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RESUME

L'objectif de cette étude est d’examiner les pratiques des traducteurs dans la traduction de
I’lhumour linguistique orienté vers les adultes dans les films d’animation pour enfants. La
recherche présente une étude de corpus s’appuyant sur la recherche dans les domaines de
la traduction de I’hnumour, de la traduction de la littérature jeunesse (en particulier selon le
public visé) et de la traduction audiovisuelle. Les données du corpus ont été collectées a
partir de quarante films d’animation hollywoodiens choisis au hasard, parus entre 2010 et
2019. Afin de distinguer les instances d’humour pour adultes, on a appliqué les catégories
d’Akers (2013) aux données source et cible. On a adapté des stratégies de traduction qui
ont été classées selon leurs fonctions respectives de rétention, remplacement et omis-
sion. La classification des stratégies de traduction utilisée dans cette étude a été élaborée
en s’appuyant sur les stratégies de traduction proposées par Delabastita (1996) pour
les jeux de mots, celles de Leppihalme (1997) pour les allusions et sur celles de Mateo
(1995) pour l'ironie. En outre, les données ont été interprétées a la fois qualitativement,
conformément au modeéle théorique d’Asimakoulas (2004), et quantitativement. L'analyse
révéle que pour préserver 'humour adulte, les stratégies de traduction les plus efficaces
appartiennent au groupe de remplacement, tandis que le groupe le moins efficace est
celui des omissions. L'étude démontre plus généralement que la tendance dominante est
a I’élimination de I'humour adulte.

ABSTRACT

The aim of this study is to examine practices in translating adult-oriented linguistic
humour in children’s animated movies. The research presents a corpus-based mixed
study which draws insights from humour translation, translation of children’s literature
(specifically the address problem) and audiovisual translation. The corpus-data were col-
lected from forty randomly chosen Hollywood-made animated movies released between
2010-2019. In order to distinguish a humorous instance as adult-oriented, Akers’ (2013)
adult humour categories were applied. The translation strategies applied to the target
movies were categorised in accordance with their functions as retainment, replacement
and omission. The classification of translation strategies used in this study was developed
relying on the available translation strategies of Delabastita (1996) for puns, Leppihalme
(1997) for allusions and Mateo (1995) for irony. Further, the data were interpreted both
qualitatively, according to Asimakoulas’ (2004) theoretical model for the translation of
humour, and quantitatively. The analysis revealed that to preserve adult-oriented humour,
the most successful translation strategies belong to the Replacement Set while the least
successful set is the Omission Set. According to the overall results, the general tendency
is towards the elimination of adult-oriented humour.
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RESUMEN

El objetivo de este estudio es examinar las précticas de traduccién del humor lingiiistico
orientado a los adultos en las peliculas de animacién infantil. La investigacién presenta
un estudio mixto basado en corpus inspirado por la investigacién en los campos de la
traduccién del humor, la traduccién de literatura infantil (en concreto, la cuestién del
destinatario) y la traduccién audiovisual. Los datos del corpus se recopilaron a partir de
cuarenta peliculas de animacién de Hollywood elegidas al azar y estrenadas entre 2010
y 2019. Para distinguir una instancia humoristica como orientada a adultos, se aplicaron
las categorfas de humor adulto de Akers (2013). Las estrategias de traduccién aplicadas
a las peliculas de destino se clasificaron de acuerdo con sus funciones de retencién,
sustitucién y omisién. La clasificacién de las estrategias de traduccién utilizadas en
este estudio se desarrollé basdndose en las estrategias de traduccién disponibles de
Delabastita (1996) para los juegos de palabras, Leppihalme (1997) para las alusiones y
Mateo (1995) para la ironfa. Ademds, los datos se interpretaron tanto cualitativamente,
de acuerdo con el modelo teérico de Asimakoulas (2004) para la traduccién del humor,
como cuantitativamente. El andlisis revel6 que, para preservar el humor orientado a los
adultos, las estrategias de traduccién mds exitosas son las de sustitucién, mientras que
las menos exitosas son las de omisién. Seguin los resultados globales, la tendencia gene-
ral es hacia la eliminacién del humor orientado a los adultos.

MOTS-CLES/KEYWORDS/PALABRAS CLAVE

traduction de I’humour, humour pour adultes, double lectorat, traduction de la littérature
jeunesse, films d’animation

humour translation, adult-oriented humour, double address, translation of children’s
literature, animated movies

traduccién de humor, humor para adultos, publico dual, traduccién de literatura infantil,
peliculas de animacién

1. Introduction

Humour is an essential part of our lives. Whether it is the conversations we have with
our friends in our daily lives or shows we watch, humour is everywhere. Especially
in the audiovisual field, there are popular works in the humour genre in the form of
movies and/or series. One field of humour movies which has existed for years and
has been increasingly in demand year after year is Hollywood-made animated mov-
ies. Appealing to both children and adults, these movies are big box-office hits. This
demand can also be depicted from large production companies, such as Walt Disney
Studio Animation, Pixar Animation Studios, DreamWorks Animation, investing
larger budgets every year, spending millions of dollars in order to produce animated
movies.

Other than the animation, script and dubbing, one of the foremost reasons for
a movie’s success is the large audience spectrum of the genre. In the past, adults
watched animated movies with the purpose of simply spending time with their chil-
dren or nostalgically remembering their own childhood; however, over the years,
with the broadening of the target age demographics of the movies by some important
production companies, animated movies started to attract a more diverse audience
in terms of age while continuing to keep young audiences captivated.! Adults watch-
ing these movies can enjoy the same storyline as children, but the implicit humour
added just for their entertainment also attracts them to these movies. A three-decade
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analysis of the rise of adult-oriented humour in children’s animated movies produced
by Hollywood between 1983 and 2012 has shown a five-fold increase in instances of
adult-oriented humour since the first 10-year period (Akers 2013: 46).

The popularity of the genre has led to its spread among different countries which
has made the translation of these films necessary. For this reason, translation of ani-
mated movies, particularly their humorous aspects, has proven to be an important
as well as a difficult branch of Translation Studies.

To our knowledge, there have not been any studies examining the translation
of adult-oriented humour in animated movies for children. In the case of humour
translation in animated movies, cultural and linguistic humour has been examined
for different language pairs (to illustrate, De Rosa, Bianchi, et al. 2014; Erguvan 2015;
Jabbari and Ravizi 2012; Lopez Gonzalez 2017; Sadeghpour, Khazaeefar, et al. 2015;
Tifekgioglu 2013). Overall, the results have revealed that there is a tendency to move
towards the target culture.

With this corpus study, we aim to examine translators’ practices while translat-
ing adult-oriented linguistic humour in Hollywood animated movies from the source
language, English, into Turkish and to determine which of the practices best preserve
adult-oriented humour in the target movies.

2. Literature review
2.1. Translating for children

Children’s literature is a broad branch of literature, both with its main audience
spectrum starting from toddlers to young adults and with its wide range of material,
such as board books, fairy tales, adolescent novels, etc. Likewise, the translation of
children’s literature has the same audience spectrum and materials to work with.

