Surtitling today: new uses, attitudes and developments

Marta Mateo
University of Oviedo

Surtiting has exerted a noticeable twofold effentthe opera world, in
which it originated: it has contributed substanlyato increasing the num-
ber of opera goers, making opera more accessibie“andience-friendly”
and changing audiences’ expectations towards thperatic experience,
which has in turn affected the reception of workghe audience’s native
language; secondly, it has brought about innovatiomopera production,
introducing new languages and pieces in opera hauBesides, surtitles
have now been put to new uses, as some theatregtimas have adopted
them enabling drama to travel more extensivelys Huticle will focus on
the changes surtitling has produced in the contestsg it, the impact of
technical advances on its own production and rdoaptas well as on its
new consumers and uses.

1. Surtitling as Audiovisual Trandation

More than twenty years have elapsed since surtitége first introduced in
the opera world in which they originated, so we ri@ave some perspective
to analyse their impact on audience reception &edchanges they may
have brought about in the settings in which theywsed. This will be the
object of the present article, which will also stuthe developments
surtitles themselves have seen in their productiod their role as a
communication tool.

Surtitling is a fairly recent innovation in Audisual Translation;
Gambier (2003: 172-177) includes it in his groupcbéllengingtypes of
AVT, together with e.g. intralingual subtitling,vé subtiting and audio
description, as opposed tlmminanttypes such as dubbing, voice-over or
interlingual subtitling. It shares, however, mamatures with all types of
audiovisual communication, regarding not just fisduction and reception
but also the way in which it is studied. Thus, fineduction of surtitles is
determined by the fact that they form part of atmsemiotic product, in
which the verbal target text goes hand in hand waithal and visual ele-
ments which were originally created for the souscé and are carried over
to the target context with no alterations. The @neg of these other semi-
otic signals constrains translation choices andls® the reason for the
functional nature of all audiovisual target texs:these are not autonomous
entities and can only be understood as one momeeelein the multisemi-
otic complex, their production is marked by the cdhézr efficiency and for
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coherence and synchronization with all other eldmeks Riitta Virkkunen
puts it (2004: 93),

surtitling has a very specific function: The audieruses the surtitles
for communicating with other symbolic modes usedhi& perform-
ance for creating meanings. In practice this meted surtitles
mostly serve as a medium for the verbal contentaimat help to com-
prehend music and acting.

Of all AVT types, surtitling is closest to subtiitj, from which it is derived,
and it can also be defined “as (1) written, (2)iade (3) immediate, (4)
synchronous and (5) polymedial translation”, boirgyvGottlieb’s defini-
tion of that earlier translation form (1997: 70héelreception of surtitles is
marked by the transient and complex nature of therap or theatre per-
formance: readers can only interpret these texjstbher with what is hap-
pening on the stage and they cannot control the pathe reception, which
is in the hands of the surtitler, who in turn felto the tempo of the stage
interpretation. Surtitles, then, offer further eamge of the fragmented read-
ing that Gambier & Gottlieb (2001: xviii) identifgs characteristic of much
of today’s written reception, with viewers jumpifrgm subtitles (or surti-
tles) to the picture (or stage) and from one til@nother. “Thus, the effort
to understand is no longer focused on only oneesysif signs, on only one
logic” (ibid.).

Like many other types of audiovisual translatios]urtiting opera
is about seeing and hearing, reading and writiMiykkunen 2004: 96) and
it can only be approached from a multimodal viewopéra texts. Besides,
the characteristics of the reception context (obve) imply a strong influ-
ence of the target audience on the production phasscreen translatidn
in general, and in theatre translation too, “figeis subordinated to the
communicative needs of an audience” (Gambier 2083). In opera — and
theatre — surtitling, this subordination is therefaoubly felt. This rein-
forces the need to study it within the target comitative situation, so that
we may take into account the target audiences’ @apens as well as all
the participants’ roles in the production and réiogpstages more directly.
This will be the approach taken in the presentlastanalysing the changes,
contexts and new uses of surtitling.

2. Surtitling in the opera world: influence and development

2.1 Impact on thereception context

Like other ‘audiovisual’ translation types, sudgl originated from a
reception need; more specifically, they made thppearance as translation

texts in the world of opera, an art form which lodten implied a foreign
language experience to most audiences in many mesinfThey were



Surtitling nowadays: new uses, attitudes and dereknts 137

therefore first created as target texts which wdaddlitate comprehension
of the opera’s plot with a very discrete presencéha theatre, and were
never meant to replace the source text, but to tmment it; this explains
their functional nature, which they share with #lést (Diaz Cintas 2003:
212). The impact of surtitling on opera receptias been very powerful: it
has contributed significantly to increasing the bemof opera goers (see
Bonwit 1998; Dewolf 2001: 187; Low 2002: 98-89ttracting new social
sectors to this art thanks to the greater accdipsibiaffords (Carlson 2000:
83; Dewolf 2001: 180; Mateo 2001: 45), as well asahingtheir operatic
experience and changing the audience’s expectations

This impact has in turn affected the reception ofks in the audi-
ence’s native language, for the original functidrsortitles has now been
extended to that of facilitating communication ituations not necessarily
involving translation. Indeed, many opera houses use surtitles even for
operas performed in the language of the audienks. i$ the case of the
Royal Opera House in London or the Teatro Real adiitl, for instance.
We can thus distinguish, as is done in subtitlimgfween interlingual and
intralingual surtitling. Intralingual subtitling,cwever, is mostly intended
for the deaf and hard of hearing or, in multilinggammunities, to help
immigrants improve their command of the local laage (Gambier 2003:
174); on the other hand, intralingual surtitlingcisarly derived from the
effect interlingual surtitles have had on recepiiormost opera houses in
the Western world, for they have changed the awgdisnexpectations of
their opera experience. If, not many years agoraogeers assumed non-
comprehension as part of this experience (unlesg lthew the pieces by
heart — which was not uncommon — or studied theetib before the per-
formance), today’s audiences show a desire to gtated the verbal text at
the same time as they receive the music and seéravirealised that the
full comprehension of the opera can only be achighieough the simulta-
neous interpretation of all semiotic signs in itthdugh | cannot ground
this statement on any audience research as yelieivb it may be inferred
from the fact that “most opera houses mention ifest in their bills, bro-
chures and/or webpages and in that surtitles noxe habearing on ticket
prices (which shows that audiences are not preparpdy the same price
for seats which do not offer a view of surtitles fas those which do)”
(Mateo 2007: 178). Some opera companies actuabgifgpin their pro-
grammes which rows do not offer a view of surtifeg. the Glyndebourne
Touring Opera, see Martinez forthcoming), whichsittates the important
part these now play in the enjoyment of this artieled, there have been
cases of malfunctions during a performance (e.grogector which sud-
denly stops working, power failures, etc.) whiclvénanade the audience
miss half of the show, some later demanding theiney back — as Bonwit
(1998) recalls happened with a productionEtéctra by The Washington
Operd. The appearance of intralingual surtitles is dath o this new atti-
tude and to the difficulty of grasping many of tlverds in a sung text —
particularly those in high registers —, a diffiguivhich some consider in-
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herent to singing and others attach to the detditr of singers’ diction
(cf. infra).

