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This paper discusses ways in which multilingualismepresented in an
award-winning Chinese filmGuizi lai le, and its subtitling. Known as
Devils on the Doorstem English, the movie approaches its multilingual
setting realistically: Chinese villagers speak inhiGese, Japanese
soldiers in Japanese, and interpreters mediater tbemmunication. In
examining the Chinese, Japanese and English stif the film, the
study focuses on the different strategies used hley ttanslators to
represent multilingualism and to subtitle offensilenguage. The
behavior and fate of the Chinese interpreter in filra is also explored,
with special attention to the power interpreterssgess for controlling
and manipulating information and the notion of th&erpreter as traitor
and war criminal in the context of conflict. Find® of this research
invite further investigation into how the audiendgews multilingualism
in cinema and how the identity and loyalty of ipteters is depicted in
war-themed movies. Collaborative work by researshieom different
language and cultural backgrounds should also bmaraged.

1. Introduction

Multilingualism in movies is not a new phenomenas,Gambier (2012,
p. 46) andSerban (2012, pp. 42-43), among others, point oot. F
instance, there have been over the past decadeslzen of Hollywood
movies in which characters speak Japanese (tongadegrees)Tokyo
Joe (1949) with Humphrey Bogart as a former bar owreturning to
postwar Tokyo,The Teahouse of the August Mad®56) with Marlon
Brando playing an Okinawan interpretéqst in Translation(2003) in
which the protagonist feels lost, among other thingp a Japanese
interpreter's ‘undertranslation” aniflemoirs of a Geishg2005) with
Chinese actresses playimgeisha in English and Japanese. Perhaps
because of the higher visibility of multilinguaheima owing to the global
network of distribution with diverse channels (tteza DVDs, online,
etc.) and transnational production in the curreavimindustry (Nornes,
2007), researchers have been paying greater atteintirecent years to
issues of language and translation in movies witlititimgual settings.
Following pioneering studies on multilingualism amahslation in fiction
(e.g., Delabastita, 2002; Delabastita & GrutmarQ532@Grutman, 1998),
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foci of such investigations include: in what wayplarality of languages
are represented in movies, how characters who sfaraign’ languages
are depicted, and what strategies are used torjresétilingual movies
to audiences in various language markets (e.gictigdabacher, 2008;
Cronin, 2009; O’Sullivan 2011Serban, 2012). The present paper
contributes to the current discussion on multilalgam in cinema by
examining the award-winning Chinese filrGuizi lai le to add new
information and perspectives to a body of resednelh primarily deals
with films originating in Hollywood and Europe.

Known asDevils on the Doorstem English,Guizi lai le (literally,
“Devils have come”) is set in a Chinese villageidgrthe tail end and
aftermath of World War Il in 1945. Excepting thatl&venty minutes of
sheer horror, the film mainly depicts rather corhieechanges between
Chinese locals and two captives under their custadyapanese soldier
and a Chinese interpreter employed by the Japaresg Unlike many
Hollywood movies in which multilingualism is treatavith ‘replacement
strategies’ (Bleichenbacher, 2008), language contathis film carries
the appearance of authenticity: Japanese solgieekslapanese, Chinese
characters use Chinese, and interpreters mediatmaaication between
them. There are even a few English lines spokerbgrican soldiers
towards the end. In other words, this is a mufjilial movie with a
realistic treatment of languages (‘presence styatéBleichenbacher,
2008)). In addition, the behavior and fate of theptared Chinese
interpreter invites discussion on various issuegdaby interpreters in
war. This interpreter often takes great libertiesrtake things up in his
renditions in order to avoid upsetting either paniythe conflict and for
his own survival: he moans over the curse of thve lnaork he put in to
acquire Japanese language skills only to get ocagbtand condemned by
his own people, and he becomes a victim of posswarmary execution
as a disgracefulanjian (a traitor to China).

The aims of the present paper are twofold. One idescribe and
analyze how the two languages, Chinese and Japamrese used
throughout the film and interpreting between thesrhandled in three
different sets of subtitles, Chinese, JapaneseEangtish; focusing on the
technical aspects and the treatment of offensinguage. The other is to
examine how the Chinese interpreter is depictedermovie by referring
to the historical context of the story, the poweinterpreters to control
the information and the complex position of intetprs who sometimes
work against their own people in war and conflict.

