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CHAPTER I

INTRODUCTION
1.1 Background of t \"////
Accordmg t 17) “hu ed to comprise almost one-

half of the total na ure ofile in our society. A glance
through bookstores wil ‘ ous, boeksaase, usually in the bestseller lists
e.g. Bridget . ' ¢ Hg icldin N Dey! ars Prada by Lauren
Weisberger, etc. k agCoy ips=stich as\Ca;/Teld Wditn, Davis and Blondie by
Stan Drake are publigh b4 o basis weekly in newspapers.
And every yea Mmsysucheass .1 e 0 t Mary (1998), Scary
Movie (2000), Meg ' ¢ 004), ki varg theaters and released on
\

programs are comg@ly S thd-si at f cOmedies\(8itcoms) such as Seinfeld

ice (1998-2006) and so on. These are

ong the common TV

just some examples of hu r’l"'-f‘?fﬁf'

through the mass media. .5 1 —

Sin- U1E

e a pervasive feature of our life

to one of the most

defining aSPCelSaO iAo U0 LA DECOM bt 8 C 1p linary  field of
research ath ACtng essfich as philosophy,
psychology, piiJiology, soC10108Y, and  tnnguistics. Atterr% have been made to
define the essence.af humor, to find out what es people laugh (Kant 1724-1804,
ngk9 Tgu instead
AUGINININGINT.
ntal health (Fry 1992, Hulse 1994, Borins 1995, etc., cited in Lefcourt &
Thomas 1998) and to analyze its s,;uctures and hn uﬁmam ulatlon NashyS
i

g oba]mailon has touc!ed Just anul every area of our 11 ¢ making translatlons vital to

intercultural communication, humor as part of our everyday life has also received

attention from translation scholars.



Normally, the fundamental intent of every translation is to strive for
maximum equivalence in terms of meaning between source texts and target texts

ej of humor translation, only semantic

get text reader. This is because

t

redocatity  a ytransfer from one culture to
another. Humor is rooted: eciﬁ':ultu@ic context, and someone
who does not urW il usnall ot stand the humor (Chiaro

1992, Hickey 1998 what s 'C\ mbesfunny in one culture might
)

equivalence may not guaranfecdaugh t

-

\
| !
. 1 y o o
not be so in another gkangple af ths jpecific phenomenon is ethnic

jokes and polj s JP, plo A% g8, would poke fun at

different minority DS’ = WO id poke fun at the Polish,
the French we#ld dgpict ghelfB '{-" unde ";\-;-\ ¢ tHeABrazilian may enjoy
& L l-" . .
making fun of Pogfigugse (&iv 19 ;f? N 19 APhe Tolowing is an example of
an American joke w depicts the Bolis the mbeciles.
J &.‘ 2 - \ l"| 1
Recently heard gier theilo ff_‘::_ the Hed@throw airport:

Air France — B 1ght 106, d a 't -_- ., Gate 12

Ligh 5 depai p.m., Gate 10

e foyr-and
%‘.;—:ﬁ—_ﬁ—_:rﬁ : (Chiaro 1992: 78)

L g

In caseﬂ ethnie ot bﬁo difficult to translate
because the tr#Slator can simply replace the underdog of original culture with

the underdog of tl‘ﬁt culture, but in the dadfof political cartoons, they can pose

signiifica oﬂs%r 1 nﬁaﬂﬂmgi tr%r do not
ha G u nowled ofiti€al sftuatfon“of soufce text cllture, it is

unlikely that they will understalf the joke even Ehe translator transla@it

AWIRSTEI AT I NI

of Thai politics and have no idea about the political situation in Thailand in which

British Airways — E

PolishzAir

the caretaker Prime Minister Thaksin Shinawatra was overthrown by the military

coup.



THIS IS THE STORY of A VERY RICH MARN WHO EEPT DECEWING HIE 3
youm G MISTRESS - JHE 'Fnum..l.r DbumMPED HIM FOR A WNEW STRoNG

AMD MACHD LOVER ... BUT ¢AN SHE TRUST THE NEW onNE 7

(The Nation,
September
26, 2006)

_‘ tic manipulation such
as puns or wordp —ea ¥ Let us consider, for
example, the fMlowist j hich relies ‘ H""h-.':: dcs of chili as a noun
(meaning a small e ith 2 x St 1:”‘-,_1 hot taste) and chilly as
‘ 1: ility'of the verb make to be
\li ect-Complement (SVOC)

1;([?94: 393)

ﬂ' Ulturall phenomenon and to
1
| no means an easy task. Chiaro (2005: 138)dstates that one of the

most fascinating 1‘w the translation of h “whether or not, and if so, how

@ﬁm“ﬂﬂﬂ UG

share® codes and shared COIlVGntI?lS affect the degree of difficulty in trans]ati g

4 RARRE TN TINBIAY

Due to the linguistic and cultural specificity of humor, the semantic

translate it 1s

equivalence, as already mentioned, may not guarantee that the humor will really

function as humor in the target culture. Hickey (1998a) thus proposes that in



translating humor, the translator should strive for what is called perlocutionary

equivalence. This means that the target text should preserve the intended

perlocutionary effect of the so hich in this case referring to laughter,
smiling, or exhilaration (K¢ / cited in Attardo 1994).
i ’ : #not a completely new idea in

translation studies b Ik s pragmatic equivalence

and Nida (1964) ami / " i ssi@ethessource text and the target

text having the sam St rtheless, Hickey prefers
| 1 W .

to use this term, wha#h i stirh, (1962)"8.Sp¢ Act Theory, for the

arget text should do
whatever the ori ts—readers |(pe | Bflary act), rather merely
translating whi : F‘T?r and '\", a hing'the 1 fention of the original

v A W
is, to “_}n the joke. % S Ckey (1998a: 229) has put

it, “attempts to’explaj norous; text usuallylenc sﬂ; the reader and killing
the humor ' NGTET .

The majority \ feS=0m- hume slationMhave been focusing on how
humor travels across lingmstic=anc ooundaries within the European

community, especiall = > lang
languages; @e et ‘ English and Finnish
(Marjamakl J1997), English and

be={19 0044 Antonini 2005), and
English and SpiJush (Zabalbeascoa 1996, Lorenzo et al. 2

of English and other European

German (Barbe*
). With regard to the

translation of hulﬁ ween English and this has been an underresearched

wﬁi& HINHNTNYIN s

trans ion of humor in different te‘ types. While Buathong (2002) 1nvest1gat

4 REIRNITS ANNIINBTAY

Thai, and Tungtang (2002) explored the translation of jokes in a situation comedy
Friends. However, these studies were limited to the translation strategies and lacked

a detailed analysis of the techniques used in creating the original humor in the source



text. Additionally, none of them ever addressed the effectiveness of the translations —

whether the Thai translations could provoke laughter or a smile from the Thai

2

used In translatin o h1s‘sear its attention to the Thai

translation of EW i nediCS*whiglare broadcast with subtitles

on the Thai cable /1 UBC), and this type of

audience.

Therefore, it is the explore what has been missing in

those previous studies tlvely the translation methods

humor translation i 16 Wse, of three reasons. Firstly,
! . arginal area in the
translation indust = ~gonsid of Hollywood movies,
TV series, cag “ elt 8k dubbed into Thai or
appear with Thai i 1d this -'_ C I ‘ can reach a very wide
audience as True Viglon: .' lland’s  largest at ""',,ﬁ' wide provider of pay
providing pay TV se OVeE iberg .ubctv.com).

Secondly, subtitling"rs=t ation which has additional burdens.
ints and must maintain a balance
Sehhracters per line, and
they usually s ond;:l';(Gottlieb 1998: 247).
Therefore, coﬁnsation of source texts has become the

That is, it is subject to bt _,.‘

with the u@r

two lines al

ake no more than

orm rather than the

exception. Lastl‘ Sitgation comedies argfgiiultimodal discourse. They thus

aﬁﬁﬂ INHRINHNT

Thes erbal and non-verbal elemants complement each other and, in many

qRIESA STV INYIRY

that are different from those usually found in written discourses such as jokes and
funny fictions as well as some new challenges that this kind of multimodal humor

may bring to translation.



1.2 Research Questions
1) What are the characteristics of humor in English TV situation comedies?

2) How is humor in English ithabiop comedies translated into Thai?

3) Do the Thai transl ry equivalence to the English
ep /j ed in translating the English

versions? If n

humor into T —
o —

3) To ecxa iff thef Thoi asla ' ! nglish TV situation

1.4 Statement of hypoth
1) The humor in Engl sk TV situati gs can be described in terms of

inc{r: ity and superiority.

2) Thetc
transla

3) The pr

ign, communicative
iﬁ’ a l.‘-
|

ems involved in translating the humor ﬁroﬂ.1 English into Thai are

the unsharﬁ jo-cultural norm bet the source text and the target text

h2td) ﬁﬁﬂﬂﬁnﬂﬁﬂﬂ?"“ ’
TSN AARIINLIAY

instances which are visual gags (using images only) and physical gags (using actions
only) for they involve no verbal elements to be translated into another language.

Also, it will not take into account an instance with humor potential but does not have



a laugh track accompanying it because it is not intended to be funny by the sitcom

producer.

Moreover, it is very imp ngte that the translation quality is not the
' ;/ umor because it also depends on
nd knowledge the viewers’

the sitcoms and so on.

facton, and specifically focuses
,‘:""-«;.;: to the loss of humor in
humor from the
ze the data in terms of

",

> :-r(‘ he ghdiieterstiy tM88sitcoms. It does not

analyze which sogial off etlihic ;f C % “l-".' s 'atg, portrayed as culturally

inferior and lend thengfely ?'7#3""; ma v t ; the jokes in the sitcom. For

ah- Ameti an

h
i

example, it does #ot ar plyze if the aracters, the blue-collar
characters, or the husl , rs-ai criogg@nd often become the butt of
the jokes more than the wh ;-- -7 an y , the white-collar characters, or the
wife characters. This study ff” gntify the humor techniques used
in achievt th
exchange. t

brous conversational

i
1.6 Limitati J of the Study

Owing to‘ cultural differences, @h¢ results of this study which are

£ ﬂﬂtmﬁﬁﬁmmﬂﬁ”
ammﬂm URIINYA Y

Humorous text refers to a text whose intended perlocutionary effect is

laughter or smiling (Kerbrat-Orecchioni 1981, cited in Attardo 1994). In



this study, the humor instances will be marked by laugh tracks (the sound

of laughter heard in the sitcom).

aving perlocutionary equivalence
}w) e opportunity of experiencing
e text offered its own

he TT will be considered

N tNT1S*study, |
~ sou
S€&unore details in Chapter 3).

ce text (ST) when it is

I \
s tofthoftrandlaton \ teserves the ST meanings
the 8 T fan r:r' vle and : sely the grammatical
and lexd€al of thek }Jr "."~. SL grammatical forms
will*be cifeng -- e h~ . ons ate obligatory in the target

Which a) preserves the ST meanings,

langua

4) Communicat I
This refers to th&%

b) preserves_the ,- uses the natural grammatical

and la guage are readily

iferia to distinguish

[—- nslf-.r= ns can be found in
|
Chspat” 3. {

5) Free tranﬁ tion, (FRT):

AU HANHNTNAINT

from the TT readers. F? example, “Keep off the grass” can be trangla d

q W'] ASANRIINGA Y

/liik1lilang2 saOnaam4/
COT: adwaudnauin  (Don’t take a shortcut by walking on the grass.)

/jaal dqqnO lat3 saOnaam4/



FRT:  faeusund (Walk, if you dare.)
k@@?2 1@@ng0 dqqn0 duuO sil/

i

ippets

11
Episode 06: “Halloweer’@andy”’

s for Still Stand

ﬂuﬂlﬂ&ﬂ‘imf"lﬂi

plsode 20: Always a Bridesmaid, Never

AR AASHIURIINYA Y

Episode 4: “Guess Who'’s Coming to the

Barbecue”



10

WH 2 stands for The War at Home 1
Episode 09: “Cork Screwed”

WK stands for egand Kids 111
\\ /ﬂamn s Picture”
1.8 Significance o @
The prese cte _with th -:..;3 ope '='--'---.. findings will contribute

to the humor theo congruity (a mismatch

of i
between two or mor nfceling of being better off
than someone t : adcas k"‘-.!_ hOsghuature is multimodal
consisting of bot rbal u -: r the understanding of
humor technigy i s ‘.' 1 ide a . d ba or humor translation
because if the tra s the, ST humor or recognize
what makes it - i sit 101 . slate it properly.

Next, it is hpec ""-1 shed lighBio II e translation methods by
' one method that would be
appropriate for all cases! echniques may require different

translation methods ands: actimes utilizes more than one

eat oy
humor teo@h i snd flexibility in
translation. K i
Furthemre }a the study of humor
|
translation in affer humorous text types such as one-panek@artoons, comic strips,

short jokes or cor‘ ms. In addition, this@yfly could also serve as an approach

AUHINYNINYINT

leastq*-e results of this study woulivprowde useful apphcatlon for translation c urse

qRIAN NSUURIINEINY

the ST for the desirable effect on the TT audience.
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CHAPTERIII
LITERATURE REVIEW
// ith humor and translation, the
literature review co vessstl f study: 1) Humor Studies,

To help ers ; is section introduces us
to the concept of fers-an - cxplana shumor cannot be equated
with laughter 1) 1scusses-th Onal eorics of humor which
will be used as a o et cifork 2 1'- humor characteristics in

the study (2.1.2) inge, thi -,—-‘ mines the ‘ slafign of humor in sitcoms,
y 4 I‘.‘

the subsequent p ‘ \Site ~i’ as o aWmor in television (2.1.3).

Finally, it ends with h#fmor i niques . can{b@ employed in comedies and

-

which will also be used as BAE 7’: analy or Gharacteristics (2.1.4).

i.’i'-:? o
2.1.1 Definitio

". o 'i.ﬁ.ni..i..r.i...inn::.nﬁ_..—-_-u-_.-n-pu—---_.u-.. to be rather
clusive and“eftficn put—tMs has not prevented
- | s

scholars of Valﬂéis disciplines SU

investigating the t?)lc of humor. Let us start ‘U a general definition of humor in a

FIUE btV Sﬂ"&lﬁﬂ“ﬁ?ﬁﬁ

deﬁ n, a relationship between humor and laughter But can humor really be

as phatosophy, psycholﬁjg‘ and linguistics, from

uvated with lau hte ?

effect without specifying ;ie causc. Aubouin 1stinguishes between physmloglcal y

originating laughter (originating from sodium pentathol or hallucinogens, for

instance) and intellectually originating laughter (originating from humor). Moreover,
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Olbrechts-Tyteca (1974, cited in Attardo 1994: 11) finds five reasons that make it

difficult to use laughter as a criterion of humor.

1) “Laughter largely mor.” Olbrechts-Tyteca agrees with
Aubouin \ /

that there s1010glcally originating and

2) ‘ he SatResliEaning.” Sometimes laughter

3 _ , hife T \ : " el tensity of humor.

gs oo n L ou # ictiong
4) | i omet ifcs "." a smile.” There is no
| ?ﬂu E o - \- is an attenuated form of
laughteg 33
5) “Laughter‘, i cannot be @Bkerved directly.” Sometimes

giiter must be assessed or interpreted

r as laughter. For

idding (1963b) (cited in
'ﬁ;) their attempts to define humor go em‘ deeper by using the
methodology of .‘ ic fields. Nonetheles fferent scholars propose different

AUTNHNTNYINT

humythat can satisfy all scholars ?om different d1sc1 lines. The definition ofw at

q WIRNTTER AMINEINY

need for a fine-grained categorization, whereas linguists have often been happy with

some linguists=

Attardo 1994

broader definitions, arguing that whatever evokes laughter or is felt to be funny is
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humor, i.e. that humor can be deduced from its effect. However, laughter as such is
not necessarily a condition for humor.

Bearing this in mind, onsiders Kerbrat-Orecchioni (1981)’s

definition of humorous tex intended perlocutionary effect is

laughter, to be a mor i ~appr : L J§OTds, humor is whatever that is
imtended to be funny,.€3 "---". ,' i vays be-percetyed or interpreted as such.
And this deﬁnitW adopesiEthis, study with the idea that
perlocutionary equiy : ach ' SWanslation of humor

has attracted g#fisi ofintgre om mbe Each discipline has
applied a particgl 1 l ective ;’ar C example, psychologists
typically regard hu a&g Titiv _ ; phehomenon, linguists are
primarily concerngf witlf the j ﬂ.' ]
cultural circumstanc _H_-_:ﬁf’ pber %98 humor theories have been
proposed by theorists fro ctheless, according to Willis (2002)

and Attardo (1994), varied

three grou&)l 7777777 : liis?theories.

2.1.2.1 Superﬁj =~
Everyt?ng is funny as long as it’s happening to someone else.”
i i u &Jsgory *t es ﬁj ﬂ.:l Ia Isoj-cultural

perspectlve They are concernec?wnh the role h or plays in 1nterpe

ARIRANIT RTINYIEY

others was Hobbes (Gunther 2003:12). This approach stimulated a number of studies

conventionally classified into

in the fields of sociology. For example, La Fave, Haddad, Maesen (1976, cited in
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Gunther 2003) tested the hypotheses that jokes with victims who are disliked by the
listener are rated as funnier than jokes with neutral or liked victims.

Norrick (1993, cited in G 03) addresses this point more explicitly in

situational contexts

values is conSiW ial ph st fomaliliinor. to occur. For instance,

Consider the “blon 2

his description of the comy \ en humor and context. He argues
that any account of h 1 e cultural context as well as
‘*‘n-.___ﬁ . ;

Most Americans woul the jok C ¥ use in American culture, the
J f .

blondes are stereotypically - gabut stupid. They find it easy to feel

i£ that we laugh at

reflects our own

superiority. Meméov 0-culf

Iﬁ)ral aspects of humor
|
to the context in which it occurs. It is thu

t difficult to link the

and relate hure

superiority appro‘ humor with llnguls because Functionalist theories of

cﬁﬁm neRINEINT

theo cannot account for other lands of jokes or humorous situations where here

QWWNT’I?W?&WWWH’]MJ

2.1.2.2 Incongruity Theories
The incongruity theories focus on the humor itself and look at humor from

cognitive perspective. Kant (1724-1804, cited in Mulder & Nijholt 2002:4), in the
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eighteenth century, is credited to have made the first full conceptualization of

incongruity. Yet a good description of the incongruity theories is found in the

following words stated by Schope erl(1883, cited in Mulder & Nijholt 2002: 4):

“The cause of laughter _inge sery Jas / ly, the sudden perception of the

incongruity between a 6@ and ! }ch have been thought through
g‘n-.___ ., :

it in some relation, and.the 1ate ritseli just

E@Of this incongruity.”

me vt h-the

d Knapp 1980)

hlific comes to us as a

expect A to say
something likiiis olﬁnt him some food, or
whatever, but &et closing their eyes. According to Veatch (F¥288, cited in Nair, n.d.),

in order to laugh,gh ‘s rs must 51mu1taneou ave in mind a view of the normal

thﬁl:‘u"mm ﬂmw HINT

last violates a natural order.

RIS SHUMINYINY

apparent incongruity that makes a certain situation funny. This leads to the
formulation of the ‘incongruity — resolution model’ which states that humor results

from the resolution of an incongruity. In other words, for humor to occur the
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incongruity has to be resolved by the recipient either by retrieval of information in
the joke or cartoon or retrieval of information from his/her own storehouse of

information (Suls 1983: 42, cited

\‘:’76 2003). For example,

A:

B:

A:

In thig y unrelated ideas, i.e.
the movement of $Chanit S ithe of the watch’s owner.
However, thes ity igf la res '.,; " ca L‘. that the word “its
movement”’ can i inM he 5% " "'-,hl-‘ ed on the incongruity-
resolution mod€l, it ighthisffes ior, fiot 14 .\ 5 itselt, that actually leads us

to laugh.
. cxpl@ining why we laugh at jokes

that involve incongruous idez ot normally go together. However,

it is worth noting that j

funny. For@

even thougl

neruous that does not mean it is

(o)

_—mm =

cut off a finger

t again, it may be
z:lllﬂo 1mlj;';This perhaps can be

|

explained by the’condition of humor, as Taflinger (1996) S:J-Lh

something to be Dl must be percelved e observer as harmless or painless

HUINHNINGINT

realﬂ and ‘play.” For example‘wr[hln a context of play a normally off siye

T8N SWARIINYIAY

linguistic treatments of humor. Within his general framework of Semantic Script

Theory of Humor (SSTH), Raskin (1985) distinguishes between bona-fide (BF)

funny if a cart

ests, that in order for

communication, i.e. the normal, information-conveying mode governed by the
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Cooperative Principle (CP) (Grice 1967) and non-bona-fide (NBF) communication.