A good example of this situation can be found iaiSpwhere intral-
ingual surtitles are now commonly used for the $anational genre of
lyrical drama,zarzuela The Teatro de la Zarzuela in Madrid has been pro-
jecting Spanish surtitles arzuelaperformances for a few years, and other
theatres and festivals have now followed suit.irappearance at the Span-
ish Senate on 2 June 1999, Tomas Marco, Generattirof the INAEM
(the National Institute of Theatre Arts and Mus@mposer and musicolo-
gist, defended the introduction of surtitles forfpemances of Spanish lyri-
cal drama, in imitation of what was already beimmgel for foreign operas,
on the grounds that singing voices are not easitietstood This is in fact
one of the reasons given by the organizers of #atival Lirico at the
Teatro Campoamor in Oviedo for the recent introdacof intralingual
surtitles: in their view, today’s singers have gairin good voice but have
lost quality of diction, which has sometimes metrdt audiences have
been unable to follow the less widely knorarzuelagpersonal communi-
cation). They cite the need to understand thedsxnother reason for this
decision, since they consider it as part of thistaotexperience. The expen-
diture of surtitling is, according to them, well lothe effort.

A new role and new consumers — those who expetitlassireven
when the language of the opera is not a foreigntoriekem — have there-
fore been incorporated into the surtitling of masitexts. Audiences’ atti-
tudes towards surtitles in general, however, haffered considerably in
the various opera contexts which first introdudeeiht: from expectant en-
thusiasm in Canada — where they were first useétianwestern world, in
1983 —, to New York’s initial reluctance and Brnitai mixed reaction and
recent controversy about them, as against the pesitive welcome they
have had in other European countries like Spainsthiegative reactions
initially came from some critics, singers and dioes who considered surti-
tles as an awkward form of interference in the alfeeception of the opera
(see Mateo 2002 and Martinez forthcoming). Critisshave later centred,
at least in some countries like Britain, mostlysamtitles in the language of
the performance, which are seen as superfluousiaimusult to the singers’
acting and clarity of diction. This was chiefly thbject of the controversy
that took place in Britain at the turn of this aewyt prompted by a Royal
Opera House production of BritterBslly Budd which was sung in English
with English surtitles. We may here quote an extfamm one of Andrew
Clements’s reviews (2000), as an example of theemous articles and let-
ters to the editor published in British newspamershe contentious issue of
intralingual surtitles at the time (see Mateo 2@0@ Martinez forthcom-

ing):

If the battle against English surtitles for foreignguage works has to
be conceded now — there’s no doubt comprehensiortisased for
non-linguists — introducing them for works sungtte vernacular is
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another matter. When opera ceases to be a mediwvhich the

drama is presented through the symbiosis of thecnans! words, and
instead is turned entirely into an exercise in mgdvith the addition
of some more or less engaging background musin,ttteemedium is
devalued, and it really will become museum art ofaguous and
purely decorative kind.

Of the same opinion as the English music criti@ iSpanish reviewer of
zarzuelaproductions at the Teatro de la Zarzuela in Mafidjias 2005):

Y éste es el momento para reflexionar sobre lag@enecesidad a la
gue ha tenido que llegar el Teatro de la Zarzuglatalando
sobretitulos en sus producciones en castellancé gqurre con la
manera de cantar zarzuela?, ¢ quizas se ocupaardgbgartistas que
vienen mayoritariamente de otros terrenos com@etistico? La re-
alidad es que no hay en Espafia una escuela ded=ditada al mas
grande de nuestros géneros musicales, la zarauejae ante esta
situacion el puablico demanda comprender los espalcigpor los que
pagan. La zarzuela esta en alza; es hora de dumisterio de Cul-
tura, que rige este teatro y los conservatoriosetmedidas.

[And this is the moment to reflect on the need Wwhiee Teatro de la
Zarzuela has recently sadly felt, to introduce {ias Spanish) surti-
tles in its Castilian productions; what is the matwith the wayzar-
zuelais sung? ¢is it that it is being sung by artisimiog mostly
from other fields, such as opera? The fact of tladten is that Spain
has not got a singing school devoted to the greatesur musical
genreszarzuela and that, faced with this situation, audiencesaled
to be able to understand the shows they are pdgingZarzuelas
popularity is on the rise; it is high time the Mitry of Culture, which
is in charge of that theatre and of public musicosts, took meas-
ures.] (Translation MM).

Some crucial points are raised in this commentréiweewer does not criti-
cise the policy of introducing intralingual sugil as such but the factor
which, in his opinion, has made it inevitable, nmthe singers’ poor dic-
tion; and the influence of opera seems to loomelatmpth regarding the
introduction of surtitling and the lack of clarity the conveyance of the
text. Interestingly, the organizers of tkarzuelafestival in Oviedo also
pointed out different attitudes in singers towaststitles: those coming
from the opera world are not upset by the presenastralingual surtitles
in their zarzuelaperformances — they are used to singing with tingiin
opera productions —, while singers specialiserairzuelaare offended ini-
tially — although they eventually get used to theical texts being dupli-
cated on a screen.

This is connected to audiences’ — and singers’ peetations to-
wards these two artistic experiences: at leaspairs most opera audiences
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have traditionally been resigned to not understamdihe texts they
watched/heard on the stage (although this attiisdeow changing pre-
cisely under the influence of surtitling), whitarzuelaspectators have al-
ways been used to following the words together whig music. This is
probably due to the different nature of the tworgsenthe presence of spo-
ken dialogue inzarzuelapieces makes the dramatic component in them
more noticeable than in opera, while the permapeetence of music in
opera texts has often resulted in the underratintpeir dramatic nature.
Moreover, the fact thatarzuelahas traditionally appealed to members of
all social classes in Spainvsthe more elitist position occupied by opera as
a form of entertainment — can also be quoted asbtiee factors for these
different attitudes. Pierre Bourdieu’s theory o ®ociology of arts has
proved to be highly relevant to study the placesohg translation in
Spain’s opera world. Mateo (2001: 43-45) explaiti@d position in terms
of the audiences’ differing attitudes towards aedcpption of the various
musical genres (openss musicals), using Bourdieu's opposition between
distinguishecandvulgar consumption (1988: 175). His conceptairbaric
taste(Bourdieu 1988: 496) — as that which rejects latdbalism and ped-
antry and prefers accessibility and comprehensiotuitural consumption

— might also here explain the relatively unproblgéenatroduction of in-
tralingual surtitles irzarzuelaproductions, as opposed to the controversy
they provoked in opera productions in Britain.

