scripts of the series but transcripts of the aired episodes that are available on the Internet. Some websites, such as Friends place, have been asked to remove their transcripts by Warner Bros. following the application of the Digital Millennium Copyright Act. However, they are still legally available from other sites (TWIZ TV, for example) which provide access to the material hosted on servers in Europe in accordance with the law as long as the transcripts are used for educational purposes. 

It must be said that neither the English nor the Spanish transcripts obtained initially were 100% accurate, and so I had to transcribe them again manually, finding an average of 10-15 mismatches per episode. 

Two different corpora, or rather two variations of the same corpus, have been used in this study. Firstly, I have analysed episodes one, two and three of season four of the series searching for PUs used in both the ST and the TT. The small size of this corpus (corpus 1= 15,571 words) is due not only to the fact that it has been compiled and analysed single-handedly, but also to the nature of this analysis. Unlike more common corpus-based studies focused on the use of, for example, a certain word or phrase, my aim is to look for PUs in general, not one in particular, which requires a painstaking and time-consuming word-by-word analysis of both texts. Corpus software has thus little to offer in this case, since a manual analysis is always going to be necessary. As for the alignment of the corpus, both Multiconcord and Winalign have been used at different stages but, once again, they have not contributed greatly to this study. Given the small size of the corpus and the fact that it is only made up of dialogues, clearly differentiated from each other and introduced by the speaker’s name, concordances can be obtained manually or with the only help of a basic searching tool in a word processor, and so parallel concordancers are not as helpful as they could be in a different study. 

Finally, I have also compiled a larger corpus (corpus 2), consisting of the 48 episodes included in season one and four. This second corpus contains 329,440 words and has been used to search for specific PUs, thus not requiring a word-by-word analysis. It will be referred to later on with the example of forget it and its translation into Spanish. 

4. Quantitative results
The following table presents the data obtained in the quantitative analysis of corpus 1. It shows, first of all, the total number of running words in every episode (E1, E2 and E3) both in the ST and the TT, including words that are not part of the dialogues, such as proper nouns (those of the characters) and titles (indications like “commercial break”, “opening credits” or the title of every episode). 

The next figures correspond to the number of words in the actual dialogue, followed by the number of PUs (tokens) found in the corpus and its percentage with regard to the “words in dialogue” in every episode. Finally, the types (each different PU) and the type-token ratio are also included.   

Note that although the PUs in the corpus may contain more or fewer words, they are regarded as single items, i.e. tokens. Therefore, the percentage of tokens in one episode is only illustrative if it is compared to the percentages in other episodes, but no conclusions on the number of words contained in each PU can be drawn from these data. 

	
	E1
	E2
	E3

	
	ST
	TT
	ST
	TT
	ST
	TT

	Number of words
	2,595
	2,573
	2,595
	2,435
	2,771
	2,602

	Proper nouns
	254
	254
	230
	230
	292
	278

	Titles
	13
	13
	13
	12
	13
	13

	Words in dialogue
	2,328
	2,306
	2,352
	2,193
	2,466
	2,311

	PUs (tokens)
	77
	92
	70
	74
	70
	84

	PUs (tokens) %
	3.31%
	3.99%
	2.98%
	3.36%
	2.84%
	3.63%

	PUs (types)
	42
	54
	34
	57
	46
	65

	PUs 

(type-token ratio)
	54.54
	58.69
	48.58
	77.03
	65.70
	77.38






Table 1: general quantitative results
Table 2 shows the most recurrent PUs in the different episodes.

	
	PU
	E1
	E2
	E3
	TOTAL

	ST
	you know
	7
	10
	2
	19

	
	oh my god
	4
	8
	5
	17

	
	I mean
	9
	4
	2
	15

	
	all right
	8
	4
	3
	15

	
	come on
	1
	5
	5
	11

	
	you know what
	4
	3
	1
	8

	TT
	de acuerdo
	3
	2
	6
	11

	
	(en) un momento
	3
	1
	6
	10

	
	de hecho
	4
	2
	3
	9

	
	sabes qué
	4
	3
	1
	8

	
	dios mío
	3
	4
	1
	8

	
	tener razón
	3
	5
	0
	8






Table 2: most recurrent PUs
At first glance, the most salient features of the results shown in table 1 and 2 are that 

- there are more occurrences of PUs in the TT than in the ST (in every episode and   

  overall) and that 

- the type-token ratio is consistently higher in the TT than in the ST;

in other words, not only does the ST present fewer PUs but also more phraseological repetition, as shown in table 2. However, any conclusion drawn from a mere look at these quantitative results is bound to be simplistic and flawed.    