One of the features that separate children’s literature from other forms of litera-
ture is that children’s literature and, in turn the translation of children’s literature,
is written, translated, published, reviewed, read and recommended for children by
adults (Ewers 2009). So, writers and translators of children’s literature not only try to
appeal to the young audience but also, and probably more so, to the older audience.

Although in principle, the translation of children’s literature is not any different
from the translation of other forms of literature, some characteristics of the field call
for a separate branch. Alvstad (2010: 22-25) lists these as features of orality, text and
image, cultural context adaptation, ideological manipulation (typically, purification)
and dual readership.

As mentioned above, children are not the only targeted receivers of children’s
literature. So, to have a place in the literary system, writers and translators of the
genre have the responsibility of catering to the needs of adults as well as children.
This duality is probably the only characteristic that is unique to children’s literature.
Shavit summarises this feature as:

The children’s writer is perhaps the only one who is asked to address one particular
audience and at the same time to appeal to another [...] this demand is both complex
and even contradictory by nature [...] but one thing is clear: in order for a children’s
book to be accepted by adults, it is not enough for it to be accepted by children.
(Shavit 1986: 37)
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While the audience of children’s literature has a wide scope, from toddlers to
young adults, some elements of humour, plot, etc. are directed exclusively to adults
and cannot (or should not) be understood by children. Therefore, a distinct approach
in addressing the reader has emerged in children’s literature and its translation. Wall
(1991: 9) points out three different address types for authors of children’s literature as
a way of addressing the reader:

- Single address is when the text is written only for the enjoyment of the children with
a disregard for the adult audience.

- Dual address is when the text is written for both the younger and older audience
while keeping both sides at the same level by giving the same message.

- Double address is when the writer casts the younger reader aside and talks to the
adult audience. Egan (1982: 46) describes this type of address as glancing sidelong
at the adults listening in the stories and winking. In this kind of situations, the
references or the jokes “are not meant to be understood by the younger audience”
(Egan 1982: 46). Although this type of address may seem like another ‘single address’
for the adult audience, what constitutes its doubleness is the context. The fact that
the text is written primarily for children, but the message is intended for the adult
audience, necessitates this second, hence ‘double’ channel.

When faced with challenges such as double or dual address, translators may “use
their voices to ‘reduce’ translations” (O’Sullivan 2013: 458). Omission and deletion,
substitution, explication and simplification strategies may be used in order to over-
come these challenges (Desmet 2007). Wall states that most of the stories for children
that have managed to gain a status of classics are those “whose narrators satisfactorily
address adults, either as part of a dual audience, or by oscillating between child and
adult narratee” (1991: 22) thus, engaging with the adult audience through the double
address approach.

Deciding on the intended target reader(s) is an important aspect of translation of
children’s literature. In her study, @ster (2006/2014) analyses changes undertaken in
the translation of fairy tales by Hans Christian Andersen from Danish into English
and puts forth that the differences between the source and target texts are a result
of the contrasting viewpoint of Andersen and the translator regarding the child
reader. In another study, Rudvin and Orlati (2006/2014) investigate the translations
of Salman Rushdie’s children’s book Haroun and the Sea of Stories* into Italian and
Norwegian in terms of dual readership and conclude that while the Italian translation
maintained dual readership, in the Norwegian translation, the translator appeared
less constrained by the author’s reputation as a renowned writer and aimed more
towards the child reader. Van Coillie and McMartin (2020) also offer various stud-
ies on translating for children in different contexts. Specifically, Van Coillie’s (2020)
chapter deals with diverse images of child in different cultures and their effects
on translation in terms of omissions or alterations. When adult-oriented humour
appears in children’s literature, the translator’s task becomes even more challenging
since they need to decide to what extent such humour elements should be preserved
and/or adopted to the age of the audience and the target culture.
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2.2. Translating Humour

Humour, especially verbally expressed humour, has two fundamental character-
istics that hinder its travel: cultural and linguistic differences. These limitations
lead to some of the most discussed topics in Translation Studies: equivalence and
translatability. Such challenges of the translation of humour have attracted scholars
within academia since the mid-nineties (to illustrate, Chiaro 2008; 2010a; 2010b;
Delabastita 1996; Vandaele 2002).

Since humour is closely related to culture, equivalence cannot be disregarded
when it comes to the translation of humour. A distinct approach to the phenomena
of equivalence must be taken when humour enters the picture. Chiaro (2010a: 7)
explains this divergence in terms of readers’ expectations, using Nida’s distinction of
“formal” and “dynamic” equivalence (1964). According to Chiaro (2010a: 7), while
recipients of an instruction manual would expect to be given necessary instructions
in order to safely use the appliance, in a similar vein, recipients of translated humour
would expect to be amused. Therefore, for the translation of verbally expressed
humour, formal equivalence is often sacrificed for the sake of dynamic equivalence,
that is, so long as the amusement function of the ST is transferred to the TT, the TT
may depart from the ST in formal terms (Chiaro 2008: 571). The TT recipients have
to be content with exchanges of some features of the ST for a gain in the TL for the
sake of functional correspondence.

The aforementioned translational compromises usually concern linguistic bar-
riers which cause humour to be deemed “untranslatable” by some scholars (Burge
1978; Diot 1989). Humour, especially when created with linguistic humour strategies,
resists translation. The expectation to be able to create a twin of the ST in the TL
would “presuppose the absence of different languages” (Chiaro 2010a: 7). It may be
nearly impossible to create the exact pun for the same word with the same meaning
between two different languages, so a compromise of sorts is required when dealing
with wordplay in interlingual translation.

Another reason for the so-called untranslatability of humour is that transla-
tion does not simply represent the substitution of words of one language for those of
another language. Humour is as much a cultural phenomenon as a linguistic one and
“[a] successful translation does not simply involve the translation of words, but also
the translation of worlds” (Chiaro 2008: 587). As a different approach to equivalence
for humour, Chiaro (2010a: 10) likens the equivalence level between the ST and TT
to a sort of “osmosis,” “a kind of linguistic and cultural give and take which converts
the content of the ST into a new form in the TT.” According to Chiaro (2008: 579;
2010a: 10), the possibility of generating humour in the TL is directly proportional to
the increase in the area of overlap between the ST and the TT. On this ground, the
so-called untranslatability of humour refers, indeed, to the difficulty of achieving the
equivalence level necessary for generating amusement in the target recipients.

Additionally, target-culture norms may represent an obstacle for the translator.
As every individual has a sense of humour, every culture also has a unique sense of
humour. What is amusing for one culture may not be funny, and may even be offen-
sive, for another. It is the translator’s job to find an acceptable translation. Tymoczko
(1987) views this notion as the “comic paradigm.” If the “comic paradigm” of the
target culture does not coincide with the “comic paradigm” of the source culture,
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then the humour may not be transferred. According to Vandaele (2010), in cases
where there is an incompatibility between the cultures’ sense of humour, ideological,
ethical and/or political factors may interfere. Translators may come across humorous
instances they find culturally unacceptable and may censor these instances with per-
sonal, institutional or political motivations. Unless explicitly stated, the definite cause
of an omission of a humorous element is nearly impossible to determine. The reason
could be anything from the lack of recognition of the humorous instance to a deliber-
ate translational strategy and/or censorship. While the ethical aspect of these kinds
of censorship may be open to debate, with the aforementioned purpose-oriented
approach to humour translation, these censorship strategies are not uncommon and
may affect the translation of adult-oriented humour in children’s animated movies.