Audiences’ attitudes towards surtitles have theeefdiffered de-
pending on the counttyon whether they are a translation tool or aralntr
ingual comprehension aid and on the social/art®titception of the genre
in which they are used. Curiously, the introductmnsurtitling in opera
houses seems to be changing some of these comepii® | pointed out in
Mateo (2001: 45) and cf. infra,

It is interesting to see then that the connectigialdished by
Bourdieu between the intrinsic difficulty of a wook art and the elit-
ism of the corresponding social group attractedtlseems to apply
here too, as once surtitles have started to be imsegera houses,
making the understanding and enjoyment of opera® raccessible,
the social group attending opera performances dsned and these
have become less of an exclusive property of aicesbcial class.

Most of today’'s opera goers in the Western worldeet and demand surti-
tles. And opera houses which have not yet introdubem are now criti-

cised for if. Bonwit (1998) sums up the evolution observechimreception

of surtitles soon after their introduction in th&A!

When translation titles were first suggested [atKlennedy Center in
Washington D.C.], people thought that it was tackyyou didn’t

know the story and couldn’t follow it during the ri@mance, you
were just out of it and didn't deserve to be at dipera. There was
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also objection that the titles distracted the aochkefrom the singer.
However, the use of titles has greatly enlargedtiera audience. As
an opera buff and a regular at The Washington Qpevaw have a
greater appreciation for the Surtitles.

But the benefits of surtitling for opera have neeb felt on the reception
side only. Surtitling has also allowed theatres aohpanies to cut costs,
since surtitles are considerably cheaper than klageanslations. Besides,
it is offering them more leeway when determiningithrepertoire since
“opera companies [now feel] under less constrairstick to the ‘household
name’ operas [...] which the public would allegediyolw already” (Low
2002: 99); and languages other than Italian, Fresrclserman are now
more frequently heard in opera houses. All thisladgo a revitalization of
opera, which is attributed by various researctarditling firms and opera
managers and directors to the existence of suttitle

Some critics, however, observe a negative impacsusfitling on
sung translation, the other translation type usedrusical texts in some
countries: “Surtitles have become such a part @ragulture that sung
translations [in the English-speaking world] seeimast exotic”, com-
plains Everett-Green (2004), who believes that @aperEnglish, both in
Britain and in North America, has suffered a seu#@oav due to the intro-
duction of surtitles in opera houses. His greatesicern, however, is for
new originally English operas: “When audiencestacelazy to accept even
Peter Grimeswithout projected text, why would they show moegignce
for a piece by someone they've never heard abid.{.

On the other hand, the introduction of surtittesSpain’s opera
houses is probably the motivation behind the moeguent presence of
subtitled opera transmissions on Spanish televisawadays. Opera lovers
are now used to a watching-reading reception dbpmances, and this has
made TV broadcasts of operas — which were verygalga few years ago
— and the subtitles in them (in a dubbing countngye acceptable. My im-
pression is that these subtitled transmissions havéeen prompted by the
presence of subtitling in other television prograesm still very rare — but,
rather, by that of surtitling in the theatre protiugs of these texts. In other
words, it appears to be the genre, rather tham#édium, that has favoured
their presence on Spanish television. It would sé®ahthere is a form of
mutual influence among these translation typessuastling itself has its
own origins in the appearance of subtitles in ciaeamd in television
broadcasts, but this requires further investigation

2.2 Developments on the production side

The technology of surtitling has also experiencaue changes which have
affected both reception and production. Legibilitgs greatly improved
thanks to the new software and projection systémsiost countries, the
original slides were first replaced by computererated texts which
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solved some of the problems the previous system(Nedeo 2002 and
Mateo 2007), making it easier, for instance, tooidtice textual changes in
titles to adapt them to different productions. Sarpera houses and surti-
tling firms have developed their own software sysdo generate the titles,
but many now use Power Point, which has remediedigidity of earlier
computer systems for things such as the numbeines$ Iper title and of
characters per line, and the varying conventionpufctuation marks in
each language.

Power Point, however, — or rather, the use somélets make of it
— raises some interesting questions regardingtlswgtreception and pro-
duction. The flexibility in the amount of text andmber of lines and char-
acters this system affords has encouraged somélesarito include a
greater part of the libretto in their surtitlesrihliey used to with previous
computer systems. This is, at least, one of thet moticeable effects the
introduction of Power Point has had in the opessse in my hometown,
Oviedo. It probably responds not just to the paksds offered by the new
system but also to the fact that, of the two dingjtstrategies which Virk-
kunen (2004: 94) observes in opera houses — ora Sthipports the [...]
conception of the libretto being the source texsuwititles” as opposed to
that which “sees surtitles as being part of@esamtkunstwersf opera and
aims at integrating them into the particular stgfjir, Oviedo’s opera
house seems to favour the former. Now, this hagbaous impact on re-
ception for, “if a spectator chooses to read thétlas, the more titles there
are the more time s/he needs for reading themralbtuthat time is taken
away from interpreting other semiotic modes in geeformance” (Virk-
kunen 2004: 93). If we define effectiveness in vatee theory terms.e.
“the greater the viewers’ processing effort, thedo the relevance of the
translation” (Gambier 2003: 185), then this typestoategy is definitely less
effective and relevant (in a relevance-theory seidas is why Virkkunen
(2004) is clearly in favour of the other strategshich integrates surtitles
into a particular stage interpretation, since duges on the essential part of
the libretto in order to allow the audience morastito take in all the other
signs in the performance too.