First of all, although this study deals with linguistic features (PUs), it is paramount to bear in mind that they are included in a parallel corpus. A great deal of attention must then be paid to the translation process and to everything and everybody involved in the translation activity, being, as it is, “a special communication situation that may influence language processing and production” (Olohan 2004:28). This view is supported by results obtained in recent corpus-based studies (Kenny 2001), showing that certain translators’ decisions may not respond to language systemic conventions. 

Since this study is focused on translation rather than on contrastive linguistics, this consideration is crucial, and all the more so given the audiovisual (and therefore constrained) nature of the corpus analysed. 

However, attempting to draw conclusions on translation from the above data alone can be equally dangerous. For example, the fact that I agree (a non-PU) may be translated as de acuerdo (a PU) in a given constraint-free instance does not necessarily yield any interesting insight as far as translation is concerned. The TT features in this case one more PU than the ST, but this could well be due to the language system rather than to the translation process. 

This is the reason why the quantitative results presented above must be taken with a pinch of salt. Needless to say, the qualitative analysis becomes an essential part of this study, one that may provide answers to questions such as:

What is the relationship between the two salient features highlighted above: more occurrences of PUs in the TT and more repetition in the ST? To what extent is the higher number of PUs in the TT due to language reasons? And, most importantly, does this increase in PUs, that is, in phraseological idiomaticity, make the TT more idiomatic than the ST?

5. The analysis of an audiovisual text

One of the main factors that has been taken into account in the qualitative analysis of the corpus under study is its audiovisual nature. A parallel corpus entails translation, but in this case it is a very particular type of translation that deals with a very particular type of text. 

Indeed, in the audiovisual text, as pointed out by Delabastita, communication takes place through two different channels: the visual and the acoustic channel, which are “the means by which the film message reaches its audience” (1989:196). Delabastita also warns that these channels “should not be confused with the codes that are used to produce the film’s actual meaning” (ibid.:196). For this study, I have adopted Frederic Chaume’s model for the analysis of audiovisual texts from the point of view of translation (2004). According to Chaume, a model that attempts to account for all the elements providing the meaning of an audiovisual text must include both external factors (professional and historical considerations, other to do with the reception and the exhibition of the audiovisual product…) and those that are usually mentioned in translation studies and therefore shared by all types of translation, such as linguistic, contextual, pragmatic or cultural factors (ibid.:165). 

However, Chaume’s focus is not on these factors, but on those that are particular to the audiovisual text and to audiovisual translation. Like Delabastita, he regards the audiovisual text as a semiotic construct whose meaning, transmitted through the acoustic and the visual channel, is produced by the interaction of different codes. Every code is in turn made up of a number of signs that have the potential to influence the translation of a given text (ibid.:16). Although Chaume distinguishes ten different codes for the analysis of an audiovisual text (ibid.:305), only six of them have been applied in this study, and always, it must be noted, from the point of view of dubbing:

Transmitted through the acoustic channel: 

· linguistic code: it is different to that of other types of translation, since most  audiovisual texts have been “written to be spoken as if not written” (Gregory and Carroll 1978:42). Although it may seem that this kind of texts feature an oral discourse, it is actually a “written discourse imitating the oral” (Gambier 1994:247), and so this orality is not spontaneous, but planned, elaborated or, as Chaume puts it, “prefabricated” (2004:170). The relationship between the written origin of the audiovisual text and its need to sound oral is paramount when it comes to assessing the idiomaticity of either the ST or the TT in this study.   

· paralinguistic code: it includes gestures, laughter, pauses and primary qualities of the voice (intonation, for example). 

· music and special effects code: it includes soundtrack, songs and special effects. 