2.3 A General Theory of Verbal Humour and theoretical models for the
translation of humour

Asimakoulas (2004) adapts Attardo and Raskin’s (1991) General Theory of Verbal
Humour (GTVH) to the subtitling of humour with a few additions to the original
model. Asimakoulas claims that besides the knowledge resources of language (LA),
narrative strategy (NS), target (TA), situation (SI), logical mechanism (LM) and script
opposition (SO) put forward by Attardo and Raskin (1991; Attardo 2002), verbal
humour also involves social and cognitive expectations which Asimakoulas refers to
as “norm acceptance” and “norm opposition” (2004: 824).

Norm acceptance is when something a society has established as funny is used
(for example, stereotypes, clichés, etc.). Contrary to incongruity theories of humour,
Asimakoulas’ notion of norm acceptance shows that humour can be created with-
out clashes or incongruities, with the help of contextual/social factors that generate
socially accepted humour (2004).

Norm opposition operates from the perspective of norms that are deeply rooted
in the society. Examples of norm opposition involve situations where there is a clash
of some kind (for example, clashing interpretations created with puns, taboo issues,
inappropriate situations, etc.). This way, norm opposition may be caused by cognitive
(for example, puns) or social (for example, taboo topics) incongruities. Also, devia-
tions from “natural” or “proper” uses of language (for example, stuttering or taking
everything literally) are accepted as examples of norm opposition. Verbal humour
can simultaneously involve norm acceptance and norm opposition (Asimakoulas
2004: 824).

Asimakoulas also adds contextual variables to GTVH and norm acceptance/
opposition. Below, Figure 1 is Asimakoulas’ humour theory model with his additions
to GTVH (2004: 825):
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FIGURE 1
Asimakoulas’ humour theory model (2004)

WNOWLEDGE / .
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EXTERNALITIES

KNOWLEDGE
RESOURCES

NORM ACCEPTANCE OPPOSITION
INTERNAL STRUCTURE

Key: LM=Logical Mechanism, SI=situation, TA=Target,
NS=Narrative Strategy, LA=Language.

Asimakoulas (2004: 826-827) explains the notion of “externalities” as follows:

Image: Some actions, objects, entities that are present on the screen and that affect
the perception of humour, and thus, its translation.

Constraints: The convenience of creating humour through some words or other
textual material (lexical, syntactic ambiguity, spoonerisms, etc.) differs for every
language and culture. This externality may also involve the constraints of subtitling
and dubbing in terms of translation.

Presupposed knowledge: The encyclopaedic knowledge accumulated by experience
or cultural assumptions that the receivers possess individually or collectively as a
society. The term contains both linguistic and cultural knowledge. This externality
can be applied to adult-oriented humour in works aimed for children.
Intertextuality: Texts that depend on previously known texts. Allusions, parodies or
repeated segments can work as means for humorous intertextuality.

Interpersonal level: The expression of an attitude or a feeling that acts in accordance
with forms of superiority/disparagement humour. The humour can get personal
either with the purpose of being hurtful towards someone or a group of people or
not. If making this kind of humorous comments in a given context is unacceptable,
a norm opposition is created. If it is a recurring humorous device, then norm accep-
tance occurs through this norm opposition.

We applied Asimakoulas’ theoretical model for the translation of humour to the
analysis of the corpus data of forty movies and compared the STs and TTs in terms of
the preservation of adult-oriented humour. In this article, the criteria for success’ is
established as the transfer of linguistic properties of the humorous elements accord-
ing to Asimakoulas’ humour theory model (2004).

3. Research questions and methods

3.1 Research questions

The paper aims to find the answers to the following questions:

1) What are the tendencies of translators in the translation of adult-oriented humour

in children’s animated movies?
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2) Which strategies are best in preserving adult-oriented humour in children’s ani-
mated movies?

To answer these questions, the following procedures have been pursued.

3.2 Data collection

The corpus data for this study consist of humorous scenes in child-oriented animated
movies that cater to the adult audience’s amusement. To create the corpus, forty mov-
ies were chosen randomly from the available 144 released from different companies,
such as Walt Disney Studio Animation, Pixar Animation Studios, etc. between 2010
and 2019. The corpus was constructed with the use of a free service website* created
for generating random numbers.

The instances of linguistic adult-oriented humour (Raphaelson-West 1989) in the
source movies were compared with their dubbed versions in the translated movies (or
target movies). The passages in both source and target movies were filtered according
to Akers’ (2013: 31-32) adult humour categories as follows:

- Adult Appropriate References: When a humorous instance refers to a situation, per-
son or thing that only an adult should understand.

- Vocabulary: When a type of vocabulary that is often inaccessible to children because
of its level of difficulty is used.

- Intertextual Dialogue: When a humorous instance includes a reference to another
movie or a literary work, etc.

- Sexual Innuendo: When a humorous instance is realised through allusions and refer-
ences to sexuality.

- Swearwords/Substitute Swearwords: When unusual terms or methods are used with
the aim of hiding or replacing swearwords.

To identify the forms of linguistic verbal humour used in the source and tar-
get movies, we have taken Norrick (1994; 2004) and Dynel’s (2009) classifications
of linguistic verbal humour strategies (punning, hyperbole, comparison, paradox,
spoonerism, irony, sarcasm, allusion, euphemism) as a basis.

For triangulation, three different researchers were requested to watch the movies
and identify the items of linguistic adult-oriented humour. Further, the items were
discussed and identified in agreement.

3.3 Data Analysis

We developed the classification of humour translation strategy sets relying on the
available translation strategies of Delabastita (1996) for puns, Leppihalme (1997) for
allusions and Mateo (1995) for irony.

These strategies were grouped according to their functions under four translation
strategy sets: 1) Retainment, 2) Replacement, 3) Omission and 4) Addition.®

Retainment strategies cause minimum change in the meaning of the source item
while Replacement strategies change the meaning through replacing the humorous
item with other items from the TL. On the other hand, while Omission strategies
either delete or change humorous items of the ST in a way that causes the elimination
of humour, Addition strategies may be used to create humour in the TT where there
is no such item in the ST. This may also occur as a form of compensation.
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Below, Table 1 shows the translation strategies gathered under the abovemen-

tioned sets:

TABLE 1

Translation Strategy Sets

Retainment

Replacement

Omission

Addition

SL humorous item is not
translated; it is left as
isin TL

SL humorous item is replaced
with TL humorous item with
the same form/strategy

SL humorous item
becomes non-
humorous item

in TL

Non-humorous
item in SL becomes
humorous item

in TL

Literal translation of the
SL humorous item

SL humorous item is replaced
with TL humorous item with a
different form/strategy

SL humorous item
is deleted in TL

Addition of
humorous item
into TL when there
is no item in SL

Editorial techniques,

SL humorous item is replaced
with a more well-known SL

end-text guidance® .
8 humorous item (preformed)’

SL humorous item is replaced
with a more well-known TL
humorous item (preformed)

Editorial techniques,
in-text guidance

Standard translation of
the SL humorous item?®

Additionally, we used Asimakoulas’ (2004) humour theory model to analyse the
data qualitatively in terms of norm acceptance/opposition and externalities.