This study first presents a synopsis@dizi lai le and its three
DVD editions used for the analysis. It then examiseme technical,
linguistic and cultural characteristics of the sildd, followed by
discussion on the portrayal of the Chinese intégprélo conclude, the
issues raised through the present paper are supgtdaand directions of
future research are suggested.
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2. Guiz lai le, Devils on the Doorstep, and Oni-ga Kita

2.1. Synopsis and reception

Set in a village in Japanese-occupied northern &tthre story ofGuizi
lai le starts one night in January 1945 with a mysterimasi dumping
two sacks at Ma Dasan’s doorstep and telling Macal peasant, to keep
them until he returns. In the sacks are a woundgzhrikese soldier,
Hanaya Kosaburo, and a Chinese interpreter, Domgliéan, working for
the Japanese army. The man never comes back. Mandlagers end
up attending to the two captives for a long timangklya fails to Kkill
himself, be killed or escape, Dong mediates maatpdly, and Ma
struggles with the fear of being killed or of kil§i. These circumstances
produce a somewhat amicable relationship betweenay#a and the
villagers. Hanaya suggests the villagers returntoithe Japanese troops
with a promise of food in exchange. Though Cap&akatsuka violently
reprimands Hanaya for coming back alive after béakgn as a prisoner
of war, he honors Hanaya’s promise and holds ausriqr the villagers
with his soldiers. In the middle of the feast, thehavior of some of the
villagers irritates Sakatsuka, and he orders his toeslaughter them. All
of a sudden, celebration turns into massacre angillage is completely
destroyed. As Hanaya tries to commit suicide, Sakat informs him of
the end of the war. In the aftermath, Dong is sbadeath as aanjian
Meanwhile, in revenge, Ma attacks the Japaneseessldvho are now
detained by the Chinese army. A Kuomintang commaicdés Ma a
disgrace and orders a Japanese soldier to execuoteirh public.
Ironically, it is Hanaya who beheads Ma.

A working version ofGuizi lai le premiered at the Cannes Film
Festival in 2000 and won the Jury Grand Prix. Tién€se government
banned the film from showing in China (Hajari, 2R0Director Jiang
Wen was also banned from directing films for fiveays (Silbergeld,
2008). Reported reasons include: that Jiang sus@tizi lai le to the
Cannes competition without the Chinese governmgugisnission; that
the movie is too sympathetic to the Japanese ssjdiad that the movie
depicts villagers as too passive and ignorant, gyaeigainst the Chinese
narrative of its victory in resisting the Japangsg., Gries, 2004; Hajari,
2000; Jiang & Kawamoto, 2002; Silbergeld, 2008)bsaquently, a
shortened final version was shown in theaters riatgonally. Critically
acclaimed, Guizi lai le fetched five more international prizes after
Cannes.
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2.2. Three DVDs examined

The present paper examines the subtitles includédrée DVD editions
of Guizi lai le Japanese, American and Chinese. The Japanegm edit
was released with Japanese subtitles by Geneo®0a, 2and the US
edition with English subtitles by Homevision Enééniment in 2005. The
Chinese edition, released by Guangzhou Audio-ViBudllishing House,
was acquired by the author through a Japaneseeositiopping site for
Chinese books and DVDs in 2012 but does not caryyirgormation on
the year of its release. It has Chinese, Englisgpadese and Korean
subtitles. The Japanese and the English subtitléha Chinese edition
are identical to those in the Japanese and USoesljtrespectively. The
names of the English subtitler and the French gebétre included in the
original film credits. From the start of the prdje¢tiang Wen was aiming
at the Cannes competition (Hajari, 2000; Kagaw@220The English and
French subtitles were probably prepared as pdheoproduction process.
The names of the Japanese subtitler and subtitieredre shown at the
end of the movie in the Japanese DVD. The China#ge Boes not carry
the names of its Japanese or Chinese subtitlesholild be noted that:
the cover of the US version shows “devils on therdtep” as the title;
the cover of the Japanese version presents “OiiHgdl’ (in Japanese
characters; literally “Demons have come!”) as tile,tbut also includes
the original title, “Guizi lai le” (in Chinese chagters), and the English
title, “DEVILS ON THE DOORSTEPS”; and the cover ttfe Chinese
version carries the original title, “Guizi lai l€in Chinese characters),
accompanied by an English title, “DURING THAT WARdespite the
fact that the English subtitle for the title withime movie says “DEVILS
ON THE DOORSTEP”.

It seems important to explain the Chinese waiZi (2 7)" at
this point. Generally translated as “devil” or “demfi in English, it is a
pejorative term for foreigners and has been useaesthe Japanese
aggression in China, to insult the Japanese antesxhatred against
them. The word 6ni (&)” in the Japanese title is usually translated as
“demon” or “ogre” in English, but actually refer® tsupernatural
creatures in Japanese folklore that symbolize dungetinvincible, evil,
or to be feared. Since it does not necessarily hakelly negative
connotations, the Japanese title, accompanied bgxelamation mark,
could project something light and amusing, in casitwith the Chinese
title which clearly refers to the hated Japarieliang Wen acknowledges
in his interview that some people were concernealiithe word ‘devil’
being too strong (Hajari, ibid.). Such concern mighve been a reason
the distributor of the Chinese DVD decided to uskeil-less, vague title
in English, “DURING THAT WAR,” on the cover.
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2.3. Script tranglation and casting