· sound placement code: the sound can be diegetic (coming from the story space and made by, for example, characters or objects in the film) or non-diegetic (coming from outside the story space, i.e. mood music or a narrator’s voice off, if s/he is not a character in the film). It is important to note that diegetic sound can in turn come from on or off the screen, depending on whether the character who is speaking is visible or not. The voice of a character who is part of a scene but not visible at the time of speaking is known as voice out (Carmona 1996: 107-109).  

Transmitted through the visual channel: 

· shooting code: there are different types of shots. In close-ups and close shots the dubbing translator must maintain the so-called lip synchrony, paying special attention to bilabial consonants and open vowels.   

· mobility code: it includes proxemic and kinesic signs as well as the characters’ mouth movements. Proxemics has to do both with the distance between the characters and the distance between the characters and the camera. Kinesics refers to the characters’ movements (nodding, for example), which require synchronisation with the linguistic code. Finally, mouth movements are important in order to maintain the isochrony, that is, the equivalent duration of ST and TT lines as they are uttered by the characters on screen. 

Thus, by drawing on both translation and cinema studies, Chaume departs from the traditional consideration of dubbing as a matter of synchronising sounds, gestures and meaning (“phonetic synchrony”, “character synchrony” and “content synchrony” in Fodor 1976). Instead, he puts the stress on the specificity of the audiovisual text, which lies in the fact that its meaning is provided by the meaning of every code plus the extra meaning resulting from the interaction of all the codes (2004:310). His approach is undoubtedly a very interesting one and his model has helped considerably in this study, especially for the analysis of the ST and of the way in which the interaction of the codes is (if at all) maintained in the TT. 

6. Qualitative analysis of the corpus

Since the limited length of this paper does not allow a detailed explanation of the qualitative analysis carried out in this study, I will at least show the main findings illustrated with relevant examples. Only scenes featuring occurrences of PUs are included, but the analysis spans other elements that may influence the translation of a given PU. As for the indications between brackets included in the examples, they are not part of the scripts, but additions by the person who transcribed the episodes. They may be helpful to understand the context of the scenes but they have not been taken into account in the quantitative or qualitative analysis.

Also, it should be noted that any reference to the translator is not actually a reference to one person, but to anybody involved in the dubbing of the ST, i.e. at least  the translator, the adaptor (in charge of the synchronization an adaptation of the text provided by the translator), the dubbing director and the dubbing actors. As mentioned before, the TT is a transcript and therefore post-synchronised, in other words, it is the result of a number of decisions made by any of the above-mentioned professionals. 

6.1.Findings about the ST

6.1.1.) The overriding purpose of the ST (in more than 90% of the scenes) is the comic purpose, achieved by means of the interaction of the different codes of meaning. The three episodes under study are divided into different scenes, most of which finish with a punch line stressed by the sound of canned laughter. Some scenes have “build-up” canned laughter leading to a comic climax.

6.1.2.) As far as the linguistic code is concerned, it is characterised first of all by its political correctness. There is, for example, not a single occurrence of common vulgar terms such as fuck, fucking, shit or motherfucker in the ST (not even in corpus 2, featuring 164,487 words). In spite of this “restriction”, the dialogues sound fresh, natural and idiomatic. This idiomaticity seems to be provided mainly by two factors: the swiftness and the informal register of the language, both of which apply to the PUs analysed in corpus 1. 
6.1.3.) The analysis of the ST shows that PUs are characteristically used in punch lines, after build-up canned laughter and before changes of scene and even commercial breaks. Out of 217 PUs found in the ST, 113 occur in punch lines (that is, preceding canned laughter) and 59 constitute the actual punch line.    

Example 1
Ross tells Rachel that, before they can get back together, he has to break up with his girlfriend Bonnie: 

	O.V.  (Original version)                         Episode 1                           TC (Time code): 01: 19                                                           

	ROSS:

RACHEL: ROSS: RACHEL: ROSS: 
RACHEL: 
ROSS :

RACHEL:

ROSS:

RACHEL :

ROSS :

RACHEL :

ROSS 

	(They both kiss again and fall onto the bed.)
(stopping suddenly and getting up) Okay, I gotta go.

(laughter 1)

Whoa! What?! Why?!