However, although no reception study has yet begternio measure
the audience’s satisfaction with this change ineQweis opera house, the
fact that no comments have appeared in the reviasiisles, letters to the
editor and opera gatherings frequently publishethénlocal papers during
the opera season, inclines me towards the viewtlikeadudience are content
with, or indifferent to, the new texture of sudl My impression has been
reinforced by the fact that some members of them€s organizing com-
mittee have expressed their satisfaction at thatgrepart of the libretto
which could now be provided above the stage thamkke introduction of
Power Point (personal communication). This raibesquestion of how we
are to measure reception and acceptability in AWd af what we actually
mean by ‘reception’ (see Gambier 2003: 183, 185)st\f those involved
in the study or creation of surtitles believe thaimrole of these is to en-
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able audiences to more fully enjoy the opera peréorce. Surtitles there-
fore ought to complement all the other signs ofgheuction without caus-
ing too much distraction. But do audiences actuelpect the same? Or
rather, do all participants and viewers perceive rible and constraints of
surtitles in the same way?

It is, in fact, a matter of expectations, as Gam{#803: 186) says of
the reception of AVT in general. And socio-cultyratitudinal, perceptual,
and psychological aspects — which Gambier recomméodthe study of
subtitle reception (2003: 185) — must be considées@ too. It may be the
case that opera-goers expect surtitles to aid dwenprehension of the op-
era, as well as for the texts to be credible, drat tredibility may be
judged in terms of the portion of libretto the giles contain. The problem
of distraction may thus be secondary to credibiltgn important aspect in
matters of acceptability — in audiences’ values argectations for surti-
tling, as opposed to many stage directors’, sersittand researchers’. So
we may have to distinguish between recipients’ etqi®mns and those of
the human agents involved in the process, for thay not always coin-
cide, as well as between the different types ohtgaking part in the pro-
duction. Indeed, the “institution” which controlset norms operating in the
translation of a given genre and/or culture carbetgnored in AVT re-
search (Karamitroglou 2000: 81):

Both the ‘institution’ and the ‘market’ stand owlsithe actual pro-
duction of translation as they are not the agemis actually produce
the target text. They influence, however, both tgents/text-
producers and the recipients/text-consumers bydtatimg their mu-
tual expectations and presuppositions.

In this respect, the translation strategy chosethéypera house in Oviedo
may also respond to a conception of surtitles enptért of the opera sea-
son’s organizers, who commission them for it, asstevhich “aim at pro-
viding the audience with as objective informatidioat the libretto as pos-
sible”, the conception Virkkunen (2004: 94) ideietf at the Royal Opera
House in Covent Garden. And this strategy may loeitssd to a “policy
which regards the surtitles as belonging to therakgervices offered by
the opera house; therefore they must not medigeaitistic ideas of the
director” (bid.). The surtitler's professional background — wieetls/he
comes from the music world or the translation sph@r instance — may
also have a bearing on his/her expectations andeption of surtitles, and
hence on their final shape. Nevertheless, as ‘ffe$earch has yet been car-
ried out on the different expectations of operatsvand novices when they
read surtitles” (Gambier 2003: 176), the whole ésetireception still needs
further investigation.

Interestingly, one informal online survey was caarbut among the
members of a Spanish internet forum on opera in620& http://
www.operaactual.com, 14 May 2006), concerning #mgliage question in
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surtitling at Barcelona’s Teatre del Liceu. Thecdssion sprang from the
introduction of another recent technical innovatidime small seat-back
screens, which have eliminated some of the problinasthe traditional
projection on a screen above the proscenium preséiiese individual
screens provide surtitles to viewers in seats withstricted view, they can
be turned on and off at pleasure — so not all mesnbethe audience are
forced to watch titles —, they are unobtrusive thesscreens are designed
S0 as not to be visible from neighbouring seatsd-they may simultane-
ously transmit titles in eight languages, which dipera viewer selects. This
last factor makes them particularly appropriatenfioiticultural or bilingual
communities. New York’s Metropolitan Opera Housesvizdeed the first
theatre to introduce them, in 1995, and Barceloh&su did in 2002, of-
fering a choice between translations into Catasanish and English. The
introduction of the seat-back screens, howevernbaged to the disappear-
ance of the above-the-proscenium screen at theil smethe two projection
types co-exist, the latter showing only Catalartites. This was, in fact,
the topic for discussion on this internet forum,iskhprovided the follow-
ing survey (translation MM):

Surtitling at the Liceu should be:

-in Catalan, as itis: 33% [7 votes ]

-in Castilian Spanish: 61% [13 votes]

-there shouldn’t be any surtitles, as in the goloddays: 0%
[0 votes]

-l don't care, | never take any notice of them® 41 vote]

Total number of votes: 21

The participants in the discussion made some retes@nments on differ-
ent points concerning surtitling, a selection ofickhis offered (because of
the scant attention surtitling receives in Spamistvspapers or specialised
journals) in the following endnotes: the linguistisué; the advantages and
disadvantages of seat-back scréetie need, or lack thereof, for surtitling
in operd® and the type of opera as a determining factottfisrneed.

The comments on the last two issues suggest tralation ‘recipi-
ents’ in AVT research should not merely be clasdifin terms of the dif-
ferent translation types they are used to watchirggg. subtitling vs dub-
bing, surtitlingvs sung translation — but also in relation to gerfjseg Gam-
bier 2003: 185). Indeed, opera-goers’ expectatahwut surtiting may be
quite different from those of other more recentstoners of this translation
type, as we will see in the next section.
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3. Surtitling in drama trandlation

Surtitles have meanwhile been put to new usesdrithie opera context:
some theatre productions have also started usirgy tthnslation tool,
enabling drama to travel more extensively. Thestntitling*? provides us
with some interesting material for analysis regagdihe way in which it
differs from opera surtitling, as well as its irdhce on audience reception
and theatre production. Moreover, some new useg li@veloped for
surtitling in the theatre context which open upitxg possibilities for this
AVT type as well as for theatre performance.

In order to study this development in surtitlingprepared a ques-
tionnaire focusing on the macro-structural leveths target context (Diaz
Cintas 2003: 321-325), which would generate sondditgtive data about
the situation in which theatre surtitling is proddand received. The ques-
tionnaire inquired about the participants in thegess, their role and that of
surtitles in this context, and the factors anddfglivhich determine transla-
tion decisions and surtitling reception. As Karaogtou (2000: 94) sug-
gests for the investigation of norms in AVT, quatite analysis is useful
for it can shed “light on the way these individpabducts come to be re-
leased, who is actually involved in their produstiand who they are
aimed at.” The questionnaire was sent out to setleeatres, international
theatre festivals and surtitlers in Spain, as aelto the British Council in
Madrid since it sponsors many of the tours of Bhitcompanies visiting
Spain. Nine responses were received: from the pemdponsible for ar-
ranging the surtitling process in three festivald ¢hree theatres, from two
surtitlers, and from the British Courtcil Some of the answers came over
the telephone so the questionnaires actually tbekform of interviews,
which provided more information than the writteregtionswould proba-
bly have elicited.