The purpose of the non-bona-fide mode of communication “is not to convey any

information contained in the tex i gittering) but rather to create a special effect
with the help of the text, r\ t r ugh” (Raskin 1985: 101).
2.1.2.3 Release$ —“f"

The release atn hiMmessgiithe basis of psychological

mechanisms. Freud proponent of this theory.

—
In Freud’s view, 1 aft frdl e ) “Byehic energy’. This energy
| 7 - : ) \ g use and therefore has
to be released. Thi gasali ko pUS \ 'tself in laughter. Freud
suggests that effsc ¢ S encrgy 15 a ple: ence as demonstrated
by the good feelingf thatht 03 p.," is the * dite popular among those

¢pSychic encrdy’ four body is built up as an
aid for suppressing {clings=IEtabo > Vhenlithis energy is released we
experience laughter, but tl - : e of the energy release, but also
because taboo thoughts gt
proposes t@

and feehngt

it simply, the Release Theory

¥

cussions of sex and

rbidden thoughts

death, but humet a t dealing directly with the
|

issues, thereby=télieving some of the tension or ‘psychic enefgy’. The following is an

example of jokes ‘anusmgly deal with the@cept of death.

AUEINENTHEIRT-
AR R ﬁ%?mﬁ%%ﬁ YA Y

Patient: 24 HOURS! That's terrible!! WHAT could be WORSE? What's

the very bad news?

Doctor:  I’ve been trying to reach you since yesterday!
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Normally, how as well as whether a doctor should inform his/her patients

about their death is a very sensitive issue which can cause tension, but the above

example has shown us how this iss e addressed as a joke and thus releases

our tension according to Freuel'Sidaal |
Apart from tabeg= b1t Kking g theories can be applied to

g, when a joke is told, its

initial part is thW | jen or suspense is built up

reduces the tenSion ogfthe a&\ .,u e and :_ _

tha% { .'... 'h§s its oWl réaSpnable explanation of why
people laugh, and to s _ egistof the .,\ nal theories of humor is:
1) Superiority theories: : rause we feel better off than them.

2) Incongruity theories:g Ve "* at soi violates our expectations.

ofe of laughter — we

laugh in order terfele n explanation as to why we
1
find somethin

nny to laugh at, for the purpose of the ptesent study, the release

theory concept asﬁ@reakmg humor is seg@ @ one type of incongruity, in which

“‘fm HInHNINHANT

and ° y > Within a context of plai a taboo subject can be interpreted as fun

qAIaNTIEN ININBINY

others. However, its application to broadcast comedy has yet to be explored. As
mentioned by Ross (1998: 89), much of contemporary humor is spoken and we are

more likely to watch and listen to humor rather than read it. Among different types of
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humor that are broadcast on television, one of the most common types is situation

comedies or what we call in short as sitcoms.

2.1.3 Sitcoms as Humor ifixF

In spite of it /)(/ what exactly are situation
comedies? As defit ) h@tewww by Wiengperm
1996: 21), a SM foiitianec  whose plot relies on

humorous situation . .." - )isiates that a situation comedy is a
sub-genre of comed [ Gefjerall "-\__‘ ose important element is

: i Stingu fshling feature of comedy
lies in the happy ind. Within the-genre of d My theatrical dramas, they
: i , comedies of idea,

.. . . . .'h.‘ y . .
satiric comedies gic :"n edicsydark comedies, musical
4 & B

‘.'u_ .
comedies, sket i S@ \ tigmicomedies.
'

Situation cf i ‘ devised ¥0xk radio in the 1920s (Byrne &
Powell 2003) but to cy—have beco png th8 most popular programs on
television. Sam and Henr swhich-debut e Chicago, Illinois clear-channel

station WGN in 1926 is. g 7,;-1.- 110 be ation comedy on radio whereas

Amos & A@V ork situation comedy

sjradio or television
b

I!Jes st io# characters to unusual

|
. . . L | . .
as misunderstandings or embarrassing Julwldences which are

series. These
situations, su

centered on a conﬁlwwlronment such as , apartment or workplace. In 1977

AU NN

kaOb%nO/ and the sitcom which gﬁmed high popularlt in the past was 1uqun ﬂ 1

o WEIRNAEIRM. UNTIVYIAY

7ael 9 /baangOrak3 s@@)j0 kaw2/ and so on. In what follows, we will discuss the
characteristics of sitcoms (2.1.3.1), laugh tracks (2.1.3.2), and types of sitcoms
(2.1.3.3).
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2.1.3.1 Characteristics of Situation Comedies

The characteristics of sitcoms which will be covered here include length,

|
@5\\‘ .,

written to run ab

storylines and characters.

utes in which a script is
ake up the other 8§ minutes
(Byrne 2004). Amerjgaff'si drgfofier -:"--.,H season runs of 20 or

more episodes, wher ighfsitcdm % fienayacomprised of distinct series

Figure 2.1: a1

¥
i
-

Il

| .

Traditiorally, situation comedies feature individual odes that are largely
self-contained. Tl‘rﬁll be the ‘problem &fi#he week’ that causes the hilarious

ARUINURTAEANT.

Figure 2.1 is the sitcom’s narratw@tructure proposed Marc (1989, cited i m

AWTRNTG AL RN

episodes and while new characters might appear, often they would only be seen once
in the series. However, more recently sitcoms have introduced some ongoing

storylines. For example, Friends, a hugely popular US sitcom of the 1990s, had an
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overall storyline similar to that of soap operas. In addition to using traditional sitcom

stories which were introduced and resolved in the same episode, the show also

\‘, (7/@ lace at any given point in the show’s

#still structured in the same

111ar'0up @_ a family, or co-workers)

on that is e duiilgashumorous way. Within an

always had two or three ongoing

run.
Nevertheless
traditional way. Ea

are faced with W

episode, a situation d ivide ee;acts. The break between the

v A
unrelated funny sgfne. c.end al Mamgtofyshas been resolved, there
could also be a’brief Cend calle d qg.> The purp "\-‘ the'tag is to show that the
status quo has beet lishe Ej  Ieay the aud n ith a good feeling about
the show so they will sgiltch,i ;;};: ------- = 2 fling@r 1996).
According to SoYdJuWanna.com- polft & Cox (1988: 176), within a

show or an episode, therg. e on. There is always the main

plot calledéﬁ 4
subplot, thi
ik

how much of
sake, and usually ﬁsm themselves with lit mphcatlon The subplots give the

hu supportifig !I ny®caSe e first 8c esActlls

usedﬂ set up the A plot, and by the.second scene the B lot is usually underwa

q WAGNIS AT TINYISY

asking, ‘How are they going to get out of this situation?” Within an episode, there are

futhere|is more than one

J or D according to

ost significance, and

th
usually involvesshe main character. The other subplots are ﬁjﬂy there for variety’s

two climaxes. The first is at the end of Act 1, right before the first commercial in order

to serve as a clifthanger. Act 2 shows the character trying to get out of that
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predicament but making things worse. At the end of Act 2 is the second climax, which
is like, ‘I would never want to be in that situation.” As for Act 3, there will be a

resolution where everything gets tyfor all characters, and there will also be a

lesson learned where the \ //\ she has learned something from
this experience. \

e—i-J

types of characters in

the regular cag gfthgfmame {-E"-f D SUPpOrting t @in character and often

acting as foils. Tyghsie@it cliaractet . f' Qolstay ol WShort time or just appear
: o' .

once in the series, eitlfer proyid .pr,. 0 naiiandicomiplications, or provide those

purely mechanicalungfions of & Stors / ch as ring packages or notes,

revealing complicatio n
:"

As for recurring Ble cast of main and supporting

characters, many situatigz "*:

order to a@r

p_mixture of character types in
. Those character
7777777777777777777777 eddling or nosy
veking curmudgeon, the

neighbor, the ﬁky ecﬁ
|
lovable loser, the'acerbic servant/worker, the cutesy moppet,%ete (Feuer 2001).

ﬂ U ANUNIN AN,

Her1t e Dictionary of the Engh? Language (onhne a laugh track or c

] SNIHUMIAING I

United States. The first television show to incorporate a laugh track was The Hank
McCune Show in 1950. Cartwright (2005) states that the purpose of a laugh track is

to tell the audience when it is the appropriate time to laugh. In a live audience,
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people rely on cues from their neighbors to tell them when something is funny, but

the TV audience does not have those cues, so the laugh tracks provide them.

Cartwright further explains that i h t people do not get the jokes, but laugh
tracks acknowledge the fac ter That is, laugh tracks do not

only indicate laugh nd make the audience more

receptive to the Jokes__.q..

Howevew T e cks are used to cover up

problems with the vz ’ sartiigial canned laughter to make

' %‘i .“”" ccially '* oarde sitcoms, try to break

away from traditi ] o ms b= ,’_,n f' P : { laugh tracks. Such shows
1

are often produced 1 OTe-eXpensi' ' ' > using on-location shooting

and high production values™ ows have been relatively few and

far between. Recent AmericaiSitcoins augh tracks include Arrested

Developmaﬁt e e‘@ ris, and My Name
i — = o

is Earl. Hot i s selected are the

ones having laﬂ n sf@post where the humor
is intended by sitcom producers; or to be more specificii# can signal where the

intended perlocutﬁl ffect (the laughter) 1 ected to occur.

ﬂuﬂ,ﬂ NANTNYINT

D1fferent scholars classify ituatlon comedies dlfferently and some 51t tion

q WIRNTIS TR VIR T

(2001), the followings are common types of sitcoms.



24

2.1.3.3.1 Family sitcoms

The majority of sitcoms are in the vein of domestic or family comedy where

Father/Mother has to deal with e jor of spouse and/or children. Examples
of domestic sitcoms are & ) // in the Family, No Place Like
Home, The Cosby S}%

place, they generically
crit han occupational specificity

fice, atitl Ocdd Man Out.

Zeempletely different from
each other suct’as thgfpos @E *z,.;'?- W ' the' messy one vs. the tidy
one, etc. (Byrne &fPowgll 2003), The

and Steptoe and Son aggexz RPPS 81 tudgi@n comedies.

esbian characters.

dgr confusion (Feuer
iy

telﬁabulous.
|
2.1.3.3.5 -‘)/&omethings sitcoms Qs

somethin me to terms wat Ithoad rélat ips, ft stancel Friends,

ColdFeet, Sex and the City, Coupl'?g, etc.

RIMAIU NN Y

Although this type of sitcoms is animated programs, they aim at adult
audience or at least aim less specifically at children (Donnelly 2001). Examples

include The Simpsons, South Park, and Family Guy.
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2.1.4 Humor Techniques in Sitcoms
As aforementioned, a sitcom is a common place where we can find humor on

television. Sitcoms are packed wi or scripted humor. Ross (1998: 92)

t 0 main sources: 1) a humorous

potential of a situationsgtse} of individual occurrences of

humor. The individuak.oceH ' 9] 1nstances, which can be
signposted by IW ifforg ; d devices of humor. In
broad terms, Wolff: are two ways that sitcom
writers can do to get d physical humor. While
verbal humor al humor refers to a
variety of things , or a quick dance step
That is, anyt k | al gag. Nevertheless
Wolff and Cox d if A1) kphysical techniques that
can be used to gener. ' ‘

Berger (1999, 1 e er i n i to identify what makes
people laugh, made \t-analysis-o ;‘ in pla§s, novels, comic books, joke

i, i

books, cartoons, and films*“and ategories of humor which can be

isolated into 45 techniqugstas shi

Languagek —Yogic_———————TIdentity

L

i
-

Allusion -

Bombast HI Accident Burlesque

Definition 10 gy Slapstick

Fﬁuuﬁl MYNININT

Insu Comparlson ; Exposure

lis

AWTRNASN I INgAY

Misunderstanding  Mistakes Impersonation

Over literalness Repetition Mimicry

Puns, Wordplay Reversal Parody
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Language Logic Identity Visual
Repartee Rigidity Scale

Ridicule Theme/V regtypes

Sarcasm %

Satire

Table 2.1: Berg-er?_,_gg_j&aﬁ m!_'——"d eiqng _'

1) Allusion: ng allusion to 'se b something in a particular
2) Bombast: Y inflated, [ahgua aking things sound better or

3) Definition: _
4) Exaggeration: far b "‘\ pnd the reality (Exaggeration
o to fumorous understatement.)

5) Facetiousness: g intended to be clever and funny

6) Insultsk r l_irw—ﬁ""'.'""...-._..,.-.‘,.n“....-.a.a prade someone or

.l
- o

7) Infantilismm (0Sing the lan%e of a baby such as

uttering nonsense words and that sort of thing

U NN INGINT

understandlng Falhng to understand someone or something correctly

10) Over literalness: T kn hteralli an )ﬂsmn which was @dt

I i Il)Pungordplaiy I iU@ﬁ% in" a clever ;ay especgy homc@mes

(same sound but two different meanings)
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12) Repartee: Responding quickly to insults or put downs in a witty or

clever manner

13) Ridicule: omeone or something by using unkind

14) Sarcasm: at is contemptuous, deriding,

cons1dered as an indirect

15) Satire: a group of people,
show their faults and
ten an implicit moral

16) Absurdity g or doing something

g _ .I"\- ,\*.,_‘... DI
17) Accident: nvolvine things | ili‘l. a";_.\ intended like slips of the
' typographic crrors, s igbing on banana peels, etc.
18) Analogy: aring indigéetly and humorously via

S7(Analogy is considered as indirect

19) Cataloga i ixﬁ(): jgruous in nature

20) Coincile ing himself/herself

Ej r e:ﬁrrassing situations
|
21) Comparis | Comparing things directly to generate humor

22) D1sappo1ntm‘c A character expe ing defeated expectations — things

AUEINEATNENS

a) a ?we or stupid character reveals hls/her oyn

qWIANT TUURTINGINY

awareness between the characters themselves as well as

between the characters and the audience.)
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24) Mistakes: Making various kinds of silly errors based on such things
as inattention, stupidity, or poor judgment

25) Repetition: r happening repeatedly through such

% or a recurrence of ridiculous

26) Reversal: 1Nos tu'ng @om the way a character

27) Rigidity: fAractet i | 5y 17 Bubassion, behaving in a

28) Theme/Variati®n: | /# . i l'-.k L'"\n:' pf people e.g. different
" . . ages, etc., take things

to a particular matter or

29) Before/After: ‘A chars te - g transformed from something into

aple, being transformed from an

: ﬁe\' twise winner

,,,,,,,,,,, 85
ign or any examples

y zﬁed that burlesque is a
|

. . . L
generic term covering satire, tra

y and lampoon.

31) Caricature: - Drawing or desc g a character in an exaggerated

fu TN INING...

represe?s certain types of characters such as p Sers,

q ma NTHUNTINYINY

makes him/her feel uncomfortable or embarrassed
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34) Exposure: A character inadvertently revealing something bad about

himself/herself; for instance, revealing that he/she is a

liar
35) Grotesque: extremely  eccentric  and
monomaniacal g think 4hi i @#uite the same as eccentricity
36) Imitation: something else (non-
human)
37) Impersonation; ' AL ori eone else especially by
J 7 a police and so on
38) Mimicry: of ghelse’s voice, mannerism
; . taining his/her own
39) Parody: J i zat s i ; )n of
' : : (e.g. Hemingway), or
8. The Seventh Seal)
40) Scale ale technique:
7777777 nvolving them in
jécts not suitable in
41) Stereotyp H| Referring to stereotyped chara'@rs based on matters
such as religion, nati ty, or ethnicity. (According to
ﬁ Y I nEiINEInT -
orftechn
maskmg A char?ter s secret being unmasked or revealed by ther

QW’A@QﬂWﬁW’l’M&Q@&J

various comic tricks to escape being taught
44) Speed: Actions being speeded up or slowed down making them

very different from usual and seem ridiculous
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45) Slapstick: Referring to any form of physical humorous acting such

as falling over, throwing things at each other, and so on

However, B€rgegliogh 1ot cxplamitiicse, teehnigudstheoretically in relation to

any humor thed¥ies. Jor C pres ’ dy ¢ g st fish a link between the
humor  techniquegffand : ".‘ hthat while the abstract
concepts of superiorifly and incoNSTUIty ¢ ing Wi find something funny, the
humor techniques' ¢ tahgible § “ﬁ-"' €iCde videnedh o al ow’ the superiority and

incongruity is realized g

n Gﬁs 2004)
|

The abov‘c n can nicely sum w important translation is to our

FHUSTNEAIHENT

of t$01d Testament into Gree]?m the third centur B.C.E. Despite the_lo g

qRARNTIIER 41 INUINY

of the twentieth century. Before that especially from the late eighteenth century to

the 1960s, translation has merely been an element of language learning through the
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teaching method known as the grammar-translation method, which focused on

teaching grammatical rules and forms by means of translation exercises (ibid.: 7).

1 1die§ derstood to include both the study of
literary and non-literary_tsd | / e study of various forms of
AVT)s S

bt1t11ng (Baker 1998b: 277).

Since the present 1y 15 cone rerne“mth of humor in a form of
subtitling, subtitli However, before we examine
Pt of translation means, what
translation methods i 10118 hanges or shifts may occur
during translagj thi Ip -V-:*' pnd research question
of how the Englis s trans '. ihally, we will touch upon
W, | e can be achieved in
translation. Speqi i P ( alence, which is a type

of equivalence \évant to the translation of . Hénce, the outline of this

1
-

| ]
|
2.2.1 Defini H s of Translation "LIJ‘

The conc& anslation has sever anlngs According to Bell (1991:

”ﬂ“‘ﬁﬂﬁ NUNINENA....

translation as “any targ?language text whlch is presented or regar d S

QW’]ﬁ%ﬂ“ﬁﬂlﬁWWﬁWIﬂﬂ

Newmark’s definition of translation as “a craft consisting in the attempt to
replace a written message and/or statement in one language by the same

message and/or statement in another language” (Newmark 1988: 7), and
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3) translation as an abstract concept encompassing both process and

product, as given by one of the well-established dictionaries, Longman

dictionary, as “when something, or something that has been
translated” (LD /

Followmg the atl translation” therefore has three

different meanings how‘e 10 oduct, as a process, Or as

an abstract conce ation” 1s referred to both

process and produ will e k-.at both the methods of

Translation s S si r'r o ,, pted to specify what
should be considegd a 10 1-, fraser Tytler, an English
translation theorist, f 1CE, Prop :!-- mughl quoted “laws” of translation
in his Essay on the Principl&s 15l o & 1791, cited in Heiderson 1994: 3):
¢SS gte transcript of the

same

i '-“'
|
3. <lhe translation should have all the ease ofuahe original

001‘)

cﬂ:uﬂ TN ﬂaﬁz;iz;zr

the t different opinions about ‘panslatlon That 1s the first law represen

AR NIUUNIING Y

translation that has since the classical times (Cicero 46 BC and St Jerome 395 CE)
mainly swung between [iteral (form/sign-oriented) translation and free

(meaning/sense-oriented) translation (Munday 2001: 15).
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Literal Free

(sign-oriented) (sense-oriented)

Figure 2.3: Traditional metho (\"71

Free translatio rov1des@aning of the original, but it

might be far frommng‘ld stMrlglnal On the contrary,

literal translatio structure of the source

-.

language. The lit g, the dictionary (out of

8, 11
't Ptganslation is discussed on

iy,

dary (Wilss 1996: 128-

context), but taréet
the syntactic
129). For exampl€, a
translated lit aly off dirg€tl é’? E‘z},
such direct trangltion¥is ot a W "5{ roprl te. ' m8tance, it would sound
awkward or unnaturgf to anslaty "" '"1" : \ A

mvv(0 dekl/ directly in Engkﬁ / fro

would be more prope®o by less fiteral an Bhorc®wards free or sense-oriented

1 sal?aatl/ can be

"- A
The ‘i., 00rMooks*clean.” Nonetheless,

\ LY

MiileLin” /kepl haj2 phon3

chfd’s hand.” In this case, it

translation and translate it as, “Keep outof fcach of children.”