Well, I-I gotta go break up with Bonnie.

Here?! Now?!

Well, yeah. I can’t-I can’t stay here all night, and if I go in there she’s-she’s gonna wanna... do stuff.

(laughter 2)

Well, can’t you just tell her that you are not in the mood?
No, she likes that (laughter 3). Yeah. Faking sleep doesn’t work either, I can’t tell you how many mornings I woke up with her...

(interrupting) Whoa-ho.

Whoa-oh, okay! (laughter 4) Yeah, why am I telling you that?

I don’t know.

 (laughter 5)

(they kiss again)

Yeah, yeah. (Ross leaves but then opens the door again) It wasn’t every morning.

Oh, making it worse!
Okay.
(laughter 6)
(Opening credits)


Ex. 1
The PU analysed in this case illustrates most of the features described above. It constitutes the punch line of the scene, that is, the climax after five instances of build-up canned laughter. Besides, this is a key scene –it precedes the opening credits (and the song), and so it is intended to cause laughter until the dialogues start again. Apart from the actual situation, the comic effect is also provided by the way in which Rachel lifts her arms (kinesic sign) producing a high-pitched intonation (paralinguistic sign) when uttering the PU. Thus the different codes interact to create the comic effect, including, of course, the use of an informal and swift language throughout the scene, reflected in a PU in which neither the subject (you) nor the object (matters) are explicit, making it very idiomatic. 

6.2. Findings about audiovisual translation constraints
6.2.1.) The translation of PUs in this corpus is subject to the different constraints posed by audiovisual translation. 
Example 2
An unknown character (Peter) refuses to throw away the canoe he has built. Joey, who has just gone through a similar situation himself, enthusiastically endorses Peter’s decision:

	O.V.                                               Episode 2                                                       TC: 10:21                                                           

	…
PETER:

JOEY: 


	We’re not throwing it away! I built that canoe! (walks out of Joey’s flat)

(laughter 3)

(to Peter) Good for you!

(laughter 4)

(change of scene)



	S.D.V. (Spanish dubbed version)                                                                       



	…
PETER:

JOEY:
	No vamos a tirarla. ¡Yo construí esa canoa! 
(laughter 3)

¡¡Así se habla!!
(laughter 4)

(change of scene)




Ex. 2
In example 2, as Joey says good for you, he clearly shakes his arms three times, once after every word of the PU. In this case, the translator has managed to find a three-word PU in Spanish, thus maintaining the interaction between the linguistic (PU) and the kinesic sign (the movement).  
However, audiovisual translation constraints are not reduced to phonetic, character and content synchrony, as shown by the next finding:

6.2.2.) Canned laughter, produced in 59 cases by the use of PUs in the ST, can be considered as another kind of audiovisual constraint for the translator. Although it is technically possible to cut it out, this does not seem to be a very common practice (Zabalbeascoa 1996:255). In the corpus under study, it has been maintained (with slightly lower volume) in the TT, thus conditioning the translator’s choices if s/he is to fulfill the viewers’ expectations of some kind of comic effect. The Spanish scholar Díaz Cintas describes subtitling as a case of “vulnerable translation” (2003:44), i.e. one that is subject to criticism on the part of the audience, as the co-existence of subtitle and original soundtrack enables the comparison between the ST and the TT.  In this sense, an instance of canned laughter could also be considered as a case of vulnerable translation, as it is subject to criticism on the part of TT viewers: they may not have access to the ST, but they do expect a comic effect, regardless of whether the ST is actually funny or not. 

6.3. Findings about the translator’s purpose
6.3.1.) The translator intentionally adds PUs that are not present in the ST, thus making the TT more phraseologically idiomatic. S/he takes advantage of the little freedom provided by the different codes, whether visual (changes of shot) or acoustic (overlapping dialogues or cases of voice out), to introduce PUs. This addition was found in at least 11 scenes involving 15 PUs in the TT. In 12 of those 15 cases, it does not seem to have been motivated by language reasons or audiovisual constraints.  
Example 3
Joey realises that he has no idea about what Monica is saying:
	O.V.                                               Episode 3                                                       TC: 05:10

                                                           

	MONICA 
ALL:

	(Cut to Central Perk [coffee house]; the entire gang is there).
  I think he deserves a Nobel Prize. (Joey starts nodding in agreement)
Nooo!! (Joey quickly stops nodding)



	S.D.V.                                                                                                               



	MÓNICA
TODOS:
	Creo que se merece el premio Nobel.