4. Findings
4.1 Research question 1

The analysis of forty movies yielded 392 instances of linguistic adult-oriented
humour. When these instances were identified as one of the five pre-determined cat-
egories of adult-oriented humour, it was found that 40% of the instances belonged to
Swearwords/Substitute Swearwords, 33% belonged to Adult Appropriate References
and 18% belonged to Vocabulary with Sexual Innuendo and Intertextual Dialogue
at 7% and 2% respectively. The TT corpus analysis revealed that 127 (32%) of the
392 instances of linguistic adult-oriented humour were preserved in the TT. Out of
the 127 translated instances, 51% belonged to Adult Appropriate References, 24%
belonged to Vocabulary and 12% belonged to Sexual Innuendo with Swearwords/
Substitute Swearwords and Intertextual Dialogue, with 10% and 3% respectively. The
distribution is shown in Table 2. It appears that Intertextual Dialogue is the most pre-
served adult humour category with 1% loss, closely followed by Sexual Innuendo with
2% loss. Vocabulary follows them with 10% loss, while 19% of the Adult Appropriate
References was lost in translation. Swearwords/Substitute Swearwords has the largest
loss by far, with 36%. As a result, 68% of the total adult humour categories were not
translated as adult humour instances in the target movies.
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TABLE 2

Distribution of adult humour categories

Swearwords/
Adult Appropriate | Vocabulary | Intertextual Sexual Substitute
References (%) (%) Dialogue (%) | Innuendo (%) | Swearwords
(%)
Distribution of Adult
Humour Categories 33 18 2 7 40
in ST Data
Distribution of Adult
Humour Categories 51 24 3 12 10
in TT Data

68% not translated

After determining the distribution of adult humour categories, we gathered
the instances under the three translation strategy sets (Retainment, Replacement,
Omission) according to their translations into Turkish. According to the results
obtained, Retainment was the most widely used set for Adult Appropriate References
(46%), Intertextual Dialogue (71%) and Sexual Innuendo (62%). Replacement came
first for Vocabulary (44%) while for Swearwords/Substitute Swearwords (75%), the
Omission set was preferred the most by translators. The distribution of translators’
tendencies according to the various translation strategy sets is shown in Table 3.

TABLE 3

Distribution of translators’ tendencies for translation strategy sets

Adult Appropriate | Vocabulary | Intertextual Sexual Swearwords/
References (%) (%) Dialogue Innuendo (%) Substitute
(%) Swearwords (%)
Retainment Set 46 39 71 62 10
Replacement Set 33 44 29 28 15
Omission Set 21 17 0 10 75

Examples for the most used sets for each category are given below.

Example 1. Retainment Set Example for Adult Appropriate References Category

Movie: Zootopia®
Context: Chief Bogo wishes Francine a happy birthday.

1) Source Text:
Bogo: I've got three items on the docket. First... we need to acknowledge the
elephant in the room. [nods to an elephant in the room] Francine, happy birthday.

Adult Humour Category: Vocabulary

Verbal Humour Strategy: Punning

Target Text:
Bogo: Konusulmasi gereken ii¢ tane konu var. Oncelikle bir file séyleyeceklerim

var. Francine, iyi ki dogdun.

[Bogo: There are three issues to be discussed. First, I have something to say to an
elephant. Francine, happy birthday.]"
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Trans. Strategy: Retainment Set - Literal translation of the SL humorous item
Adult Humour: No

Humour: No

Verbal Humour Strategy: Humour is eliminated.

In Example 1, when Bogo says that he needs to acknowledge the elephant in the
room with a serious expression, the scene creates an expectation on the audience
that there is a major problem that they have to discuss. However, when Bogo nods to
Francine, who is an elephant, and wishes her a happy birthday, the literal meaning
of the phrase is realised. This shift from expectation to reality is formed through a
pun on the figurative and literal meaning of the phrase the elephant in the room. The
scene is adult-oriented because of the cognitive incongruity caused by the pun and the
presupposed vocabulary knowledge of the phrase. The fact that linguistic humour is
achieved through humorous communication between the screenwriter and the audi-
ence also makes the scene adult-oriented since this type of humorous communication
is covert and requires the audience to be aware of humorous instances that are outside
the plot of the movie. In the TT, the scene is translated via a translation strategy from
the Retainment Set. When translated literally, the pun is lost in translation due to lin-
guistic differences between the source and target languages. As a result, the element
of linguistic adult-oriented humour is lost.

Example 2. Replacement Set Example for Vocabulary Category

Movie: Despicable Me 2"
Context: Gru, who is a bald man, enters a hairdresser to investigate if the owner of the
salon is a criminal.

2) Source Text:
Floyd: Welcome to Eagle Hair Club. It’s about time you showed up, Mr. Gru.
Gru: You know my name?
Floyd: When someone moves into the mall who is follically challenged, I make it
my business to know all about them. You are bald. And that is bad.

Adult Humour Category: Vocabulary
Verbal Humour Strategy: Euphemism

Target Text:

Floyd: Hos geldiniz, Eagle Sa¢ Kuliibiine. Fazlasiyla geciktiniz bile, Bay Gru.
[Floyd: Welcome to the Eagle Hair Club. You are already late enough, Mr. Gru.]
Gru: Adimi nereden biliyorsun?

[Gru: How do you know my name?]

Floyd: Sag agisindan sorunlar1 olan biri AVM’ye tagindiginda onlar1 aragtirmay1
kendime gorev bilirim. Kelsiniz ve bu ¢ok kot

[Floyd: When someone with hair problems moves into the mall, I make it my
business to know all about them. You are bald and it is very bad.]

Trans. Strategy: Replacement Set - SL humorous item is replaced with TL humorous
item with the same form/strategy

Adult Humour: No

Humour: Yes

Verbal Humour Strategy: Euphemism
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In Example 2, the source of linguistic adult-oriented humour of the scene is
Floyd’s description of Gru’s baldness. In the scene, the term follically challenged
is a euphemism for bald. A cognitive incongruity is created with this euphemism.
Moreover, to understand the meaning of the euphemism, the audience has to have
the required vocabulary knowledge. Also, the fact that being bald is not a bad thing as
such, and that Floyd uses a euphemism instead of the word bald produces an instance
of disparaging humour, with Gru being the target of the joke. This disparagement
forms a social incongruity as making fun of someone’s insecurity in public is not a
socially acceptable behaviour. These cognitive and social incongruities result in the
norm opposition which constitute the linguistic adult-oriented humour instance
of the scene. In the TT, the translator used a strategy from the Replacement Set to
translate the instance of linguistic adult-oriented humour. With the translation, sag
acisindan sorunlari olan biri [a person with hair problems], the euphemism is pre-
served in the T'T; however, the required vocabulary knowledge and the level of disdain
are reduced to those of a general audience. As a result, although linguistic humour
is preserved for the general audience, the elements of adult-oriented humour are lost
in translation.

Example 3. Retainment Set Example for Intertextual Dialogue Category

Movie: Toy Story 3"

Context: The toys are discussing which famous play they should re-enact next year.
3) Source Text:

Buttercup: Next season, we’re doing Cats.