The oppositio /i anslation has continued until

modern tines thfough different labels such fo .; feaning-based (Larson
1998), ovek X ¢ vs. instrumental
(Nord 1997) a@so on. rmino]lﬁies, the core concepts

appear to be Similar. Some translation theorists present these two methods of

u B ﬂt E ﬂ } T irevalhng
xy. Nevertheless, as pointed out by Beekman an ow (1974, cited in

Floor 2007: 3), it may be more p‘per to view the my ds of translation alo

qRTRNIIN. IMIANLIAY

2007: 3). They distinguish two approaches or methods to translation, namely literal

transl!mn as tho h&/ were alternatives, oMr the other of which is to be opted

and idiomatic. Within that framework they distinguish four types of translation on a

scale, of which two are acceptable and two are unacceptable:
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Unacceptable Acceptable Acceptable Unacceptable
Highly literal Modified

Idiomatic Unduly free
| |

Accordi ly literal translation 1s

defined as a tra StiCafcatures of the original
language with hi i .f Obligatory, t iSscceptor language are set
aside and th /s, the . ‘ % drd for word” (Floor
the \ kihan and Callow define
unacceptable®undu siation-a =‘w; 1ch cludes unnecessary
extraneous info ion#(ibi ). 08s ¢ nten ) 1iE} -"' e the linguistic form of
the source language ¥ 1t tries " ation as clear as possible,
consequently “distérti ! !‘: ;.t /

Beekman and #allgh {{ 156" discu p ae@eptable types. The modified
literal translation bas1cally {oMows the gr atical forms of the SL as much as the
grammatical structure Beekman and Callow state

that this t@ on is often unnatt _-
unnecessaria 1 8
o

ontinues to have

C
j—t :

er acctgltable translation type,
L

type of transla}‘d‘n as ac
namely idiomafic translation, to be more preferable. The 7 fiomatic translation is

orientgd to the m f the 0r1 1n the natural grammatlcal and lexical
ﬁn ﬂvehlile of the

Larson (1998:17) also proxﬂes a scale of the 1ble in-between typegg an

q mmm mﬁmmmm

some idiomatic translation of the meaning of the text.” Thus, any translation falls

allow regard this

soiniewhicic on a scale between very literal (fori-based translation) and idiomatic
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(meaning-based translation), and then may even move on to be unduly free as shown

in the figure below.

Modi 1%! / Unduly
Literal atic  Idiomatic free
__?-Tf . é
/

f

rcmslator ’s goal

idiomatic kinds o idh. For al b "',,| ’ ':"-a‘ _argOy (ibid: 15) defines it as
an interlinear tfansla n’-" 1gh 1 itgle "s€s . p theé TL but can be useful
for purposes relat tHE study, ,!‘I: i Bor mo *‘n, edMliteral translation, it refers

to the translation whig ifics the sen guctug®l of the SL enough to make it
grammatically correct in t e TL. ¢ Kman and Callow, Larson proposes

that idiomatic translationzsh ators, and she defines idiomatic

translatzon@ e natural form of

states that it is an

unacceptable

text (ST), or

ﬂno S tmneaning of the source
|
s extraneous information, or distorts the faeis of the historical and

cultural setting ofﬁ In spite of this, so nslators whose aim weighs heavily

AUHINHNTHGNT -

Whlle Larson (1998) llsts‘olx methods or klnds of translation, Ne

QWﬁﬁﬁﬂimﬁﬁﬁ?Wmﬁﬂ
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SL emphasis TL emphasis
Word-for-word translation Adaptation

Literal translation Free translation

Idjomatic translation

}e translation

Figure 2.6: Newmailiasathodsio trz@lation-@-ﬁiﬁ'

According to N e i into two groups — SL
emphasis and TL ¢ i ic 1 unicative translation
Y the SL text whereas
the four method, i )] ¢! ach method indicates
different deg 25 il il & S 1'% ul""" : for— ord translation, for

e l\ he closest in form to the
original structure o " .=' a jon puts .i"‘xal most emphasis on the TL

and is the freest fofm offtransla p:-:- The fe ingsiale how Newmark defines each

\
of these methods (Newhark '_é,,g:_.)t;,u;f 5-47).

e  Word-for-word translati [fanslation in which the S word order

1s preserved ang iln0St common meanings, out

of co e

J Literalb"r | constructions are

| - .
e leﬂal words are again,

converted IlT their
translated’ t of context.

. zthi‘ul Tran lﬁ a translation Whlchyroduces the contextual meanlng of

%Ilhln ?a &ls Ej
antzc ranslation: ditterence between faithful and semantic translatzon is

that the latter takes more accoﬁt of the aesthetlc e of the ST, comprongisin

q mmfmm UNIANEAY

contextual meaning of the original in such a way that both content and language

arc readily acceptable and compichensible to the readership” (ibid.: 47).
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e Idiomatic Translation: a translation which reproduces the message of the ST but

tends to distort nuances of meaning by preferring colloquialisms and idioms

where these do not exist in the ofi
e Free Translation: a_teanslatien] whi ) duces the matter without the
manner, or the conighiinw . ginal” (ibid.: 46). Taking one

, replaces, condenses,

\ Sthods"Wve been viewed as a
scale; b) the in- ofn | ds’ 1_ V L"a‘ )sCe differently by different
) )y -"'z_. ethods that go beyond the

traditional sense-ogfente . ét€ dhe distobiion8 of ST meanings appear.

Table 2.2 is an attempi ------j-:=e:- )i trangihtion discussed so far.

Traditiona
I methods !1 El
Beekman t . 7\
& Callow E" ‘ l'-
(1974)
Larson L1t£1 odi- | Incon- Idiom Unduly free
AUBIMENINYNS
itefal : LA
Newmark Word | Literal F?h' Seman A@-

Table 2.2: Comparison of translation methods
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For the purpose of the present study, the translation methods which will be

used as an analytical framework are the faithful translation (FAT), the

communicative translation (CO free translation (FRT), which are not
defined exactly in the sa 988) because, as seen above,
. L

Newmark’s definition Very short giving only the
conceptual idea of. e etho@mea ct criteria to distinguish

between the eigW ods|are 10 __.1‘__» emssliisathus makes it difficult to
1 W\

put his translation. Theicfore, this study uses the
gmdefined by Newmark.

Both t in thi ‘l 1 i ssetve the ST meanings/
contents, but it is at Ain “DIeSe ) 3 ) apguage forms while the
COT attemptss : T langua yle \ : s, this means that the
| ' 3\ (he. BAT pays no attention to
the ST language styldl Fg & FR I, it cagl ' , tiated from the other two
methods because &S attemp 1o/} St meanings. Its primary
concern is to distort . .,' ubringliabout certain effect from the

TT readers. —
SL emphasis_z ffa:fw,' TL emphasis

Figure 2.2: Th

ﬂﬁ:ﬂ‘m HNINYINT -

FAT aces more emphasis on the éT forms; the COT laces more empha51s

ARG T4 MINGINY

the scale as shown in Figure 2.2. The FAT and FRT are the two extremes on the

scale between forms and functions, and the COT is the one in the middle.
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As stated earlier, translation theorists recognize that there is a scale and a
difference of degree between the methods of translation. However, none of them

provide extensive explanation o agtly distinguishes each method from one

es or what is known as

another. Hence, a major ptgl we /: is, how to measure the degree of
literalness/closeness otdistat e/fice %S T and the TT. One solution

(Chesterman 2000: 49).

three differents ’ ntire - the change from SL
to TL, b) the mic ing€ith ‘_ ! | ema I"-, * ents (sentences, clauses,
phrases, words; phogien 5\ Fu;.*n" g e'tion, rhythm, word order,
etc.), and (3) the € entire ciin®he cffects of the first two.

“Although shifting is of the-transtati gess, itlis usually studied through its

product: what happens in the=pg J cd by comparing the source and the

A

target” (ibid.: 3). r ﬁ-ﬂf, . _..:‘
Shi@

classified dL

for example, Tdfﬁn eviations from formal
|
equivalence l h can be distinguished between two majo es: level shifts and

category shifts. l‘vﬂuﬁs occur when a item at one linguistic level, for

R “ﬂi‘ﬂfiiﬂmm:;:

am0 lang0 ten2 ram0/ (wo?—for -word translatlon Jane, word 1ndlcat1

qRIAY NIUNRTING T

lang0/. There is thus here a shift from grammatical to lexical level.

and shifts can be

atford (1965: 73)

Category shifts refer to the shifts that occur at the same linguistic level which

involve four minor types of shifts: structure shifts, class shifts, unit shifts, and intra-
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system shifts. For example, when translating “a medical student” into Thai as “dni3eu
wnwne” /nak3 riian0 phxxt2/ (word-for-word translation: student doctor), there is both

‘head + modifier” and a class shift from

/ @bctor). When translating “impolite”

Fd translation: not polite), there
[C iw{maj2/ not). Lastly, when

@llgilitra-system shift from “zero

_ Catfos d refers to intra-system
miien, S and TL systems have

nvolvesgsclection of a non-

The mj ' {‘ ' s ' -‘ gvel is that developed
by van Leuven- ite ; J_.r'} day l‘i%. ”""x 6 speaks of specific

\

of the comparisong¥etwgen ST | "' add TT 0s8lles called architransemes.

textual units that are : JR sr,,.. 1t Si c ."-,!.',, es and the invariants
e %

ST transeme:

TT transen{:h

Arch1transeE1

| (|l
Here “ I sat up” is the architranseme because it is th l art shared by both the

ST transeme anc‘c transeme In or analyzes translation shifts, van

same o the architranseme), then ‘here is no shift; but if there is no syno

q W’Iﬁﬂﬂ?ﬂlﬁ%’l > mma Y

modulation, modification and mutation.
Modulation occurs when one of the transemes matches with the

architranseme but the other differs as in the case of previous example (she sat up)
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(ibid.: 64). Within modulation, difference between the ST and TT transemes may be

semantic or stylistic; this results in four categories: a) semantic

modulation/specification, b) odulation/generalization, c) stylistic

Hilation/generalization because

the semantic conten : 2= 1sap]'1rs 1@6, which causes the TT
i

Ggh LT transemes show some

)example, “you had to cry”

modulation/specification, _anth istic )d/t_zbn/genemlization. The previous

and “hacia llo i iy (i 64 THe,caSegi modification is more
complex than mo i f1sjun 2y O8curtiiythe semantic, stylistic or
syntactic asp categorics; ') Séw: i Bdification, b) stylistic

modification, and di fication. of whic *-..\ t one is further divided

(acticsiyistic modification, and c)
'
%

. Forimutation, it occurs when “it is

impossible to establis chitranscmy e gcausgidf addition, deletion or ‘some
radical change in meaning “in the TT” 1dy 2001: 64). In all, van Leuven-
d 37 subcategories.

){? f shifts is very
—

fferent categories of

shift and to rj rlem
1
Catford’s clas i cation of shifts, although each kind of sh¥i# is clearly defined, it

the same way. For

focuses mainly mmatlcal or structur 1fts or how the TT departs from

deﬂ L N HNINHINT

occu nce of grammatical shlﬂs).pan often be explalned in terms of dlffer nces

A WIGNIE S EIINEINY

shifts may be grammatically inevitable.
Therefore, we need another classification of shifts which is both manageable

and capable of measuring the degree of literalness or freedom in a translation. The
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distinction between obligatory and optional shifts (Bakker et al 1998, Pekkanen
2007) seems to offer a solution. Bakker et al (1998: 228) and Pekkanen (2007: 3)

riped as arising from syntactic, semantic,

explain that obligatory shifts canghe

apnguage systems and also cultural

o
=
»(_—DhQ-
a =
- 2
;g
g w
< o
8
g =
}—h
wn o
§ ¢
@]
(]
B
=
w2

gifanslating “how old are you?”

into Thai, the transla oF i fs : “you are how old?” (q
anginle /khunOW ' -. fssonuthe other hand, may take

place without any | ‘_ 1" . nTheare not rule-governed and
reflect the translator’ i ! 1"\ ‘ that may influence the
translator’s de i i Euages translation ski s, Itural awareness, the
translator’s own 4 g < . For example, when

translating “bls nsla dceide to change the word

A N t
order and omit th U o';,’."p’ “Whitc b \ 3 ¢ khaaw4 dam0/) so as to
make the translation .' P;:r Th ith th *-Il*w of distinction, we can say
that optional shifts a gﬂ \ etween ST and TT than
obligatory shifts. ,

2.2.4 Equivalence in On - _

il ot G nd the TT, non-
e have seen that
different types-eff shi the-?l“ differs from the ST.
Similarly, dlffjﬂ

t types of equivalence reflect different wu in which the TT and

the ST are ahke ¢@=b950s the concept of e alence has also been a central issue

mﬁmiﬂ‘ ANHNINE ﬂﬁ:;f::

They ually define equivalence a%bthe relationship between a source text (S

qRIANTT 3TN ATINYTAY

For the most part, the proponents of equivalence-based translation theories
have concentrated on developing typologies of equivalence. Nida (1964), for

instance, argued that there are two different types of equivalence, namely formal
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equivalence and dynamic equivalence. Formal equivalence “focuses attention on the
message itself, in both form and content” (ibid.: 159). This consists of a TL item

which represents the closest equivalebtjoffa 81 word or phrase. Nida and Taber make

it clear that there are not alw@/SHORE etween language pairs. The use

hcat1ons in the TT since the

translation will not be.cé rstogbyt ce (Fawcett 1997).
DynamiW thef othe -haffdssiggbased on “the principle of
equivalent effect,” i ' epter and message should be

Similar to @i nark ' y Jstinguishes between semantic
equivalence obtained. he - semantic ationglicthod and equivalent effect
obtained from the commirnicative fran method. Newmark explains that

its readers an effect as close as

the second language
E
L

| ewmark 1981: 39).
Newmark’s egqutvalent effect seems to resemble Nida’Swey

However, for Ne equzvalent effect 1 is s as a desirable result rather than as

ﬁﬁﬁl’”} MININENT...

equl ence, but he looks at it morf-.tlosely and p01nts out that knowledge and 11 y

q WIRNT SARTINGINY

e Denotative equivalence: the SL and TL words supposedly refer to the

“Communicative transla

possible to@ 0

to render, qt

anslation attempts

allow, the e a

namic equivalence.

same thing in the real world.
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e Connotative equivalence: the SL and TL words trigger the same or similar
associations in the minds of both SL and TL native speakers.

;?L and TL words are used in the same or
/ have similar orthographic or

e Text-normative equiv

“Q

similar contexts

f equivalence at different
A.u__.......,.'.. 1i ce:

o FEquivalence at Word-level Rnowledges that words are the first

clements to beaker cn.inte cons the translator. In fact, when the

¥s

e words as single

. Gm-mlﬂa ary across languages
|
and«tflis may cause remarkable changes in the wayithe message is carried

acrossﬁ focuses on numbergfise and aspects, voice, person and

AUl IMHNTNENT- -

o Textual equivalence: th?refers to the equlvalence between ST and T n

A WIANTTSEH UIINYINY

or implied meanings. The role of the translator is to recreate the ST
author’s implied meanings in such a way that enables the TT readers to

understand it clearly.
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We have seen that the notion of equivalence has been analyzed and
extensively discussed from different points of view. The different approaches to

defining equivalence seem to I the impossibility of having a universal

approach to this notion. H@ \ t lation of humor whose aim is to
provoke laughter or srilEs0 pthe TT T ;E ame way as the ST does from

rk’s equivalent effect (a

desirable result W dslati afdsiG@lleris pragmatic equivalence,

seem to be the appr ival ild. be of primary concern to

d yoether as “functional
equivalence” for i FE=teunc 1 i‘,ll the"same way as the ST does,

T Wkaders. In fact, if the

purposes of the T 2 .‘ ; i) -,Hq"f”‘-!_ riving for “functional
ﬁ lation. This theory is an
approach to transla ich wastds in Gt II n the late 1970s by Hans
J. Vermeer. Vermeer ( -u-f---.-z---'- ROR: 236) postulates that as a general
rule it must be the intended*pm )50 fu kopos) of the TT (not the ST) that
determines the translatiop :
produce a @

as that “thek

at are to be employed in order to

angrizes the Skopos rule
4
For trﬂl a\ﬁ general Skopos of
|
providing amusément and entertainment for the TT wvi ‘I s. Therefore, if the

humorous effect 1‘ sigegyns is lost in the transi@tin process, this does not only mean

AUHINBNINBNT

The translation methods, ‘he translation shlﬂs and the equlvalen

q WIAGNHSTY URIINETHY

audiovisual translations such as films, TV series, and web pages. For this study, the
type of translation being examined is subtitling. Subtitling, which is a form of

audiovisual translation, can impose additional burdens (constraints) on the translator
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which may affect the transfer of humor or the functional equivalence between the ST
and the TT. Hence, we will next review subtitling under the topic of audiovisual

translation.

at i kes use of the acoustic

channel in screen tr. i i ot d a process in which “the

foreign dialog ] ' f‘ th or in the film” (Dries
\

g g SL verbal elements on

the soundtrack#®¥i nlike s Sk ssentially teamwork,

. . x b LY .
involving not onl alsoa f dubbogSkand technical personnel,
a . 1 4 1 |

L
A

and this is why"dubbjiifg .' e consid 1 ghe those of subtitling (Dries

While dubbin 1 sut Fithin al, iny@1ving the superimposition of

written text onto the scfeen 8 244-245) defines subtitling as

“transcriptions of film oz _,,.-r , o5 PI ultaneously on the screen.” The

purpose o@ ' ;‘ the movie dialogue
i e

from one l@ ) ing. For subtitles,

they are displays 1thé;centered or left-align,
|
and they usually? consist of one or two lines of an average‘Maximum length of 35

characters. Subtlt‘s £, sometimes referred @@ captions although it is useful to

AUBANENININT

Speakmg from the point f view of the audlence while the audie e

IR WINUTINEIAY

input of the SL version, they have to cope with a sizeable volume of written TL texts,
superimposed on the screen (Gottlieb 1998). The experience for the viewers is

somewhat disturbed as their eyes are divided between the subtitles at the bottom of
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the screen and the rest of the image. This constant diversion of focus may result in

loss of information which is vital to follow the narrative.

2.2.5.1 Types of Subtitli " [y
i 1 ¥ classified into different types

The i 1 ifli g (@ gy ) 1'5-‘_' ‘ ranscriptions of the
original languag isginclfidgs a) Subtitling 'Of dgmestic pfograms for the deaf and
hard of hea lng, ‘ ) . programs for language
learners. The intggli S ingdstivetical, i that it involves taking
' ,.: higladely Gotilich 1998: 247).

\

The interlingug® sul __F"ffu_f’—.._i”zi‘ S £ pslat@ll transcriptions of the movie
8 el s '

[
) . £ . AT 1
speech down in writil#e, clit .'_ ,_g ‘mode b

b) Interli gua Bubtitli 1 oLy

dialogue from a language that thesviewe = 10t understand to the one they do. This

type of subtitling is _.d itler crosses over from speech

in one language to writing in another” (Gott!

2.2.5.1.2 Tec@cal c

a) Opéh subtitles

ﬂp l> w 1 erhngual
titles ich are transmitte terrestrlally an broadcast as part of the

television picture.

qWIANNT R NENAHY

display them. These include a) television subtitles for the deaf or hearing impaired,

en subt e& not optlonal Theseulude a) cmema subtltles which are
tele\ﬂon sut

sclected on a remote-control unit and generated by a decoder in the TV sct, or b)
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interlingual television subtitles transmitted by satellite, allowing different speech

communities to receive different versions of the same program simultaneously.

television and video

wage and hardware, where the
ilglividual frame instantly
~ e-ctieing the subtitles, the

erafaltwarc {the S¥ct positions where each

subtitle should appeay and -{r-J—- or fbst cinema film this task is
traditionally done by separa ‘-::i- re, the end result is a subtitle file

garkers ready for broadcast. The

containing the actual subf J’f:j; well-as
yimt the picture (open

subtitles m('&f o g S Ryl

subtitles); i ith the help of an

external decodﬁf T ubti | thes on TV or video); or
|
converted to hic files that are later superimposed on theepicture by the end user

(closed subtltles

ﬂLlEl’J NYNINYINT

As already mentioned, subt‘llng has addltlonal burdens which are not

q WABNTTS T URIINETHY

qualitative constraints and formal or quantitative constraints.
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2.2.5.3.1 Textual or qualitative constraints

Gottlieb (1998: 245) and Zabalbeascoa (2003: 308) state that film is a

polysemiotic text consisting of fowréhdngelg as shown in Figure 2.7:
W | |
\ 1
LAY !’l i

+ auditory | + visual

! r. ' -& .r , \
r cliennéls of the addioyisual ‘1\

/i ——— \ \
o Aot 40\
1) The verbal aug ry annel, 1§ "l’fﬁ;’“ alogue, backgmund voices and lyrics.

2) The non-verbal aug ory G '""‘:‘““"." ; tural §OBNnds, sound effects, and

,prt-_-a

Figure 2.7: The §

music.

3) The verbal visual chai 5:}:?'.} s an

poster@o —

4) The nog-

een on the screen such as

polysemiotic onment, but this is not an easy task due t@two textual constraints:

image/subtitle syn‘r ation and oral/wrlttewversmn

ﬂu&lﬂmmﬂﬁw g1n73

The visual channel can wo as a constraint but also as a support of the

q RIaSSaNE T eIay

synchronous with the picture and remain as unobtrusive as possible. Gottlieb (1998)

refers to this constraint as the “textual or qualitative constraint.”
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b) Oral/written conversion

Apart from image/subtitle synchronization, de Linde (1995) adds that the

other textual constraint of subtitling. The
/ and style of the SL dialogue as
sometlmes occurs because the

guage such as stress and

switch from oral to written mo

wording of the translation s

full, and display it
Wower, the medium imposes

and time constraint.

