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1. INTRODUCTION

The aim of this paper is to examine the concept of manipulation in translation, as
exemplified in the translation of the songs of the cartoon movie Beauty and the
Beast, which, as will be shown throughout the paper, reveals a bias towards the
assumed audience of the movie.

This paper is divided into two main sections. The first section reviews the basic
references related to Translation Studies in general and also specific works on the
manipulation of translated literature. As is well known, the idea of manipulation
in translation has been the subject of considerable research in the framework of
the descriptive branch of Translation Studies (see map of the discipline in Figure
1 below). Several collections of essays have been published on this subject such as
the one edited by Theo Hermans (1985). The first section, therefore, is
concerned with Translation Studies as an autonomous discipline and with the
definition of some of its basic notions, such as morm, a technical term which
accounts for regularities in the behaviour of the translator when making decisions
regarding his translation. This part of the paper also focuses on manipulation itself
as a common phenomenon in translation, and comments on its origin, causes and
consequences. Finally, in this section I will also make a plea for the need for
t
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2.1. Translation Studies: an autonomous discipline

Hermans (1985: 10) states that in the 70s an international group of scholars
Proposcd a new approach to literary translations whose aim was “to establish a
new paradigm for the study of literary translation on the basis of a comprehensive

theory and ongoing practical research”.

In fact, the discipline was born out of the imperative need for a new approach to
translation, and it resulted in the adoption of a diametrically opposed perspective,
a descriptive perspective, to the detriment of the old-fashioned prescriptive
method. In addition, the study of translation no longer constituted a sub-branch
of linguistics, since the new discipline became totally detached from the general
science. As proposed by Holmes (1972), the name given to the discipline was

Translation Studies.

Traditionally, the source language, and the source text for that matter, was the
ideal to be imitated, come what may. With the birth of Translation Studies, the
scholars denounced the prescriptive and source-oriented approach of the
traditional field, for in their opinion translation must be conceived as a target-
oriented phenomenon. The reason for this primacy of the target culture is that
translated texts enter the target community to “occupy certain ‘slots’ in it.
Consequently, translators may be said to operate first and foremost in the interest
of the culture into which they are translating, however they conceive of that

interest” (Toury 1995:12).

Together with this change of orientation, scholars were no longer interested in the
question “how should translations be done?” but “how are translations done?”
(Ferndndez Polo 1999: 26-27). The direction of this approach, therefore, is not
from rules to translation, but the other way round. In other words, from the
analysis of actual translations the scholars will gather which »ules are being

followed by each translator in each case.

This obviously means that Translation Studies as an autonomous discipline
requires empirical research. This discipline is primarily practice-based, and the aim
is to describe the tendencies which govern the translation of certain text-types in
a given society and period. Nevertheless, this does not imply that Translation
Studies neglect theory. On the contrary, Translation Studies, like anyindependent
science, combines theory .and practice. In order for translation norms to be
representative, empirical studies must be ongoing, and at the same time, the
existence of previous norms will condition the making of new translations. The
connection between practice and theory is bi-directional, as Hermans (1985: 12)
clearly states: “Ideally, the process works both ways: case studies are guided by the
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The Traslation

Translation "activities should rather be regarded as having cultural
significance. Consequently, ‘translatorship’ amounts first and foremost to
being able to play a social role [...]. The acquisition of a'set of norms for
determining the suitability of that kind of behaviour [...] is therefore a
prerequisite for becoming 2 translator within a cultural environment.

That is, the translator plays an important role both socially and culturally and his
work goes far beyond any linguistic discipline. Translation must, therefore, be
regarded as 2 social act. It is undeniable that within a society there exist certain
norms which impose order and which safeguard that society from chaos. The same
kind of norms become, therefore, necessary in translation.

These norms, both in society in general and in translation in particular, “are the
main factors ensuring the establishment and retention of social order” (Toury
1995: 55). Just as some social behaviours are considered to be deviant from the
norm, translated texts may also be habitual or deviant according to the prevailing
norm at the moment and place of translation. A definition of translation norm is
provided by Baker (1993: 239) (as quoted by Fernindez Polo 1999: 36):
“options which are regularly taken by translators at a given time and in a given
socio-cultural situation”. Thus, translation norms are nothing but regularities
adopted by translators in a given time and place when translating a certain type of
text. The task of the student of translation must be, then, to look for these
regularities in order to find out which norms are being followed by the translator.
Toury’s (1995: 55) words are self-explanatory: “Ipasmuch as a norm is really
active and effective, one can therefore distinguish regularity of behaviour in
recurrent situations of the same type, which would rénder regularities a main
source for any seudy of norms as well” (his emphasis). Consequently, in any
empirical study of translation regularities should be looked for. This is what I have
done in this paper. However, before diving into the corpus-study, the concept of
norm should be further explained.