Hamm: Or might I suggest Hamlet?

Adult Humour Category: Intertextual Dialogue
Verbal Humour Strategy: Punning/Allusion

Target Text:
Buttercup: Gelecek sezon Evita miizikali.
[Buttercup: Next season, Evita musical.]
Hamm: Hamlet oynasak daha iyi olmaz m1, ha?
[Hamm: Wouldn't it be better if we played Hamlet?]
Trans. Strategy: Retainment Set - SL humorous item is not translated; it is left asis in TL
Adult Humour: Yes (Intertextual Dialogue)
Humour: Yes
Verbal Humour Strategy: Punning/Allusion

In Example 3, in response to Buttercup’s suggestion, Hamm requests the famous
Shakespeare play Hamlet. This scene has two aspects that make it a humorous one:
The first aspect is the pun on Hamm and Hamlet. In an indirect way, Hamm wants to
get in the show and displays his desire with a pun. The second aspect is the allusion
to Shakespeare. This presupposed knowledge of theatre and the intertextuality make
the humorous scene adult-oriented. Since Shakespeare is a universally known literary
figure and the musical Hamlet has the same title in the TL, the musical’s name is left
the same in the TT with a Retainment Set strategy without any attempt at domestica-
tion, which in turn keeps the original ST meaning and addressee.
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Example 4. Retainment Set Example for Sexual Innuendo Category

Movie: Inside Out"

Context: Fear, Disgust and Anger are observing San Francisco, their new home.
4) Source Text:

Fear: What was that? Was it a bear? It’s a bear!

Disgust: There are no bears in San Francisco!

Anger: I saw a really hairy guy. He looked like a bear.

Adult Humour Category: Sexual Innuendo
Verbal Humour Strategy: Punning

Target Text:

Korku: Neydi 0? Ayt m1ydi? Kesin ay1ydi!

[Fear: What was that? Was it a bear? It was certainly a bear!]
Tiksinti: San Francisco’da ayinin ne isi var?

[Disgust: What is a bear doing in San Francisco?]

Ofke: Cok tiiylii bir adam gordiim. Ayrya benziyordu.
[Anger: I saw a really hairy guy. He looked like a bear.]

Trans. Strategy: Retainment Set - Literal translation of the SL humorous item
Adult Humour: No

Humour: Yes

Verbal Humour Strategy: It is not linguistic humour anymore.

In Example 4, the characters are looking around and Fear thinks he saw a bear.
When Disgust says that there are no bears in San Francisco, Anger responds by say-
ing that he just saw a really hairy guy that looked like a bear. In the scene, Anger’s
answer represents a form of norm opposition as a result of both cognitive and social
incongruities. The cognitive incongruity is created with the pun on the word bear
which means both an animal and “a gay or bisexual man with a burly physique and
a large amount of body hair”* while the social incongruity is a result of having the
taboo topic of sexuality alluded to in a children’s movie. Also, vocabulary knowledge
is necessary to understand the pun, which is more likely for the adult audience to
possess. In the T'T, the instance of linguistic adult-oriented humour is translated with
a strategy from the Retainment Set. However, as there is no sexual connotation for
the word ay1 [bear] in the TL, the pun and the sexual innuendo are eliminated in the
TT. Only the (disparaging) humour of comparing a hairy man to a bear is present
in the TT.

Example 5. Omission Set Example for Swearwords/Substitute Swearwords Category

Movie: Ice Age: Continental Drift'®
Context: A huge crab appears on Sid’s ice floe.

5) Source Text:
Sid: Holy crab!

Adult Humour Category: Swearwords/Substitute Swearwords
Verbal Humour Strategy: Euphemism/Punning

Target Text:
Sid: Hay bin yengeg!
[Sid: A thousand crabs!]
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Trans. Strategy: Replacement Set - SL humorous item is replaced with a more well-
known TL humorous item (preformed)

Adult Humour: No

Humour: Yes

Verbal Humour Strategy: Euphemism

In Example 5, Sid is floating on an ice floe when a huge crab suddenly appears.
His exclamation of Holy crab is a euphemism created through a pun on crap - crab.
While the pun results in the cognitive incongruity, the use of euphemism in a chil-
dren’s movie creates a form of social incongruity through a register clash. These forms
of norm opposition designate the addressee of the ST scene as adults. In the TT, the
scene is translated with a Replacement Set strategy. The euphemised exclamation
Holy crap is replaced with another exclamation from the TL that is widely used in
children’s movies, hay bin kunduz [a thousand beavers], which has been modified
as hay bin yenge¢ [a thousand crabs] to fit in the scene. Even though the TL version
of the exclamation still has an underlying meaning of damnation, it is a euphemism
used, especially in children’s movies, for this purpose. As a result, although the ele-
ment of adult-oriented humour is lost in translation, a general sense of humour is
preserved in the TT.

4.2 Research question 2

It appears that some instances lost their adult-oriented humour properties and
turned into instances of either general humour (20%) with single or dual addresses
or no humour at all (48%). It is also apparent that in some of the instances in which
the elements of adult-oriented humour were preserved, there was a shift in adult
humour categories and/or humour types, namely from linguistic to cultural or
universal humour. In line with the aim of the study, the strategy sets that preserved
adult-oriented humour the most for each category of adult humour are shown in
Table 4. Replacement was the most successful set for Adult Appropriate References,
Vocabulary and Sexual Innuendo categories while Retainment was the most success-
ful set for Intertextual Dialogue and Swearwords/Substitute Swearwords categories.
Omission was the least successful set for all of the adult-oriented humour categories.

TABLE 4
Strategy sets for preserving adult-oriented humour
Adult Appropriate | Vocabulary | Intertextual Sexual Swearwords/
References (%) (%) Dialogue Innuendo Substitute
(%) (%) Swearwords (%)

Retainment Set 54 43 8 61 44
Replacement Set 6 65 0 87 39
Omission Set 0 0 -* 0 0
*None of the instances of linguistic adult humour from the Intertextual Dialogue category were translated
with a strategy from the Omission Set.

Examples for the most successful sets in preserving adult-oriented humour for
each category are given below.
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Example 6. Replacement Set Example for Adult Appropriate References Category

Movie: Cars 2'°
Context: Mater meets an agent from the British Intelligence.

6) Source Text:
Finn: I never properly introduced myself. Finn McMissile. British Intelligence.
Mater: Tow Mater. Average intelligence.
Adult Humour Category: Adult Appropriate References
Verbal Humour Strategy: Punning/Irony
Target Text:
Finn: Affedersin, kendimi tam olarak tanitamadim. Finn McRoket. Ingiliz Haber
Alma.
[Finn: Excuse me, I couldn’t properly introduce myself. Finn McRocket. English
Intelligence.]
Mater: Cekici Mater. Pek haber almam zaten.
[Mater: Tow Mater. I don’t receive much information anyways.]

