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A prominent representative of the Jewish-Americapugation, Woody
Allen often refers to his Ashkenazi origins in fiimis in a self-derisive
way. His dialogues are interspersed with YinglsHeature which offers
a serious challenge to French translators, espécifbr the dubbed
versions of the films. Dubbing remains the previateade of audiovisual
translation in France and provides many opportwestio manipulate and
alter the original film soundtrack. This article ggents a comparative
analysis of examples from Allen's dialogues and Fhench dubbed
versions, in an attempt to unearth the strategiesduby translators in
view of adapting to the diverging abilities of tterget audience. Two
semantic fields are under scrutiny: the religiowmwnvish technolect and
Yiddish slang, a humorous device which serves deels1of protagonist
characterization and is widely assimilated by Armani English. The
examples are taken from eight comedies by Alleveramy a thirty-four-
year time span in the director's extensive career.

1. Introduction

Designed to convey foreignness, multilingualismfilms can be most
obvious when the diegesis is set in more than onetcy, when the film
stages foreign characters abroad, or when the gooists happen to be
true polyglots. A famous example at this point ime is Inglourious
BasterdgTarantino, 2009). Yet multilingualism may alsodmcealed in
one's usual environment. The American languageshieatimony to this
socio-linguistic phenomenon, for it has integragedimpressive number
of loanwords from many other languages, for tedidnptirposes or as a
means of responding to specific communication needs
A place where the borrowing process is made visiblthe film

screen. According to Hitchings (2009): “What, thbumakes a loanword
stick? (...) Those that endure are the ones thatuseful, deal with
matters of lasting significance, and achieve a Haglel of exposure”
(p. 19). Therefore, when writers such as Woody rAlliecide to include
Yiddish loanwords in their scripts, they rely or tbpectators’ familiarity
with this specific lexicon, which may thus, paradady, not be so
specific. For dialogues are conceived by authorraling to peculiar
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constraints, as highlighted by Bubel (2008): “Ursf@nding is possible
on the basis of knowledge, shared between spealldistener” (p. 63).

We resort in this paper both to the reception-atisth theories
outlined by Jauss in his seminal works in the 1%t further developed
by Eco (1992, pp. 52-67), and to the theory of uefiog tendencies in
translation (Berman, 1999, pp. 52-54). Receptiewnrles are particularly
relevant as far as movies are concerned, becansen&iis not only a
form of art but also an industry for which the ngtten process is
determining, first of all on the economic level.

This article presents the main lexical featuresrimiglish — the
dialect also presents a number of specific symaatid phonological
features which are not examined here — and corssidsr most
outstanding two lexical fields in some of Woodyeklls numerous films:
the religious technolect and slang. The study geban eight comedies
covering a 34-year span in the writer-director'sliic career. What
happens to these two lexical fields when dubbeal énforeign language
such as French is then analyzed, using transamptimade from the
DVDs and the published film scripts. Special aitamtis given to the
circumstances under which the examined featuresitirer translated or
preserved, and the consequences induced by theati@ns’ choices; this
reveals the constraints for the transfer of malglialism onscreen.
Indeed, the strategy that consists in subtitling times spoken by a
foreign character within an otherwise monolinguahtext cannot be
applied to isolated words or expressions in a ddblegsion, since the
risk of breaking the conversation flow would be tpeat.

2. Yinglish for schmucks

Yiddish is spoken by some four million people armuhe world. It is
nowadays well established in North America, to theint that a
compound variety, Yinglish, is commonly recognizadd spoken by
American (Ornstein-Galicia, 1989) and Canadian ¢s@002) people.
The Merriam-Websteonline dictionary defines it as “English marked by
numerous borrowings from Yiddish” and dates thst fiegistered use of
the word back to 1951. However, the overall sitwailiffers in French-
speaking countries, where no such portmanteau mwaantestify of a
compound variety of Yiddish-tinged lingo.

Demographic and cultural differences in the two ggaphical
spheres can explain this uneven state of affairande has always
promoted a complete integration of ethnic minositia its inclusive
Republic, while the United States has so far pweskrthe rights of
“hyphenated” citizer'sto express their double identity in its multicuél
society, even though the well-known American derapfgic integration
process is known as the “melting-pot”. Meanwhitepractice, things are
not so clear-cut.
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Yinglish results from the contact between Yiddisid sAmerican
English, which first occurred in the late 1880s dime when great waves
of Ashkenazi Jews emigrated from Eastern Europe fesult, two and a
half million Jews turned American citizens in tiagel 19th and early 20th
centuries (Hitchings, 2009, p. 258). Most of theettled in the main
cities of the East coast. The most recent estinuitése Jewish American
population stand at 5,425,000. In New York aloheytwere 1,538,000
in 2011, according to thenited Jewish Appeathat is, 16% of the city's
population.

However, these ratios do not account on their aovrile cultural
impact of the Jewish group, which is due to itsgle's influence in the
media and entertainment industries. Another relevieature is the
presence in their ranks of celebrated writers saglPaul Auster, Saul
Bellow, Norman Mailer, Bernard Malamud, Cynthia €kziand Philip
Roth, to name but a few.

Last but not least, a further explanation for theyetransfer from
Yiddish to American lies in the German ancestry swn to both
languages, for Yiddish may be described as a bleEhéiebrew and
German As a result, “millions of English-speakers with r@ewish
connections are familiar with (...) distinctively Yish expressions”
(Hitchings, 2009, p. 260). This led to many Yinglisvords, now
registered in contemporary American dictionaries.