Director Jiang Wen seems to have pursued a reatiggpiction of the
film’'s wartime setting, having studied the looksldrehavior of Japanese
soldiers among other things (Jiang, 2000/2005mé&ily shot in black
and white, the film has a feel of old war moviemngd cast Japanese
actors for Japanese characters and Chinese actohinese characters
(“self-representative casting{Shohat & Stam, 1994, pp. 189-191)).
Loosely based on a novel, the screenplay was dbewrby Jiang and
three other writers. According to Teruyuki Kagaw8@?2), the Japanese
actor who played Hanaya, Jiang kept rewriting itrgps almost daily as
he shot the film. Two Japanese student actors wadgpharts in the movie
translated the updated script into Japanese on-gleen Japanese
dialogues translated from the Chinese script sadindenatural to
Japanese actors, they challenged Jiang and rediblgedsues (Kagawa,
2002). It seems that effort was made to achievegtiistic self-
representation” (Shohat & Stam, 1994, pp. 191-1@Ming “equal
prominence” (Delabastita & Grutman, 2005, p. 16ptth Chinese and
Japanese.

Interestingly, Yuan Ding, who played Dong Hanchtre (Chinese
interpreter), also acted as a real-life interpreeween the Japanese cast
and Jiang Wen and his Chinese staff on the setgaldth the above-
mentioned Japanese actors/translators and otliegual staff (Kagawa,
2002). In a way, the representation of multilinggral in Guizi lai leis as
authentic as it can be, having Japanese nativeakisge Japanese,
Chinese natives speaking Chinese, and a Chinesgesp bilingual
playing an interpreter. As the realistic languageatinent was
consistently carried out throughout the movie aih de considered a full
implementation of ‘vehicular matching’ (Sternbed81). There is no
trace of ‘replacement strategy’ (Bleichenbacher0&0 which can be
found in many mainstream movies suchTag Last Empero(1987), in
which Chinese and Japanese characters speak Ealgtiskt exclusively.

3. Subtitles

As mentioned earlieiGuizi lai le resorts to subtitles, instead of dubbing,
to deal with multilingualism within the film and rfats distribution in
different language markets. The use of subtitlesr @ubbing or other
types of audiovisual translation may be attributedarious factors such
as practices in a particular markend the audience’s preference in a
particular genr® In the case ouizi lai le however, the most important
reason for opting for subtitles probably derivesnir the realistic
treatment of languages and the significant roleriterpreter plays in the
movie. As O’'Sullivan (2011, pp. 180-188) suggesis, use of dubbing
can erode multilingualism in cinema due to the otigle use of a single
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language. If dubbing were used Guizi lai le it would be difficult to

project the same tension and confusion Hanaya lemdilagers exhibit
for not understanding each other and being at gnreyrof the interpreter.
Above all, it is highly doubtful if dubbing in arglle language can
accommodate the interpreter-mediated dialoguesghwhaturally occur
across at least two languages. It simply would sugport the narrative
coherence of the movie.

In what follows, some characteristics of the Japanémerican
and Chinese DVD subtitling @buizi lai le are discussed. The focus is on
the technical aspects involved in handling a pityralf languages and on
how derogatory terms are translated in the thresecdesubtitles.

3.1. Technical aspects of subtitlesin Guiz lai le

There is a practice of providing Chinese subtifles Chinese films in
Chinese-speaking markets. Gambier (2012, p. 4®rgefo two main
purposes for intralingual subtitling (also known e&ptions or same
language subtitling): one for language learning ahd other for
accessibility (for the deaf and hard of hearing).the case of Chinese
films, the customary practice of displaying almestbatim what is said
on screen presumably originated as an educatiawl tb promote
literacy and aid people who speak different vagetf Chinesefrom the
Chinese spoken in a given film (Curtin, 2007, p). Accordingly, in the
Chinese DVD ofGuizi lai le as well, Chinese subtitles are provided not
only for the Japanese and English dialogues (ingaral subtitling) but
also for the Chinese dialogues (intralingual slibgj. Chinese subtitles
are provided throughout the movie, except in sons¢ances where the
interpreter delivers a faithful interpretation froGhinese into Japanese
(presumably in order to avoid redundancy) and whenengages in
whisper interpreting. There is nothing to indicédach as by the use of
italics, quotation marks or parentheses) if a gisehtitle is the verbatim
rendition of a Chinese line or a translation of apahese line. It is
assumed that such indications are unnecessary lime&e-speaking
audiences to make the distinction.