In fact, the concept of norm is somewhat more complex than the simple
equivalence with regularity. Toury (1995) distinguishes three types of norms that
regulate afly act of translation, namely the initial norm, preliminary norms and

operational norms.

"The initial norm stands for the choice between favouring the source or the target
pole. That is, the first choice the translator has to make is either to keep the
translation close to the original (the translation being adequate) 6F close to the
original text-type in the target culture (the translation being, then, acceptable). No
translation can be fully adequate or fully acceptable. Interferences from the
original language and culture prevent the translation from being fully acceptable,
and necessary and optional shifts between the two texts make full adequacy
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Apart from this obvious relation between translation and manipulation, one
should not forget that translators are constrained in many ways, as mentioned by
Alvarez and Vidal Claramonte (1996: 6), ranging from their own ideology to “the
public for whom the translation is intended” and “what the dominant institutions
and ideology expect of them”. That is, translation in most cases is related to the
commercial interest of those who hire translators. Translations are made in order
to address the audience of a culture which is different from the original one, and
those who link the original text to the new audience are not only translators but
companies which' distribute and sell the result of the act of translation, namely
publishers. Publishers, together with other institutions such as political parties and
the media, are among those groups of persons who Lefevere (1992: 15) names
“patronage”, and who “operate by means of institutions set up to regulate, if not
the writing of the literature, at least its distribution”. In the same line, Ferndndez
Polo (1999: 33), based on Toury (1995), also states that both publishers and
translation schools play an important role in the development of translation
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corpus I have found enough evidence to conclude that the translator has tried to
favour the target pole, and that the translation is, cléarly, acceptable rather thiad

adequate (cf. section 3.2. below).

3. ANALYSIS OF THE TRANSLATION OF THE SONGS IN
DISNEY’'S BEAUTY AND THE BEAST ‘

3.1. Description of the corpus

As already mentioned, the corpus to be analysed in this study consists of the songs
in Disney’s Beauty and the Beast. This corpus appeals to the scholar of Translation
Studies because, firstly, the original is in English, the language from which most
texts are translated today not only into Spanish, but also into many other
languages. This relates to the preliminary norms, which, according to Toury,
regulate the selection of the text-type to be translated (policy of translation) and
the divectness of transiation, which determines the source language translations are
usually made from (cf. section 2.2). Secondly, it is a product of the Disney factory,
which means that it is a commercial movie and as such it is expected to produce
as much money as possible, and hence the translation must be as attractive in the
target language as the original text is in the source language. Thirdly, this study
does not deal with the whole text of the movie, but only with the lyrics ~in theatre
texts songs are considered to be part of the dialogue (Basnett-Mcguire 1985: 89).
This is an especially important factor for the movie Beauty and the Beast was
awarded an Oscar for the best soundtrack. All these social considerations —that the
original is in English, that it is a product of the Disney factory and that the
soundtrack is considered to be the best of that year— constitute a challenge to the
translator, since ideally the movie should be as successful in the target community

as it was in the source one.

The materials I have used in my study are:
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- A video-tape of the original version of the movie,
> - a video-tape of the dubbed version of the movie, and
i - a hard copy of the corpus itself, with the original text of the songs wgnd the

translated version of them.
The corpus is divided into two main sections: the English (i.e. original) version of
the songs and the Spanish (and hence translated) version. The English version has
been downloaded from the Internet, while the Spanish version has been collected
by transcribing from the movie. Each version contains six songs. The titles are:
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(1)
Be Our Guest T 1OQué festin! T
They can sing El baller
They can dance para usted.

Esto es Francia, mademoiselle,
y cunloguiera aue se precie es batlorin

After all, Miss, this is France
And. o dinner beve is never second best

Here Lumiere is singing about all the wonderful things Belle is going to enjoy in
the castle. The reference to France is present both in the English and in the
Spanish version, although the implications are different (in the original it is
associated with good food, whereas in the translation it implies good dancers). It
must be borne in mind that the images of this scene play an important role since
we observe a revealing icon, the Eiffel Tower, in the background while the dishes
are dancing and singing. Obviously, this makes the reference to France

unavoidable.