3. Hyphenated Woody

Woody Allen, as a writer, director and actor, isagnized as one of the
most influential broadcasters of Yiddishisms, alevith comedians such
as Larry David, Jerry Seinfeld and Lenny Bruce. Ww&s born in the

Bronx but grew up in Brooklyn. His Jewishness isrenoultural than

religious and characteristics such as the use wiisfiehumor and

autobiographical material in many of his films pabe way towards
Yinglish in the dialogues.

Allen’s recurrentpersonais reminiscent of theschlemiel “an
unlucky, bungling person; a foolish gullible pers¢Wwebsters, 1966, p.
2030), who can be seen as the embodiment of thesRHalestiny as a
whole, —Allen can even “elaborate the archetype enhundred different
subcategories, [starting with] the philosopher-sofhiél...” (Harris, 2009,
p. 2). Like most Jewish descendants, his charabiersisually in urban
settings, more often than not in New York, from vehenany Jewish
comedians also originated. Cities, which were in& and often final
stage for immigrants, thus offer favorable condisicto the linguistic
borrowing process; and this, even though many ircerwere willing to
forget their ethnic origins. The fact that “Jewsdaegarded Yiddish as a
sort of lower-class jargon” (Hitchings, 2009, p82%ed to a substantial
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proportion of vulgarisms in the language and thomenotations stayed
when some of the words integrated American English.

The structure of the language is also to be cormideAs a
linguistic device, “Yiddish has frequently beenetwhted for being so
rich in comic possibilities that even those who 'tdonderstand it are apt
to chuckle at many of its terms” (Novak & Waldo&881, p. xvii). Allen
is, mostly, the author of comedies, a genre tHas®n witty dialogues,
puns and jokes. In other words, it is no surprisa# the language can
frequently be heard in his films. Ornstein-Gali¢t992, p. 451) has
summarized this particular use of Yinglish lexice@ms asaffective
borrowing

4. Technical Yinglish in use

The first function of Yinglish can neverthelessdefined as a technical
one, aiming at compensating for the lack of vocatyulor specific social
occupations. In 1938, Roeback thus noted that ¥fddexpressions
abound in commerce, whether it be in the jewelmyniture or shoe trades
(quoted by Mencken, 1977, p. 260). Films rely hiyagsn mimesis and
are much concerned with verisimilitude. The ability imitate the
ordinary day-to-day world in which the spectataree lis essential to
allow them to identify with the characters: “Thethenticity’ of fictional
dialogue is widely held to play a pivotal role ihaping the audience’s
perception of the quality of a film” (Pérez-Gonzile2007, p. 1).
Consequently, the professionals presented onstraen to resort to the
same lexicon as the one used in real life.

In Allen’s movies, the main examples of Yiddishheolect are
taken from the religious field. They occur durirtte tceremonies and
family gatherings he often stages, suclsadersBar mitzvahsand High
Holidays. We can foresee a translation issue vatard to these terms,
for a very pragmatic reason:

Referents are resources employed by those whaedietbn in
order to characterize characters as individualfiwit given
social group, we can then postulate that scripgéngitmust be
confident that viewers will be able to recover teterential and
expressive information associated with these rafsre
(Santamaria, 2010, p. 516).

However, the vocabulary related to Judaic rituas hever been truly
integrated into French. The wortiar mitzvah seder or yarmulke to
take but three, are not listed in monolingual Fhedictionaries, not even
in specialized ones like thBictionnaire des difficultés du francais
(1996). How can that gap be explained?

First of all, France is a Latin country, whose laage has few
affinities with the Germanic origins of Yiddish. @mdly, the French
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Jewish community only accounts for an estimated d%he whole
population, i.e. ten times fewer people than in A, many of them
Sephardic Jews from North Africa. Thus, for a migjoof French-
speaking citizens, the lexicon concerning histadricaltural and religious
traditions, whether referring to rituals, ceremsnie sacraments, is often
reduced to folklore, which epitomizes the statusi@iish people in the
society as a whole. Indeed, “the borrowing procassjally, is capable of
revealing much about inter-ethnic perceptions” &em-Galicia, 1989,
p. 125). So, what happens to these loanwords whey have to be
transferred into French? The contrastive analyslevb aims to answer
that question.

4.1. Seder

A sederis “a Jewish home or community service and cereahainner

held on the evening of theassover (Websters, 1966, p. 2054). The
noun was first borrowed from Hebrew. It occurs @rimes and

Misdemeanorsa 1989 film whose leading character, Judah, expes®a
flashback when visiting his childhood home. He sedamily gathering
where sister and brother are quarrelling.

OV?67'30, Sol: May, we're having Seder!
DV, Sol : May, ce soir, c'est le Seder !

Further on, the quarrel continues.

OV, 67'40, Sol: | don't like this talk imy Seder!
DV, Sol : Je crois qu’on ne parle pas comme gacé Seder !

In addition, a third occurrence happens a few naimafiterwards:

OV, 6820, Sol: How can you say that? You, you ctmnevery
Seder, you, you pray in Hebrew.

Al: Yes, I'm going through the motions, it's likeyaitual, it's a
habit!

DV, Sol: Comment tu peux dire ¢ca ? Toi qui ne raasgamais
un Seder, toi qui dis les prieres en hébreu.

Al : Je fais ¢a machinalement, c'est comme tousitiesls, c'est
une habitude !