The first two questiort8 were devoted to identifying theuman
agentsinvolved in theatre surtitling, something thaha always easy to do
as AVT is characterised by teamwork (Gambier & ®Bit2001: xi), with
a varying number of individuals intervening in tienslation process and
contributing to the final shape of the product @aitroglou 2000: 71). In
the case of theatre festivals, it is always theaoizers (the festival's pro-
duction or programming departments) tbammissiorthe surtitling. With
theatres, if it is the theatre that engages aqueati foreign company to per-
form at their venue, then it is usually the théatroduction department
that commissions the surtitles. On the other héride theatre is housing a
festival, it is the festival that provides the wiaahow (including the surti-
tles). Sometimes a theatre’s production travelsther theatres, taking the
surtitles (which form part of the production) alongh it. It is therefore
hardly ever the foreign company that initiates ta@slation process. How-
ever, it does at times interfere: according to dhganisers of Barcelona’'s
Festival Grec, some theatre companies refuse te kastitling on artistic
grounds (because of the intrusive nature of sesitlin which case the fes-
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tival has to assess if it is worth inviting the qguany in question. As regards
the second issue, practically all the theatres fastivals commission the
surtitling to one of the variouspecialised firmsow operating in Spain.
The Festival Grec sometimes prefers — on qualibyigds — to commission
the target texts to feelance translatowhile they take charge of the tech-
nical side themselves.

Four questions were ask8doncerning the technical aspects of the
surtitling process. As regards theftware systerased, there are now a few
specific programmes registered by some of thetlkogtifirms. Power Point
is resorted to by some theatres when they do th#liag themselves. The
projectionis usually made on a LED screen. But the peopleharge of
arranging the surtitling at the Festival Grec aadipularly sensitive to the
intrusion of surtitles in the scenery, so they tgkeat care to minimize this
as much as possible, adapting both the position thef screen
(above/below/on one side of the stage) and itolayfrequently the LED
screen is replaced there by a hand-made one dogsigta simple wooden
board and a black cloth, which can be enlargecduaed in size depend-
ing on the set design. Thperson in charge of the projectiom most thea-
tres is usually a technician from the surtitlingrfj not necessarily the same
person who has made the titles: the firms oftereteteam of translators
and then some technicians who travel to the theattéch have commis-
sioned the surtitling and stay there until the iigmecompany leaves. If the
commission is made to a freelance translator, soimetimes the translator
him/herself that takes charge of the projection andther times a techni-
cian from the theatre, who may work hand in hanth i colleague from
the company.

The fourth technical question concerned the proldémnexpected
changes in the performancéd the person projecting the surtitles is the
translator, s/he may realise that a change is baeingduced live on stage
and not project the original corresponding titlaisTwill depend, however,
on his/her ability to respond quickly and on thpetyof change required.
According to ‘36caracteres’, the company that tatas of the surtitling
for the Festival Escena Contemporanea in Madricexgrerienced surtitler
may achieve almost perfect synchronization. Thekoe that, of a total of
1000 titles, only one or two will go wrong, eventlwseveral unexpected
changes. On the other hand, those theatres in winéchrojection is in the
hands of a technician who has not prepared tles @thd/or does not know
the play, admit there is nothing that can be dohenwnexpected changes
occur. There is simply no time to react and thgioally planned surtitle
will be projected anyway. Sometimes, changes atedoced in last-
minute rehearsals, only a couple of hours befoeditht night. In that case,
the surtitle which had been prepared will probatiy be projected, as the
change is anticipated but there is no time to attepsurtitle. If the change
is going to be a permanent alteration to the tidwn the surtitle will be
adapted for the performance of the following day.
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As regards the issue of tlimpactsurtiting might have hadn the
festival's/theatre’s programmifig— i.e. whether the projection of surtitles
has resulted in a greater presence of foreign coi@pa-, surtitlers and sur-
titing firms are of the opinion that this transtet tool has enabled drama
to travel more extensively and that this can cleld noticed in Spanish
festivals and theatres. The agents responsibledimmissioning surtitling
at theatres and festivals, however, do not compleggree that it has had a
direct impact on this presence. In some casesppetgrreasons are quoted
as the main reason for the greater or smaller poesef foreign companies:
the theatre/festival has to estimate the costiofjbrg those companies plus
that of surtitling, or the revenue they will genib surtitling is offered, and
this will be the determining factor. Even the peopt the Teatre Lliure in
Barcelona, which makes the greatest use of theatitéling in Spain and
will be programming several surtitled plays in iisw season, claim that
this question is in fact related to the theatregts@c policy (a desire to
make foreign theatre more widely known in Barcejpmather than to the
direct influence of the introduction of surtitlingwo of the theatres partici-
pating in the questionnaire, however, did acknogéethe contribution of
surtitling to their programming more companies frabmoad.

This varying, perhaps insufficient, recognition the impact theatre
surtiting may have on theatres’ and festivals’gyeonmes is paralleled by
the invisibility characterising this translationpty in reviews and theatre
writings. In an article about the history of theafestivals in Colombia
(Reyes 2006), focusing on the Festival Iberoamedcde Teatro de Bo-
gotd, for instance, there is no single mentionwfittes, even though the
writer analyses the reception of plays by Chéjoeysthold, Gogol and
Tolstoi, as well as by Ibsen, Shakespeare and Beelleperformed in lan-
guages other than Spanish. The programme on tipsriant festival's
webpage reads — in big typeface along the bottotheopage —: “Las obras
en otros idiomas tendrdn subtitulos [sic] en espafiotraduccion
simultdnea” [“Works in languages other than Spanish have Spanish
subtitles {.e. surtitles] or simultaneous translation”] (tranglatMM), but
neither surtitling nor simultaneous translationedes a mention in the sec-
tion concerning the history of the Festival on thebsite, despite the fact
that it boasts the presence of 520 companies fil@mifferent countries in
its 16 years’ history. This contrasts with theetitf a paper presented by
Markus Luchsinger, from the Berliner Festspielethet 2004 Languages
and the Media Conference in Berlin, which staté&urtitling: the Most
Important Incidental in International Theatre”.