In the professional practice of Japanese sulgfjtiinis generally
understood that Japanese subtitles should be dirtotéwo lines, with at
most 13 characters on one line, four characterssgeond, and a well-
balanced mix of the three different types of scfiptagana katakana
andkanji) for readability (Sato et al., 2003). All non-3apse lines in the
movie are accompanied by Japanese subtitles, exdept the Chinese
interpreter translates Japanese into Chinese d#jthfpresumably to
avoid redundancy — the Japanese subtitle for ttegpireter's rendition
would simply be a repeat of what the Japanese spdwld said. In the
scene where villagers interrogate the two captitresChinese interpreter
frequently shifts his ‘footing’ (Goffman, 1981) bydelivering
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interpretation into Chinese and speaking for hifmsigtrnately. Here, the
Japanese subtitles for the interpretations (whetaignful or not) are

presented in parentheses in order to distinguismtirom those for the
interpreter's own utterances, which are presentiéitdbwt parentheses. In
the English version, the subtitles for Japaneskgligs are in italics so
that they can be differentiated from those for @k& which are not
italicized. No English subtitles are provided irvesal instances where
the interpreter gives faithful renditions or engagewhisper interpreting.

The reason the Japanese subtitles use parenthesiesli¢ate
translations in the above-mentioned scene is atgibto characteristics
of the Japanese language. Unlike the current siofesl practice of
using the first person in interpreting, the Chinasterpreter in this
interrogation scene uses the third person, suctd@s new to China,”
and “He begs not to kill him,” instead of “I'm netw China,” and “I beg
you not to kill me”. Since the English subtitlesskethe “he” used in the
Chinese source speech, it is clear for the audi¢maethose lines are
meant to be “translation”, not the interpretengnoremarks. In contrast,
“he” is missing in the Japanese subtitles. Thiseisause the grammatical
subject is often omitted in a Japanese sentendeghammissing subject is
even more common in Japanese subtitles due t@#tmisconstraint. The
examples above would read “new to China” and “beg to Kill” in
Japanese subtitles. Hence, the need for sometuigh @s parentheses) to
differentiate the interpreter’s renditions from bisn speech arises.

The redundancy issue of translating the interpeetéaithful
renditions in subtitles is rather obvious. Unlikdi€getic interpreting”
(O’Sullivan, 2011, pp. 80-93) in which interpretimgy utilized without
subtitles partly for storytelling for the audien@nd the effect of
“suspense” (O’Sullivan, 2011, pp. 85-87) (s&kogun 1980, for
example), interpreter-mediated communication is@méed inGuizi lai le
in such a way that the audience understands theeapeech (as is or
with subtitles). Therefore, subtitles for interrtains will be repetitions
that may place an unnecessary cognitive burdermeraadience if they
are faithful renditions of the source speech. Sirmbtitles are
consistently provided for intentional mistranslascand the interpreter’s
own remarks irGuizi lai le the audience would probably assume that no
subtitle means accurate translation.

3.2. Subtitles of offensive language in Guiz lai le

Reduction, condensation and omission are oftenusissrl as common
strategies to deal with spatial and temporal cairgls in subtitling (e.g.,
Diaz Cintas & Remael, 2007; Georgakopoulou, 20@8addition, due to
the cross-modal transfer from the spoken to théem; accents and other
individual speech traits tend to be “neutralize®igz Cintas, 2010, p.
346) in subtitles. In particular, foul language Isas swearing and racial
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slurs tends to become the target of deletion omitigation” because of
“the tacit belief that they are more offensive wistarkly reproduced in
text than when verbalized” (Diaz Cintas, 2010, 46)3 Diaz Cintas and
Remael (2007, pp. 195-200) point out, however, thattranslation of
swearing and taboo language is important when tweyribute to the
characterization and thematization of a given film.

Against the backdrop of military operations andgnasetric
power relations between the occupier and the oedypiwearwords and
other offensive language aboundGuizi lai le They are key indicators
of the hostile perception the Chinese held of #ygadese as well as the
arrogance and rudeness of the Japanese soldiggen@ieg on how such
indicators are represented in subtitles, a Chineading audience, a
Japanese-reading audience and an English-readihgnae may develop
different impressions of the characters and seitirige movie. A corpus-
based comprehensive analysis of swearword sultitinan extensive
experiment of audience reception is beyond the esamipthe present
research. However, it should be noted here thatsecaltural name-
calling is present in varying degrees in the dédfersets of subtitles.

First of all, translating words that insult a peutar nation or
people into the language of that nation or peopl@roblematic. For
instance, Chinese charactersGuizi lai le consistently use pejorative
terms (H A& ¥ or HA W F; literally “Japanese devil”) to refer to
Japanese soldiers throughout the movie. They anslated as “Jap(s)” in
English subtitles, but the corresponding Japanabkétles have nothing
to signify the derogatory tone. They simply sayaigse {4 A\) or
Japanese soldiergi(&fz). There are several possible reasons for this.
First and foremost, there is not really a pejortivord to refer to
Japanese in the Japanese language. Something a®pjarcould be
added to indicate the harshness of the origingudage, such as “devil-
like Japanese” ™ X 5 72 H A N), but it would be too wordy and hence
too long for a subtitle. Other alternatives suclishit-Japanese”{ ¢ H
A N), could be used, but the translator’s self-cetprsr censorship by
the distributor may be imposed in order not to mdfethe Japanese
audience. In fact, a glimpse of censorship in Hgadese subtitles can be
detected in another scene in the movie, where Deggets having
learned Japanese and says in Chinese that in kidiieehe wants to
come back as a mute. The corresponding Japanegilesudates,
however, that he would not [learn] a foreign lamgrian his next life.
According to the Japanese subtitler (Terao, 2083, modification is
due to his own self-censorship out of consideration ‘the orally
challenged’: an explanatory alternative; ®OF|iF 72> A (a person who
cannot speak), would be too long for a subtitle.