8cn space. There cannot be
II i to 34-37 characters or
typographic spaces ( E ’ ' : aumBets and word spaces). For the
Thai subtitles on True ViStons=cableE line is limited to only 29 Thai
characters (BoontanJal Q0 ? .- Z

nd on the quantity

and complexitﬁf t e ﬁage viewer’s reading
|
speed (150 to-<L¥0 words per minute), and the necessary inte#vals between subtitles

(Hassanpour, an ﬁl rtlcle) Taking into @Aggount various factors, the optimum

AULINENTNENT ~

As a result of these space af time constraints, the subtitlers often prese t

R AT TN

a) the conversion from one language into another,
b) the conversion from spoken language into written text, and

¢) the conversion from longer units into shorter units.
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2.2.5.4 Advantages and Disadvantages of Subtitling
As pointed out by Serban (2004), when comparing to dubbing, subtitling has

considerable advantages over ing finy terms of production costs, time, and
original soundtrack, but i ' / sadvantages in terms of original
information, viewers’ 00 }Viewers as shown in the table

,_—_—-’;

below.

Costs:

Time: W snore time-consuming

N
Original soundg OSt

€8s reduction

",

Original informatj

d0gs not distract

ween | .,
'f}-??{ g . II'\l‘. atte tion
—_ ™ L1

Viewers’ attention

Poor-reading-skil ' does o -.iml"- btter for their

viewers: ._ ' comprehension

Table 2.3: Advantages and ,{--j‘cr--':r':::::- ibtitling and dubbing

Regarding -' hetori dtrack, Hassanpou .- mentions that the
preservatiot impaired audience,

1 g
- il

immigrants anleourists. of su@led programs are not
usually familiaf with the SL, it is argued that the prese vation of the original

soundtrack ma hgﬂ)le in language learn ecause they derive more authentic
has ommende suatithng “as @ means of improving knowledge of foreign

languages within the European Unﬁ.

MARIAIRANIINUIRE

complex array of factors. “These factors include cost, availability of relevant
techinology, standard of literacy, interest in forcign languages, degice of cultural

openness, and the strength of the local film industry. None of these factors on its own
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can account for local preferences.” Ultimately, the choice of method seems to be

determined largely by audience habits. Viewers in traditionally dubbing countries

such as Germany, Austria, Italy, tend to favor dubbing whereas those in
traditionally subtitling cou% f and Scandinavian countries find it
difficult to enjoy dub

if the Enghsh dialogues in TV
situation comedies 1t is done in a form of

subtitling and tW = e rersproduction cost and the faster

Since we no :‘} gexon both humor studies and

translation studj fgliombination of the two.

So far wi i sl s, two separate fields of

study. Now we wil them togetl : ' more closely as an
y kst \ y

> translation of humor in

order to discuss if hu is transiatable-a quivalefice can be obtained in humor

translation; and 2) the perC umor in order to review related

studies that can suggest,

ST and the@ | 3

jonary equivalence between the

2.3.1 Translalﬁrn —
|
By nat humor is a sensitive subject. Some humou universal — it can be
understood acros£ s. Some is cultural people in the same culture would

£l umﬂ YNINHINT p

state y Robert Solomon, a Qul?y Lee Centennlal Professor of Phllosoph

qRTaNH TURRIINGTNY

some humor is even individual — among family members around the same dinner
table, there could be disagreement about what is funny. A harmless joke could thus at

times be interpreted as an insult or worse.



53

The translation of humor is therefore a stimulating challenge. As mentioned
by Leibold (1989: 109), “it requires the accurate decoding of a humorous speech in

its original context, the transferyofl s eech in a different and often disparate

linguistic and cultural enyirgnment latlon in a new utterance which

successfully recaptureSwlig f ' orous message and evokes in
the target audience a 1 sponse. > From Leibold’s
statement, tranSW cans.ameasyatask. There has even been a

S

debate over the un : 0t is ‘debate_has dominated much of
humor research (Ja ‘ ) Shcc ing part will address the

(un)translatabili 4 h it W ¢ {ol RuBoncept of equivalence

in humor translati hy-per ioflary’eqUivalence is chosen as a key

As for the | in hygrittaSfagions, thete Bd8 long been a debate over
- g

the untranslatability am-kinds-of" stic Mplhor. Traditionally, linguistic

humor has been assigned tO=tWo=grotps= basis of its translatability. Already

Cicero (106 BC — 43 BGS

20) distinguished between verbal
humor, “iﬁ/ Vi it f the humorous

element,” t]k atable. The notion

of untranslataﬁ

considerations an‘ thepequivalence of effecg Maurian (1992) suggests that while

FAUHINHNINEING -

line wth the idea of the Skopos Th(ivry discussed earller

AWAARGIEA AIINYINY

culture-bound elements that may not have the desired effect in the TL audience

y

e. Modern translation studies have concen

thm:tdated idea of strict

formal equiva d more on functional

(Laurian 1992). Nedergaard-Larsen (1993: 211), among other scholars, has drawn a

table of the variety of culture-bound problems translators may encounter in their
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work. Also Catford (1965: 94), while not referring to humor translation in particular,

distinguished between linguistic and cultural untranslatability.
In translation studies, em s gradually shifted towards cultural issues,
which has had profound imng C / ing humor as well. Chiaro (1992)

ct the degree of difficulty in

, | categorles of jokes which
play on similar W ; in ofher :‘; --»-. of both worlds somehow
match — then it _o at\tra okes, into the two reciprocal
languages should be i A (Qhie wg8). However, the worlds of
ich i too culture-specific
is, therefore, diffi @ 3usily ndcrs o beyond its country of
origin. Raphag , 7 *'..? VEn sugg \ it Ty be casier to writc a

new, target-cultur; ' d /i \ the original.”

One might as st ad: ally different from any other
form of translation; after atf=t ften 2 Fthat successful translation involves

recreating in the TL textg that are relevant for the text to

function f@

practical p

umorous text, its

oy of humorous text,

therefore, not lé.ﬂ'y uniiﬁ:ands the humor in a
1
given text but to judge or guess whether the humor functighs as humor in the TL

culture. That is, ‘ AFapslating humor, the gagget text should be functionally or

AUNINENINING

the following page, for 1nst?ce

q RIS L NIINEISY

last name of Hong Kong people. Having more chins than a Hong Kong telephone
directory thus means that Garfield is fat. In this case, if we use semantic translation

and translate the sentence ‘But you have more chins than a Hong Kong Telephone
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GARFIELD,
1 WOLILDN'T SAY
YOU'RE FAT ...

BUT YOU HAVE MORE CHINS
THAM A HOMG KONG
TELEFHONE PIRECTORY.!

e =

=10 ) i Liniied Fesnusre Syndicals, nc

G

Directory!’ as 1 naaj0 mii0 khaang0

maak2 kwaal sa0 k| e 82kono0 sa3 ?iikl/ (But you

this example sh t=comcs 10, I 8 lation it is functional
equivalence 10 i et 5 ! l‘; lld strive for because
semantic equival alwas ‘ I toy function as a humorous
ise the't erlocutionary equivalence
instead of functional, |g#ogmatic; ot ? ivalon@e. He explains the translation
of humor in light of the Sp sch Act Theor theory involves a study of how we

can do things with words. tin.( _' 62 arle 1969) distinguishes what we

'-_17- . th.
: I' In saymg something
(sp 'U

3) Perloc‘l act: an actual performed by means of saying

£ UHTNENTNENNT..

targe ext should do whatever th?orlglnal did to 1ts readers (perlocutlonary act),

ARIERASTAN MINYIRY

inform the TT reader of the locution and illocution acts performed in the ST or to

J.\iers’ intention or illocutionary force).

‘explain the joke.” This is because even after we have described the point of the joke,

there is no guarantee that it will be recognized as humorous.
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In order to bring about perlocutionary equivalence in humor translation,
Hickey points out that a translator might need to recontextualize or alter a humorous

text (similar to Larson’s unduly frg jon). Specifically, Hickey’s (1998a: 222)

recontextualization refers towia Tad the translation of a particular text,

which consists of totaliyQOET itge#, propositional or locutionary
level, while maintain ng TeHoeut ing’) as far as possible and
focusing strongw iona = et [T curately producing it.”

Moreover, Hickey _- ' “the P tionary effect should be
roughly similar in : i T only produces a little

smile on its § i uld not or e ‘. oupiiovoke a loud guffaw

i ectly applicable to
humor translatio 1 1 ‘_ ' dy. ~ at t‘ one of the objectives of

this study is to €xamige i .' ‘., eriget cqu "",,ﬁ’ ce between the ST and the

TT — if the TT cat o5 laug il8. BU in order to investigate if
such perlocutionary cn -achier he trafiklation, we will need to look
into the TT audiences’ reac "“ V perceive the translated humor.

232 Percefifig

As‘% ' ; ;
(2005), the pereeptio ectetl and unexplored field
of study. MoMudies in the field of humor translation iﬁe mainly focused on
translational stratﬁﬁld/or norms. Althou any theories and studies talk about

P INUNTNE Hﬂﬁf:";ii

psychiBlogical studies that address ate perception of humor in general (see Ch

RIS 4l MIINBTEY

perception of translated humor in audiovisual texts.

4), and Antonini

Adrian Fuentes Luque (2003) approached the perception of translated humor

by comparing the reactions of two groups of Spanish-speaking and one group of



57

English-speaking viewers (10 respondents per group, giving a total of 30
respondents) to an episode of the Marx Brothers “Duck Soup” in its dubbed,

subtitled and original versions to ensure that Spanish participants’

bnde
competence in English woul : "; cgfthgir _perception of translated humor,
participants in the growgg 1l %P , Where the original English
_existed it the- ' 1 speak any English. The
——

fion“ef viewers’ reactions to a

series of humorou d\ang : “‘iﬁ\ film fragment; b) a
questionnaire about ifig a pects OfiLht \diidiovisual translation modes
_ Wit rvicw.

Fuentes Lug e AN \ ' groups stated that they
liked the Marx hefs. 7 IS Positiye's p gnificantly contrasted
with the reactio J ‘. ants i G\ COl \ empirical observation,

-‘*- of positive reception
during the observa ord yery 1oty 16, d ! natically inferior to those
. sen ! 0 found that most Spanish
viewers from both groups®se at dubbing was a better mode of

audiovisual translation for J
literalness @ 7
puzzlementk)

Spanish viewers. '-ft literal translation
occasionally ﬂ not the right solution ﬁ

on. He agreed with
Delabastita (1996$mn Fuentes Luque 20 05) that sometimes “the only way

AUHINHRINAING..

dubby and subtitled humor but n?estlgated the perce tion of Verbally Expr ssed

qWIENFSM YRETINYINY

of Screen Translation) which consists of dubbed situation comedies imported from

yas probably due to the extreme

br laughter) among

times resulted in

for humor tran

the USA and consequently translated from US English. This electronic corpus was

utilized together with a Web questionnaire. The questionnaire was administered to a
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random sample of Italians via e-mail at the beginning of 2004. It resulted in a total of
65 valid responses. The questionnaire includes eight clips containing dubbed

examples of VEH about which htg were asked to rate their understanding.

After watching the clip, they ' ’//; example of VEH on a 0 to 10
graphic rating scale. Ad : / ed to explain the joke. The

-ou 65 persons) understood

the VEHs and fW , Sor ovided™wwaiigzinterpretations of the VEH

whereas some even ere Unawac he, VEH in the clips. So the

o an empirical study

on the perception mor-in [faly itk PChiaro looked at dubbed

humor, Antoni : itled/humior. 4 ne n"'"‘;. pdeMirom®he sitcom Father Ted

!

1 \ \
was used with t i ang el apprediation ‘ the effectiveness of a

subtitled audioVisua \ ideotape was, show? ‘%\ sample of Italian viewers
along with a ques : ' Diifituic was ' d8sigi€d on the basis of Ruch’s

\

were asked to answer gencralgquestion thing and watch nine clips of verbal

e episode the 32 respondents

and visual humor. Then,k

clip on twia
each clip. t

punchline, or ﬂl;et 1efl e xplain it.
1
The ni ” lips were divided into three groups accord@ to the type of humor

analyzed (Verballﬁamssed humor, absurd y@gl#al and visual humor, surreal verbal

fUEIne mmmm;::::

they ually had not. They had dn?cultles n understandlng and apprematlng

4 WG NSWUURTINGIAY

omitted it from the subtitles. Antonini also found that the lower the understanding of

to rate their appreciation of the
d aversiveness of

djthe joke, pun, the

verbally expressed humor, the lower the level of funniness rated by the respondents.

In cases of higher funniness rating, the funniness was induced either by the
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understanding of the original English dialogue or by a personal reinterpretation. That
is, the respondents were able to compensate for faults, omissions, and inaccuracies in

the translation by means of their

ivity. They would somehow find their own

reason to join the canned * A thé screen.
For the prese -pot ’/J} rating scale, adapted from
Antonini (2005), will. - uesf.nna

ﬁ@etermine whether the TL
humorous item W

eq -a t — or in simple terms,
elaborated more fully 1\ 1St Macritegection in the next Chapter,

into Thai. This will be

AUINENINGINg
RINNTUUNINYAY
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CHAPTER III
RESEARCH METHODOLOGY

/ he research samples and the

and data analysis.

ed to answer the first

tuation comedies?

€ ated into Thai?

\
i.

to'sswer the third research
question: .
e Do the Thai tg@ tion equivalence to the English
versions? If flot, volved in translating the English
humor into Thai? == =

L

o ni y

sh TV sitcoms and
lish TV sitcoms are

In ofd
the methods dH in translating st gmor into Thai, @

selected purposw accordlng to the followm iteria.

”ﬂﬁ%]ﬂ%ﬁ IWEAnT

must be broadcast durlng rime time on True Visions so that they could

have been reachlni a wide audl ce in Thalland T}Aue Visions’s ﬁme ty

They must be recognized as a qua|1ty sitcom — t!ney either have Jeen nominate

for or won at least one TV award (comedy category) in the US — so that there is a

high probability that they are perceived as funny in the original ST culture
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4) They must be of the same sub-genre of sitcoms; that is, family sitcoms. The
family sitcoms are chosen because, as Hartley (2001: 66) puts it, they are

prototypical comedy or “perh: _ ck of broadcast television.”

5) They must have lau 31gnpost where the humor is
intended in the orig
Meetlng th abq‘ th e American sitcoms are

chosen as the sam

Sitcoms Creators

1. Everybody Lo Philip Rosenthal
2. Listen Up Dan Fybel

3. My Wife ana Damon Wayans

4. Out of Practice Bob Koherr

5. Reba Allison M. Gibson
6. Still Standing Diane Burroughs
7. The King of Quens' David Litt

8. The War at Home Rob Lotterstein

9. Two and a Half Men —present)  Chuck Lorre

Table 3.1: @ e ..E '

and two episodes

from The WarM Home are selecte ¢ the samples of the study. There are thus

altogether ten eplfl E in this research as sho Table 3.2.

ﬂﬂﬂ?ﬂﬂmﬂﬂﬁﬂﬁ

1. Everybody Loves Raymond 111 ‘26 Halloween Candy
I qu’aﬁzﬂﬁm u ﬁq? nmea ﬂ
4. Out of Practice I 4: “The Truth about Nerds

and dogs”
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Sitcoms Total Number Episode Numbers and

of Episodes Titles Selected

5. RebaV : 12: “Parenting with
\\\ /// Puppets”

6. Still Standing 111 . “Still Neighbors”

7. The King onuﬁE——'I|I 2’ —ﬂ‘Van go”

8. The War at ess Who’s Coming to

9. The War at Ho ork Screwed”

10. Two and ys a Bridesmaid

Newver a Burro”

Table 3.2: Ten epigbde felefted a

..1 oli"~.| [rue Visions Cable Public

The researchg \
ish N8
\

Company Limited#o i scripts of these sitcom

episodes. Before being#broadgastiom tele e sitg@ms were translated into Thai
b s / ’ J

by different translators, then edited-and-ps d to be superimposed as subtitles on

P - - m? ¥
the screen by different re¥ e rs-as- Shown

Sitcoms Q -~ Tran “ReWriters

I. Everyb ;}‘ % jitwan lamphongsai
2. Listen up IH| Irot Voranart JUnchisa Thongkam
3. My Wife and ?ds i Thiti Ar Anotai Aruntana
ﬁb‘ﬂ Ej q ﬂ Elmﬁ;m ﬂAn]tm
l Standing 111 Sumonmal Voranart ~ Anotai Aruntana

g0 a n U chisa gk
Qﬁ’ﬁeﬁﬁﬁ‘ﬁ‘m s
. The War at Home I ~ Thiti Arayakhun Slrlkamol Chetudomlarp
10. Two and a Half Men 111 Chalee Yongsmith Jetkamol Pattasart

Table 3.3: Translators and rewriters of the sitcoms
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After that, the subtitles were spotted and timed on the screen by subtitle

technical editors. The average length of the ten episodes is 22 minutes, and there is
an average of 84 laughs per epi ajlaugh for about every 16 seconds. The
followings, based on their webs1tes (see References), are

é

the plot summaries of

1) Everybody Lo

The show revolves. Ray, ‘Baronc sday sportswriter from

never give Ray
2) Listen up:
This show is sét i {61 phia‘and bas e A Tony Kleinman, a popular
sports talk-show h ! .- colmnnist whoyst : boles to receive the same
respect and admirati om.hIs=tam —' gs fropll his fans. Tony’s wife, Dana,
who works as a fundraisef,=x not a ; M but is always supportive of her

husband. They have twgitler

golfpmm@,\ : 3

3) My Wi j&

This show is :m)t - mily set in Stamford,
|

Connecticut. hael Kyle, who owns and runs a trucking l mpany, is a husband

and a father of th‘e yldren. He tries to rulgfhu§ household with his own parenting

AN

of Practice:

q RSN TN

and Lydia, a cardiologist. Their three children are Oliver, a self-centered plastic

a soccer player, and Mickey, a

surgeon; Regina, a lesbian E.R. doctor; and Ben, an earnest marriage counselor who

the family looks down upon because he does not have “M.D.” after his name.
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5) Reba:

Reba Hart is a real estate agent and a Texas single mother, whose ex-husband Brock,
a dentist, has left her to marryyhif @sgistant Barbara Jean. Although Reba seces
Barbara Jean as her nemesisgBatbat? _ f s, Reba her best friend. Reba lives

d to her baby’s father Van

Jake. p—
6) Still Standing: -
This comedy 1s udy Miller. They are
high school § to raise their three

children, Brian, years of marriage, a toilet

%,
",

products saless eCPAtheir marriage intact,

but Bill has a far i ‘ﬂ".; 0 rai o ""‘a hthan Judy does.
F " - — I":

This show takes p st ‘." ok whetelka Bllic-collar couple, Doug, a
parcel deliveryman, an ’ ->—_—-j—-?f-rf?- ; gtaryidl a law firm, share their home
with Carrie’s father, Arthuf~Romg-and Cz ¥ to make the best of what they got
and get through any problefas

Carrie’ sfa@ _ 3

8) The Wat

This is a comﬁo orlq;.= ave Gold is a Jewish
|

insurance sale I n who is married to a Catholic interior destg#er, Vicky. They battle

daily with their th‘e age kids: Hillary, a a queen; Larry, a social misfit; and

ﬁﬂﬂ ﬁmﬂﬁ THHART

0 and a Half Men:

q RIRINSUHRI AN

chiropractor, and Alan’s 10-year-old son Jake are living with him in a beach-front

icd lives are often interrupted by

house in Malibu, California. Complicating matters are the brothers’ mother Evelyn,

Alan’s lesbian ex-wife Judith, and their neighbor Rose.
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3.1.2 The viewers
3.1.2.1 The Thai viewers

In order to examine whet aj translations have perlocutionary equiva-

lence to the English Ver51 hal viewers (50 males and 50
females) are asked to e questlonnalres The sample
of Thai viewers mi “the w1th some of the target

——‘ - e
viewers of the W . A inted Ol Pretarntip (2006), the target

viewers of the True M are 'm d femjgles aged between 18 to 39.

proficiency in En: en-watek o ) ] igy would rely heavily on

the Thai subfi : jia 8, the stated selection

rationale, the sa IeWerLS is s "-,_ ¢ ; on voluntary basis
from second-year st givho receive a o l\c a."",!. or Foundation English 11 at
King Mongkut’s Ugifver [ gy North B .\ SR(KMUTNB).

e

3.1.2.2 The American viewers

Since some translated:

Thai VIGW{ ﬁ the target text or
they are a]t:

ed as not funny by the sample of

ample of American

viewers is gathete c humorous items are

d 1
(|l
really funny iﬂe SL culture. The sample, gathered throu:ﬁconvenient sampling,

includes 14 Amerﬁ wers (12 males and ales) Their age ranges from 28 to

AU wwrﬁwm g
AR TAIAIULNIINGIAY

followings are used with the sample of Thai and American viewers:
1) the VCDs of the ten episodes,

2) the short clips of the tested humorous instances,
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3) a VCD player and a television,

4) ten sets of questionnaires for the Thai viewers, and

5) ten sets of questionnaires for th icgn viewers.