No estoy de acuerdo. No, ¡qué va!




Ex. 3
In example 3, as the camera shows Joey nodding along to what Monica has just said, the ST viewers can hear (but not see) the rest of the characters emphatically saying “no”. The translation of no by no estoy de acuerdo and qué va (no way) seems to be a personal choice of the translator, who adds phraseological idiomaticity and, given the register and meaning of the new PUs (especially qué va), also makes the TT sound very idiomatic.
6.3.2.) In at least 15 scenes involving 20 ST PUs, the translator introduces informal terms, whether phraseological or not, in the TT; for example, the translation of pretty much alone as yo solito (episode 3), oh my God as qué alucine (episode 3), to have sex with as tirarse a (episode 2)... 

6.3.3.) The translator seems to strive for variation in the translation of recurrent ST PUs in spite of the audiovisual constraints. Here is an example of the second most recurrent PU in the ST: 

(episode 1) 
oh my God

madre mía 



oh my God

dios mío








my God 

dios mío



oh my God

dios mío

(episode 2)
oh my God

dios mío



oh my God

por el amor de dios



oh my God

dios mío



oh my God

madre de dios



oh my God

dios mío



oh my God

dios mío



oh my God

pero bueno, ¿y esto? (change of shot)



oh my God

madre mía

(episode 3)
oh my God          
qué alucine



oh my God

dios mío



oh my God

madre mía



oh my God

qué desastre



oh my word

por el amor de dios

Example 4
Monica realises that she has lost her fake nails while she is making a quiche for her mother:
	O.V.                                               Episode 3                                                       TC: 05:49                                                           

	MONICA 

	Oh my God. Wait a minute, I had them when I put…  Oh my God! It’s in the quiche! Oh My God!

	S.D.V.                                                                                                               



	MÓNICA
	Dios mío. Un momento, la tenía cuando he puest... Oh ¡madre mía! ¡Está dentro de alguna quiche! ¡Qué desastre!




Ex. 4
In a scene with no apparent constraints, the translator seems to avoid the repetition of the recurrent ST PU oh my God, which would not sound natural in Spanish. It could then be argued that his/her purpose is not only to make the text more phraseologically idiomatic, as shown in example 3, but also (both in examples 3 and 4) more natural, more idiomatic.   
6.4. Findings about the TT

6.4.1.) One recurrent anglicism has been detected in the TT: olvídalo as a translation of the ST PU forget it. This seems to be a very common anglicism in films and series dubbed from English into Spanish, as noted by Gómez Capuz (2001:69) and Duro (2001:173), who mention nada, no te preocupes or déjalo as more idiomatic options than olvídalo. 

Forget it occurs 16 times in the ST, 15 of which are translated as olvídalo. Interestingly enough, olvídalo occurs 5 other times in the TT, as a translation of never mind, let it go and also in the following example, extracted from corpus 2:

Example 5
Rachel needs money and decides to ask a customer for an advance on her tips:

	O.V.                                        Episode 9 – Season 1                                           TC: 01:52                                                           

	RACHEL 

GUY

RACHEL
	Excuse me, sir. Hi, you come in here all time. I was just wondering, do you think there's a possibility that you could give me an advance on my tips?

  Huh?

Ok, ok, that's fine. Fine. Hey, I'm sorry about that spill before. [picks up the tip he leaves]. Only $98.50 to go.


	S.D.V.                                                                                                               



	RACHEL 

CLIENTE
RACHEL
	Disculpe, señor. Hola. Usted suele venir muy a menudo y quería saber si cree que existe alguna posibilidad de que me pague las propinas por adelantado?

Olvídalo.
Está bien, está bien, sólo era una pregunta. Y siento haberle derramado el café por encima. (coge la propina y se va) Sólo me faltan 98,50. 