Although sederis not a loanword in French, the easy transfer loan
explained by the visual context, a family dinnetha¢andelabras set on
the table, and men wearingyarmulkes,“a skullcap worn esp. by
Orthodox and Conservative Jewish males, in the gygae, the house,
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and study halls”"\(Vebstets, 1966, p. 2647). In each of these utterances,
the co-text also justifies the borrowing of thedme: the scene opens
with Hebrew recitations over the meal and the cosateon deals with the
relevance of faith, Judaic rituals and their obaece, as can be heard in
the third occurrence. Moreover, in the second oecwe, the possessive
adjectivemy, which determines the noun and is stressed bgbeaker,
implies a very personal relation between the speakel theseder
ceremony. The target audience can be expecteddreatept the foreign
name in Sol's line, in French. The same thing happe another film by
Allen, Hollywood Endingin 2002, which points to a consistent choice by
Cohen, who translated all of Allen's films into kel for subtitled and
dubbed versions from 1989 to 2012.

This dubbing strategy does not impede the undetstgrof the
plot or the progress of the story within the mowed it helps maintain
the original local color. IfCrimes and Misdemeangrkeeping the exotic
effect is essential as it sustains the dramaturggtah's flashback vision
has an unreal quality intended to create a fealingnease in the film's
audiences, and foreignisms such sasler contribute to that feeling of
estrangement in the original version. They shoottked be kept in the
dubbed one to provide the same dramatic effect.

In the case of dubbing, this strategy can everelrdarced by the
translator, as shown by another example taken tdmitywood Ending
(2002), when Al receives a call during tBederdinner at his sister's.
When the phone rings, the guests, filmed in a Ishgt, react most
negatively, as reported in the original script éhll 2002, p. 104):

OV, 3840, Seder guests: (indistinct, overlappirgmments of
disapproval — continues under following dialogue)

However, in the French version, Cohen has chosemat® the reactions
much more explicit.

DV, Al : Oh, non, pas ce soir ! Qui est-ce ?
Voix 2 : Oh ! Oh, qui peut t'appeler un soir de 8ed

This complete transformation of the soundtrack &lenpossible by the
dubbing technique. Combined with the visual contéx¢ change helps
the audience to understand the exact nature oflitheer, where male
guests are wearingarmulkes Thereby, it paves the way for the next line,
spoken by Al, with the wordedemow easily transferred into French.

oV, 3850, Al: (into telephone) Why? What's wrorgfi at my
sister’s for a Seder.

DV, Al : Quoi ? Qu'est-ce qui se passe ? Je suizaima sceur
pour le Seder.
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This manipulation is indeed an illustration of tiedativity of the concept
of foreignness. A word that was taken for granted the American
audience is considered so opaque for the Frencttadpes that some
additional information is deemed necessary in et of the dialogue.

(...) nationality and cultural identity lie very whuin the eye of the
beholder. It is less something which exigts sethan something
constructed by the filmmaker, and re-appropriatgdhle audience
(Mingant & Tirtaine, 2012, p. 5).

This cultural identity construction process, whigties here on rituals,
family gatherings and the use of a common Yindlsticon, is also made
obvious in the example below.

4.2. Bar Mitzvah

In another movie by AllenScoop(2006), bar mitzvahcelebrations are
quoted by Sid Waterman, a professional magician @&kea Great
Splendini, played by Allen himself.

OV, 20, Sid: Listen, this is not for me, Sondrdoh't do this. I, I,
| do the occasional Bar Mitzvahs and kids' parties...

A bar mitzvahis “the Jewish initiatory synagogue ceremony redzigg
a boy [as having] attained the age of religiousydantd responsibility”
(Webste'rs, 1966, p. 177). The term is well established inedican —the
COCA Corpus Of Contemporary American Engligg012) lists 352
occurrences— and it can even be conjugated a® ibé'tbar mitzvahed”.
Hitchings (2009, p. 258) quotes it as an examplergmothers of
“elements of Yiddish [that] are widely known acroi®e English-
speaking world”, with words likbagel It may sound as a well-integrated
loanword, but, outside the USA, it is still listes a culture-specific
reference by Chiaro (2009, p. 157). Drawing on K42004, p. 147), she
relies on three main strategies for the translatibsuch CSRs, that is,
hyperonymy, hyponymy and same-level equivalenc#igorder.

In Scoop however, a fourth option has been selected, lzard
mitzvahhas just been borrowed.

DV, Sid : Ecoutez, moi, tout ¢a, ¢a n'me regarde S@ndra. C'est
pas mon truc, moi. Moi, moi, j'fais les bar mitzsales fétes, les
anniversaires pour les gosses...

In her translation, Cohen was guided by several$euf analysis. First,
she estimated that the ceremony can nowadays héfigle by French-
speaking audiencésand the full sense of the lexical unit is also mad



Yinglish in Woody Allen’s films: A dubbing issue 119

obvious thanks to the multiple clues offered by #heliovisual context
constructed by Allen. The sequence happens in Londtier a scene
where Sid had stressed that Sondra Pransky andane 3ewish origins,
stating she comes from Brooklyn like himself, andtakenly calling her
Ms Mandelbaum. When she corrects him, he answers:

oV, 13, Sid: Pransky, Mandelbaum, listen, you takg¢he same
holidays, it doesn't matter!

DV, Sid: Pransky, Mandelbaum, ben quoi, oui, vouszales
mémes jours de féte, c'est pareil !