Trans. Strategy: Replacement Set - SL humorous item is replaced with TL humorous
item with the same form/strategy

Adult Humour: Yes (Adult Appropriate References)

Humour: Yes

Verbal Humour Strategy: Punning

In Example 6, when Finn introduces himself, he only says “British Intelligence”
without specifying that he works for them and Mater misunderstands the word intel-
ligence. Instead of the intelligence agency, Mater thinks Finn is referring to his IQ and
answers in accordance with that. The linguistic adult humour of the scene comes from
the cognitive incongruity created with the pun on the word intelligence, the presup-
posed knowledge of British Intelligence and the irony of Mater evaluating his intel-
ligence level as average while demonstrating his silliness with this misunderstanding.
In the TT, the humorous instance is translated via a Replacement strategy. The pun
is replaced with another pun from the TL, haber alma - haber almak [gathering
information - receiving news]. As a result, with this replacement, the linguistic adult-
oriented humour is transferred to the TT as a pun like the ST linguistic adult-oriented
humour instance while the irony is lost.

Example 7. Replacement Set Example for Vocabulary Category

Movie: Hotel Transylvania 2V
Context: Wolf Wayne makes a joke after the little wolf pack that are his children makes
a mess of the party.

7) Source Text:
Wayne: Don’t worry. There’s a reason they call it a litter.

Adult Humour Category: Vocabulary
Verbal Humour Strategy: Punning

Target Text:
Wayne: Merak etme. Bosuna it siiriisii demiyorlar.
[Wayne: Don’t worry. They don’t call them a pack of dogs for nothing.]

Trans. Strategy: Replacement Set - SL humorous item is replaced with TL humorous
item with the same form/strategy
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Adult Humour: Yes (Swearwords/Substitute Swearwords)
Humour: Yes
Verbal Humour Strategy: Punning

In Example 7, Wayne’s joke is constructed on a pun on the word litter, which
means both trash and “a number of young animals born to an animal at one time.”"®
The presupposed vocabulary knowledge of the two meanings of the word and the
cognitive incongruity of the pun create adult-oriented humour. In the TT, the adult-
oriented humour is preserved through another pun via a Replacement Set strategy.
Although the pun is again on the word group that describes the pack of wolves (it
stirlisii), in the TL the meaning is different than the SL version. The definition of it
stiriisii changes with the context, the literal meaning of the word group is a pack of
dogs, while the idiom version is an insult that means a group of contemptible people.
As a result, although the presupposed vocabulary knowledge and the norm opposi-
tion created through the pun are kept in the TT, the adult-oriented humour category
is changed from Vocabulary to Swearwords/Substitute Swearwords because of the use
of an insult in a child-oriented movie.

Example 8. Retainment Set Example for Intertextual Dialogue Category

Movie: Ralph Breaks the Internet”
Context: Ralph opens a box for a video and a hive of bees attack him.

8) Source Text:

Ralph: Let’s open the-

Voiceover: OPEN SESABEES!

Yesss: Man, who would’ve guessed that a bee pun would be the thing to put us over the
top? That’s the internet for you.

Adult Humour Category: Intertextual Dialogue
Verbal Humour Strategy: Punning/Allusion

Target Text:

Ralph: Haydi agalim!

[Ralph: Let’s open it!]

Dis Ses: ACIL KOVAN ACIL!

[Voiceover: OPEN HIVE OPEN!]

Yesss: Vay be, ar1 sakalarinin bizi zirveye tasityacagini kim bilebilirdi ki? Iste
internet boyle bir sey.

[Yesss: Wow, who would have known that bee jokes would carry us to the top?
That’s what the internet is like.]

Trans. Strategy: Retainment Strategy - Standard translation of the SL humorous item
Adult Humour: Yes (Intertextual Dialogue)

Humour: Yes

Verbal Humour Strategy: Allusion

In Example 8, Open Sesabees is an allusion to the famous quotation “Open
Sesame” from Ali Baba and the Forty Thieves.*® The pun on bees creates a cognitive
incongruity and the intertextuality of the scene requires a knowledge of the original
quotation. This norm opposition and presupposed knowledge cause the scene to be
adult-oriented. In the TT, the humorous instance is translated with a Retainment Set
strategy. With this translation strategy, the quotation is translated with the standard
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translation of the quotation in the TL, which is “A¢il susam a¢1l” [Open sesame open],
with a wordplay similar to the ST pun, “Acil kovan agil” [Open hive open]. Therefore,
although the ST pun is lost in translation, the allusion to Ali Baba and the Forty
Thieves is preserved with an added allusion to bees. As a result, the aspect of linguistic
adult-oriented humour is preserved in the TT.

Example 9. Replacement Set Example for Sexual Innuendo Category

Movie: Kung Fu Panda 3*'
Context: A panda kid asks some questions to the adoptive father of Panda Po, Mr. Ping,
who is a goose.

9) Source Text:

Panda Kid: And what kind of panda are you? You have a funny neck.
Mr. Ping: 'm not a panda at all.

Panda Kid: What’s that?

Mr. Ping: My hat.

Panda Kid: What’s that?

Mr. Ping: My beak.

Panda Kid: What’s that?

Mr. Ping: My wing.

Panda Kid [pointing to something below the frame]: What’s that?
Mr. Ping [holding up a bowl of dumplings]: My dumplings. No more questions. Go
away, kid.

Adult Humour Category: Sexual Innuendo
Verbal Humour Strategy: Euphemism

Target Text:

Kiigiik Panda: Hey! Sen ne tiir bir pandasin? Tuhaf bir boynun var.
[Panda Kid: Hey! What kind of a panda are you? You have a weird neck.]
Bay Ping: Ben panda degilim, ufaklik.

[Mr. Ping: I'm not a panda, kid.]

Kiigitk Panda: Bu ne?

[Panda Kid: What’s that?]

Bay Ping: Sapkam.

[Mr. Ping: My hat.]

K¢tk Panda: Bu ne?

[Panda Kid: What’s that?]

Bay Ping: Gagam.

[Mr. Ping: My beak ]

Kiigiik Panda: Bu ne?

[Panda Kid: What’s that?]

Bay Ping: Kanadim.

[Mr. Ping: My wing.]

Kii¢tik Panda (kadrajin altinda bir yeri gostererek): Bu ne?

[Panda Kid (pointing to something below the frame): What’s that?]

Bay Ping (bir kase Cin mantisini gostererek): Coreklerim. Bu kadar soru yeter.
Uza hadi.

[Mr. Ping (holding up a bowl of dumplings): My buns. Enough questions. Go
away.]

Trans. Strategy: Replacement Set - SL humorous item is replaced with a more well-
known TL humorous item (preformed)
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Adult Humour: Yes (Sexual Innuendo)
Humour: Yes
Verbal Humour Strategy: Euphemism

In Example 9, a panda kid points to the top of Mr. Ping’s body and goes gradually
lower while asking questions. When he asks, “What’s that?” and gestures to some-
where below the frame, which happens to be Mr. Ping’s groin area, the sequence sets
up idea that the response will be of a sexual nature. Additionally, Mr. Ping responds
to the kid’s question by holding out a bowl of dumplings that was hidden until then
and says, “My dumplings.” In the context of the scene, this is a euphemism for male
genitalia. While the sexual innuendo of the sequence causes social incongruity
because it is a taboo subject for a children’s movie, the anticipation and the euphe-
mism constitute cognitive incongruity. When all of these are considered, the scene is
an example of linguistic adult-oriented humour. In the TT, the scene is translated with
a Replacement strategy. Since dumplings are not well-known in the target culture, the
dish is replaced with one from the target culture which can transfer the euphemism
into the TT. As a result of this translation, the TT maintains both the adult humour
category and the linguistic adult-oriented humour.