Of course, subtitles are not the only venue fer dadience to
appreciate the attitudes and feelings held by thimé3e characters and
Japanese soldiers towards one another. Theredadkand paralinguistic
information, such as gestures and facial expressiamailable in the
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audiovisual medium. However, the untranslatabilify the term the
Chinese use to refer to Japanese soldiers leagemuttience unaware of
its crudeness and force.

The Japanese soldiers also use pejorative termegeioto China
and the ChinesexJIl (Shing and® < A Z A (chankorg. SinceShina
originates in Chinesezfing to refer to China, Chinese subtitles use the
same wordShinaor Zhinaused to be a neutral term, but it came to carry
a derogatory tone during the Japanese aggressi@miima (Liu, 2009)
and it retains that connotation today (GottliebQ20 In English subtitles,
it is simply translated as “China,” since China basays been called by
that name in English in modern history. The originchankorois not
clear, but it is a pejorative word used extensiishyJapanese soldiers to
refer to Chinese people. The Chinese and Englidiities seem to
maintain the offensive tone ohankoro it is mostly translated ag 5
(*Zhina pig(s)”) in Chinese and as “Chinese pig(s)” or frigeel(s)” in
English. This may mean that Chinese-reading andligfhgeading
audiences can be as cognizant as Japanese aud@ntdes Japanese
troop’s rudeness and arrogance in terms of theguage use.

As previously mentioned, the relative ‘cleanliness the
Japanese subtitles could be explained by variocieria the ‘spatially-
challenged’ nature of the Japanese writing systdth whree sets of
scripf, fewer standalone swearwords in Japaheard self- or other-
censorship. It would be a difficult challenge fotyalapanese subtitler to
tackle profanity-filled Chinese dialogues (Buizi lai le Any faithful
renditions could attract excessive attention tosthigtitles themselves due
to their markedness, leaving the film itself in treckground (see the case
of the Japanese subtitles fbull Metal Jacket(1987}%. On the other
hand, English has a wider range of swearing leaisl it may be better
equipped to deal with Chinese profanity in a mdexible way. The
frequently used “turtle fucker” (forf /\, which means a turtle and
something like “bastard”) is an example of a creatsolution to
translating terms deeply rooted in Chinese culture.the end, the
harshness of cross-cultural offensive language rhay understood
differently depending on which subtitles differenidiences read.

4. Multiplefaces of the inter preter

Interpreters in movies and fiction are often deguctas unreliable,
manipulative, hybrid beings with double loyaltiesg;, Ben-Ari, 2010;
Cronin, 2009; Kaindl, 2012; O’Sullivan, 2011). Dorganchen, the
Chinese interpreter inGuizi lai le may also fit into such a
characterization. He invents translations, givasglege lessons, and
explains cultural differences in order to managsesrand ensure his own
survival. These actions not only contribute to tloenedic aspect of the
story, but they also make the interpreter visibie &ring issues of the
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interpreter’s role and power to the fore. In f&bng is presented as more
than a mere comedic or narrative vehicle for theiendrhe audience can
glean snippets of information from dialogues akisofamily, educational
and professional background and his thoughts amgbem interpreter for
the enemy. In other word§uizi lai le portrays the interpreter with a
human face, as a fairly developed character. Titesitve representation
of the interpreter may lead to the audience’s carge of the historical
context of Japanese occupation in China, the issuigderpreter loyalty
in conflict, and the concept of interpreters agdra and war criminals.
The following sections focus on scenes and dialsgirat epitomize
those different traits of interpreters and disctiss significance of
representing them in cinema.

4.1. Theinterpreter as (mis)infor mer

Early in the movie, there is a scene where an eliflager interrogates
Hanaya and Dong. Dong tries hard not to create stil@situation by

begging for life and taking great liberties in &ltg Hanaya's rude and
offensive utterances in his interpreting. In thieléabelow, some relevant
dialogues in this scene are shown with the soupeech (Chinese or
Japanese) with English translation (by the authod) its English subtitle.
“C” is the Chinese interrogator, “H” is Hanaya, “I¥’Dong speaking for
himself, and “I” is Dong'’s (assumed) interpretation

Table 1: The interpreter’s manipulative renditions

Source speech (Chinese or Japanese) English esbtitl
D: 4! [Spare my life!] Don't kill us.
H: E2 8T, &% Shoot me. Kill me.