The allusion to the religious holidays linking batlhmes is a way of
focusing the attention on the Jewish backgroundhef heroine. As a
result, the occurrence bfr mitzvahdater on in the script is no surprise
for the audience. Just like in the casesefler the spectators hear a
dialogue in which the non-translation of a term can be valued as an
eminent mode of translatidh(Berman, 1984, p. 302). They are helped
by the contextual circumstances of the plot, whethébe the visual
setting or the information delivered in the preogdiines. Nevertheless,
the situation is not always so easy to deal withttie translator.

4.3. Yarmulke

Deconstructing Harry(1996) presents an example of the usgaofulke

a Yiddish synonym of the Hebrekippah The lexeme is rather common
in American, — up to 179 occurrences of the wore effered in the
COCA When Harry's sister gets exasperated by his isynicegarding
their family’s religious persuasion, she exclaims:

OV, 5945, Doris: Yeah, wait'll he gets cancer. Hde the first
one in synagogue sitting in the front row in a yalke.

Yarmulkeis not an ordinary piece of clothing, as it besireng religious
connotations. However, the French dubbed track doegpreserve the
word in the re-recorded dialogue.

DV, Doris : Mais quand il aura un cancer, on vadivcourir a la
synagogue pour faire ses priéres, au premier rang.

French has not borrowegharmulke from the Yiddish and the dubBer
chose to use praying as an equivalent for wearingaranulke The
religious symbolism is thus rendered explicitlyt e original item is
not mentioned. The French audience would have fauadl the more
difficult to understand the lexeme as it remains extra-diegetic
reference, since thgarmulkeis not visible onscreen. This translation
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choice was made by the dubbing studio and not the@owho had opted
to combine the loanword with an explicitation, & de seen in the
published script (Allen, 1998, p. 133).

JC, Doris : Attends qu’il ait un cancer! Il sera premier a la
synagogue a faire ses priéres, au premier range @o@ yarmulke.

These diverging options are a reminder of the vireydubbing process
works: it is a team project implying a chain ofentening parties who
can influence the final production at every step.

In a different context, borrowing would have beemcmeasier, for
instance inHollywood Ending(2002), whose stage directions were
translated as follows in the bilingual edition bétscript:

QV (p.106): Al enters, still wearing his yarmulkelks into the
living room.

JC (p. 107) : Al entre dans le salon. Il porte ercsa Kippa.

Cohen did not keep the Yiddish word, but offeredHebrew equivalent,
a much better integrated loanword which helped taainthe exotic
touch wanted by the director without Frenchifyinge treference.
Multilingualism was then preserved.

4.4. Tallith

In a flashback episode froAnnie Hall(1977), the adult Alvy goes back
to his childhood classroom. There he meets his duwld self among his
classmates and tries to know what has become wi. the

OV, 5'10, 2nd Boy: | sell tallisées.

A tallith is a “woolen or silk (...) shawl with fringes at tAecorners and
black or blue stripes at the ends that is worn dlverhead or round the
shoulders by orthodox and conservative Jewish nmehbmys over 13
usu. during morning prayersiebsters, 1966, p. 2334). This Hebrew
word has not been assimilated by French, so inisiguously rendered in
the dubbed version written by Georges Dutter, wiamdlated Allen’s
films from 1977 to 1987.

DV, Z garcon : Moi, je vends des calottes.

The problem with the French lexeroalotte lies in its polysemy. It can
meanskullcap which would only be a loose equivalenttaflith as it
does not refer to the same religious garment,thnan also be understood
as a slang word falap. Bearing no obvious Jewish connotation, the line
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may prove almost incomprehensible for a French &revit certainly
would have, some forty years ago. Borrowing thedwor offering an
equivalent such ddppawould probably have been less disturbing for the
audience, because the Jewish connotations would begn preserved
and the ambiguity induced by the polysemycalotteswould no longer
have altered the line.

4.5. Rituals and religious laws

It comes as no surprise that translating Jewishgioels references into
French is all the more difficult when they cannet $een onscreen, as
shown in the last three examples above. Both Dutterviewed in 2012,
and Cohen, in 2011, insisted on the advantagesepted by their Jewish
marriage (Dutter's wife, Anne Domela, translatdché with him, even if
she was not always credited) or descent (Coheraiggnl she turned to
her grandmother when she needed help with Yiddistusy, to grasp the
meaning of certain references.

Indeed, there was a time when the presumed restrictowledge
of Jewish traditions by French spectators was shaty for Everything
You Always Wanted to Know About Sefd.972), the anonymous adaptor
chose an extensive explicitation for the followilie, spoken by a TV
host describing the parodic game played in his shévat are Sex
Perverts?

QV, 56’15, Jack: While at the same time, Mrs Baunhel rabbi’s
wife, whom we've flown in from Indiana... will sit the rabbi’s
feet... and eat pork!

Here is what the French spectators could hear:

DV, Jack : Et pendant ce temps-la, madame Baumdéénhme du
rabbin, va s’agenouiller aux pieds de son mari pmenger des
cételettes de porc, ce qui, vous le savez, esttestnent interdit
dans la religion israélite !

Technically speaking, the addition is made posdilylehe omission of
the relative clausewhom we’ve flown in from Indiand.and by the fact
that the speaker is only heard in voice over, whightails no
synchronization constraint. The initial line is qalieted with a reminder
of the Jewish dietary law: “... eat pork, which, amsiyknow, is strictly
forbidden in the Jewish religion”. “As you know” fefs a hint of
dramatic irony, as it contradicts the translatatisategy based on the
assumption that the spectator is ignorant of treentance.