For the questionnairg8yfok th i Vi s,.they are in Thai so as to ensure

the understanding of thesesp i /

at ease, and to allow them to

' 5 ; ! '.
, falrlyffunny @il /1.1 A(4)!

. a y . e 5
There is one set of e ec 30

v

0 \ and questionnaire for each

episode comprise ' [ £ ot "— si which @re"allout 50% of all humorous
items found in each —-4---,-1—; epiS@lles there are altogether 410
humorous items tested in H orous items are gathered through
random sampling based qu thet be specific, humorous items are

divided 1n@ “ ,,,,,,, . ﬁ

ap 20 items, only 20

roup, if there are

items are randomly
|
For thesgiestionnaires for the American viewers, the’ l e in English and also

consist of three p‘t e the questionnaires he Thais. There also is one set of

“ﬂnﬂﬂ’m Emﬁ W~
q RIHINIUNNINYa Y

1) The researcher contacted True Visions for the VCDs and copyright materials of
English and Thai scripts.
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2) The researcher watched the sitcoms and marked in the English scripts where the
laughter occurred. (Altogether 864 humorous items are found in the study.)

3) The researcher located their t unterparts in the Thai scripts.

3.3.2 The questionn
1) After randoml ed in the questionnaires,
the ten sets of m e ar bgSehumorous items are made

into short clips

QWﬁﬁﬁlﬂ?mﬂﬁﬂfmﬁﬂ"ﬂﬂ

screen. The process, which took about 45 minutes, was as follows:
4.1)  First of all, the respondents were asked to watch the whole episode to get

the whole idea of the story.
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4.2)  They were given the questionnaire.

4.3) They were shown a short clip of tested humorous item.

4.4)  They were asked to ratg thic rge of funniness of that clip.

4.5)  Steps 4.3 and 4.4 werekdt 0z W umorous clips were responded to.
Sstionpair score of funniness for each

i ..n,., nny O) no@ slightly funny (2), fairly
Sfunny (3), veW alcuflated 2

5.1) If the m al VA ,H"‘ ular humorous item was

' Ny
Ighec (successful translation).

ar humorous item was

ce wnsuccessful translation).

3.3.3 The que§' n3 : _

1) After identifyinggffihe ng fr I perceived by the Thai
subjects ' TS a

(the humorous ite _." se—1mean S¢ were W@wer than 2), ten sets of

questionnaires as well as t S gital clips were prepared (one set per

episode). P Pt i
2) The 14@ i each.
3) Each grt \ sjand respond to the

strﬁl in the table below.
|

aWﬁﬁhﬁﬁ*ﬁﬁmﬁ“\Wmaﬂ

The data collection process was the same as that of the Thai subjects, but it was

questionnaﬁej p

Groups ‘ ﬂlplsodes Qs

Q) GrowpL RM, LU, OP TH, WHI

done on an individual basis (not as a group) at each respondent’s own place. The

process took about 30 minutes for each episode.
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4) After obtaining the questionnaire data, a mean score of funniness for each

humorous item was calculated. Applying the same criteria as those for the Thai

questionnaires, a humorous cgnsidered as funny when its mean score
was at least 2 (> 2). \ //

3.4 Data Analymb__ -

There WW

Step 1 - :

The researcher anal ous items in the English
versions. Draw Eriofits ‘ theory and Berger
(1997)’s comedy . yracteristics of humor in
the English s . pisodes, it was found
that the verbally- ' . 0 r ’“_ ¥ AN bpi @dgs were characterized by

two major hufmor i " erior .'1.1" a ity. The incongruity
characteristic was / y 3 ‘;I pge incongruity and non-
language incongruity ; language ir NCe incladed linguistic incongruity and
pragmatic incongruity. Thd TS Eri ruity included five other types of

- yr

incongruity. For clearerzd fr*‘

categorlze@

2) Incongrultr
2.1) Lan | ge Incongruity

2.1.1) ‘ istic Incongruity

ﬂﬂ&@ﬂﬂ“flﬁw g1n73

2.2.1) Intertextual Incmwrulty

9 AVISAUUNIAINYIAY

2.2.4) Social Incongruity

teristics of sitcom humor were

2.2.5) Cross-modal Incongruity



70

Each of these humor characteristics is realized through different humor techniques
which are tangible evidence that explain “how” that superiority or that incongruity is

llows are the definitions of each humor

achieved in certain humorous ite

characteristics and their r%

1) Superiority
This refers to a h
We can laugh at _hi
found include:

Aggression. he use: i JoinMefisaying something

e Anger: . ,:' eu " % an 5"-.," ol“‘ aotey, doing or saying
& e ;- thin , gis/her anger.
e Difficultie  dituation’lp Wilich a character gets into

tic§8lich as running into trouble,

aking mistakes or experiencing

. Disétaf ‘: uff

py because

happen, or

xpetted.
|
e Emba ment: The use of a character ﬁndinﬁmself/herself ina

situation whic kes him/her feel uncomfortable or

3 Us INFHINEINT...

thahhappens repeatedly or for a long time.

q W’] FMTUARIINGIAY

cunning trick of another character or he/she knows

that another character is lying.
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e [Lame excuse: The use of a weak or feeble excuse given by a

character in order to explain his/her mistakes and bad

f responding quickly to previous
j ver manner. (He/she shows

gof tidiculous situations. (We

e Repartee:

) k that he/she has to go
Gulksituation again. )

. iation: he uselof 2 i teritak ingg@yenge on another

. e} misfortune of the

3 ,'| !

' _;"é? hofiseXpkrisficin *Mrcvenge attack.)
! § \

e Stereotype The Useofa co mip e heldibut often-unfair views

\
the agte n"gk pd typical behavior patterns

) of pe plc tertain society.
e Stupidity A 58 actefiitho does or says something
Sther low level of intelligence or b)

er look stupid.

2) Incongl

2.1)  Lanstlag -
|
2.1.1) Lingifistic Incongruity: : l

This refers to any‘l at could be regarde elng opposite to or deviating from

Lakted THRIRENT..

w1thvthe same consonant sound.

AN’ Hﬁ NIUANIINYTN Y

e  Mimicry: Adopting someone else’s voice, mannerism and style
of speaking but still maintaining his/her own identity.

e Personification: A thing, quality, or idea represented as a person.
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e Wordplay: A pun or a play on words/phrases that are similar in

sound but different in meanings.

2.1.2) Pragmatic Incongiuli "/\/)//
This refers to the bredlkif eXpectati ¥ the actual use of language in

Conversatlonal Maxims

and Leech’s (198 i moreeliigues found include:

e False Presu jers formin Qe presy pposition about
p recognize speakers’

speaker says

miknt or disobedience to a

e Violating Apbro 1 s ol o ffensivi o W:dc remark that is stated
Maxim: Insult, - icitly odegtade a person.
e Vio latlng Approbat : , ¢ of kind remark that is intended to

of someone or something in a

er is annoyed.
|
(Sarcasm is an oblique insulﬂile insults are direct

offensive rem Sarcasm usually involves verbal

AU 4 AINENANEART

Vlo lating Modesty The'use of a situation 1n which a speaker pralse

q RGN ILARIINGINY

Maxim: Hyperbole The use of a situation in which something seems
much larger or much more significant than it really is

(Murfin & Ray 2003: 205).
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e Violating Quality The use of an intentionally false statement or
Maxim: Lie something that a speaker says despite knowing that it

e Violating Quantit W in which a speaker gives too
Maxim: ation to a listener.

e Violating R he ugof a ich a speaker does not

ation tosa listener.

aawhich a speaker says words
LI P Y

dor a listener who is in a bad

Texts can be inferco 0 01 'r the uj Sttextual relationships such as
quotation, allusion, o 'li GV idion and GyvcWiranslation. For this study,
the term intertextual n@ong u_}-a-"—"-i- iechnigic of allusion, where the text

clashes with its source by b sed in different circumstances.

e Allusion: amous person, place, event,

M
2.2.2) Natural Incongruity

This refers to grulty which wou e perceived as funny under all

i ﬁﬂﬂ'ﬂ:ﬁi HINEINS.

aroand with logic or does or says something tha is

Rl IEE WUNTINGIAY

characters as well as between the characters and the
audience.

e Misunderstanding: Failing to understand someone or something correctly.
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e Reality-word clash The use of a character saying something that

contradicts reality or what actually happens in a

e Violating expectati / ferently from the way the
nce expect them to turn out.
Word clash he ugof a ich a character

contradiW _ pebliateis, he/she changes his/her

words o A s the opposite of what

he/she

This concerng##h i if) J in acter ‘qualitics, Tentities, or roles of a

. ity: / f 2, Theuse o it} l\’x. . ich' a character speaks or
: Millsual and different from
most peof sk ind@f situation usually occurs
aniac character who is driven by
has certain personality types

other characters.

. Rolt in a way that

H| ith=their physical or
|
: biological features such as agednd gender — an adult

acting or spea llke a child, for instance.

AU S AINININEAT..

oth? characters in the story

qARIRIN SUINIININY

especially for a selfish reason.



75

2.2.4) Social Incongruity
This refers to the breaking of the cultural or social norm. That is, it concerns the
taboo-breaking humor:

e (Obscene humor :

\ ‘ -related content.
e Human waste : "0 )’elated to things such as urine
d fagggs, s@bad breath and body odor.

bal elements).
. i c as 's!'?"' ituation i ich' what we hear (non-
. elits )8 in contradiction to what
'--e--,-e-u,-- om8ays (verbal elements).

. i {5~ A pun inve githe interplay between non-verbal

The researcher-e[a c tlzﬁlated into Thai. That
111
was, the rese | er identified which of the three translatid@¥methods, the faithful

translation (FAT‘ ommunicative tran n (COT), or the free translation

(Fﬁmﬂ THHNTHENT o~

earh in Chapter 2, the FAT, C?T and FRT represent the translation m

q RN T AR ING T
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SL emphasis TL emphasis
FAT CoT FRT

(form)
|

(function)

Figure 3.1: The contintwidi i 7

The FAT, the CW’ 2 Falong e continuum by the degree of
e -

freedom they ar¢ allo devia N Lhe<S n order to determine if a

the degree o g soree . Sehnan mblance, b) the degree of

naturalness, ang he fdeg £ : “chitcrion, the semantic
resemblance, distinghis o FRTMiotoh FAY afld GOT. This is because in this
study both the BAT anlf C@T ai 'T_ ’“_ ' S8 1's@mafiic contents whereas the

FRT does not. The @they T te :lﬁ na 18ss Yand ‘ofality of the TL, which are

ldl

two dimensions of lan lage yle, “differ e the AT from the COT. As already

F ol ¥

mentioned in Chapter 2, thy % 3 COTis the hat ttends to render the original

semantic content with the {,5-’ 5. ;": ﬁy. and it is also the COT that aims to
preserve theil‘ lang 5 & o‘ffoken language.
() A \/

FAT v . -

Flldt) d H ]

Tablm 6: The three criteria dlstlngulshlng between FAT COT and FRT

QW?@%&@%@M'YMH’]& t

he degree of semantic resemblance has to do with how faithful in terms of

meaning the translation is to the original. The continuum here moves from close

semantic resemblance to free semantic distortion. The FAT is characterized by close
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semantic resemblance or similar semantic content to the original. The COT is

characterized by mostly semantic resemblance to the original but there can be

occasional semantic adjustmentsy nge for naturalness and orality in the TT.
The FRT is characterized b rom the original. For example, the
sentence “Time is m }hal with different degree of
semantic resembla& _;
FAT: e

/wee0laa0

Time

Note: t ly the same
COT:

/wee0]s

Time Y . l oney## !; / '

Note: t e.S ay & ;i-':}f a simi L Saying, sounding more
natural.
FRT: & , . ’-:--.-—w

t@ the importance of

time inﬁer e oﬂusiness).
|
L

B. The degree 01‘ Iness

Qﬁm NUNTNHNT o

some™adjustments or optional traillatlon shifts may occur in the translatl

Qmﬂﬁﬂﬁmﬁﬁﬁﬁﬂﬂﬁﬂﬂ

1

The Thai transcription in this study is based on the LRU transcription system, developed at the
Linguistics Research Unit of Chulalongkorn University (Luksaneeyanawin 1993: 329-335). See
Appendix....for reference.
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optional shifts are used as sub-criteria in this study for deciding if the translation
sounds natural in Thai or not. Those seven sub-criteria include:

.,

1) participant reference

2) unknown terms
3) idi
4)

are used here only
because they see cant'pcrcenta ) - where the FAT

ped in more detail.

pants in a discourse are
referred to. For examplf, whitesET cib a person they are talking to

by means of second person r peakers can refer to that person by

means of kinship terms, Lok as, “lel” /m er) or “i1n” /paa2/ (aunt). There
can thus b{:& hift in participant referenc _. in Thai and this
would be c@ A , _.:\j
et o
2) Unknown lﬂLLs ; ll
When enc‘ ing unknown terms h as cultural-specific terms, the

elﬁ;ﬁﬂ TRHNTNET ﬂ“‘iz‘;:;;

n terms more explicit), or ?ven replace them w1th cultural—equlvalent

q Aaens A nena

Argentina, that is put on beef, lamb, or chicken as it is being cooked to improve the
taste. If the FAT is used, the translator will translate this term literally as “@iii93”

/chi3 mi3 chqqO ri3/ without any adjustment, but if the COT is used, the translator
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may adjust the translation by adding the neutral term “aea” /s@@t4/ (sauce) to the

translation for clearer understanding: “weafdiies” /s@@t4 chi3 mi3 chqq0 ri3/

to render the SL idioms

or figures of spe 3 xplanations (giving an
"H‘,‘,\-

explicit meaning_of. i hej figt tegive their explicit meanings

idioms or figures of
speech. For in her” isy\an, idio i Wifig “ill.” The translator
can choose to us dering i \ y WignA” /taj2 ?aa0 kaatl/

(under the wea 1 i {ff’-‘ 3 1ai, Ox the, lator can choose to use

gss algltong feeling such as surprise,
pain, shock, or anger, can Bet ated it with the FAT into the TL or can be
translated with the COT by aeplat] g the valent TL forms for naturalness

vl

n equivalent Thai

-

:J ]
|
5) Explicitati HI M

Exphmtaﬂﬁ,ﬁxplalned by Klaudy 8: 80), is the technique of making

oﬁ HHINEN ‘i;!mm:ﬁ;:z;:

is obligatory that the TT ?1st make exphclt whether it is an older b t

q e chrev ey 3

is, the translator chooses to make the ST information explicit in order to avoid
unnaturalness or vagueness in the TT, and when this kind of explicitation occurs, the

translation method used is the COT.
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6) Collocations
According to Baker (1992: 47), collocation refers to a type of lexical

patterning where certain words -gccur regularly in a given language and

different languages may haj o al patterns. In translations, the

translator can use the n literally or use the COT to

translate the collocation _—THr=a= mor@atux@placmg it with the TL

collocation. For M

Thai with the FAT
COT as “a19m

7) Word order
As proy phrases and clauses
can be used as 0 ihdiff@ient translation methods.

The shift can rdnge fim j ﬁ ifts to” b atically-required order

adjustment), to opMonallfshift | adjustmignt¥or more naturalness and
readability). For examgfe, . Tes eTice . cggWith a fork™” can be translated
into Thai literally with the FAS 0 khajl duaj2 s@m2/ (beat the egg

with a fork) or it can beg gnt in word order with the COT

for natural@ 7777777777777777777777 S : ‘E a fork to beat the
egg). t f

- il

U
C. The degre HI orality

The last c‘e to distinguish betwa@gthe FAT and COT is the degree of

fl USANENINHING:

trans or pays attention to the oraliy of TL in order to reflect the spoken style f the

qRIaNT-E IUTINGINY

to help decide whether a translation sounds like spoken language or not. These criteria,
based on the preliminary observation of the data and the works of Prasithrathsint

(2004), Luksaneeyanawin (2001), Smalley (1994) and Chodchoey (1988), include:
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1) sentence division

2) colloquial words

3) expressive words ] :

4) 1implicitation \\"///

5) Particles§ //
contractions ===

| il l" L ..“ .
resulting TT may ol ’a sading for & Subiitles readers. However, if a
very long sentehce i g\ rr* Tt el SMihe (tanslation method used

is the COT and thg ] 1hshig _‘ ke, spoken language which reads

e readers

(against specific

se of slang terms

and use of lomror e tmjlator uses colloquial
|
words in the t#&@nslation, the translation method used is cons#dered to be the COT.

For example, the ‘ Lcar’ can be translat o Thai with an informal word *

ﬁ'ﬂ E‘iﬂ"‘ﬂﬁ‘ﬂ"ﬁ’ﬂ HNT

3) E essive words

q RIS URIINYTNY

carries emotive meaning instead of a neutral word which sounds objectively distant,

the translation method used is considered to be the COT. For example, the translator

can choose to translate “be in a tough situation” into Thai as “miauu” /taaj0 nxx2/
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(surely dead) instead of “Gug” / Jam2 jxx2/ (in trouble) if he/she wants the translation

to be more expressive and sound more like spoken Thai.

4) Implicitation N\ - / ‘//
As pointed outwy Rk B /&he oral language tends to be

E L
leave out some ST i ehin BiinCe situation or context
in order to avqi i 1 ra oN %0und more like spoken
language, the tra i sed 18 \ wthe COT. For example,

when translatis are you 2 \ihie thc*fanslator can omit the

subject “you” in nd translate it ‘@ ."'-. (M0 // (how are ....7) to

According to PraSti ""'“"', ; ind Chodchoey (1988), one of

characteristics that differe am the written Thai is the use of

partlcles @

sition forms that

ation concerning

the linguistic o H or| sit ven=dtterance takes place”
|
(Cooke 1989: I . For example, the particle “&” /sil/ Signals or indicates an

imperative whlle 1cles ‘aFy” /khrap d “mz” /khal/ conveys politeness.

ﬁmm mﬁ’lﬁ Ny
TSN, AURINLIAY

contraction refers to a shorter form of a word. In this study, a contraction refers to
both the shortening of vowel sounds as in “fivls” /jang0 ngajO/ (how) instead of

“aeinqls” /jaangl raj0/ (how), and the reduction of syllables in a word as in “lssuna”
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/roong0Obaan0/ (hospital) instead of “Tsanenuna” /roongOpalyaaObaan0/ (hospital). If

there are contractions in the TT, the translation method used is said to be the COT.

7) Reduplication

COT. For exampl ( ‘ i /7 rans : . i hai with reduplicatives

",

“win-” /dekl hild rh it} instcad Ok translating it as “iin

vanan” /dek1 lad /6 jidren). S ionhocthod used is the COT.

each other based ony boye-me 101! g suBtcriteria for naturalness and
r . E e '_

(10 Table 3.7:

1. Participanjﬂ
2. Unknown téfms x

3. Idigms and ﬁg(rﬁseech Loy

1. Sentence division x v

2. Colloquial words x 4
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3. Expressive words x v
4. Implicitation v
5. Particles ' x v
6. Contractions \\\ 1 // v
7. Reduplications é\ 5 v
Table 3.7: The cri gish @eemﬁﬁmOT
i_‘!,a-rr; T -
The unit of trangla#f
The unit of, > examping, it ion method in the present

study is refe at displays a humor

technique whic s can be of different

lengths depe . For example, when the

technique in us usi ) it of fro "‘.\ -"»._i begé word or a phrase but
when the technique gt ug® i$*eHig Wnirias the unit plktranslation can be several

; Fy \ N i
sentences long. T helghfsignalith fit Ofilsanslation, 11%will be underlined in all

\

examples given in thigh

.Step 3:
The resear ef, calculated the mean score g 7 orous item based
on the quests n J84od' American viewers
in order to idetiﬁT whic ated S\}ﬂessfully into Thai and

which humorous items were not.