Intralingual surtiting — the object of another questtén- is very
rarely used in theatre, only occasionally for tleafdand hard of hearing.
The people at Barcelona’s Festival Grec state ttigit festivals normally
have, for each of the productions programmed, peeial performance for
the blind and another one for the deaf in whichytheovide intralingual
surtitles. As regards other linguistic matters, Tresatre Lliure does have
fixed shows offering interlingual surtitling: Caaal performances are surti-
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tled in Castilian Spanish and in English two dags week. The Teatro
Espafiol in Madrid too has often surtitled playsf@ened in languages
other than Castilian but also spoken in Spain, @ajalan and Galician. It
is, however, the impression of the people taking cd this issue in some
of the Spanish theatres interviewed that audiepceter e.g. Catalan pro-
ductions to beperformedin Castilian Spanish, rather thaartitled not be-
cause of any (political) rejection of the Catalanduage they would be
hearing in the latter case, but because they gettgyr enjoyment from per-
formances in their own language. This shows thatsiburce language of
the text, and the target context, may determindalget receivers’ prefer-
ences regarding the translation type for a padrcgénre.

The last two points of the questionnaire focusedemeptior®. It is
generally agreed by the respondents who took pattthataudience reac-
tion towards surtitling is highly favourable; moreovéngatre goers fre-
guently inquire whether a foreign show will be gletl, and complain if it
is not. Programmes and bills, therefore, normakntion whether surtitling
will be provided for a particular show. Interestinghen, the division that
surtitling initially caused among opera goerd.e. between those who
found it intrusive and unnecessary and those wHoom®ed it enthusiasti-
cally — appears not to have been replicated intitheaudiences, who seem
to accept that this is the only way to see foreaigmpanies performing in
the original language. This poses a curious pardtioxigh, which Carlson
(2000: 83) adequately describes:

| am aware of little such controversy surroundihg tise of superti-
tles in the spoken theatre [as there was in opefaSupertitles [...]

are much more actively disruptive [than simultareed@nslation],

since they are directly competing with other stimiol the visual

channel, leaving unimpeded the auditory channeis &not nearly

SO serious a problem in opera, where the auditongribution of the

music is central, as it is in the theatre, wheeeuhimpeded auditory
channel is essentially receiving only the languafpech presumably
cannot be understood. Thus in the spoken theatrsupertitle leaves
open the reception channel it is designed to reptad blocks the
major one not involved in the problem it seeksdives.

The reasons Carlson (2000: 83-84) gives for theosimeo introduction of
surtitling in the spoken theatre are that, asati&s much more heavily and
directly upon language, [...] accessibility to theduage is distinctly more
important [than in opera]”, and that, as the repertof opera is much
smaller than that of drama, opera-goers often kitomell. Moreover, the
heavy load that the spoken language bears in draimzompared to opera,
in which the verbal text as such is secondary &ftlsion of music and
words — may, in my view, actually preclude theadtction of intralingual
surtitling in it, since this would probably be fel too redundant: the prob-
lem of diction and comprehension is obviously notpsesent in spoken
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theatre as it is in opera (theatre audiences wordbdably not accept being
confronted with it), so the need for clarificatiohthe actors’ speeches by
duplicating them on a screen does not seem so dlamgpe

Nevertheless, the assessment of surtitles seebgsd@anore complex
issue than the acceptance of surtitling as sucharAgvert type of transla-
tion, surtitling lays itself “bare to criticism fno everybody with the slight-
est knowledge of the source language”, like sulgit{Gottlieb, 1997: 108).
This is particularly noticeable in the case of inggional theatre festivals,
in which the presence of members of the audience avb familiar both
with the foreign language heard on the stage anil thiat which is pro-
jected on the screen is not at all uncommon. Agéap with subtitles
(Gottlieb, 1997: 74), the feedback effect this prosk is often negative.
This type of spectator can be very critical, aldlo@ssessment parameters
on the part of the audience may also include odispects than language,
such as legibility and synchronicity, as was paintait by the surtitling
firm *36caracteres’ in their answer to my questiaing:

La retroalimentacion que recibimos es positiva [Ng. obstante, de-
pende de la calidad de los sobretitulos. Al pubicgustan si la tra-
duccion es buena, si el ritmo de lectura permitguisela repre-
sentacién con comodidad, si tienen buena legililidtc.

[The feedback we get is quite positive... Nevertbglét depends on
the quality of the surtitles. Audiences like thefrthe translation is
good, if the reading pace allows them to follow fleeformance com-
fortably, if legibility is good, etc.] (TranslatiokM)

As far as a possiblienpact on the size of the audiens&oncerned, there is
not much agreement in the answers provided: wiifaesof the theatres
consider that the presence/absence of surtitlires ot determine the size
of the audience in foreign language productionserst like the people re-
sponsible at the Festival Grec think that the atmsesf surtitling implies
limiting the audience of those productions mostyetg. the French or
German community in Barcelona.

In those cases in which the questionnaire actwatli the form of a
telephone interview, the answers to this last pgieided some useful in-
formation concerning the relationship between #simdgi and production.
Thus, the decision whether or not to introduceitiag is often a negotia-
tion between the different agents involved: maithe festival organizers
and/or theatre managemeantd the company’s artistic director, who may
utterly refuse to have surtitling in the producti@s mentioned above, or
only agree to have, say, 60% of the text surtitldds may also be related
to the type of play/scene: if it has a strong Visimmponent, then it is not
considered very suitable for surtitling, as thisiigisually intrusive transla-
tion tool. As Karamitroglou (2000: 78-9) explains,
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[tlhe translation of the textual/linguistic partar audiovisual product
is determined [... in addition, ...] by the emphasiputs on the vis-
ual-and-aural elements vs. the textual/linguistiesy namely whether
in the particular audiovisual production it is theople/action or the
language/dialogues that are central.

A good example of this has been provided by a atnpeoduction at the
Teatro Espafiol in Madrid, a play about Afghanigh@nformed in several
languages, including Pashtun. After taking greaingao have some
speeches in the Afghan language of one particidanes translated into
Spanish in order to be surtitled, the director tr@htre management finally
decided to withdraw the surtitles from this scemetle following reasons:
first, the visuals were sufficiently clear; secotite English characters pre-
sent in the scene did not understand the dialogliergand finally, an im-
portant issue in matters of reception, the writemmunication of the sur-
tittes would in fact detract the attention from taiect intended, for the
scene was one characterized by screaming, shaosals, and the produc-
tion of all sorts of verbal aggression.