[Shoot me. Kill me.]

H: 5% 8 KRR E If you've got the guts. Cowards.
[Be courageous, cowards.]

C: X4 JLVEIX 4 KW 2 1 2 [How | How come his name’s so long?
is this name so long? What?]

D: k& X &»Bn—FKUZH2 S | Comeon, we don’'t want to be killed.
[Stop it. To live is most important.]

C: WrANE, AB--- A [E 1% We don't understand. Turn it intp

[Don't understand. Change. Chang&hinese.
into Chinese.]
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I Al il e E /N =8, 25 % [He

says his name is Kosaburo Hanaya, 2

His name is Kosaburo Hanaya. He’s 25.

5]

C: At p E 5 AN 2 iR A
A4 ? [Killed Chinese men? Rape]
Chinese women?

Has he killed Chinese men? Violat
dChinese women?

L FEOBEZZRLEZZEND DN
FEOLZL LI E03H 5D
[Have you killed Chinese men? Ha
you raped Chinese women?]

Have you killed Chinese men? Rap
Chinese women?
e

H: % L7z L7z ZTOHIZZZ
XA k7= A 72 [Killed. Raped. |
came toShinafor that.]

Of course. That's what | came to Chinha

for!

C: A yi A Mt o B ¥ i v 2 A
G E BN AR A )
[He says he just came to China, h
never seen Chinese women, ne
killed a Chinese man. He is a cook.]

He's new to China. Hasn't seen a
women yet. He’s killed no one. He's
asook.

er

ny

H: F.< <°41— [Do it quickly.]

Just do it.

A BERORARAT Bl FRIE 1!

[He begs you not to kill him! Please!]

He begs you not to kill him.

D: &aah ! Rk HiF L FEE

Z2f%! [Hold on! | have a lot to say!]

Hold on! I've got more to say.

H: B2 %% EIIsEz2AnA [Kil
me. I'm not afraid to die.]

Kill me! I'm not afraid to die!

I RAE— R/ TLHENLIE [Only a

small unit, five machine guns.]

It's a small unit! There are five machir]
guns!

H: KAAMEREFE IR SN THE
X 5 17 A% — [The Japanes
Imperial Army may be killed, but wil
never be humiliated.]

You can kill us, but never insult us!

Y

I L& HEIE WA R [Nine
telephones, two radios!]

They have nine telephones, two radio g

ets

H: fashic et A MashicfLEIC
# </ [Will never surrender. Will
never betray the homeland.]

I'll never surrender! Or betray th
motherland!
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I: RPE—A #ZFE —4 [A grain | An ammunition depot!
storage, an ammunition depot.]

H: BEiTHHcls> KEPETH | Well be victorious! Long live the
% [The Imperial Army will surely win.| emperor!
Long live the emperor!]

I: A+ PYIE ! [And 14 horses.] - And 14 horses!
H: B < T — [Shoot me quickly.] - Shoot me!
I: ZZfL5e ! [That's all.] That's it.

Here, Dong hardly ever interprets what Hanaya Sahfully. He
seldom interprets into Japanese what the Chineles says, either, since
Hanaya is not interested in cooperating with hipt@s and keeps
screaming at them, asking to be killed. Dong dasswant to be killed.
He is not a Japanese soldier taught to die if ted®mprisoner of war.
Dong'’s instinct for survival leads to a creativéusion, which is to alter
drastically what Hanaya says and volunteer somerrimtion on the
Japanese troops in order to thwart the tensiongivel the captors the
impression that he and Hanaya are harmless anciiiye.

Dong can control and manipulate the discourse tsecad his
position in the middle as a mediator of communaatbetween parties
who do not understand each other’'s language. Bhis élassic case of
Anderson’s argument (1976) on the power the inttgprpossesses by
monopolizing the means of communication and colitigothe discourse.
This model, however, does not necessarily applynwaebilingual or
bilinguals of the relevant languages are preseroiin parties, and the
interpreter is aware that the accuracy of the m&ation can be checked.
It should be noted that Dong acts like an obseauipawerless servant of
Captain Sakatsuka’'s once he and Hanaya returnetaldpanese army
base, as there is always someone who understanides€h however
imperfectly, around Sakatsuka, and he is presumabbred of the
repercussions of any noticed mistranslation, ifeat or otherwise.

42. The interpreter as (manipulative) language teacher and
inter cultural mediator

While bound in captivity, Hanaya tells Dong to tealsim the most
insulting and offensive words in Chinese. Hanayate/do enrage the
villagers with those words so that they will kiilhih Dong does not want
to cause any trouble. He teaches Hanaya ratherimgnusonsensical
phrases in Chinese, instead. When Ma and his mwee to feed Hanaya
and Dong, Hanaya screams at them in Chinese: “Hapgy Year,
brother and sister-in-law! You're my granddad. Bmour son!” (English
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subtitles: ES, hereafter). Bewildered, they ask doay Hanaya sounds
so angry when saying nice words. Dong explaingpsJsound the same
whether they're happy or angry. Why do you think eadl them devils?”