The wearc er analyzed the humorous items !ose Eu mor was not ;ransferred

successfully into Thai (the Thai m‘n score was less 2 but the Amerlcan

Q‘W‘Tﬂﬁﬂﬁmﬁﬁ”ﬁﬂ HIA

Since the research methodology has already been explained in this chapter,
the next chapter will repoit the findings concerning the characteristics of sitcom

humor.
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CHAPTER IV
CHARACTERISTICS OF SITCOM HUMOR

The first step the characteristics of sitcom

humor using the su 1 it ICSw framework. According to

_ 0%)
artity (80%)

Figure 4.1: The di§ hort : \ l"\ istig of humor

R e

Humor Characte
- _ﬂtu 7

Percentage

1) Superiority °o£
2) Incongr Bt Y lBl % — ~
2.1) Langdag |' '
2.1.1)ﬂg‘agmatic Incongrutty 32";@.
2.1.2) L!?UIS'[IC Incongruity 12%
ﬁ g:%rgglncongmlt % i w ;ﬁﬂ"/;q ﬂ i

2.2.3) Social Incongrulty

QRIFAFINRINYAY

T0SS-moda

Table 4.1: The distribution of all various characteristics of humor
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As shown in Table 4.1 on the previous page, the 80% of incongruity can be broken
down into 44% of language incongruity and 36% of non-language incongruity. Under

the language and non-language i , the distribution among seven various

types of incongruity is arr

is the most common whereas the least common
characteristic is the

Each char ' glizdifferent humor techniques.

They explain - O . dheongruity is achieved in a
humorous ite gfc aifodether 47 cchnige Bl in this study. Within
each humor chara#fterisfic, ‘. c ‘tech ThA \ aped into different sets.
Among the 4Z74tmogifec ) 1 s Ve Smentioned by Berger
(1997) while the gfher £ f /Iy added in iSkstully. T\ghe following list, the 47
techniques are ‘groupgh al | listed rﬁ"’r betice ne haracteristic of humor

I

and the 25 additiongiechlfiques AscHialcises
y q !‘-‘fff::‘-

1.1)
1.2)
1.3)
1.4)

:
11
1.5) Erﬂrassmem ; l

1.6) Irrltat‘h

FMEJ?‘@”WEM?W gIna

Repartee

wamﬂmummmaﬂ

1.12) Stereotype
1.13) Stupidity
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2) Incongruity
2.1) Language incongruity
2.1.1) Linguistic inc

_niz ]
¥

Vo4 AN 20w oy AT PANU W R Y 5

L

2.1.2.2) Overliteralnes

ational Maxims

b@ ie)

e
I}

|
11
2.1.2.4) Violating Leech’s Politeness Ma;ﬂ

- Violating A greemgugMaxim

AU 4 ANENINEang—

- Vzolatw Sympathy Maxlm

wwmmmum'mma d

2.2.1) Intertextual incongruity

- Allusion
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2.2.2) Natural incongruity
2.2.2.1) Absurdity

- Auditory-verbal clash
- Audztory—verbal

ﬂﬂﬁﬂﬁﬂﬂﬁﬂﬂ?ﬂ‘i
4 WARNT: PFIbIY pioh (8 1131]

note that the humor techniques are generally found in combination with different
permutations. For example, we may find the technique ‘analogy’ used together with

the technique ‘stupidity,” as a result, we have a humorous instance exhibiting the
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characteristics of both linguistic incongruity and superiority. Although we may not

be able to separate the techniques clearly in each humorous instance, we generally

items in this study are therctg o\ Gateoori ing to their dominant techniques.

of humor starting from the

8y operate on an incongruity
5 or having incongruity-
related techniques as, ary-techii OU ko evoke laughter from the

audience. This is because tHesehm (ffaw upon the idea of superiority.

! ultieZ?%)
Ni)

ggresm (9%)

5) i Knowinganother’s game (8%)
6 m Lame excuse (7%
ﬂ 7) ¥ ﬂ ﬁ%
0' 8) K Embarrassment (6%)

9) RN Reﬁuon (6%)

0/ mmmmaﬂ

Stupldlty (5%)

Figure 4.2: The distribution of thirteen humor techniques of superiority
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In these humorous items, there always is a target of humor or a butt of a joke who the
audience could laugh at. The butt of a joke may be stupid or may go through

mishaps, mistakes, or misfortung

ake the audience feel better off than
him/her. As shown in Figureg.? i /“f , the superiority characteristic of
humor is realized through een! ith ‘difficulties’ as the most

i 2
r', ﬁ.- t 2 iy 2 U1 deadly earnest)
? b outside in the
gWou like a deer. @3

@.1) [1.1: KQ40]

uscular waitress,
r that she makes a

“l mean it” look and

personal phone—l-dall oug
|
threatens to gulJI E‘

only because DOl‘ nned by Mary’s uttefapee, but also because there is a role-

ﬂ U ﬂﬂﬁﬁﬂﬁﬁﬂﬁiﬁiﬁ

really scared of a small ‘valtress like Mary He is even petrlﬁed

qmﬁrﬁmwnwmaﬂ

The italicized texts in parentheses describe the character’s gestures or actions and what happens

in the sitcom.

The smiley face symbol (©) indicates where a laugh track occurs in the dialogue.

The information in square bracket is the reference numbers of humorous items in Appendix D. For
example ‘1.1° refers to the aggression technique, ‘KQ’ refers to the sitcom the King of Queens,
and ‘40’ refers to the reference number of humorous item in the sitcom.

im like a deer in the parking lot. This example is maybe funny not
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4.1.2 Anger

The technique ‘anger’ refers to the use of a situation in which a character says

something that expresses his/her t ghe content of his/her utterance involves
no aggression or physic *\ / onsider Example 4.2, from the

sitcom My Wife and K

Janet: ' _ ' miEgscofall your other

s very angry at

Michael becau:‘ﬁshe eptﬁ)icture of his sexy ex-
|

girlfriend Shar | in a book that Janet gave him for Valentinad$!Day. Janet speaks the

sentence “But yo‘ 010usly .7 with a angry voice, especially the word

P Ei“f;lmj“lﬂ"ﬁ NEINT- -

he 1s IOW in a big trouble.

QW’lMﬂ’iﬂJﬁJ‘m'Jﬂﬂ’]ﬂﬁl

The technique ‘difficulties’ refers to the use of a situation in which a

character gets into all kinds of difficulties such as having accidents, making mistakes
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or experiencing misfortune. For instance, consider Example 4.3, from the sitcom The

War at Home I

Wh(1.3: WH1 78]

‘ .‘ . 0l teenage boy Mike is
using the lubriCant J urbe on that -'li"-.I DaVe bought him. Dave
bought this gel b . e Wi ' ":"! im, sh lt".,l o ¥ his scraped penis and
asked for help. In thisig8#§e year 'ﬂ"*“ e fordié is so unfortunate that the gel

is burning him.

ch a character feels

unhappy because|so peﬁr because someone or
111

something wasaot as good as he/she expected. For instancéweonsider Example 4.4,

taken from the sﬁ‘ War at Home II-

Al ANININYINT

who’s resp0n51ble for me havmg the most beautiful

boots in the orld

ARIRIN3 i3I ne1a

on montior) .
(4.4) [1.4: WH2 43]




93

In this scenes, Dave is watching his daughter Hillary’ s video on her webpage

hoping that Hillary would thank him for buying her a new pair of boots. However, it

7} boots’ designer, not her father Dave.
4.1.5 Embarrassmen
The techni smeq‘ refe f a situation in which a

character finds f/ makes him/her feel

turns out that she thanks Jess1ca

uncomfortable, ashagae /
character in a comedy® l [ barrassed would say or do

all kinds of thipg#to eg _J R \EOny Nebusider Example 4.5:

ondhe bhone ?" ) o. Ok. Bye.

. - \ ~l.. . .
(i nifig S % Rievorget tired of this

;s afid suth a small...

Stewart: |@king greextremer phonglut of his pocket)

s me. ©

gwart: Yeah, a patient bough _» :ﬁj)hink it’s

D Mo
Autnminsang. -

Stewﬂ s phone turns out to be‘even smaller than Oliver’s. Oliver thus f el

AN ASHAMIINYIS El
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4.1.6 Irritation
The technique ‘irritation’ refers to the use of a situation in which a character

feels impatient or annoyed especi , ¥ omething that happens repeatedly or for a

long time. For instance, ¢ / en from the sitcom Still Standing:

Bill: 10~ re We to s@wo people who

allayou of all people

0... living in

now, gay.

[1.6: SS 84]

In this sceg

. Bill i &)1y %nNBerry that they should not
"" — .
separate Laure (Blll dayb }&i )y,and Ch yhelly

.i—

_ x erry’s adopted son) because
these two kids reallflikgieach oth -‘* "— lgigh CI ris’s _ hdes has dropped since he
started going out with : il is g saygthat Shelly and Terry should

understand this kind of rorfk an anybody for they are a lesbian

couple who never let anybz ﬂ: stand.1r ..::. vever, Bill is speaking in such a
way that %ﬁy it irritating c about Shelly and
Terry bem% A N ng who you are
you know, gayMTh 1ta1:'ﬂ “Yeah! We get it!”

4.1.7 Knowing aﬁ ’s game

£ ﬁ‘ﬂﬂ HHNTREINT

qulc a cunning trick of anothe?character For 1nstance consider Exampl 4.7,

QW’TﬁWﬂﬁ’fﬂﬂm']'mmﬂﬂ

Michael: You’re being irrational. And you know what?
Janet: What?

Michael: What are you doing... snooping through my stuff?
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Janet: Oh, no, no, no, no, no. You will not flip the script ©

and make this my fault. I was doing the thing you’ve

been putti last six months..
\ (4 7) [1.7: WK 16]

ty for secretly saving his

In this scene, MlCh
ex-girlfriend’s ph ation by blaming Janet
for being nosy andg _ it his permission. Here,
Michael is a target o Ld e 2 s quick enough to know his

game. She do; ip the scrip aullt, therefore Michael is

4.1.8 Lame excus

The techniqusg ‘la e& CLISS ef 7 -‘H- ;"'-,_ a weak or feeble excuse

given y

by a character in ord' D is/her | g, andad or careless behaviors. For
o= = . .

instance, consider Example -‘-—w-m o sttcom Out of Practice, where Lydia

is in a restaurant with herfe

their dog I\{Cﬁy —
|

e is blaming him for spoiling

ce m:;divorce. No

|
wonder he likes you more than he likes* me. You’re
ﬁng him like a suifiiper sausage. Halloween is

AU ¢ INENTNEIAS

Stewart: That is a har*accusatlon Lydia.

(to a lady sitting at the next table and handing her

the meat) Madame, your pastrami. ©

(4.8) [1.8: OP 51]
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In this scene, while Lydia is talking to Stewart, we can see Stewart holding

meat under the table, secretly feeding Monty, and Lydia noticing it. Stewart knows

’t have your bat in the

Jake:
Reba:

' 1
- - -
| —

|

=
We ca\Me that Jake is not afraid of his mother desp‘\ﬂ'being threatened with
a severe pumshnﬁ nstead of obeylng , he quickly replies with a witty

AU INNINHNT: -

ﬁghtﬂ'f with his baseball bat. In tlia case, we are perha s laughing at Reba noto y

qWIRNTIEN IMVINTTRY
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4.1.10 Repetition
As defined by Berger (1997: 35), the technique ‘repetition’ refers to the use

d sitcom The Simpsons always

of a situation in which the same hyg ?ens repeatedly through such things as a)
' i

shouts out “D’oh!” w ate ence of ridiculous situations
where a character ion again and again. For

instance, consider ulofalractice, where Stewart

". 0) 1.10: OP 46]
As already . hone is even smaller than
Oliver’s but the present exdmpl Phone is so small that he always has
trouble communicating yidthet e line. He and the other person

cannot hea@ L e Eas i g ﬁi\

repeat Whalﬁl

it turns Stewarﬁjrho

4.1.11 Retallatlof

mﬁt&ﬂﬂ NENTHE m:;;:::;::

oru nd to him/her first. For 1nst?ce consider Exam yle 4.11, from the 51tc0

q WSS RANT MY

Bill: Chris, we’d be happy to let you and Lauren go to the

he other person to

in the sitcom and

movies together.
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Chris: Great.

Lauren: Yeah, and guess what? The best part is my dad is

laj §.in spending money. Bill

Aior Mithis joke.

fhe use 'l"! a

R

mmonly held view about
e group of people which is

ance, consider Example 4.12, taken

Vaf;' aref].e gonna do,
|
: ” get our nails done? ; l

Brocl‘ all chuckle) Yeah. cure pedicure, massage.

AU TNHRINEING

little late in O‘r relationship, but uh are you gay? ©

QW’]MﬂiﬂJﬁJW]')Wﬁ'IﬂEJ

In this scene, Brock is asking if his son-in-law Van wants to go to a day spa

with him, but Van is reluctant to go and starts to feel suspicious about Brock being

gay. Van’s question “are you gay?” is funny because it makes Brock become the butt
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of the joke. He is suspected as a gay due to a stereotypical idea that only gay men go

to a spa, not heterosexual men.

4.1.13 Stupidity
The technique

//!Wsituation in which a character
i @f intelligence or makes

does or says som
another character

Two and a Half Meng

In this scene, Cha -, pot want Alan’s girlfriend Kandi

to move il@' s. Actually, Kandi

sjnot noticed it yet.
Alan’s reveal nﬁ"ﬁ
of what has b going on in his own house.

Al $ANYNTNEINT. .

char erized by incongruity and t]w incongruity can be further categorized 1nt two

4 WIAINTL IRIINEINY

4.2.1  Language Incongruity

orﬂ fool who has no idea

4.2.1.1 Linguistic Incongruity
4.2.1.2 Pragmatic Incongruity
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4.2.2  Non-Language Incongruity

4.2.2.1 Intertextual Incongruity

Linguistic | ruity, 2 .-"* "7 e andaele (2002: 228), refers to
anything that could bg 3 s beir sitc tQBbr deviating to some degree

29

from the “normal languag dhe speech, and regional accent can

thus be examples of lingu i{f’fff-_ ncon pormally expect language to be

fluid, to b{%i e sﬁ rd accent. In this

e with ‘analogy’ as

the most co:nﬁ a eaﬂcommon as shown in
|
Figure 4.3 ” ' l
4% 4

Personlﬁcatlon (22%)

mﬁmamma d

6) |l Mimicry (4%)

8%

Figuie 4.3 The distribution of six huinor techniques of linguistic incongiuity
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These six techniques, which soon will be discussed in an alphabetical order, deviate

from the normal language in different ways, but their deviations can be grouped into

four sets as follows:

c) Semantic —
e —

Q) Stylistic.deyiabert——

4.2.1.1.1 Alliterati

The te petition of the same
consonant sound psonant sound or that at
the beginnings ' y Ll -ii"‘ 1 & T t should be stressed
that alliteration i ' dot | spelling of words; for

collocations like ‘bed g *f — is cam8idered here as an incident of

phonological deviation fro 11h ge for we normally would not expect

language to be spoken ig. 1

deviation @ 7777777 sisu h as mnemonic,
. djto be used for a

-

humorous purﬁe. , ﬂ the sitcom My Wife
|

and Kids: ' ” ‘ l

A Ut INENINENT

Janet: That’s rlgw Busted with bust buster. ©

QW’]MﬂﬁﬂJﬂJ‘lﬁ']’WIﬂ"iﬂEl

This dialogue is taken from a scene in which Janet is really mad at her

grally, this kind of phonological

husband Michael because she feels that he cheats on her with the secretly-kept

picture of his ex-girlfriend Sharon. In this example, there is the alliteration of the
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sounds [b] and [t] in the sentence “Busted with busty, buster.” The word ‘busty,” a

slang term for a woman with large breasts, and the word ‘buster,” a slang term for an

(Holman &
of semantic devi AU an point out a semantic
relationship be #hings that fior T ot Visible to readers. This
semantic relationsk ) II jind of the analogy writer
and then is made visi readers; ) gn a'gliance to think or interpret the
: O" make an idea vivid, clarify an

unfamiliar idea, or even stfengthEn/an.arg ch a line of reasoning, but it is

always humorﬁ It 1t}ﬂer techniques such as
|
insult (see sec 4.3.4), sarcasm (see section 4.3.6), hyperbale (see section 4.3.8) or

when it deals Wl‘ boo topic such as sgkdlsee section 4.7.2). The following

ﬂﬁﬁﬁ“ﬂﬁﬂﬂﬁ WNyInNT-
9 AINTUNRIINYINY

Oliver:  What are you guys doing here?
Lydia:  Hmm, It’s your father’s week with Monty so I

requested we do the handoff down here. Last time his
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little girlfriend answered the door wearing a kimono

so short and I could practically see her little Tokyo. ©

i’/ (4.15) [2.2: OP 14]
This conversat & é ch Lydia is explaining to her

son Oliver that sh - ant g 2o and Stewart’s apartment

because she doe Gt hi girlitiCTrdsudigadicsses improperly. In this

example, Lydia is

Tokyo. Tokyo, whichg® thg’Capigal cityle i ial and business center of

Japan, is chosgaf® be e y€hiCl¢ ) * LS illils related to a kimono,
the traditional cost#ime gf J ga 1 ' 1, by, 3 it §.new girlfriend; and also
perhaps becaus® Tokg0 isy f' m ' 1 ai in ! ay that the sex-organ
is of central impp ncr b S ‘nev ! \

4.2.1.1.3 Coinage,

The technique,, v word or phrase that sounds
strange or ridiculous and J' : v acter in a sitcom. This technique is
regarded as an incident gf : exical
newly-crea&'& 77777777777 o in the sitcom Still
Standing V\t >

couple Terry

i}
|
Terry and SheHyfat their house and a coinage arises in their camversation:

ﬂuEJ INHNINYINT

Bill: Yeah, I was Wt chatting with eh Lauren and Chris.

9 ANAIUURIINEIA Y

in-law. © Is that the correct term?

(4.16) [2.3: SS 62]

we cannot expect to find these

son of a lesbian

ate, Bill goes to see
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The word ‘lesbian-in-law’ is formed through an analogical construction to the
terms such as mother-in-law or father-in-law, which are used to call someone who is

ver, English does not have the term for a

/o ouse, so Bill just coins the word
} strange but sensible word is

) \ chave!
‘:1 pananas. ©
Wl7) [2.4: RB 26]

Bfa Jean on how to discipline their

children. Barbra Jean tricsfor:

puppets an{h)

an make discipline fun by using

)

sdction 4.3.4) in this

dea. In fact, there

item. Barbra Jea

J | r ] e hip-hop manner and

|
telling her to belfave, Reba immediately responds with a shmreply “You’re ba, ba,
ba, ba, ba, ba, balﬁl eba does not only s@pgtancously mimic Barbra Jean’s hip-

cﬂ WE mamm MI
ammmmummﬁmm

which human qualities are attributed to something nonhuman such as animals,
objects, or ideas (McArthur 1992: 764). Since personification allows things to be

treated or represented as persons, personification is considered in this study as an
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incident of semantic deviation from the normal language. Although personification is
generally employed to make inanimate objects become more interesting or make

abstract ideas become more real, it ,r in the present study that personification

is also used to generate // Example 4.18, from Everybody
Loves Raymond: \ &

In this Scene gDebifa ﬁ s her’ dymnond, to have a vasectomy, but

. - TWMY
Raymond does nogfvanglito do i afid-askSfDebra to. be ¢ careful with her words
. e

because they can hur ‘ ccling. 1 D obviously hilarious because

o

Raymond personifies hlS p diculous thing for a normal person

to do. The personificatiog f'—_, zed thro d person pronoun “he.”

4.2.1.1.6 % ;. 7777777 ﬁ

M i pun or a play on
|
words/phrases<thft are similar in sound but different in meanimg (Holman & Harmon

1992: 383). Amb‘ is a central concept hlS technique. The ambiguity can

ﬁﬂﬂ‘fanﬁﬂfﬁ T mm:f;::r;

the s e way, or d) the use of a weral meaning and a metaphor or an 1d10

qRIEN AIUNNIINGINY

ambiguous and confusing. Several instances of wordplay are found to be the source
of comical effect in this study. For instance, consider Example 4.19 from the sitcom

Still Standing:
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Bill: ...Hey, uh, let’s leave this on a good note, you know,

section 4.3.2). [t s a i II , Aber, comes to say goodbye to
Duri g the time that they
‘ a while such as stealing
Ed’s snow bla in hiS hot by ] 0. The efore, since Ed will
fathe hatchet is an idiom
_ - i and become friends”
(LDOCE 2005), bj ' his m -"',||k M that he cannot bury the

hatchet (a small axe) .‘ c Bill stole it y hever gave it back.

,,,,,,, om the proper use

the actual use of

language. Spe sational Maxims and

L k-,
i i
Leech’s Politendss Maxims. According to Paul Grice (I

governed by coofr between speakers listeners. In order to shape their

FULINHRINGNT -

1) Quantity Maxim: elve the right amount of information.

qRTRNMT MIAVIINGTAY

3) Relevance Maxim: Give relevant information.