This strategy has to do with what Steiner (1998)sc&re-
information” (p. 11): “Dealing with the problem afiecessary and



122 Frédérique Brisset

sufficient context, with the amount of prior magrirequired to
understand a given message unit” (p. 11). In tlead¢h soundtrack Gl

You Wanted.,.the dubber has added the pre-information seen as
necessary to render the religious allusion forsimectator.

If such an explicitation was deemed indispensabtesb basic a
Jewish ritual, one can imagine the stakes repredeily Yiddish
loanwords for French translators. All the more ai®dds to another
prejudice most common among dubbing adaptors:

Expected low mass audience comprehension of clldivarsity

has often been posited as the explanation for stemi
reductionist translational strategies (...) in &erapt to widen the
appeal of “art” films in the target culture (Dentd®99, p. 46).

Translators have to gauge the different degreeforeignness of such
loanwords in the source and target languages, lisdcan only be a
subjective appreciation.

4.6. Yom Kippur

Sometimes multilingualism can, on the contraryréiestated onscreen,
as in Radio Days(1987), where explicitation is achieved thanksato
loanword, supposedly more understandable than tneridan English

source phrase. In the scene, filmed in a mediumseclshot, Tess is
fulminating against her neighbors who feast on wisle holiday when

they should be fasting, repenting and praying.

oV, 2330, Tess: You think they fast? They don'e about the
High Holidays. They eat, even though you’re suppdsdast.

DV, Tess : Tu crois qu'ils jelnent ? lls se fichéperdument du
Yom Kippour. lls mangent méme quand en principdaitjelner.

A literal translation ofHigh Holidaysinto French, “grandes vacances”,
would back-translate as “summer holidays” and Tefise would thus
become incomprehensible. Therefore, an equivales$ whosen, the
French transliteration of om Kippur This is only the last of the té#igh
Holidays yet the most solemn one as it is observed evesebylar Jews
who do not otherwise comply with religious requigsts. The
translator’'s option helps render the general laxdbr infused in the
movie, which is set in Rockaway in the 1940s andicsly based on
Allen’s childhood memories—he plays the voice-odirmating the story.
The strategy agrees with Eco's observation (2003): translating is like
performing a dialogue with Another Ohand in every dialogue one tries
to understand the point of view of the interloctigp. 124-125).
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Even though these uses of Yinglish pose translagiroblems, we
have seen that their transfer into French has becomre common
practice over the years, and words for rituals thnaeded long
explicitations in Allen’s early films in the 1970gere often borrowed in
the 1990s and 2000s. Their degree of foreignness dnamatically
weakened in the past decades as the contacts Ibetivdezations have
continued to intensify in the context of globalipat and the dubbing
technique can even help this assimilation procgsaddling the required
pre-information for the French audience when deensegssary.

There remains another class of Yinglish lexicon imuunore
difficult to dub yet, even in more recent movies Alen, that is, the
slang register, for “Yiddish abounds with pungerinaminations for
people” (Hitchings, 2009, p. 259). Such lexicahitecan obviously be
expected in the dialogues written by Allen, wheranthtic climaxes are
often built up by the progression of interpersantdractions.

5. Slang and affective borrowing

Allen is known for his predilection for irony anceklsderision. These
features often rely odouble entendrénvolving comical ambiguity, but
the director also resorts to Yiddish slang and dalspeech. These
registers can prove most arduous to translate.

American films pose particular problems for dubbberause the
country has so many different ethnic and socialgsoand such a
propensity for slang, some of it incomprehensibleneto many
American viewers (Zatlin, 2005, p. 142).

The comprehension of this particular lexicon begmnetimes limited
even in the original audience, transferring it irgothird language is
indeed a challenge, as can be seen in the folloasagnples.

5.1. Meshugana

Let us consider the noumeshugana derived from the adjective
meshugalor meshugewhich Hitchings (2009) puts in the category of
“expressive adjectives —an unusually high percentddorrowings from
Yiddish are adjectives—" (p. 259). This synonymcodizy has an altered
form found in the dialogues @feconstructing Harry(1996), when Harry
answers his former lover, who is threatening hirinai gun.

OV, 11', Harry: Look, I'm not going to stand up keon this
fucking roof, eh, with a, a world class meshugamat @and beg for
my life.
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The word is well established in American, thoughsipelling can vary; it
is listed in Webster's(1966, p. 1416), which defines it as “mentally
unbalanced”, and Marckwardt (1969, p. 56) stated tihany urban
dwellers are able to recognize it, whatever thekicgethnic origins.
However, its meaning will remain elusive for nonglish speakers.
Baxter (1999), one of Allen's biographers, thuated a comment made
by Kurt Andersen:

Jane Campion, the head of the Venice jury, told ghe liked
Woody Allen's Deconstructing Harry although for the
overwhelmingly Italian audience phrases like ‘wetldss
meshugannatcunt’ probably lost something in translation (jp. 1

The problem is the same for French viewers, andtdethis dubbed
version:

DV, Harry : Ecoute... jai pas l'intention de restptanté sur ce
putain de toit toute, toute la nuit... & supplier taine des
médailles d’'or des, des folles dingues de m’'épargne

As a result, the Yiddish etymology of the adjectings disappeared from
the French dubbing, which back-translates as “rseftar “screwball”. It
sounds less offensive than the original, especiafly‘cunt” has been
deleted in translation. This strategy can be ifiedtias one of cultural
substitution, and it modifies the perception of sleene by the spectators,
for loanwords are very often a way for the authmrhide, or on the
contrary, to promote a taboo wotdiddish is very prone to hyperbole
(Emblidge, 1977, p. 111), and here, using a Yihgéidjective reinforces
the vulgarity of the line, already heavy-loadedhwiie occurrences of
“fucking” and “cunt” in the co-text. Multilinguali® is indeed a deliberate
stylistic choice of the author of the film, an igimcrasy which gets lost
on the dubbed track, even though Cohen had optedniather strategy,
closer to the original version (Allen, 1998, p..31)

JC, Harry : Ecoute... jai pas lintention de restptanté sur ce
putain de toit a supplier la reine des médaillesord'des
« meshuganas » [mot yiddish] de m’épargner.