Audience reaction to the presence/absence oflmgtis also con-
nected with genre differences. Two recent foreargliage productions at
the same theatre in Madrid (from the USA and froofaR®d) had no surti-
tles since both directors refused to have them. Ainerican performance
went down well as it was a very musical and visara. This was also the
general expectation for the Polish one, which ict farned out to be a
‘normal’ play, with a strong spoken component, dedame unbearable to
some members of the audience who left half-wayuinahe performance.

I would like to finish this article by referring ®ome new, provoca-
tive uses to which surtiting has been put in tweatre productions de-
scribed by Carlson (2000: 87-8%)opening up innovative, and certainly
challenging, possibilities for this audiovisualristéation type. Contrary to
the general concept of surtitles as an intrusivesbsentially neutral device
as far as its contribution to meaning is concerrseme theatre directors
have seen them as “another element in the multivadlad reception ex-
perience offered by the theatre [and, as suchgtangial ground for the
production of additional meanings” (Carlson 2008).8Surtitling is then
subjected to a process of defamiliarization, faggcaudiences to see it as
“something other than an accepted convention, atmdngparent conveyer
of meanings identical to those expressed in anddéimguage by the actors”
(ibid.: 87): in these productions, the surtitles at sndésplay stage direc-
tions — which thus keep their original written fqrmather than being con-
verted into kinesic, proxemic or aural signs on stege, as is usually the
case — or provide lines which are clearly at oddk what is being said or
seen on the stage; the screen may also display Wwhéh are not actually
spoken at the same time, or may be used as a @pngpan actor who
seems to have forgotten a line; and an actor ey cae designations«.
characters’ names) while the corresponding charadiees appear on the
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screen. As Carlson states, in this “metatheatptifulness”, “the superti-
tles play a major role’ii§id.: 89).

4, Conclusion

With this analysis of surtitling from a macrostu@l perspective, | have
tried to show the evolution experienced by thisiawidual translation type
in the context which first incorporated it, as netgaproduction, reception,
technological changes and the part that languagesfer plays in it now,
i.e. its new role as a communication facilitator notdlving translation. |
have discussed some aspects relating to newer menswf surtitles, thea-
tre audiences, and a few of the factors that deteritme process of surti-
tling in the spoken-theatre world. Apart from privig researchers with
interesting material for the study of the way iniethAVT works, the thea-
tre context has also supplied surtitling with a rmele, one in which it func-
tions in a clearly unconventional manner. Theatrgimally ‘borrowed’
surtitles from opera and has meanwhile adapted toeits own purposes,
although to this day practice remains varied arrihlske. Opera is not very
likely to now borrow these new and provocative usask: as the article
has hopefully also shown, surtitling — like otherAtypes — is determined
not just by the transmission channel but also bgrwotactors such as genre
differences, audiences’ attitudes and beliefs hatistnorms and the power
relations established in the specific target situat

The analysis of surtitling in context also has tietioal implications
regarding the norms which govern or should goveentfinal shape of surti-
tles and the concept the various participants rhavéhese (translation)
products. Further reception studies are obviouskyded, for which rele-
vance theory may surely prove useful, contributmgur understanding of
the process and products of surtitling in the sasa as translation theories
and methodologies such as Descriptive Translatiodi& and functional
approaches have largely done so far.
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2 As Dewolf (2001: 187) states, “[rlecognising taer of new technologies in the dissemination
and enjoyment of stage productions, titles haveedmore than anything else to increase the
size of the audience”.

% Some surtitling firms in fact recommend their otieto protect themselves from possible financial
loss by “purchasing insurance to cover loss ofdiaglevenue due to refunds being demanded
[or] printing a disclaimer in your programme exdhgl titles as part of the entertainment paid
for” (this was the suggestion made by the Canafifam Aria Nuova in an earlier version of
their webpage: www.aria-nuova.com/projtech.htmBisTreinforces my impression that opera
audiences do not consider surtitles as a mere Hmusnore and more, as an essential part of
their entertainment.

4“Como ustedes saben, en la actualidad los graede®s, cuando se representa una épera en otra
lengua —y yo abogaria porque [sic] se hiciera lsnmi en la zarzuela, aunque sea en castellano
porque la voz cantada no se entiende demasiade, iienen un sistema de sobretitulos en el
que se lee, por lo menos, un resumen de lo queaestdeciendo” (see Diario de Sesiones de
Senado, 1999).

® This is a personal impression grounded on varimygspaper articles, on surtitling firms’ web-
sites providing a brief history of the introductiof surtitling in Canada, the USA and Europe
(e.g. http://www.aria-nuova.com, http://www.pregdgt http://www.surtitles.com), and on the
above-mentioned letters to the editor publisheBritish newspapers which illustrated the con-
troversy surtitling initially originated in that aatry, as opposed to its smooth introduction in
Spain (see Mateo 2002 for a more detailed studlyesfe differences).
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® We may here quote this extract from a reviewDoh Giovanniin Ledn, Spain (Nepomuceno,

2004): “Programar 6pera sin subtitulaje ha sido dedos graves fallos de esta programacion
lirica que ha planificado el Auditorio “Ciudad dedn”. [...] En ningun lugar del mundo, a no
ser agui, se les ocurre en estos tiempos prograpesa sin subtitulos. ¢De qué sirve gastarse
los millones si luego no sabemos sacarle la dekeid@bilidad? No se puede acercar la 6pera a
una aficion novel en este campo y ademas preten@esea poliglota. La 6pera ya es de por si
selectiva como para hacerla ain mas con el idioffadgramming opera with no subtitling
(i.e.surtitling) has been one of the great failurethefmusic programme planned by the Audito-
rium Ciudad de Leon [...] Nowhere else in the wdsld here do organizers have the brilliant
idea to have opera with no subtitlinge( surtitling). What is the point of spending miti if

we won'’t achieve a return on them? You can’t brapgra closer to an audience who are lay-
men in the field and expect them to speak sevarguages too. Opera is selective per se; you
don’t need to make it even more so with the langugtranslation MM).

" The question was: “¢no creéis que con la cantidagente de fuera que asiste a las funciones -

gente de toda Espafia que no hablamos catalan ¢ deinextranjero- seria mas légico poner el
sobretitulado principal en castellano, para quedgoria [...] pudiera seguirlo? Sobre todo en
Operas mas infrecuentgs]?” [“Don’t you think that, considering the ig& number of people
from outside Barcelona who attend the Liceu’s penences — people from all over Spain who,
like me, do not speak Catalan and people from abroé would be more logical to project the
main surtitling in Castilian Spanish, so that theagest part of the audience could understand it?
Particularly in the case of the less common opgfasinslation MM).

8 “Sji no existe la posibilidad de contar con varidiemas parece logico que esté en castellano.”