), conversations are

4) Manner Maxim: Be clear, brief and orderly.
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Apart from cooperation, conversations are also governed by politeness. Geoffrey

Leech (1983) has proposed six Politeness Maxims as a way to explain how politeness

1) Tact Maxim:
2) Generosity
3) Approbati

" ——
4) ModeW |

pointed out by Ki '_ 993) Wesent study also finds
that humor is s i km ;;a' communt 1 ‘1""-:, violates the Politeness
Maxims as well. % }. -’; hty e °'s ag atic-related techniques
are also found to humo' i fa1se presipp@8ition and over literalness.
Therefore, in this study, tyche=te el --\ as shown in Figure 4.4 are

found to bring about the pragmati a gwith ‘ridicule’ and ‘sarcasm’ as the

top two common techniqugssa id __ ( @’ as the bottom one.

' Y i .- Ridicule (15%)

: M.: Sarcasm (15%)
o Maxim (14%)

== Violating Approbﬁn M.: Insult (13%)

V1(W1g Quahty Maxim: Lie (12%)

? Ml Over literalness (6%

13 ﬂwmﬂma EJ

11) [ | Violating Quantity Maxim (2%)

12) == False presupposition (1%)

Figure 4.4: The distribution of twelve humor techniques of pragmatic incongruity
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These twelve techniques, which soon will be discussed in an alphabetical order, can

be grouped into four sets as follows:

dicule, Sarcasm)

implicit assur aboutithe real world whose truth is

i iy i
taken for granted or is refmred=in orde e utterance be appropriate in the
ple, the speaker of the sentence

,tss' mes the fact that
,,,,,,,,,,, A%

Amy once t sition’ here, it refers
| ui

to the use of nm niﬂ:ﬂnet share the same
|

presuppositio r an utterance. For instance, consider ple 4.20, from the

sitcom

ﬁﬂﬂ’“ﬁ NUNTNHINT

Kandi:  (to Jake) Yo“know I’'m a child of divorce too, Jake.

qARIAN AYUIMIINGIa Y

Kandi:  Twenty-two.

Alan: But you’re twenty-two now.
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Kandi: Twenty-two and a half. Boy, what I’d give to be

twenty-two again. ©

(4.20) [3.1: TH 58]

There is here “ailinge »&} and Kandi’s presupposition
about when Kandi’s-parcrts=e @ in ‘a child of divorce’

triggers Alan to a; ’s P sudivoreedavhen Kandi was a little kid

/ han the time of saying. This is
the presupposition 101 /gLc you when your parents
split up?” Not eftedly ‘l out the rorce just happened in the
{ [T ¥ s S apt to mention that false
- the humor in this

Mhork. Kandi is a kind of

presupposition
conversation bep
beautiful but stupid 1, who' alwz ak of herself and only cares
a is considered the distant

past, which is long e . ch tg '!—-— on likelher to call herself ‘a child’ of

divorce. The sentence “Boy! : wha Pd give enty-two again,” also suggests us
that in her view, six mongh S ar e.extromely vhich have made her age a lot.
4.2.1.2.2 & T | .;Ei

The teﬂiqu e 0@ situation in which a
|
cognize or deliberately ignores an illocutionaty force of a speaker’s

utterance. To pul‘t ly, a listener take ds literally or at face value. For

f HHINANTN gana.::

who cky invites over for a barb?ue After Omar leaves Dave and Vicky g

A WTRNT SUARIINYIA Y

Dave: Okay, um, you wash, I’'ll dry. ©
(4.21) [3.2: WHI 56)

listener fails t
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When Vicky says that she does not know where to start, she is talking about

the fight between Dave and Omar and not about cleaning up the kitchen mess. She

wants some explanation from , but because Dave does not want to

explain anything to her, derstood her intended message

and takes her words lit 1 t how they should do with the
dishes. Here, Daw 1t act of complaint and

deliberately giVW ditzeou wash, 1’11 dry.”

Cr just take shots at me?

g2 guy. You should

¥ I
|
Drﬁason' Well, I’ve got a news flash for vﬂ' buddy, I’'m

not your friend frlend

ﬂﬂﬂ?ﬂﬁlﬂﬁﬂfﬁlﬂﬂ’?

In th scene, Michael is insulted b?hls wife Janet and he asks Dr. Mason to t e his

ARIH IHNRIING TR Y

This makes Michael lose face and becomes the butt of a joke.
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4.2.1.2.4 Violating Approbation Maxim: Insult

The technique ‘insult’ refers to the use of an offensive or rude remark that is
stated explicitly in order to degg erson or some other objects such as
institutions or occupations, , / s the Approbation Maxim because

7onsider Example 4.23, from

her, insults Raymond and

Debra after he fin O yins. atshehasyjust given to children on

Halloween are in £ ‘ '*' Sdgwiappers which belong to

b [d not hear.)
sick. ©
(M2B) [3.4: RM 89]

use it makes Raymond and

The sentence ¢ --~—-=v— 3 b

Debra, who is being 1nsul a joke. Furthermore, we know that
“You are sick” is merely sult that-is
that Raym(é'& id Debra are actually not me st wn condoms in fancy

djage like Frank.

’s role in a story, and we know

=
|
4.2.1.2.5 Violnlung Approbation Maxim: Ridicule ‘ l

The technﬁl idicule’ is another in t of violations of the Approbation

Rl NEMINH NG

other ords, ridicule aims to maI? individuals or some other things seem s p X

A RIRNTTITH INTINEIRY

Van: Like a bird that warns of danger. Brock! Brock!
Brock! ©
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Brock:  Alright, okay Van. Hey, hey, hey.
(4.24) [3.5:RB 49]
are at the spa. Brock tells Van that Van

is making fun of Brock by

"//g in stead of calling him Mr.H,
/ :g s this opportunity to ridicule
3

emonstrates that Brock’s

" jace that is directed at a

specific persq : "’=.,| .'-. 8 and insults are thus
Y A %

similar in terms_ i ] r chiv ¢ '-; 3% im of Approbation, but
while insults afe dir | KS, sarcasm n irect (Berger 1997:39). In
other words, sarcagift re blig '- \ hally involve verbal irony
or an act of saying Ing-but-m ﬂ,_.;_i e irfin & Ray 2003: 425). For
: T Everybody Loves Raymond, where

usband Frank, who annoys her.

¢ cﬂ on, [ don’t
|
have enough candy. — You’re being foekish. Please —

gidon’t have enough cafidy!! — You think that’s so

AU g ’W%%%%ﬂ'lﬂ?
q W’l SRR ok (1]

tight to the candy and does not give it back to Marie. Thus, Marie sarcastically asks

him “You think that’s so different from who you really are?” We can infer a

conversa-tional implicature from this sarcastic question that the way Frank is acting
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now is not different from who he really is. Frank becomes a target of humor in this

example because Marie is indirectly insulting him that he is a foolish person who

Wy,

¥ the use Of@WhiCh a speaker praises

speakers should minimize self-

always behaves in a silly way.

4.2.1.2.7 Violating
This techni

praise in order to_be, Ayoid ¢ if] .- ‘E or boastful. In sitcoms,
there are some char hofayc N 8y, arc immodest. They have
) . \ or instance, consider
Dave, from the sitgfm f 1o ! | ; ~ imself as a former cool
Kid: | W W N

Dave: ' m ge llin g you, e’ _ 00 & enced for her.

Vicky:' : a

Dave: B¢ S aacoOlBkid. And cool kids

ffse I was a cool kid. ©

4.26) [3.7: WHI 11]

s S ———

The teﬂiqu dﬁfrate exaggeration or

|
overstatement sahich makes something seem much larger ot#huch more significant
than it really is (ﬁ & Ray 2003: 205) erbole thus can be regarded as a

thﬁ:u“&l““mﬁ NINYINT.

ughter Lauren because T?ry and Shelly, Chrls s lesbian mothers

q RIAASHIRTING TAY

Chris: But I really like Lauren.
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Judy: Yeah, so do we. © But this is bigger than all of us.

Say one day you two get married, and you’re a big

time doct goingl to cure terrible diseases and

married, b)

because Lauren is J I jond reality. Judy blows

deck.

Grice’s Quality

something that a

speaker says dm‘ite ce,ﬁ:sider Example 4.28,
|
from the sit Reba, where Elizabeth, Cheyenne’s‘| ughter, breaks her

grandmother Rebzﬁ re frame, but here isight Cheyenne tells Reba:

ﬂumwmw&mm

Cheyenne: Jake broke it. broke it. ©

awm»mmmmmm

the truth about a broken lamp. Her younger brother Jake was the one who broke the

lamp but blamed it on Henry, Barbra Jean’s son. Consequently, Reba gets very upset

with Jake and ground him for a week. When Cheyenne sees how mad her mother
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already is, she decides to lie to her mother about the picture frame, and blames it on

Jake. Therefore, this example is humorous not only because we know that Cheyenne

is lying, but also because there isy Wn ity in Cheyenne’s behaviors. She does

or m ;‘/ e end she lies to her mother as
alli }ck.
—-:-_""J;

9

ich a speaker gives too

v,

il 4 _©® ﬂ; losi, \ ‘."'v,. 00 .
Ed: i I 3 b J :‘1 e a ] i O g 'I 3 l.“l
| ~ L/
Bill: ; 1k © (Bill sing théldoor again.)

(4.29) [3.10: SS 1]

In this scene, Ed, w. ho: gomes over to Bill’s house in order

to say goo e bg pve toAHawaii. We can see

that this 1 nncooperative exchanoe on the part of Bill Pbhécduse he breaks the

pcctedto. Normally, when
| s

Wwe arc not only eﬂﬁected to say good-bye
back but also to efpress our concern by asking further questions like “Where will

yo i, 1! r i ‘@il limglcapsthatdherdoes not
waRt ffo alize vn']‘i regkific fthegOu im§ whigh pakes this
exarfle funny, Id also be not ical par:

xatple funny, but it should also be noted that the lexical parallelism of the word

Quantity M#efn:
=

SOIl’lCOIlGWCkIH(I) comes to Say good=bye,;

‘000d’ also plays a role in creatingﬁe humor here, 4y Q/
.ZJ.IQiﬂilﬂeleviam)jml | |q ; I m ﬂ q E I ﬂ
This technique refers to the use of a situation in which a speaker does not

give relevant information to a listener, hence violating the Maxim of Relevance. For
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instance, consider Example 4.30, form the sitcom Everybody Loves Raymond, where
Raymond is at a restaurant telling his brother Robert and his friend Andy that he is

going to have a vasectomy, but Jiwhojhas a very strong interest in composing

1: RM 38]

Here i can gee ~' A doe: .-. : Mlbout the fact that his
friend, Raymongl 5 20 g b have r 1_ \Y \ gterest is to find a word
that would rhyme wigh t’ ' “vaseot $Whe llly asks here is irrelevant to
the topic of convep®atiog .!.?:;.- ;.;“ 10 Scloriy) and makes this example

funny.

expressing no = ad i1 : uation. For instance,
consider Exarrm 4.31, from the sitcom the War at Home 1 ,ﬂ-ere Dave cares about
himself much mo‘ his own daughter . This example is taken from the
ﬂf‘t‘&ﬁi} ibah ) iﬂﬂﬂ;ﬂﬁm
bo¥fti y for his
daug r, but it is because he is dl?ppomted that he W111 not be able to play

RIS ASHINNITNEINY

demands an explanation from Hillary why she broke up with Taye despite knowing

that she does not want to talk about it.
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Hillary: ~ Dad?! All right, you really want to know?
Dave: Yeah.
Hillary:

Taye’s pr to go all the way and I’m not

ﬂ) What else? ©
X, [3.12: WHI 76]

S &7
4.2.2 Non-laniguagg@finc fé’

According #8 & finding ;,.-J
] -g*

non-language incongg ty,, ------------ b-catg@brized into five types: a)

s are characterized with

intertextual incongruity, b)*nat v icon ) character incongruity, d) social

incongruity, and d) cross sc five types of non-language

incongruity “ ,,,,,,, : E
:

4.2.2.1 Inte
Interte

|
lity is a term coined by the French structutalist Julia Kristeva who
regards that any‘e& an amalgam of ot and is “part of a larger fabric of

AU INHNTNEINT

saldﬂ be completely original. Aw text always draws on previous texts in 0 e

qWIRNER WARTINgTaY

through intertextual relationships such as quotation, allusion, parody, style, genre,

revision and even translation. As for this study, the term intertextual incongruity only
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refers to a technique of allusion, where the text clashes with its source by being

different or being used in different circumstances.

The technique ‘allusion’ I¥ e use of a brief reference to a famous
person, place, event, objcet ste :/ _found in literature, mythology,
history, religion, new Swf pfar® Cult Ray 2003: 11). Whether an
r.not-aepends o bo e shared among speakers

and listeners. In W ansalllfStensiSused as a humor technique.
‘-“"'-..

For instance, consi 4 ORReDa, where Reba is very
angry at the way B ol her eskicnry breaks Reba’s lamp
with a baseba flean disagre ‘ \pOlis Mg with a spanking and

insists to discipli i j nmg he his blue sticker, which

he has receives i P00 flor, R cbay oes over to the door,

etout, an : fitkie with you! ©
(4.32) [4: RB 36]

p s essed by the soul ofa

which is a moijab
the sentence “Get out, and take Ch' e with you!” Reba

serial killer. -

metaphorlcally sgeblenry as Chuckie. ough this may sound like an

Rmi HANBNINHINT

leave er house right away. This ‘omlcal allusion probably has a high cha e f

WIS WMSUNYIINYINY

characteristic of intertextual incongruity, but also has the characteristics of linguistic
incongruity and superiority since there are three techniques working together:

allusion, metaphor and anger.
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4.2.2.2 Natural incongruity
As defined by Vandaele (1999: 254), a natural incongruity refers to an
incongruity which would be_pg

cqi ﬁmny under all circumstances. For
1CC absurdlty, a gap between what

or just a violation of what is

alized through six humor

> as the most common

€.
4 o _ ctation (25%)
13%.::511. i -x:E,E: ::,"x . W | = 22%)
. ) Al rstamiding (15%)
: c (15%)
15% -
- % | ord clash (13%)
P 373 epaht awareness (10%)
Figure 4.5: The distributio ¢-hurr - s ofhatural incongruity
%)
For ‘reality-word n bg~grouped together as
contradicti®m, = acter’s utterance
contradicts L y a'elaracter’s utterance
et o
contradicts hisfigr own previ . i |'

Tl UHINLNINGIAT..

round with logic or says somethlng that is illogical or unreasonable. For

instance, consider Example 4.33 om the sitcom M)q and Kids, where Hlsflor

ammmmwnﬂm

Todd: Yeabh, that’s just like the time my woman came home

early...and caught me in bed with her sister.
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Now...she’s the one who came home early. And she

gonna try and blame that on me? She was trippin’,

right? RightZRigh#? Right? ©

(4 33) [5.1: WK 46]

In this scen &m hlﬂfﬁce@workers Todd, R.J., and

Brian, about his isjwife, Janc icture of his ex-girlfriend
that he has secretly kept. a 1' ﬁ“ el by saying that this kind of
situation happened t fof gnd hg 1S 1¢ ity gthe same way that Michael is
not guilty — t ' if WicWhare t wives. In fact, his
situation is very differeg ,  tHat-of-MHcha > T ydd actually had sex with

¥ Tod

b’

his wife’s sis

ABuilt Wbut he makes it sound

like he is not, and" it i hOine carly and saw what

happened. This"1s rea ' that scene agrees with

him.

4.2.2.2.2 Discrepant awa n

This technique rg - the'use o s in awareness of what is going
on in a 51@ ‘ i§, we may have a

situation in rs| in a sitcom do not

know, or b) theeﬁldl S tlﬁiome other characters
|
do not know. instance, consider Example 4.34, from the Sicom Everybody Loves

Raymond where ‘a the only character 1 1 scene who does not know what is
Frank: Oh, I ah?st had a riot on m hands. Good thlng
Raymond: Chocolate coins?
Debra: Chocolate coins in brightly colored wrappers,

Ray. ©
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Raymond: The things? You gave out the things? ©
Frank: Yeah, so what?

Raymond: in somebody’s house and go

their things and gave

4.2.2.2.3 Misunderstg
This technique refe “1to the cof- on in which a character in a sitcom

fails to understand anothefel istakes something as something

else, as in .' 7777777 ipus example. This
technique * ljteralness’ because

although both Eﬂsu Olﬁj’ character failing to
|
understand aneter character, the terms are distinguishable l hile over literalness

involves a fallureﬁ gnlze an 1110cut10nar ce of a speaker’s utterance (a case

‘ﬂ HHINLNINGINT

does or instance, consider Exar?le 4.35, from the sitcom The War at Ho e

ammmfﬂw'mﬂma ]

Dave: Hey, Larry. Here, come on, barbecue with me.
Larry:  Why?

Dave: Because it’s something we could do together.
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Larry: ~ Oh. Am I being punished? ©
(4.35) [5.3: WHI 38]

‘ ryf iggook with him because he wants to
/ that Larry misunderstands his
father’s intention s=that l' is b@ He probably thinks so
because Dave rW ¥ ith lhgikids, Hillary and Mike. In

Larry’s opinion, Hil ike arc 'k satsegbaye lets them do whatever

In this scene, Dayv

bond and spend time

"

The teghhi ity grsiio\the uSe oMituation in which a

character says s iflo ” 1_ actually happens in a
sitcom. This teChnigyf' s R ‘-E!r' : pd ".R theficchniique ‘lie” even though

both of them invol#€ sagfing somat lie, a character, wanting

to deceive others, says C that th w1048l untrue; but for reality-word
clash, a character, having n& — olo gsdys something that they think is true

but in fact is false. Forsifsf ance, ‘¢ es 4.36.1 and 4.36.2, from the

idemtdvoice) When
|
I had you I treated you bad wronﬂ-y dear but

nce since you went ayay. Don’t you know I sit

AU ) INEINE NS

Franklin: (to Jr. and ?Iazre) See what [ mean? She’s terrible.

QW’] AINTUUNIINGINY

Franklin’s utterance is funny because it is obviously against the reality, which

is realized through how Aretha sings. Aretha, Franklin’s younger sister, is a talented
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little singer who amazes every character in this sitcom but her brother Franklin. In

Franklin’s view, Aretha is a terrible singer, and Kady, the girl he likes, is the only

This t _ i Situatio ich things turn out

" Miehael appears
|
startled.) First of all, this here is mywhouse. (Janet

ps the sausage aga nd uh... I’'m not gonna

AU 4 INENINARS

alread have

QW’]MﬂiﬂJﬁJ‘m’jWﬂ"’Iﬂﬂ

This scene takes place in a kitchen. Michael enters the kitchen with a plan to

take over the power from his wife Janet. He no longer wants to be intimidated by her

and wants to be able to control her, who is now really mad at him because of his ex-
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girlfriend’s picture. However, things do not turn out the way he expected. Janet is not

afraid of him. On the contrary, her action — chopping the sausage with great force

d enough for

e who ever she

i
- -

- |
|
This dhdgue is taken from a scene in which Bill ia‘jmling Judy that Shelly
and Terry think tI‘ en, Bill and Judy’s d ter, is a bad influence on their son,

FUHININTNINN A

w1ll%t let them build a deck close-.to their property line Judy suddenly chang

q RIS I NEA Y
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4.2.2.3 Character incongruity

This refers to an incongruity concerning character traits, identity, self-images

W

or roles of a character in a sitco pyesent study, the character incongruity is

realized through four h asking’ as the most common

technique and ‘eccentri s shown in Figure 4.6:

The technique ffccentsicify ref the "\ of a situation in which a
character speaks or Behaveégsinga f;i' zarretway. This kind of situation

usually occurs through a yho is driven by one dominating

2T
interest or pagsio ain pe fmake pin/her distinct from

other charade ers, Foranstance, consider-Es campli A 30 romr Out of Practice:

Lygg:

| —
Oh, of;"oh*eome on baby. Let’s g@%ut of here.
Mama s gonna buV ou a new fall hat. ©
In this s1tcom Lydla is a monomaniac character who loves to dress her dog

Th1s example is perhaps fuﬁy not only becallséh Lydia is a mononidsfa
o Wﬁeﬁ*@ﬂﬁeﬂi&%ﬂ W] FREIAY
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4.2.2.3.2 Role-reversal
The technique ‘role-reversal’ refers to the use of a situation in which a

character speaks or behaves in a W ' does not normally match with his/her

physical or biological featung; 18 o e For instance, consider Example

s speaking like an adult.

* ,‘:;

Frank linz =0 meh are ¢motional CreatutessMr. Kyle.