5.2. Mensch
Yinglish also offers some less offensive vocabylay in the example

heard inCrimes and Misdemeano($989), when Cliff offers his opinion
on Rabbi Ben:
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oV, 62’20, Cliff: He’s a wonderful guy. The poorygcalled me
last night. He's going blind. He’s got a terribleyee disease and
he’s losing his sight. He’s gonna be blind in amstfew months.
But he’s got a great attitude. He's really a mensch

Menschis registered 121 times by t@OCAunder this spelling and four
times with the spellingnensh mainly in fiction works (36%) and in
spoken material (21%). Its meaning has evolved tiwes: “the Yinglish
mensch which originally meant ‘man’ (...) now denotesparson of
uncommon maturity and decency” (Pinker, 2008, @)1Zhe loanword
is well integrated into American English, but itdstrue foreignism for
French-speaking audiences. Therefore, they argedff¢he following
dubbed version:

DV, CIiff : C'est un type formidable, hein. || mé&ppelé hier soir.

Il va devenir aveugle. Oui, il a une terrible malkades yeux, hein,
il perd la vue. Il sera complétement aveugle damslgues mois.
Mais il a une force de caractére! Ca, ¢a c'est... @ast un

homme !

The dubber returns to the original sense of thennthe hyperonynman
which does not render the qualities emphasized I/ i€ the original
soundtrack of the movie, even though the intonatiatiern (transcribed
by the use of the exclamation mark here) works @mapensation device
in French. This entails a transfer of responsipiiiom the translator to
the dubbing actor.

It should be noted that, through intonation, stiesd volume, the
voice of the dubbing actor can compensate, to @ioegxtent, for
meaning which has been changed or lost (Petti,20062).

In the present case, the choice of a French eaumvalas a decision
made by the dubbing director, although Cohen hagqgsed to keep the
Yiddish noun. When we interviewed her in 2011, sirgued that
“menschcould have been kept in the French version, becdus a
German word, and moreover, the overall contextgarc¢’ In her mind,
the foreignness ahenschas a Germanism, justified her strategy of not
translating it. However, multilingualism eventuadjgt lost here.
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5.3. Palooka

Going back in time td&Radio Days(1987), the fond memories of Allen's
childhood induce some day-to-day bickering, sucimabhis line by Joe's
father about his son:

OV, 32’10, Father: (about Joe) This palooka carvere pass a
simple arithmetic exam.

A palookais defined as “1. an inexperienced or incompetamter”,
and “2. a clumsy inept person'Wgbster's 1966, p. 1627). These
definitions help trace the evolution of the nouriah was first used by
sports commentators and is now applied to any ghofierson. The
extension of its meaning is such that the origgeaise is only a hyponym
now, and the metaphorical use has taken over. Tighronic
phenomenon is very common with foreignisms. Whesinzitated by a
foreign language, loanwords are estranged fronr thiéginal cultural
context and references. “All context is diachrorind the field of
meaning, of tonality, of associative range is intiod (Steiner, 1998, p.
352). In addition, in the above example, dubbing/ofa labial
synchronism, for the father is filmed in a mediulose shot:

DV, Le pére : Ah, ce pignouf, 13, il sait méme faae une simple
opération de calcul mental.

Pignoufis folk language, officially registered in Frensimce 1857. It
applies to boorish or loutish individuals and itrres pejorative
overtones, so it remains coherent with the regetelrthe meaning of the
original lexical unit. However, once again, its ¥ish etymology has
been erased from the dialogue. Of course, in dubliiéds,
multilingualism does not rely on lexical tools exsively. The father
speaks French with a mock stereotyped intonatioting with a sarcastic
interrogative tone which reminds of his ethnic orgy The interlingual
variation that could be heard in the original mowias become
intralingual in the dubbed one, as it now religglyoon prosody.

5.4. Putz
In Deconstructing Harry(1996), Harvey is mistakenly trapped by Death
while staying at the flat of his friend Mendel aetien wearing his

bathrobe.

0V, 15’25, Harvey: No, stop calling me Mendel. Beal’'m just
using his pad.



Yinglish in Woody Allen’s films: A dubbing issue 127

Death: Right. They always have an excuse. Let's gmve it, you,
little putz.

According to Thorne (2007)putz is used for“a foolish, clumsy or
unfortunate person” (p. 351) and its etymology perdy sexual as “the
word is the Yiddish for ‘ornament’, used as a symonfor the male
member” (p. 351). Th&€OCA records 61 occurrences of the common
noun, which means it is well integrated in Ameridanglish. Thorne
(2007 also states: “Despite its (little-known) originjtp is a relatively
mild term of abuse in English; in Yiddish it stilarries more pejorative
overtones” (p. 351). Once again, a semantic slaft bccurred in the
process of turning the Yiddish lexeme into Yingligihe French dubbed
version ofDeconstructing Harrnyffers no hint of its ethnic origins.