(ES). With Ma and his lover now smiling, Hanayasaglong why they

are not angry. Dong explains: “The Japanese arayalwursing them.

They are used to it.” (ES). Hanaya keeps shoukiegphrases. Ma’s lover
asks Dong if he taught them to Hanaya. Dong sages.“It's the spring

festival. | taught him propitious phrases to thamki both.” (ES). Ma

appreciates Dong'’s ‘thoughtfulness’.

Here again, Dong takes advantage of being the onég that
fully understands the two languages. He is a deweilanguage teacher
and a manipulating cross-cultural adviser. HanayhMa (and his lover)
have no choice but to rely on Dong and take hisde@t face value in
order to grasp the situation and communicate wéitheother. With the
help of subtitles, the audience, just like therpteter, can appreciate the
comedy of these exchanges. The audience may gisedcgie that Dong
is not fooling Ma and Hanaya just for the sake akimg fun of them.
This is ingenuity for his own survival, ingenuityatt carries him through
to the end of the war.

4.3. Theinterpreter astraitor

In the aftermath of the war, Dong is brought infoplace where spectators
gather to watch criminals executed under the doeaf a Kuomintang
officer. With his face almost unrecognizable througrture, Dong gets
shot to death as lzanjian who collaborated with the Japanese army. He
seems to have known his fate. Some of his remarksighout the movie
suggest that he was fully aware of his problemagtisition. He moans
over the curse of all the hard work he put intodgiog Japanese and
wishes he were a mute. A son of a public officilBlong is from
Manchuria in northeast China, which was ruled l®yiapanese. He is an
educated man in contrast with the peasant villagads Hanaya who is
also from a poor village in Japan. The movie does directly show
under what circumstances Dong became an employdbeofapanese
army, but it does not seem that he was a willingigpant.

Although interpreters in war and conflict did reftract much
scholarly attention until recently, they have plhysignificant roles
throughout history in a range of fields, includimgelligence gathering,
military combats, cease-fire negotiations, postaecupations and war
crimes trials (e.g., Footitt & Kelly, 2012; Inglati, 2012; Takeda, 2009,
2010). Within Cronin’s framework (2006) of autonamso and
heteronomous interpreters, Dong seems to be aatypieteronomous
interpreter (a locally procured interpreter): heéhis occupied who learns
the occupier’s language and works for the occupgng his language
skills. In the time and place whefuizi lai le was set, the use of
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Japanese was mandated in government, military eimalos functions of
Manchukuo, Japan’s Manchurian puppet state which e@g&ablished in
1932. Good command of Japanese was a gatewayettea job and more
money (Shi, 2003). Dong may have been forced by#panese army to
interpret for them or induced to do so with ecorogains or pragmatic
incentives. Either way, he was fully aware of tis& of being condemned
by his own people as a traitor.

The Chinese concept blnjian is unique in that it specifically
refers to a Chinese person who betrays China dghmiating with an
external force. During the Second Sino-Japanese Wvarsame person,
possibly an interpreter, could be calledhanjian (traitor) in Chinese, a
tainichi kyoryoku-sha(cooperator with Japan) in Japanese, and a
collaborator in English. In postwar military trials China a number of
Japanese and Chinese interpreters who worked &iJdpanese army
were prosecuted and executed as war criminals @#gy2005). Of those,
Chinese interpreters were also condemnduthagan (ibid.).

Divided loyalties of interpreters have been depictin
multilingual cinema (e.g., Cronin, 2009; O'Sullive2011). They are also
a key issue discussed in the examination of ingdeps in war (e.g.,
Takeda 2009, 2010). The dilemma interpreters facearking against
people of their ethnic and cultural heritage in nivey situations is not a
main focus ofGuizi lai le, however. Dong’s priority in the midst of
conflict is to stay alive. His behavior is alwaysided by how he could
stay safe. Dong does not seem to feel conflictestraggle with his sense
of loyalty when he tells Sakatsuka to disregardpittemise Hanaya made
to the villagers or when he volunteers informationthe Japanese troops
to the villagers. He is an opportunist who sidethwvhoever has the
power to keep him alive. Of course, this aspediwhan nature may be
found in people in the midst of life-threating, airsituations, yet
interpreters may be more recognizable as traitesalise they speak
directly to locals the language of evil, oppressamm tyranny on behalf
of the ruler, occupier and invader. At the sameetibeing an interpreter
can be empowering: an interpreter can exert hiseorpower to control
the information and manipulate the discourse ineortb protect the
locals, if there are no other bilinguals.Guizi lai le, however, this is not
the case.