“Yo veo bien que lo subtitulen en catalan. Es sonich materno.” “Mejor la sobretitulacion en
ambas lenguas y todos contentos.” “Dado que egatrotcatalan y ambos idiomas (catalan y
espafiol) son cooficiales, me parece bien que &btedija.” “La solucién del Liceo es la per-
fecta con las pantallas individuales. Una respuasiectiva que responde a intereses generales
y multiples respuestas individuales para que cadahaga lo que le venga en gana, sin imposi-
ciones.” [“If it is not possible to have severaldmages, it seems logical to have it in Castilian.”
“I agree with their surtitling it in Catalan. It teeir native language.” “It would be better to bav
the surtitling in both languages and keep everybdwahypy.” “As it is a Catalan theatre and both
languages (Catalan and Castilian) are official lexggs there, | think the theatre has every right
to choose.” “The Liceu’s solution with individuatreens is the perfect one. A collective re-
sponse, answering general interests, and multiglividual responses so that everyone can do
whatever they like, without imposition.” ] (trantan MM).

9 “Sj [los paneles individuales] son como me imagjritay que levantar y bajar la vista para aten-

10 «

11 «

der a las dos cosas, puedes acabar con un doterdeales considerable, y haberte perdido
cosas interesantes en la escena.” “[Los paneléddodles] es SIN DUDA la mejor opcion, ya
que puedes seguir la épera en varios idiomas. Nmadsstia alguna, acaso desvias los ojos
como haces para los sobretitulos... y LO MEJORues & ser pantallas de plasma, solo veias la
tuya, las de los de alrededor no te molestabanrnzata... (ya que a partir de cierto angulo no se
ve nada...).” (original highlighting) [“If individal screens are what | imagine they are like, and
you have to raise and lower your eyes in orderatp gitention to both things, you may end up
with intense neck pain, after having missed intergsthings from the stage.” “[Individual
screens] are UNDOUBTEDLY the best option, as yon falow the opera in several lan-
guages. They cause no discomfort at all, you makigps have to look away as you do for
above-the-proscenium surtitling ... and THE BESTING is that, since the screens are plasma
display panels, you only saw yours, the neighbausareens did not disturb you at all... (for
you can't see anything from a certain angle..(frgnslation MM).

¢ Para qué quieres tu un sistema de subtitulagitinlas sabes todas de memoria???” [“What do
you want a subtitling system for, if you know thathby heart???”] (translation MM).

Para cuando me togue ver un Britten, un Janagelkorngold, un Stravinsky... esas no me las
sé... Para las italianas..., [...] me es un poco lormisSi me los ponen, mejor que mejor, pero
si no...” [“For productions in which | have to whata work by Britten, or by Janacek, or Korn-
gold, or Stravinsky ... [all right, since] | dorkhow those... For the Italian ones ..., | don'tlsea
care. If they have surtitles for them, so muchttéteer, but if they don't...”] (translation MM).

12 As the present article was being printed, | wédsrined of the existence of two books on theatre

surtitling which | was not aware of: Yvonne Griesgd00.Translation im Theatefrankfurt a.
M.: Lang; and, a more recent one by the same authimh will actually be reviewed in the pre-
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sent volumen, Yvonne Griesel, 200Bie Inszenierung als TranslatiorBerlin: Frank &
Timme.

13| would like to express my thanks to surtitler BeiiBartoll, the surtitling firm‘36caracteres’,
Angels Queralt at the Festival Grec in Barcelosabél Barcel6 at the Festival Internacional de
Teatro Clasico de Almagro, Mamen Adeva at Madrifiesstival Escena Contemporanea,
Gonzalo Audeole at the Teatro Cervantes in Mal&gsalia Feijoo at the Teatro Espafiol in
Madrid, the surtitling department at the Teatreutdiin Barcelona, and Nicholas Jackson at the
British Council in Madrid. My gratitude also goes Begofia Cires, the person responsible for
the zarzuelafestival in Oviedo, who answered a similar quesiare over the telephone and
whose comments proved very useful for the prevamesion of this article.

14+1. ¢ Quién hace el encargo de los sobretituldsdas o la compaiiia extranjera? [Wiommis-
sions the surtitles: is it you (the theatre/fedtiomyanisers) or the foreign company?] 2. (A
quién se los encargan?: un departamento del fétatao, traductores especializados, etc.”
[Who is commissioned to do them?: a special departim the festival/theatre, freelance trans-
lators specialized in surtitling, etc”] (translatooMM).

1543 ¢ Qué sistema se usa para hacerlos? ¢Y parectados? ¢Quién se encarga de la proyeccion
durante la representacion: el traductor que hadchkeshsobretitulos u otra persona? [What is the
system used to make the surtitles? And to profesh® Who takes care of the projection during
the performance: the surtitler or a different pefjol. Si se producen cambios inesperados du-
rante la funcion, ¢no se proyecta el sobretitutcespondiente o se proyecta el que estaba pre-
parado, aungue no se corresponda con lo que esiénddb/esté pasando?” [If unexpected
changes occur during the performance, is no sugitbjected for that speech or do you still pro-
ject the originally planned surtitle, even if itetonot correspond with what is being said/is hap-
pening?] (translations MM).

1% u5_:Creen que desde que hay sobretitulos hayomés en lengua extranjera en su festi-
vallteatro? (es decir, ¢han influido los sobreifiién la presencia de compafiias extranjeras en
el festival/teatro?)” [Do you think that your theslfestival has programmed more foreign-
language works ever since it introduced surtitigg? have surtitles had an impact on the pres-
ence of foreign companies in your festival/thegir@fanslation MM).

1746, ¢ Alguna vez proyectan sobretitulos en la mingua de la representacion?” [Do you ever
project surtitles in the same language as thdteperformance?] (translation MM).

18«7 ¢ Creen que al publico le gustan los sobretftl es decir, ¢cuél es la reaccion del puablico:
favorable, no favorable, indiferente? [Do you thpdople enjoy surtitlesPe. what is the audi-
ence’s response like: favourable, unfavourabldfferént?] 8. ; Se puede observar una diferen-
cia en el nimero de espectadores cuando se ofnecsa/ofrecen sobretitulos?” [Can a differ-
ence in the size of the audience be observed wheitles are/are not offered?] (translations
MM).

¥ Frank Castorf's 2001 adaptation of Tennessee aNii's A Streetcar Named Desiffer the
Berlin Volksbiihne, and a 2000 productiorkarfig Learby the Belgian Needcompany.