DV, La Mort : Mais oui! lls ont toujours une bonegcuse ! En
route ! Magne-toi, trouduc.

Cohen has maintained the overall vulgarity andsitegtological register
of the injunction, given thatouducback-translates asshole However,

multilingualism has disappeared once more, anchéieork of Yiddish

loanwords in the film is seriously impacted: outtb& six occurrences
from this same movie considered here, only two @@ntained in

French. The comparative analysis thus confirms @teéal (2007) view

that “dubbing is in itself a domesticating kindtadnslation” (p. 213). We
illustrate this with one last example below.

5.5. Schmuck

Schmuckis one of the most common Yiddishisms in Americahe
COCA offers 212 occurrences under the spelliagsmuckand shmuck
while Webster (1966, p. 2030) also lists it under éntriesschmo shmo
or schmoe as a synonym oerk. Like putz “in Yiddish the word was
first used as a euphemism for the male memberheah tbecame a
synonym for the English “prick”, figuratively as Weas literally”
(Thorne, 2007, p. 378). It was first borrowed frdhe German noun
shmuck(adornment or jewel). As Hitchings (2009) pointd,d'it's not
hard to see how this became a slang term for asxfamburite pendant,
and any word for the penis sooner or later becoaesm of abuse” (p.
259). This metaphorical process is well known.

Yet, when shifting from its original meaning, thexéme lost its
most violent connotations and has “entered intoewidage that simply
overlooks [its] taboo status.” (Bluestein, 1998xxxi). The toning down
can be explained by two factors. First of all, #ppreciation of decency
is relative and continually moving: “The spectruni permissible
expression as against that which is taboo shiftpgteally” (Steiner,
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1998, p 19). Regardingchmuckthe word was even used for the title of
the American adaptation afe diner de con$1998), a French comedy
which becam®inner for Schmucks 2010.

Gold (2002, p. 116) also underlines another phenomei.e. the
ironic connotations associated with the onsletn-in American, even
though the Yiddish original lexemes do not alwagsyx such overtones.
This submorphemic iconicity — Hitchings (2009, @92 calls thesch
sound “dismissive”™— means that phonaesthemes shmatlde ignored
onscreen, where the oral dimensions of dialogudssaphificant layers of
meaning for the audience, most of all when theylpece that same effect
in the target language, as is the case with Fréhch.

Nevertheless, these phonetic characteristics desapmn most
dubbed versions of Allen’s films. Let us first catesx Manhattan in
1979.

oV, 14’25, Mary: | mean, they're such schmucks tpre.
(Chuckling) Really mired in thirties radicalism.

Mary, a journalist, is criticizing the reportersafnarginal magazine, and
she feels compelled to set herself apart. In th¥bed version the line is
translated by Dutter as follows:

DV, Mary : Franchement, ils sont tellement cons mess! (elle a
un petit rire) Ca barbote dans les années tren€gal s'veut...
extrémiste !

The adjectivecons back-translates a®ol or idiot. It is vulgar or even
rude in French, depending on the context. Besitlles, schmuck its
etymology is sexual, as it was first used to destigriemale genitals. On
the semantic level, this translation choice is thasher relevant.
However, the Yiddish touch is erased from the djaty once more.

The same equivalent will be used some twenty yéates, in
Deconstructing Harry(1996), this time by Cohen, within a sequence
staging a quarrel between Harry and Lucy, his sistéaw and former
lover:

OV, 720, Lucy: But it's all here... The poor shrkucountry
doctor, the violinist, her younger sister in Conti@tt cheating
with her husband...

DV, Lucy : Mais tout est dans le livre... le pawgn d’'médecin
d’campagne et la violoniste, hein... et sa jeuneursaans
I'Connecticut qui la trompe avec son mari !

This ethnocentric strategy also applies to anotierance heard in the
same scene, though a different equivalent is retiain
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OV, 5’55, Lucy: (offscreen) You shmuck! You bastard
DV, Lucy : (off) Espéce d'ignoble salopard !

Shmuck(spelled this way in the published script) is #lated here as
ignoble (base, vile, wretched), which is no longer an aoimous
exclamation sentence, but serves as an intenfifisalopard the French
equivalent for “bastard”. Even though the Frenclalijers are rather
rude, the erasure of Yinglish from the soundtralt&rs the construction
of inter-subjective relations between the character
The reduction of polyphony also induces another éaiate

consequence: “robbing the audience of their chahcaderstanding and
even learning about other cultures, other lifestylether realities”
(Scandura, 2004, p. 133), criteria which becomersaary in dubbing.
The trend can be observed in most forms of trainsiat

In translation the dialectic of unison and plusgaig dramatically at
work. In one sense, each act of translation is @eheavour to
abolish multiplicity and to bring different worldgtures back into
perfect congruence (Steiner, 1998, p. 246).

The paradoxical mission assigned to translatofissisconstrained by the
diverging capacities of languages to assimilate wends. Thus, none of
the Yinglish words studied above is listed in theri€h etymological
dictionary the Nouveau Dictionnaire Etymologiqukarousse (1980).
Therefore, it could be argued that the distancevden Yinglish and
French proves irreducible. However, the trend tawadFrenchification”
in Allen’s dialogues can also be ascribed to whatiM (2006, p. 124)
calls a compulsion to normalize in translation. dérives from the
communication goal assigned to translators, boeédomes more evident
still in polyphonic source-texts.