Ex. 5
Needless to say, the occurrence of olvídalo in example 5 (and in the other 4 mentioned above) is not motivated by the use of forget it, that is to say, it is not caused by the ST.
6.4.2.) The swiftness of the ST is occasionally lost in the TT, which appears to be more elaborated. 

Example 6
After hearing Ross yelling at Rachel in her bedroom, Chandler, Joey and Monica quickly decide to go to the coffee house:
	O.V.                                               Episode 1                                                     TC: 19:43                                                           

	ROSS 

CHANDLER

MONICA
	(yelling from the bedroom) We were on a break!

(laughter 1)
[cut to Monica cleaning the floor in the kitchen]
(entering with Joey) (to Monica) Coffee house?

You bet.

(laughter 2)


	S.D.V.                                                                                                               



	ROSS 

CHANDLER

MONICA
	¡Estabamos tomándonos un descanso!

 (laughter 1)
¿Bajamos al café?
Desde luego.
(laughter 2)




Ex. 6

In this scene, the ST has a clear comic purpose (finding 6.1.1.), partly achieved by an idiomatic use of the language, as shown by an informal and swift PU (finding 6.1.2.) that constitutes a punch line in an example of build-up canned laughter (finding 6.1.3.).  
The TT, however, turns a clipped question (coffee house?) into an ordinary one (¿bajamos al café?) and an informal and snappy PU (you bet) into a more formal one (desde luego). The swiftness of the ST is lost, although it could have been maintained with other solutions, not necessarily PUs: venga, vamos, pitando…

6.4.3.) There is evidence of a shift in register: in at least 12 scenes involving 17 TT PUs,   the TT seems to be more formal than the ST. 
Example 7
Rachel tries to handcuff Chandler to her boss’s chair, just like he was before:

	O.V.                                               Episode 3                                                     TC: 14:53                                                           

	RACHEL


	[Scene: Joanna’s office, Rachel and Chandler are having a little tug-of-war 

with his pants.]

Chandler! Chandler, please! I have to get you locked up back the way you were. I am so gonna lose my job! She’s very private about her office. Now I know why!

	S.D.V.      

                                                                                                         

	RACHEL


	¡Chandler! ¡Chandler, por favor! Tengo que dejarte esposado tal como estabas, de lo contrario perderé el empleo. Ella es muy maniática con respecto a su despacho. ¡Ahora ya sé por qué!



Ex. 7

In the ST, Rachel uses an informal intensifying adverb (I’m so gonna lose) uttered with a very high-pitched intonation and accompanied by nervous hand movements to stress the tension at the prospect of being caught by her boss in an embarrassing situation. The informal register of the linguistic code seems thus appropriate given the situation: the language is idiomatic. 

In the TT, although the target audience is seeing the same scene, Rachel’s high-pitched intonation and nervous movements are linguistically conveyed by a PU (de lo contrario = on the contrary) that is considerably more formal than the intensifier so. The addition of PUs in the TT, not due in this case to language systemic conventions or audiovisual restrictions, makes the TT more phraseologically idiomatic, but also more formal and, given the nature of the scene, less natural, less idiomatic.     
6.4.4.) The combination of the above-mentioned shift in register (finding 6.4.3.) and the occasional use of informal lexical choices (finding 6.3.2.) causes an awkward inconsistency in register in at least 10 scenes involving 16 TT PUs: 

Example 8

Monica asks Rachel for permission to go out with Chip Matthews, Rachel’s former boyfriend:

	O.V.                                               Episode 2                                                     TC: 06:46                                                           

	MONICA

RACHEL

MONICA

RACHEL
	Is it okay if I go out with Chip Matthews?

No! It’s not okay! I can’t believe you would want to after what he did to 
me!

What, that little thing at the prom?

Monica! I couldn’t find him for two hours! He was having sex with Amy 
Welch!



	S.D.V.                   

                                                                                           

	MONICA

RACHEL

MONICA

RACHEL 
	¿Te parece bien que salga con Chip?
¡No! ¡No me parece bien! ¡Es inconcebible que salgas con él después de lo que me hizo!
Qué, ¿aquella tontería del baile?
¡Mónica! ¡Estuve buscándole durante dos horas mientras se tiraba a Amy Welch!