However, when the reference to France implies power (instead of savoir faire or
social graces) and there is no referential image, the reference is omitted in the

Spanish, as exemplified in (2).

(2)
The Mob Song La cancidén del pueblo
Raise the flag Es un ser infernal,
Sing the song nuestya accion

sevd triunfal

Here we_come, we’ve fifty strong
poraue esn bestin criminal

" And fifyy Frenchmen can’t be wrong
Let’s kill the Beast Aebe moriv

These are the words the villagers are singing in their way to the castle. Gaston has
told them that the Beast is dangerous and that they should kill it. The people are
enthusiastic about the deed they are about to do, but there are different nuances
in the two texts. The English version says explicitly that the fact that those people
are French is a reason for thinking that they will achieve what they want (i.c. kill
the Beast). Nonetheless, the Spanish translation does not adduce such a reason for
a victory, but just says that they will succeed in the fight. Possibly, this is not a
fortuitous deletion. France and the French seem to have different stereotypes in

the U.S and in Spain, as shown in example (1).
Another example of shift due to cultural factors is found in the song entitled Be

Our Guest. When Mrs. Pott gets a spot, she claims in the Spanish version that
perfection is a classical Latin virtue. This allusion to the Latin culture may be
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related to the traditional classical educati

on in Spanish society,
absent from the American educational system.
(3)

Be Our Guest

iOué festin!
Clean it up! We want the company impressed

Perfeccién es nuestro lema,
Estd en latin

A similar cultural replacement takes place in Gaston (ex. 4), when Gaston’s words
“You can ask any Tom, Dick or Stanley” are replaced by an idiomatic Spanish
expression: “T pregunta a fulano y mariano”,

(4)
Gaston

Gastén
You can ask any Tom, Dick or Stanley

Ti pregunta a fulano y marign,

Although the use of the childish mariano, instead of mengano is parallel to the
English substitution of Harry by Stanley, this shifr might also show another type

of regular shifts found in the corpus, involving the total suppression or
substitution of slang and vulgar language.

b) Suppression of slang and vulgar language
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ters are frequently depicted by means of
pread device in literature, and is frequently lost in
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type are found. While the English original contains slang and vulgar vocabulary,
the Spanish version has suppressed it completely. A possible interpretation of such
a radical suppression could be the translator’s attempt to make the text suitable

for children. Frarco Aixel4 (1996: 64) calls this kind of shift “attenuation”, Let us
consider some examples.
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vie. Let us start with examples (5)

Gastén
Tienes mucha razin
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The song entitled Beauty and the Be
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(10)
Beauty and the Beast
Ever just 1, Bella y Bestin son
Ever.; sur;:ijzmg Hoy igual gue ayer
Ever as before bero nunca igual

Sstempre al arviesgar
uedes acertar

tu eleccidn fingl

Ever just as sure

As the sun will rise
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(1)
Beauty and the Beast
Certain as the sun
Rising in the east
Tale as old as time
Song as old as rhyme

Belln y Bestin son
Cierto como el sol
gue nos dn calor,

no hay mayor verdad:

In bellezn estd en el intevior

Apart from the substitution of concrete for abstract vocabulary, these two
examples are also cases where some kind of moral teaching has been included.
This seems to be caused by the translator’s attempt to make the text more explicit.
Does he think that the audience needs all these concrete ideas in order to follow
the plot? Example (12) provides evidence for this hypothesis: '

(12)

Something Theve Hay algo

Well, who’d have thonght? sQué pasa ahi?

Well, bless my sonl. sLos dos, por fin?

Well, who’d have known? Un par feliz.

Well, who indeed? 1Que sil jQué si!

And who’d have guessed they’d Vi o comenzar ln primavera en ¢l
come together on their own? Jardin

In this case, apart from the substitution of concrete phrases like slos dos, por fin?
for empty exclamations like less my soull, we find an example of substitution of
lyricism for prosaic language. The translator seems to be trying to make the text
sound similar to the typical happy ending of fairy tales. This would give support
to the already mentioned interpretation that the kind of audience expected for this
movie in Spain is different from the original US audience. Moral lessons and the
simplification of some sentences make the translation somewhat more naive than
the English original. We could say that these shifts and devices bring the text

closer to children than to adults.