In the case of “doubly foreign” texts, the first egtion the
translator asks him/herself is if that double fgneiess is crucial to
an understanding of the source (Morini, 2006, )12

More often than not, this question is answered tinvgg, and the foreign
touch gets erased (Baker, 2009, p. 25). In so ddiagslation reduces the
distance between the text and its receiver, yaldgb diminishes its
aesthetic and stylistic quality. This applies tatten texts, but also to
films. As a result, during the reception phase, ithage of the Model
Author* conveyed by the dubbed film may shift quite faonfr the
original one. Of course, it must be stressed tliah¢h dubbing steers
clear of the extremes dubbed versions in other tci@srsometimes go to,
as is the case in the Iltalian dubbing of a sceom fAllen’s Sleeper
(1973):
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The Iltalian dubbing actors replace the Americanigewaccent of
the source text with a very strong Sicilian accéit.the Jewish

cultural references P@ssover matzos etc.) are changed
accordingly into Sicilian references (Ranzato, 2qi1.35).

This shows how contingent the appreciation of fpmeess can be. The
Model Addressee of a dubbed version is very differieom the one
designed by the original author. In such a conieid,not always easy to
abide by recommendations such as: “The translatarpoperation with
the dubbing director and actors, nevertheless msiilsiconsider how to
handle the linguistic aspects of local color, sashdialect and slang”
(Zatlin, 2005, p. 142).

Yet the domestication process does not always pédee during
the translation phase itself. When interviewed 012, Cohen explained
that, whenever she tried to maintain a YiddishiarAllen’s dialogues, it
was deleted during the vocal re-recording sessiothe dubbing studio
and replaced by a French equivalent, as shownrresuf the examples
discussed in this paper. Therefore, choices thatemestimate the
audience may sometimes come from the technicidesgdubbing actors
or the dubbing directdf, under the influence of distributors, rather than
from the adaptors themselves.

6. Conclusion

This paper has focused on the circumstances undgchwyiddish
loanwords, that is, Yinglish, are translated or tloa contrary, preserved
in the final French dubbed versions of some of W#e movies.
Yiddishisms are both cultural referents and stglidevices. Erasing them
during the dubbing process means that the tranisfdie is poorer on a
linguistic level. This also has an impact on theresentation of
American society portrayed onscreen, since the idgbtboes not render
the multiplicity of voices that can be heard in thmerican melting pot.
Moreover, in the case of very personal films byeAliwho is generally
recognized as a trueuteur, the whole impact of his witty dialogues can
be modified, as well as the social and culturairsgthe relies on, with its
associated language, slang in particular.

Multilingualism appears to be more easily trandfégain
translation when it refers to technolectic itemattban be seen in the
visuals, as is the case with the religious lexisorllen’s films. Out of
the seventeen occurrences of the nine Yinglishnesepresented in this
paper, only two nounssederand bar mitzvah are maintained in the
French dubbed versions. Both concern Judaismsiarad have a Hebrew
etymology, as doe¥om Kippour introduced inlieu of a more generic
collocation, High Holidays Dubbing thus operates as a major cultural
mediation vector.
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When the original words are not transferred toRhench version,
the substitution process at the very core of dubbiray nevertheless
allow the inclusion in the dialogues of some addil information aimed
at the French spectators. However, multilingualisrmainly considered
by dubbing directors and studios as an obstactmmemunication, even
when reduced to a few occasional words. The dotdylign dialogues
are therefore usually toned down or sacrificechim target version, in an
attempt to facilitate the audiences’ comprehension.

We are dealing here with the ambiguity of authgrshimn
audiovisual translation. Although a translator redited for the final
product, the scripts s/he produces may be moddgectral times before
the dubbed movie reaches target audiences. Thei@e@rocess is, thus,
diluted, offering many opportunities for the defamn tendencies
inherent to translation (Berman, 1984, p. 297) perate. These affect
multilingualism especially in the case of vernacsilavhich end up being
silenced more often than not (Berman, 1999, pp683-The same thing
happens when the vernacular is part of what Bermals “the
superimposition of languages” (Berman, 1999, pp-6@§, as evidenced
by the Yinglish lexemes studied in this paper. Thises the issue of the
ambivalence of film translation, dubbing in partaoy walking on a
tightrope between two fundamentally antithetical algp that is,
facilitating the spectators’ task and preserving foreign touch of the
author’'s, — orauteurs — work.
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1 The mixed immigrant population is known as hypited Americans.

2 Abbreviations used: OV, original version, wittfarence to the timing of the line quoted,
DV, dubbed version, JC, J. Cohen's translatioheftript.

3 Jacqueline Cohen, personal interview, Februar2@11.
4  Emphasis in the original quotation in French,trapslation.

5 The word “dubber” in this article refers to angdnvolved in the dubbing of the film, apart
from the translator him/herself, when we know he/Bad not proposed what can be heard
in the final recorded version.

6 The word is spelled here as in the publisheipptsas are all other examples discussed (see
references).

7 Capital initials in the original quotation.
8 Spelling and italics in the original quotation.

9 See Tournier (2004, p. 157): “Replacing a talvoad by its foreign equivalent is also a way
of avoiding its use.” (Original quotation in Frenchy translation).

10 Comedian Popeck, for instance, makes an extense of the phoneestheme.
11 The concepts of Model Author and Model Addresare defined in Eco (1985/2004, p. 82).

12 As noticed by Chaume (2007), “Dubbing studiase concentrated their efforts on acting,
direction of actors, and lip-sync. (...) Unfortungtetanslation has not been given a starring
role in this process” (p. 215).