Ex. 8
Rachel’s lines in the TT show a clear inconsistency in register. Whereas the ST PU having sex with is translated as tirarse a (a colloquial verb with negative connotations and therefore very appropriate in this case), I can’t believe is translated as es inconcebible, featuring a very formal adjective that sounds unnatural, unidiomatic in this situation. Indeed, what are the chances of hearing a Spanish-speaking person using these two expressions in a matter of seconds? A search in the Spanish corpus CREA (150,778,934 words) contains no co-occurrences of se tiraba a and es inconcebible, whereas the web search engine Google shows only one document featuring these two phrases –a transcript of this dialogue.   
7. Conclusions about the findings

The findings and, in general, the qualitative analysis of this corpus are not to be understood as a spot-the-error exercise, which does not seem to be a very productive approach to translation research. As a matter of fact, no obvious mistakes have been found in the TT and the analysis of the translation of the three episodes in corpus 1 (and even that of the 48 episodes included in corpus 2) show what a remarkable job the translator has done given the difficulty of the task undertaken. 

Instead, my aim was to describe certain aspects that became evident after a careful analysis of both the ST and the TT, such as the key role played by ST PUs in the achievement of the comic purpose that prevails in most scenes and the degree to which the audiovisual nature of the corpus conditions the translation of PUs from English into Spanish. Among the different audiovisual constraints, canned laughter has proved to be especially interesting. Although only occasionally tackled by certain scholars (Zabalbeascoa 1996:255, Chiaro 1992:85), it is actually an important issue to take into account in the translation of TV series, possibly as a further example of “vulnerable translation” (Díaz Cintas 2003:43).  
As far as the TT is concerned, four different patterns have been detected: a shift and inconsistency in register, as well as a loss of the characteristic swiftness of the ST and the occurrence of an anglicism (olvídalo). A possible explanation for these patterns, very much following the tradition of parallel-corpus-based studies, would be to describe them as evidence of translationese, that is, “translation-based deviations from target language conventions” (Doherty 1998: 235). The occurrence of the anglicism olvídalo 15 times in the TT as a translation of forget it is indeed a sign of translationese, as it is caused by the influence of the ST. This seems to be a very recurrent anglicism in audiovisual translation, as indicated by Miguel Duro (2001), who points at anglicisms as the main reason why the Spanish used in dubbing does not sound natural and spontaneous, that is, idiomatic. This phenomenon, he argues, has one clear repercussion: it is blending in the Spanish language, so much so that many anglicisms are being used spontaneously by native Spanish speakers. The five occurrences of olvídalo in the TT that are not motivated by forget it prove Duro’s point that at least this anglicism may actually have been adopted by the Spanish language. 

However, the shift and inconsistency in register and the loss of swiftness in the TT constitute a different phenomenon and require a different explanation. They are not motivated by the source language and certainly not by the ST, which does not feature these patterns. They cannot be explained on the basis of the audiovisual translation constraints either, in this case dubbing: the different synchronies and the coherent interaction of all the codes of meaning have been taken into account in the qualitative analysis and yet every single scene included as example of these patterns allowed a more natural and idiomatic solution. 

External constraints may also be ruled out as an explanation. In his study of the prefabricated orality of the Spanish language used in dubbing (2001), Chaume points out that the audiovisual translator has to abide by certain style guidelines provided by the different TV channels, which advise the translator to avoid some features of spontaneous language that may distract or annoy the film viewers. These limitations belong mainly to the prosodic, morphological and syntactic level of the language, but not to the lexical one, where the translator enjoys almost complete freedom. Given that the shifts and inconsistency in register affect mainly the lexis and are first and foremost a lexical matter, these external constraints cannot account for the above-mentioned patterns either.
 