The next group of examples may also lend support to this hypothesis. They are
examples of the replacement of neutral statements by exaggerations.

d) Exaggerations v -

On 2 number of occasions, the English original shows a rather neutral statement
which is replaced by an exaggeration in the Spanish translation. Only in two
examples is the exaggeration present in the English version, but even then the
overstatement is stronger in the translation than in the original (cf. ex. 14, 15). It




Witness (13):
(13)

Belle
Belin
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What & puzsle to the yes of us is Belle -'C“’” e din data

UaAnao lee no se peyerdn de comer

(14)

 Gaston Cussi
aston
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" and ev’ry last inch of me is
covered with haiy

(15)
Gaston Gastd,
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dozen eggs [...]
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child. As for (15), it is obvious that the original text contains an overstatement,
put the difference between what Gaston used to eat as a child and as an adult is

not so exaggerated as in the Spanish version.

Finally, let us consider the following words by Lumiere in Be Our Guest:

(16)
Be Our Guest 1Oué festin!
(&) Til you shout “Enough! I'm done!” Y entre velas y caviaves servivemos

mil manjares

(b) Tonight youw’ll prop your feet up Y dormird cien boras, pero ahora coma

These are"clear examples of exaggerations in a very fairy-tale-like manner. The

English version contains common expressions that could be used in any regular

dialogue, including the humorous expression in (b), according to the OED (s.»

propv., 1 b). The Spanish translation contains not only two obvious exaggerations,
but also the kind of language that we find in fairy tales. For example, the speaker
uses the polite second person pronoun to address Belle (dormird, coms). Though
this cannot be done in the original, however, the use of expressions such as
Enough! 'm done! and you’ll prop your feer up contrast certainly with the fairy-tale-
like language found in the Spanish version. In addition to this, the Spanish version
describes the setting of the dinner (entre velas y caviares) and makes use of a very
refined word to refer to food, manjares. All these linguistic connections with fairy
tales seem to support the idea that the Spanish translation is not addressed
indiscriminately to every kind of audience but to a very specific one, namely to

children.

The four kinds of shifts analysed in this section, namely, cultural shifts, suppression

of slang and vulgar language, substitution of concrete for abstract vocabulary and

exaggerations, seem to contribute to the adaptation of the text to an infant

audience. First, the English original often presents references that children would

not immediately understand, for instance, cultural allusions (e.g. examples 1, 2 &
3) and abstract concepts (e.g. examples 10 & 11). Second, linguistic changes in
the translation make the text suitable for children, as seen in examples (5), (13) &
(16), for instance. I conclude, on this evidence, that the text of ‘the songs of
Disney’s Beauty and the.Beast has undergone manipulation in the process of
translation: while the English original seems to have been addressed to all kinds of
audiences, the Spanish translation was made with children in mind.
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4. CONCLUSION
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However, it should not be forgotten that this is just a one-text-corpus study, and
that_in order to formulate definite conclusions more similar texts should be
reviewed (cf. Toury 1995: 38; and Fernindez Polo 1999: 44-5).

This paper, however, does not attempt to formulate general rules about the
translation of cartoon movies into Spanish. It is just a thorough study of one
particular text, in the line of the research models found in essay collections such
as the ones edited by Hermans (1985) or Tirkkonen-Condit and Condit (1989).
Just as those scholars write about their findings in individual texts, this paper
proposes to explore the text in question as an example of manipulation in
translation for reasons of adaptation to the target community. Since this study is
only based on a single text, it is impossible to determine the factors which have
caused the translator to make these decisions. Were they his own decisions? Or was
he influenced by the Spanish film distributors in the same way that translators have
been influenced by publishers in this country? An answer to these questions needs

further research.
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2 Tirkkonen-Condit comments on
the translations of the novels published by
Harlequin. Changes like the elimination of
“boring” descriptions of characters and
linguistic simplification had been insisted on
by the editors and the result got a very good
response from the Finnish audience. In other
words, “the employer’s ideas about
acceptability did in fact coincide with the
reader’s ideas of acceptability” (Tirkkonen-
Condit 1989: 8). Vanderawera (1985: 199),
however, reports the lack of success of Dutch

literature translated into English. In her
opinion, “the mechanisms of the literary
market, and literary taste at the target pole
appear to function as commercial and
aesthetic censors affecting the distribution
and reception of translated literature”{my
emphasis).