Example 10. Retainment Set Example for Swearwords/Substitute Swearwords Category

Movie: How to Train Your Dragon 2*
Context: Astrid is about to get thrown off the deck. Just as she is saying her last words,
which is an insult to her capturers, Eret comes to her rescue.

10) Source Text:
Astrid: You are a steaming heap of dragon-
Eret: Duck!

Adult Humour Category: Swearwords/Substitute Swearwords
Verbal Humour Strategy: Euphemism

Target Text:

Astrid: Sen dumanu {istiinde bir ejderhanin-

[Astrid: You are a steaming heap of dragon-]

Eret: Egil!

[Eret: Get down!]
Trans. Strategy: Retainment Set - Literal translation of the SL humorous item
Adult Humour: Yes (Swearwords/Substitute Swearwords)
Humour: Yes
Verbal Humour Strategy: Euphemism

In Example 10, Eret’s warning exclamation of “Duck” acts like a censor to Astrid’s
rude language in the scene. While this euphemism formed with the censorship creates
a cognitive incongruity, the taboo of having coarse language in a children’s movie cre-
ates a social incongruity. Because of these forms of norm opposition, the scene becomes
a linguistic adult-oriented humour instance. In the TT, the instance is translated with
a Retainment strategy. With this translation strategy, while Astrid’s words are trans-
lated literally, the incomplete sentence and the element of censorship is preserved. The
reason for this successful transfer is the expectation of a curse word the scene provokes
in the audience, which is achieved through the intonation and visuals as well as the
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script. Therefore, for this scene, the external restrictions have become external aids for
the translator. As a result, the linguistic adult-oriented humour is preserved in the TT.
However, the only reason that the taboo word is preserved is that it is not expressed
explicitly in the ST but implied and it can be understood from the context. Basically,
the translator did not preserve the taboo word but preserved the context.

The findings revealed that Replacement Set is the most successful set in preserv-
ing both adult-oriented humour and humour in general. This may be due to the
fundamental motto of humour translation: the sacrifice of formal equivalence for the
sake of dynamic equivalence in order to transfer the amusement function of the ST
to the TT (Chiaro 2008: 571). With the strategies from the Replacement Set, even if
the adult-oriented humour is not preserved, either deliberately or involuntarily, the
translators have made an effort to keep the humorous effect for the entertainment
of the target audience. Although Retainment Set strategies are not as successful as
Replacement Set strategies, Retainment Set is nevertheless successful in preserving
adult-oriented humour.

The findings also revealed that the general tendency for the translation of adult-
oriented humour is to eliminate the humour altogether; this tendency is mostly cen-
tred around the Swearwords/Substitute Swearwords category. Moreover, Omission is
the most applied and also the least successful among all sets for preserving not only
the elements of adult-oriented humour but of general humour too. The correlation
between the two data sets would suggest that the increased preference for Omission
strategies led to a decline in the preservation of adult-oriented humour and general
humour.

There could be several reasons behind the preferences of the translators that
could be valid for the elimination of humour for all categories of adult humour. These
reasons may be:

- Censorship: Censorship may be carried out by translators themselves, the target
movie’s production company and/or the authorities responsible. Zabalbeascoa states
that in most cases translators do not have the last word on their work and in order to
make “radical departures” from the original they need “permission” from an author-
ity (1996: 249). If the humorous instance is in contrast with the values of the authori-
ties and/or society, the translational behaviour is shaped accordingly (Toury 1995).
The elimination of humour for adult-oriented humorous instances under the adult
humour categories Swearwords/Substitute Swearwords and Sexual Innuendo sup-
ports this reason, especially the tendency of the translators to use translation strate-
gies from the Omission Set demonstrates as an example of censorship.

- Movie Ratings: Movies are rated according to the Motion Picture Association’s
(MPA) rating system. The MPA’s rating guide divides movies into five ratings.
These ratings are G (General Audiences), PG (Parental Guidance Suggested), PG-13
(Parents Strongly Cautioned), R (Restricted) and NC-17 (No One 17 and Under
Admitted).” The first three ratings, G, PG and PG-13, are suitable for children;
however, the higher the rating is, the narrower the audience spectrum gets. Also,
the fact that the rating of the movies is determined by the country the movies are
released in puts pressure on the translators to keep the movies’ ratings low enough
for children. According to Article 10 of the Regulation on the Procedures and
Principles Regarding the Evaluation and Classification of Motion Picture Films
(Sinema Filmlerinin Degerlendirilmesi ve Siniflandirilmasina iliskin Usul ve
Esaslar Hakkinda Y6netmelik) by The Republic of Tirkiye’s Ministry of Culture
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and Tourism?*, movies and trailers that are to be released for circulation are evalu-
ated and classified by taking into consideration behaviours that may set negative
examples, such as sexuality, nudity, violence, drugs, rude and slang language. The
ambiguity of what is considered a negative example may push the translators and/
or the target movies’ production companies into being on the safe side by eliminat-
ing adult-oriented humour from children’s movies because even getting a PG-13
rating may pose a problem because of the decline in possible audience numbers,
which is an unwanted situation when box office ratings are at stake. This reason for
eliminating adult-oriented humour may be valid for adult humour categories such
as Swearwords/Substitute Swearwords and Sexual Innuendo.

— Parents’ Preferences: Likewise, and also as a result of the previous reasons, parents’
opinions about which movies are appropriate for their children may affect the norms
for translating child-oriented animated movies. As stated earlier, works for children
are written, translated, published, purchased, read/watched and recommended by
adults for children. So, writers and translators of animated movies for children
are not only trying to appeal to their young audience but also to older members of
the audience as these adults are the ones who are going to allow their children to
see these movies. Parents are not very keen on letting their children watch mov-
ies with restricted ratings. This preference can be observed in websites set up for
movie reviewing, especially for parental guidance.” Naturally, parents’ preferences
affect the translation process of adult-oriented humour in children’s movies. The
elimination of adult-oriented humour under the categories of Swearwords/Substitute
Swearwords and Sexual Innuendo corresponds to this reason.

- Linguistic Barriers: Another factor could consist in the linguistic issues that transla-
tors encounter during the translation process. Since humorous instances are formed
through linguistic strategies, such as puns, spoonerisms, allusions, etc., humour is
dependent on the linguistic properties of the language. In order to keep the humor-
ous effect, the TT should either have the same or at least similar linguistic features
or the translators should make an effort to keep the adult-oriented humour with a
creative translation. If the latter is the case, the translation indicates that the elements
of adult-oriented humour is preserved in the TT with the purpose of entertaining
the adult audience. Since the corpus-data for this study is comprised of linguistic
humour, linguistic barriers are a possible reason as a hindrance to humour transfer.

- Translator’s Incompetence: The competence of the translator is important for every
type of translation; however, it is of the upmost importance when it comes to humour
translation. As Vandaele (2010) explains, the translator’s sense of humour could be
insuflicient to recognise the humour, or they could recognise it, but may not find the
instance entertaining and laughable. Moreover, they could recognise the humour and
find the instance entertaining but may be unable to create it in the TT. In all of these
cases, the result would be the elimination of humour, which means that the TT does
not fulfil its function. This reason for the elimination of humour may be valid for all
humorous instances for all adult humour categories.