Thus, it seems that these patterns may constitute a different phenomenon to that described by Duro, one that is not motivated by the source language and has a very specific effect on the TT. It is precisely the analysis of this effect that can provide answers to some of the questions posed in this paper. The quantitative results show that there is a higher number of PUs in the TT than in the ST; in other words, the TT is more phraseologically idiomatic than the ST. As shown in finding 6.3.1., this difference is not always caused by language systemic conventions, but very often by the translator’s personal choices. Indeed, the translator seems to strive for idiomaticity, not only by adding PUs when allowed by the audiovisual codes, but also by introducing certain informal terms (finding 6.3.2.) and a great deal of variation in the translation of recurrent ST PUs (finding 6.3.3.). However, TT PUs are all too often infected by the three patterns mentioned above and so whereas the informal register and swiftness of ST PUs make them very idiomatic, the shift and inconsistency in register and the loss of that swiftness make TT PUs sound less natural. Although more phraseologically idiomatic, the TT is then less idiomatic than the ST. Furthermore, given that the idiomaticity of the language is a key aspect to achieve the comic purpose of the ST, this “Spanish dubbese” detected in the TT may end up undermining its comic purpose. 

8. Final considerations

Needless to say, the conclusions drawn from this study can only be applied to the three episodes that have been analysed. In order to make generalisations, it would be necessary to carry out an analysis (may be not restricted to PUs) of more episodes or even films dubbed from English into Spanish, which could show whether the three patterns detected in the TT are actually recurrent and perhaps also provide answers to many questions, such as what is the origin of these patterns? Why are there no complaints about this? Do TT viewers not notice that the Spanish language they are hearing on the screen is different from the one they use everyday?

So far, only tentative answers can be put forward. As described earlier, it seems that none of these patterns finds its origin in the ST or the source language. A promising line of research may lie in the so-called español neutro, a particular variation of the Spanish language that was used in dubbing between 1960 and 1975 (Gómez Capuz 2001:62, Castro Roig 1996). During this period, films were dubbed in Mexico, Puerto Rico and Florida, but not in Spain, and so the Spanish used for dubbing was standardised and devoid of dialectalisms so that it could be understood by both the Spanish and the Spanish American audience. This resulted in a somewhat artificial and, according to some scholars (Petrella 2001:9), formal variation of the language. Since 1975, most films and TV series are also dubbed in Spain, thus providing specific versions for the Spanish audience. Nowadays, it looks like the Spanish language used for dubbing in Spain has remarkably modernised, getting rid of old-fashioned terms and introducing more and more colloquial ones (Agost 1999:120). 

Although it is only a possibility, perhaps the formal register found in some instances of this corpus is actually a vestige of that old español neutro. Moreover, perhaps the inconsistency in register also detected here is the result of the combination between those remains and the more modern and informal lexical choices.

As for the second question, the reason why the audience does not seem to notice about these patterns, it might be useful to resort to the traditional view of dubbing as “an illusion of an illusion” (Caillé 1960:108; my translation). Indeed, if, as often said, cinema is a great lie that attempts to tell truths, dubbing could be defined as a manipulation of that lie that usually attempts to remain loyal and appear as such while telling the same truths. To enter the first illusion (or believe the first lie), we suspend disbelief in order to see the characters on screen as real, although we know better. To enter the second illusion (and give in to the manipulation), we accept, for example, that everyone speaks Spanish in New York. If we accept these rules to play the game and enjoy the film, why should we not accept one more, that is, one to do with the kind of Spanish used in dubbing? In other words, although we know that it is not real, we believe and accept that Rachel exists, that she speaks Spanish in New York and, finally, that what she says is not exactly what is more natural or what we would say in a given situation. As Michel Chion argues, there is no reason why the viewers should compare what they hear on the screen with what they hear on the street:

When the viewer hears a sound that is regarded as realist in a film, s/he is not in a position to compare it with the real sound that would be heard in that situation; instead, s/he refers to his/her memory of that kind of sound, a memory that has been resynthesized from several data, not only acoustic, and that is influenced by the viewing of the films.






(Chion 1993: 106; my translation)   

Indeed, the presence of this dubbese in other TV series or films would paradoxically explain why TT viewers do not seem to complain about it. Perhaps by now they are used to suspending linguistic disbelief as part and parcel of the dubbing experience.  
To conclude, it may seem that this study is hindered by too many maybe’s and perhaps that have so far provided more questions than answers. Yet this is not necessarily discouraging, as it opens a promising prospect for future research. Far from being the end of the road, the results obtained could well be the beginning (or rather continuation) of a fruitful relationship between corpus-based studies and audiovisual translation in the search for idiomaticity. 
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