Although Guizi lai le takes a realistic approach to handling
multilingual settings and even refers to the intetgr’'s background and
emotions, it is not a movie that concentrates om tbmplexity of
interpreting. Dong takes the foreground only wherspeaks for himself
or engages in manipulative translation. When hthfigly interprets in
whisper or otherwise, he is an insignificant pdrtttee scene. In other
words, Dong is invisible when he does what he [Fseged to do as an
interpreter, and he becomes visible when he crofisas presumed
boundary. It is not certain if such a depiction inferpreters would
perpetuate the image of interpreters as unreliabté manipulative, but
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Guizi lai le may have succeeded in bringing to the attentiorthef
audience the existence of interpreters in multisdgsettings and the
vulnerable position of heteronomous interpretensan.

5. Conclusion

In her discussion of the aesthetics of multilinggralin cinemaSerban
(2011) suggests that communication and mediatisnes observed in
multilingualism are even more visible in film, whicencourages the
audience to reflect on interpreter-mediated evenisnin (2009, p. 107)
also discusses the audience’s “reflexive awarenes&he difficult and
fraught process” of interpreting or language meaiaby referring to the
subtitles of Babel (2006). Further, O’Sullivan (2011) points out that
double-presentation of diegetic interpreting anttasiiegetic translation
(subtitles) can highlight the mediating task of itmerpreter.

Examination ofGuizi lai le in the present paper reinforces this
view of multilingualism in cinema as a rich oppanity for looking into
various aspects of communication and mediation ssctanguages and
cultures. The film offers interesting objects forabysis, such as different
strategies to represent a plurality of languaged @mditions by the
interpreter in subtitles, varying degrees of cesisipr (self- or otherwise)
in translating derogatory terms in different langes, issues involving
the power of interpreters to control and manipuEienmunication; the
notion of interpreters as traitors, and the vigibibind invisibility of
interpreters.

It may be interesting to discuss, in future workffedent
approaches to multilingualism and translation ineana in relation to
expectations of the audience. It could be arguattte linguistic realism
of Guizi lai le was pursued in line with expectations from theetyp
international audience the film was targeting, esgly the Japanese. In
contrast, movies in similar settings geared towhed Chinese domestic
market, for instance, may give more prominencééQGhinese language
and be less attentive to self-representative aastpartly because the
audience may not care much about linguistic auitign{Takeda, 2005).
As multilingualism in society and global film digiution develops
further with an ever-increasing transnational flotvpeople, goods and
information, audience expectations for the repredEem of
multilingualism in cinema may be changing, possitdyard a more
realistic approach, because of their greater exposu communication
across languages. Now that the spectators’ voioesr@re immediate
and accessible than ever via online media, it mayworthwhile to
investigate audiences’ views of multilingualism movies, however
partial they may be, and how filmmakers may beardjng to thert.

Due to the author’'s limited proficiency in Chinegbe present
paper did not engage in a fuller inquiry into limgjic features of the
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subtitle translation ofGuizi lai le Looking ahead, collaborative
investigation by researchers from different lingiagisand geographic
backgrounds should be encouraged to produce a aedhexpanded
inquiry into multilingualism in film. Also, reseahncon interpreters as war
collaborators may benefit from further examination interpreters
depicted in war-themed movies.
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Shohat & Stam (1994, p. 190) warns that selfegpntative casting is not sufficient to
achieve a “community self-representation” if “nditra structure and cinematic strategies”
are biased or distorted.

In the Japanese market, for example, out of 82&8dn films featured in theater in 2010,
289 had subtitles (88%), 31 had subtitles and dwghl§p%), and 8 had dubbing (3%)
(Shinohara, 2012, p. 209).

Nornes (2007, pp. 11-12) refers to a discussiomtellectuals’ preference of subtitles for
foreign (art) films in the United States.

Varieties/dialects of the Chinese language maybeomutually intelligible in their spoken
form but share the same written form in general.

Chinese is considered a more concise languageJtganese, which uses a combination of
a logographic writing systemkdnji) and two sets of phonographic writing systems
(hiraganaandkatakana.

Although there are ways to insult people by aimglydifferent levels oftaigu-hyogen
(expressions of consideration) in Japanese (We2@64), it is generally understood that the
Japanese language does not have many standaloaevends.

Displeased with the original Japanese subtitiess bamous translator who did not fully
present the profanity in the movie, director Stgnkubrick had the subtitles redone.
‘Abusive subtitling’ (Nornes, 2007) with a lot ofvented foul language in the second
version attracted great attention from the Japamesia and audience (Harada, 1998).

Besides the political issues of Chinese actregséng roles of Geisha, the representation
of the Japanese culture and language caused majgrogersy among the Japanese
audience oMemoirs of a Geishéor Sayuriin Japanese) in 2005, for instance.