- Poor Working Conditions: Working conditions are also of great essence for the
translator’s performance. Time pressure and poor salary may undoubtedly affect any
person’s efficiency, especially in the big-buck economy of blockbuster movies. Within
the context of humour translation, a lack of time and motivation may indicate less
time afforded or spent on the search for more creative solutions.

As analysing the reasons for failure to preserve adult-oriented humour is beyond
the scope of this paper; a study focusing on the aforementioned reasons could put
forward better-grounded reasons.
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To compare our findings with the studies focusing on the translation of double/
dual address, as well as cultural and linguistic elements in humour, overall, our study
has also demonstrated that there is a tendency to move towards the target culture in
order to produce (adult-oriented) humour which makes the text more target-audience
friendly.

5. Conclusion

This research aimed to examine translators’ practices while translating linguistic
adult-oriented humour in child-oriented animated movies through a corpus analy-
sis of adult-oriented humour in forty Hollywood-made animated movies released
between the years of 2010-2019 and translated into Turkish. It also aimed to deter-
mine translation trends and the specific practices used to preserve adult-oriented
humour in the translated movies. In order to distinguish the various forms of lin-
guistic adult-oriented humour, we applied Akers’ (2013) adult humour categories and
Norrick (1994; 2004) and Dynel’s (2009) classifications of linguistic verbal humour.
The results revealed that while Intertextual Dialogue is the most translated adult
humour category, Swearwords/Substitute Swearwords is the least used category.

The results also revealed that Retainment Set strategies are most commonly
used for Adult Appropriate References, Intertextual Dialogue and Sexual Innuendo,
while Replacement Set is the most applied strategy for issues of Vocabulary. For
Swearwords/Substitute Swearwords, the most commonly used strategies correspond
to the Omission Set. Further, Replacement Set strategies are the most successful
strategies in preserving adult-oriented humour for Adult Appropriate References,
Vocabulary and Sexual Innuendo, while Retainment is the most successful set in pre-
serving adult-oriented humour for Intertextual Dialogue and Swearwords/Substitute
Swearwords.

According to our findings, the general trend is towards the elimination of adult-
oriented humour. There could be several factors explaning this tendency such as the
influence of censorship, movie ratings, parents’ concerns, linguistic differences, the
incompetence of translators and poor working conditions.

The fact that the corpus-data were collected from forty movies constitutes a
limitation for the study. Further research may focus on the translation of linguistic,
cultural and universal (Raphaelson-West 1989) adult-oriented humour in a larger
corpus of children’s animated movies.

NOTES

*  'This article is part of an unpublished, freely accessible MA Thesis “Translation of Adult-Oriented
Humour in Children’s Animated Movies: A Corpus-Based Study” written by Gulce Naz Semi,
supervised by Prof. Dr. Elena Antonova-Unlu. Consulted on 21 July 2024, https://openaccess.
hacettepe.edu.tr/xmlui/handle/11655/25757.

**  Department of Translation and Interpreting

***  Department of Foreign Language Education

1. McKay, Hollie (2016): Is Hollywood ruining children’s movies with adult-focused content?. Fox
News. 08 April 2016.

2. RusHDIE, Salman (1990): Haroun and the Sea of Stories. New York: Penguin.

3. In this article, the terms “success” and “successful” solely include the transfer of linguistic prop-
erties that produce humour in a text. Neither the level of entertainment of the audience nor the
commercial success of the target movies are included in the criteria.
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4. URBANIAK, Geoftrey, PLous, Scott (2013): Research Randomizer (Version 4.0). Consulted on 7
January 2020, <http://www.randomizer.org/>.

5.  Translation strategies from the Addition Set will not be applied in the analysis of this article; how-
ever, it is included for the entirety of the table and for future research.

6.  “Editorial techniques, end-text guidance” translation strategy from the Retainment Set will not be
included in the analysis since the corpus-data consist of audiovisual material.

7. Inthese strategies “preformed” refers to an already established item which is different than the SL
item mentioned the ST.

8.  “Standard translation of the SL humorous item” refers to the established translation of the item in
the TL. “Literal translation of the SL humorous item” and “Standard translation of the SL humorous
item” translation strategies may correspond to the same SL item.

9. BusH, Jared, HOwARD, Byron, MOORE, Rich (2016): Zootopia. Walt Disney Animation Studios.

10.  All back translations belong to the authors and are checked by a professional translator.

11. CorrIN, Pierre, RENAUD, Chris (2013): Despicable Me 2. Illumination Entertainment; Universal
Pictures.

12. UNKRICH, Lee (2006): Toy Story 3. Pixar Animation Studios; Walt Disney Pictures.

13. DEeL CARMEN, Ronnie, DOCTER, Pete (2015): Inside Out. Pixar Animation Studios; Walt Disney
Pictures.

14. Lexico.com (2022): bear. Oxford University Press. <https://www.lexico.com/definition/bear>.

15. MARTINO, Steve, THURMEIER, Michael (2012): Ice Age: Continental Drift. Blue Sky Studios;
Twentieth Century Fox Animation.

16. LASSETER, John, LEwis, Bradford (2011): Cars 2. Pixar Animation Studios; Walt Disney Pictures.

17.  TARTAKOVSKY, Genndy (2015): Hotel Transylvania 2. Pixar Animation Studios; Walt Disney
Pictures.

18. Lexico.com (2022): litter. Oxford University Press. <https://www.lexico.com/definition/litter>.

19. JoHNsTON, Phil, MOORE, Rich (2018): Ralph Breaks the Internet. Walt Disney Animation Studios.

20. GALLAND, Antoine (1704/1884): Les Mille ¢ Une Nuit: Contes Arabes. (Translated from the French
by Richard Francis BurToN) London: Kamashastra Society.

21. CarLoNI, Alessandro and NELSON, Jennifer Yuh (2016): Kung Fu Panda 3.

22. DeBuroris, Dean, (2014): How to Train Your Dragon 2. DreamWorks Animation.

23. MOTION PICTURE ASSOCIATION, INC (1986): Filmratings.com: The Classification & Rating
Administration. Consulted on 07 July 2021, <https://www.filmratings.com>.

24. T.C. CUMHURBASKANLIGI MEVZUAT BILGI S1STEMI (2019): Sinema Filmlerinin Degerlendirilmesi
ve Siniflandirilmasina iliskin Usul ve Esaslar Hakkinda Yénetmelik. Consulted on 07 July 2021,
<https://www.mevzuat.gov.tr/mevzuat?MevzuatNo=33906&MevzuatTur=7&MevzuatTertip=5>.

25. CocuKkLA SINEMA (2019): Cocukla Sinema. Consulted on 07 July 2021, <https://www.cocukla-
sinema.com/>.

CoMMON SENSE MEDIA (2003): Common sense media. Consulted on 07 July 2021, <https://www.
commonsensemedia.org/>.
PARENT PREVIEWS (2013): Parent Previews. Consulted on 07 July 2021, <https://parentpreviews.com/>.
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