3. | should point out that only the
English tities are the actual titles, the Spanish
ones are my transiation of them. Since the
titles of the songs are not provided in the
movie, | have decided to translate them in
order to make it easier to refer to the texts
themselves in the rest of this paper. -

4, Although | am aware that formal
characteristics 'such as synt{g}ctic constraints
(e.g. number of words per verse, etc.)
constitute an important factor to be taken into
account in this type of study, for reasons of
space | will only focus on features related to
the content of the text, as outlined in the four
above-mentioned levels of shifts.
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S. The words in bold type which
precede each example correspond to the

English and the Spanish titles of the songs 7

respectively.

S, Tirkkonen-Condit (1989: 12-13)
mentions a study of the English translation of
Finnish war books by one of the students at
the University of Joensuu. She shows that

Works cifed

while. the English translation presents no
linguistic characterization of the characters,
the Finnish . original contains. contrasts
between soldiers and officers “and those
between various provincial stereotypes
created through dialogues: humorous and
sociable versus stubborn and reserved, lively
and clever versus slow and stupid”

Awarez, Roman and M. Carmen Africa ViDAL
CLARAMONTE. (eds.). 1996. Translation, Power,
Subversion. Clevedon, Philadelphia,
Adelaide: Multilingual Matters.

—-. 1996. “Translating: A Political Act” In
Alvarez, Roman and M. Carmen Africa Vidal
Claramonte. {eds.).: 1-9.

Baker, Mona. 1993. “Corpus linguistics and
translation  studies. Implications and
applications” In Baker, Mona, Francis Gill and
Elena Tognili-Bonelli. (eds.). T7ext and
technology. In honour of John Sinclair.
Philadelphia/Amsterdam: John Benjamins:
233-252.

BasNeT-McGuire, Susan. 1985, “Ways
Through the Labyrinth. Strategies and
Methods for Translating Theatre Texts” In
Hermans, Theo. (ed.).: 87-102.

FERNANDEZ PoLo, Francisco Javier. 1999.
Traduccidn y retrica contrastiva. A propésito
de la traduccién de textos de divulgacién
cientifica del inglés al espafiol. Santiago de
Compostela: Universidade de Santiago de
Compostela. Servicio de Publicacions e
Intercambio Cientifico.

FrRANCO AIXELA, Javier. 1996. “Culture-Specific
Items in Translation” In Alvarez, Roman and
M. Carmen Africa Vidal Claramonte. (eds.).:
52-78. ’ :

HermAns, Theo. (ed.). 1985. The Manipulation
of Literature. Studies in Literary Translation.
London/Sydney: Croom Helm.

HoLmes, James S. 1972. “The name and
nature of Translation Studies” 3" International
Congress of  Applied Linguistics.
Copenhagen. | have used the version which

- appears in Holmes, James S. 1988.

Translated! Amsterdam: Rodopi: 67-80.

LerFevere, André. 1992. Translation, Rewriting
and the Manipulation of Literary Fame.
London and New York: Routledge. .
Oxford English Dictionary (OED). 1993. 2nd
Edition on CD-Rom. Oxford: Oxford U.P.

PUURTINEN, Tiina. 1989. “Two Translations in
Comparison: A Study. on Readability” In
Tirkkonen-Condit, Sonja and Stephen Condit.
(eds.).: 87-112.

TIRKKONEN-CONDIT, Sonja and Stephen ConoIT.
1989. Empirical Studies in Translation. and
Linguistics. Joensuu: Joensuu vyliopiston
monituskeskus.,

TIRKKONEN-CONDIT, Sonja. 1989. “Theory and
Methodology in Translation Research” In
Tirkkonen-Condit, Sonja and Stephen Condit.
(eds.).: 3-18. :

The Traslation of the Songs in Disney’s Beauty and the Beast: An Example...

Toury, Gideon. 1985. “A rationale for
descriptive Translation Studies” In Hermans,

—Theo: (ed.).: 16-41. e

Toury, Gideon. 1995. Descriptive Translation
Studies and Beyond.
Amsterdam/Philadelphia: John Benjamins
RC.

VANDERAWERA, Ria. 1985. “The Response to
Translated Literature: A Sad Example” In

‘Hermans, Theo: {ed:).: 198-214.

Web-site:

http://www.angelfire.com/movies/disneybroa
dway/beautybeast.html (February 2002)

141




	Loureiro25