Michael: NI

Franklin; : ' 1 threatened and

uming is a

W4 40)N6.2: WK 55]

In this sceng¥ a i Pt in'i€ giving adyice o Michael and explaining

why Janet is mad at hih. Thissconversati hang@ is amusing because there is
J Tk E i
an incongruity between Frimni Wise words. Franklin is just a very

more clever than an adult like

£
very sound, and

mlﬁ‘, he asks him “What
|

young kid, but his words

Michael 0@

insecure fet
because Michzfle'l' is
kinda kid are I i

“ﬂﬂ“ﬁiﬂnﬂ NINYINS....

char eris unmasked. That is, hlwler secret 1s elther revealed by hlmself/ rself

ARTRNAEE A ATINGINY

bring about a comical effect. At the beginning of this episode, Bill wants to make

sis about Janet’s

friends with his new neighbors Terry and Shelly. Bill walks up to their door empty-

handed, but when he sees a gift basket on the step, he takes a bottle of wine out,
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kicks the basket away, and pretends as if he brings it from his house and gives it to

Terry and Shelly. Later in the story, Bill is not satisfied that Terry and Shelly

‘T /10 e to their property line:
/ have done for you.

threaten not to allow him to buil

Bill:

rhood with a
b askel in the bushes!
6.3: SS 69]

Bill i i ' sappQint e c elly by saying how
nice he is to th‘e £l om ) ‘ hage with a bottle of wine.
However, Bill 4s ung sk 1 by ‘u? 1 ‘~.l"‘1_ at they already found the
andiknew th p,fn . B4 liar /h stalk the bottle of wine out of

basket in the bushe
that basket.

.f.--‘r

4.2.2.3.4 Wickedness _ e
e e “wickedness st

character S]E

a E tion in which a
- do g, especially for a
selfish reason.=Ebr 1 m ithe sitcom Reba, where
Jake feels so plﬂtd of himself for blaming his fault on Heﬁ and his mother Reba

buys it:

Au SN ANENS

lamp, 1 knew she’s gonna freak

q W’] AN TINIINYIAY

Jake: Yeah. I broke the lamp. Henry took the fall. Sweet. ©
(4.42) [6.4: RB 40]
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4.2.2.4 Social incongruity
Social incongruity is a kind of text-external incongruity. In this study, it

humorous items that deal with taboo

refers to the violation of societa

ith these taboo subjects

subjects. In general, explicil SRLID! 7 lly-repressed subjects such as sex
and death would breaksfigssOe ial'y . ause it is socially regarded as
. . . o &‘

sex. Therefore, Vahdaglt T B of ndes 1 lat MMhis case “the inference
‘incongruity =™umgf hds bfen replacer byd ‘ormal or’”. In the present
study, two kinds g tab, -. inghum U ‘ ron igure 4.7, it is obvious

that the obscen€ hu ili‘l. u n waste humor.

cne humor (83%)
waste humor (17%)
) ingongruity

Figure 4.7: h‘ 1O

e
i
4.2.2.4.1 Human Waste humor

fa‘ 3

Th1s techn ers to the use of COIM related to thlnis such as urine and
frot

EJB ﬂxﬂ) dor F ti rExa ple 4.43,
e sitcom Reba, where Brock and his son-in-law Van are at a spa and Van is

talking about passing gas in a mllk‘ath

9 ANNIUNNIANYIAY

that?
Van: Oh man, it was terrific.

Brock:  Yeah.
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Van: Hey, did you know if you pass gas in milk, the

bubble takes like forever to reach the surface. ©

] , (4.43) [7.1: RB 45]
4.2.2.4.2 Obscene hu * / 7
This techni ~t¢ the‘e of=cofi ed to sex. For instance,

consider Example sitedm Outg

surgeon, is showing: ion picti fofmgmclient with breast implants

to his sister Regina.

[7.2: OP 40]
We can infe from [r’-':"'_',- L yitie says ‘those things,” she

refers to very largéfore does she need to?” he means

that the lady with ver arge'b easts has nc stafid up in order to have sex.

Bptoply words, but also
)ARets can combine or
r. Thjﬁntrasting relationship

work together ?Hﬁa con
between linguistic and non—hngulstlc components in this stu
modal,incon ru1t whieh is found to be achud through three techniques. Figure
ﬁ ﬁ 1su m on tﬂq;? whereas
Verba pun’ is the least common on
mm IR

¥ Auditory-verbal pun (13%)

1s referred to as cross-

13%

Figure 4.8: The distribution of three humor techniques of cross-modal incongruity
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Furthermore, it is obvious that while ‘auditory-verbal clash’ and ‘auditory-verbal

pun’ are techniques that make use of the auditory-verbal incongruity, the ‘visual-

verbal clash’ is the only techniq s use of the incongruity between visual
and verbal elements. \

4.2.2.5.1 Audito ﬁ,

The techw

what we hear (non- glethe 1;' ontradietion to what a character in

;h\\\

e of a situation in which
a sitcom says (verba instance, & de ample 4.45, from Reba:

Seld, full of out of

tell them
Ba raJ ¥/ N ,nuw ( _ oil"-kl 0l.
(In the Plckdfound 1y z‘/au mg : break.) ©
¥ \

”{ e 74.45) [8.1: RB 31]

In this scene, Reb; ""F-J’J ling: Bar at she should discipline Henry;
otherwise @‘ J¢anjresponds to Reba

Jgan’s utterance, we

at 1+

|
something in a’s house, which is a behavior of an out of &

ﬁﬂﬂ%ﬂﬂﬂilﬂ e,

beca it also refers to a play owwords that sound the same or similar but

qRIaN NSEENTINGTAY

auditory and verbal elements (between what we hear and what a character says)

hear something= nry has just broken

trol kid.

whereas the wordplay relies on the ambiguity of verbal elements only (characters’

utterances only). For instance, consider Example 4.46, from the sitcom My Wife and
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Kids, where Janet is in a living room with her husband Michael and asks him for a

reason why he has secretly kept a picture of his ex-girlfriend Sharon.

(A dé®r is flea .

Michae

M .46) [8.2: WK 44]

Here we can see thatsthe: i an auditory-verbal pun between
PITER,

the word ‘clegure,’ O iersconcerns, and the

audltory el iﬁiiiii’iiiiiiiiiii‘iiii ---------------- O —r

= =
4.2.2.5.3 Visuﬁﬁverbal clast il

The techm?le ‘visual-verbal clash,’ Wthh 1s the most common technique for

ﬁ"‘ﬂﬁﬁ NYNINYIAT -

) For instance, consider Example 4.47, from the sitcom Still Standing:

QRAIN

he’s in the Math Club, and the Rocket Club.

Please shake your head no. ©
(4.47) [8.3: SS 49]
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In this scene, Lauren is in a backyard with her parents Bill and Judy. She is

pretending to smile while talking to her father in order to fool Chris, who can see her

from inside the house, that she w _ ut with him. In fact she does not want to
go out with him and she i ke his head no as a sign of not
granting permission. a\

incongruity can be ifdodfint h ity, and b) non-language

incongruity. longl g \IncoNgEllitics, there are seven

Description

1) Superiority | ' ot 0 a target of humor
2) Incongruity :

2.1) Language Incong
2.1. 1) Linguistig -,'- Mg ,u‘_,_‘s,jr as from the “normal language”

he éro' er use of language
= o

' ol 1

2.2) Non—Lf;i ua
|

2.2.1 | tertextual Incongruity  Allusion ; l

A UHINYNINHINT

2 2.3) Character Incongrlw Incongrulty concerning character’ s

AATaNAE UPIINYAY

2.2.5) Cross-modal Incongruity Incongruity between verbal and non-

verbal elements

Table 4.2: Brief description of each humor characteristic
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As discussed earlier, each humor characteristic is realized through different humor
techniques, but since a humorous item can be quite complex — using different humor

techniques simultaneously, it is a humorous item can exhibit more than

W' Kagfining the characteristics of sitcom
© )j“}ming the translation methods.

one characteristic at the

humor, the next chapt

ﬂ?JEJ’JVIEJVIﬁWEHﬂ?
RIAINTUURITINIA Y
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CHAPTER V
TRANSLATION METHODS OF SITCOM HUMOR

i English humorous items are
sed '1‘n C esearcher moves on to the

second step of the ge_ge,am 0 examine h mor in English TV situation

After the chara

analyzed and identi

translations translation (FAT),
communicative 1 fre ‘- X e need to investigate
the methods of tr i ": e i e \ » paddress the problems of
humor translatigff 1 _ anslation S mMylbe involved as part of
the problems. The ot 4 ."'.ﬁ 'Li'-."' s the translation methods
of the sitcom hu it f’:{ dur patt * 10¥

1) The thr nsleti -"i od "‘f' C \". i udy

2) The criteria c thr anslation methods

| e E :
3) The unit offranstg on‘as defi &l study?

4) The findings ,,- s
) g »-"'-—'W

5.1 The t .,w—""ﬁ_-_“ Jﬁi
As ' S ethods which are

et o
nul ical framework fo e hut

or translatiom§|iin this study include
faithful translatlo?(FAT) communicative tr nslation (COT), and free translation

(mevmmwmmsﬁs::

is b use it is difficult to put Newmark’s translation method framework into

used as an a

actice due to the fact that his detinition of each trﬁtlon method 1s ver M

q ave d1 ferenl opinions in d1s inguishing between the

criteria different people could

eight translation methods.
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In this study, both the FAT and COT aim to preserve the ST meanings/

contents, but it is the FAT that aims to preserve the ST language forms while the

' \ ' . TL emphasis
\ : FRT

(function)

priority to the H | formm: 1ngﬂvfollowing closely the
|

lexical and syafactic structures of the SL. The communicave translation (COT)

gives the highest ‘r to the ST semantlc tent. It focuses on communicating

HHHINENTHNYINT

repréﬂnt the traditional dlstlnctlon.between s1gn—orlented (form) and sense-orign d

o WTANTESEM URTINYTHY

target text (TT). For example, the sentence “Time is money” can be translated into

Thai with different translation methods as follows:
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FAT: a0 An [

/weeOlaa0 khvvO ngqn0/ >

Time is

Note: the SL and f‘/f s are exactly the same.
COT: 1 u ﬂ‘

/weeOlaa0 1

FRT: a0

Note: the off | _‘?‘ lif ~ hsaying: Time and river
waits fof no 10 thi case e TT is inter led ¥ refer to the importance of
time in gen i ifieallyin texins of fin pr business).

J =

Figure 5.1 al 0 u’ /s us. that he e COT, and the FRT are ordered

along the continuum by th are allowed to deviate from the

ST. The FA: . oree of f 1C trflator is allowed the
least room anipulate structures when tra : 1. «4nthe other hand, has

the highest Bebred structures, and add
=

at will. translation method of

or distort mearni

a humorous instange in this study falls into a category of FAT, COT, or FRT, more

# uﬂﬁmmwmﬂ 5o
ammmmummmaﬂ

The Thai transcription in this study is based on the LRU transcription system, developed at the
Linguistics Research Unit of Chulalongkorn University (Luksaneeyanawin 1993: 329-335). See
Appendix....for reference.
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5.2 The criteria to distinguish between the three translation methods
In this study, three main criteria are set up to differentiate the three translation
Ignce, b) the degree of naturalness, and ¢)
\# resemblance, distinguishes the
er ralness and orality of the TL
the FAT from the COT.

methods: a) the degree of semanti

the degree of orality. The_fi
FRT from the FAT an

emantic content but the
1 semantic content with
.1. However, since the
e person to another
1 lpess of TL, and another

¢ 5.2 summarizes the

apter 3.
=
mantjc’ 373 guage Style
se _ T ralness Orality

FAT — _ -
CoT = IA 7 +
et (A N/A
Table 5.1: '%e [} FRT

e

2. LMnown terms

Qﬁﬁﬁﬁfﬁﬁm um'mma d

5. Explicitation

<

6. Collocations

7. Word order x v
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FAT COT

Orality: the followings used or not

: i |
1. Sentence division |/ v
2. Colloquial words * y v
3. Expressive word& ® ___/_-‘J v
. — - ,—,,'—;—
4. Implicitation = % 4
5. Particles \ _"“ v
6. Contracti \ v
7. Reduplicatio A%, v
- d .l"i" - IIIl,_ %
Table 5.2: The critgfla tofllisfingu "i v H. SEAD
AN
, - AN
(Q7
5.3 The unit of tgfnslafionfas defifled
. . et A N
The unit’of trafislag QPt‘? !s,sf am j itSkram8latioh method in the present

study is referred toffis affiumoro ! e 1 o , pxt that displays a humor
! r':.¢+'-
!; 1

technique which co B dutes to-the-mten anings8 It thus can be of different
J iy
lengths depending on the “: sed #lven item. For example, when the

technique in use is the aljuSie;

=t

when the t@ nﬂat' n can be several

. -
sentences lt underlined in all

examples giveij t

5.4 The findings‘

v & _ Q/
A AINUNITNUING.
re ei h a theftrafislatiomemethods of'thel si um 0 lish into

Thaiﬂd found out that most of thi.translations (87%) are done through the msthod

RIAIATUARTING T

Figure 5.2 shows that the COT is used as a main method of humor translation

an can be a word or a phrase but

and there is no humorous instance in this study is translated with the FRT. That

means there is no distortion of the ST meaning in exchange for the funniness. After
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the overview findings of the translation methods have been presented, next is the
presentation of more specific findings of each type of the translation methods. The

t nslation first, then the communicative

presentation will start from the

translation and then the n%
0

aid COT (5%)

54.1 The faithful teghslagi

i

In this study, only 20h o) use the FAT translation method.

P

The FAT is mostly usedsifitt

technique @

orous items with the allusion

1£ he followings are
)
T into Thai.

iw'aq”[ LLi I

show you on St.

‘ you shoerdn’t drink.) Q/

In Example 5.1, which 1s taken from the sitcom Still Standing, the translation

method used is the FAT because “St. Patrick’s Day,” which refers to an Irish holiday
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when people often drink a lot of Irish beer and dress up in green, is the unknown

term in Thai culture but it is translated into Thai without any adjustments.

ST:  St. Patrick’s Day
TT: Lt
/wan0 sen3

day S il

(52) [4: TH ] Iy// ‘

Berta: (to Kg Yg {!l tﬂ ‘\ 7 Y, \ Daisy Mae)
5.28"Whidh ighakSmlifrom the sitcom Still

\

Simila

40 E

Standing, is also gfansl@ted Tiarwith the BATYclabse “Daisy Mae,” which

4 ¥y : L\ S
refers to a beautiful giid s ¥,C3 ﬁ’E: teghin thelnewspaper comic strip called

Li’l Abner, is the | Kknown term ‘; r*‘ fltgire .L"."l. isWanslated into Thai without
i .- g. C |
B il

F N e o e
i .

any adjustments.

ST: Daisy Mae g Jigi.:{,w.ﬂ:
TT: i
:
i ll
(5.3) [2.2: TH 25l o ST (V) TT

ﬂ ~ your [ittle dinghy. © ' (Other people don’t want fo hear
‘ aboutﬂr dinghy.) o/

translation method used is the FAT because the word “dinghy” is translated with a
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specific word “Gaun” /rvvaObotl/ (dinghy), instead of a more general word like “3a

antiae” /rvva0 lam0 n@@j3/ (little boat).

ST: little dinghy ' i‘l’ /77

dinghy _‘.———-’-’i—‘"’ : | s

(5.4) [3.9

TT

Vicky:  You+€dn alig#St d€teft fg ricl \\. ‘ r Y. OEATR (You can
French s#1l (syt//), d 7 '

: "i-o? detdetbe rich, French soil)
that Went igo th¥ g {8 15k et 57 o lunaeduitlgn
you s ' %hist@ky that went into the

) aadlfnduilua (Can

Dave: Yeah, I can sy (Yes, I can smell it.)
In X ; ta e War at Home II, the
translation’

- Luiivlv-—llvu.—l_--lg:-l-—-vﬂwlllug—--li-\lu-llu-lu;_" Nl I can Smell it” is
translated 11! tli T=That is, the subject
pronoun “you’l d the object pronon which can be o '; ed from the sentence

are kept intact, ar?there is no use of any ser@:e particles to make the translation

AUgTMUNINYINT

SO
ST: ﬂYeah, I can smell it

RN TR I TN
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(5.5) [3.3: TH61] ST TT

Charlie  And speaking of out, when’s Kandi ~ ynfis Geaiy (And speaking of that,)

’y i 4 veudazeenidelns (when’s Kandi

Alan: : : % san ( (You) don’t have to

leaving?

Charlie

Alan: jan. b\ S I already have a plan.)

Charlie w3191 (The history
oh WS aoalazlapiiu fludsg
two statements cannot

In Example 5.2 Sl whichiiet :é:‘- itCe wo and a Half Men, the
.-Tr.f
translation method us€d is {HeHEA Lc-‘;-‘. il 3 both those statements cannot

be true” is translated 11tera .ef‘ (0., ,ry

gy

= i histern-has-tatsht-ts-anVthinge
2

ST:

TT: szipw _: o
3 | —
/praleH ilsaatl khqqjO oond raw( waM

history ‘r used to  teach that
AuLIngnIngINg

qméﬁﬁ%}w'ﬁﬂﬁma

There is no adjustment in making explicit that ° ‘fnslszlonin” /s@@ng4 pralyookl

nan2/ (those two statements) refers to the two statements said earlier by Alan (“You
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don’t have to worry” and “I have a plan”), thus the meaning is not clear what “#as

UseToprin” (those two statements) refers to in the TT. Moreover, the translator does

not use colloquial words in tran: ¢ hrase “cannot be true.” The translation

“iuasslails” /pen0 cing0 \ :
5.4.2 The comm& i

In this stu

if it is written language.

tems or 87%) use the COT

translation method. dim.to communicate the ST

meaning with the naj aptl gt ‘ ¥ ] e fellowings are five examples

(5.6) [6.4: WHL6 ilﬂ:‘. .‘ ‘

Loo I stQ JJM

TT

o L1050 ianudina (Look.

' i "‘& ot@ichicken Caesar.)

] ;' I. =I‘1 L ‘-

; ) e . %
5 4, .:n» g 1

es I"'e‘ ym he War at Home I, the

Dave:

©

el ks . .
translation method u d is therCOT  becau are the use of a sentence particle, a

ST:

TT: ¢ -
et

/duu0 “HJ/

look (a wlcle indicating an 1mperat Ve

ﬂummamw g7

o

an AR g bL)

qm”iﬁ el Tary

There is the use of the particle “&” /sil/ which indicates an imperative after the word

“look.” The translator translates the word “stole” with “an” /cik3/ which is an
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informal word used only in speaking when comparing to a more formal word “alue”
/khaOmooj0/. Last, the translator makes explicit what “a chicken Caesar” is by

adding the word “a4am” /sa0lat1/

(5.7) [6.1: OP 50] TT

Lydia:  You’re _',""* n mmer—nmuummuiﬁnmn (You’re

he’s g {&

uelly like a sausage.)
It’s almost

s 1 o
uwavdulifiduaugalas

never going to fit

it

In ExagiPle 5§, ghich 8" takensy the oy Out of Practice, the

translation method @fed iff the COF-because’ are, theflise of an expressive word,

the shift in word order gfid pa e use of implicitation.
j fiﬂr-ira-',—

I
el

ST:  You’re stuffing 1‘ i}:&"‘
TT: A~y da8 Dot

/khiy
you :Ls (i
I
Halloweerhs coming
AUEAININTNYINT
close to Halloween already

Qﬁ’]ﬁﬁﬂ@ﬂi NW]’J NYIRY

man0) maj2 miil0 wan0 suuam4 chut3 coonOsallatl daj2/

and it not have day wear suit pirate can
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In the TT, there is the use of an expressive word “danzuiu” /jat3 taOnaan0/ (to stuff
cruelly with force) instead of the word “finl&™ /jat3 saj2/ (to stuff) as a translation of

the word “stuffing.” The word “dgnei: jat3 taOnaan(/ is more expressive than the

word “dinl&” /jat3 saj2/ becailss 31 xpre ydia’s anger. It conveys to the

TT readers that Lydia“di§app . ding their dog with too much
food. Next, there is the.shift 1 x in“th ion of the clause “Halloween
is coming.” ThW ed wos okdsinto Thai as “dalaiurindeaz

1109” /han0looOwii 31 maa Halleween is coming) because

participant re gn thle C b d “he,” referring to
| on pronoun that Thai

eople use whén th fer to an % Mavoltl clumsiness in the TT the
peop , , L

translator uses thgfmpllicitatios nique | Aot the translation of the

e pDhrase - h

Janet: _ ! Does this look like an . edurinloay (Do

oks like an old

q RNl e

exclamations.
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ST:  Oh, my. My, my, my.

TT: uwiidn WHLAN WHLAN WHLAN

/mxx2caw?2 mxx2caw2 2 mxx2caw?2/

goddess c&\\ : //pddess
‘@ow attractive or sexy Dr

The exclamations “my, w ” W

Mason thinks OW fgture jare 1 otiranslatediliterally into Thai as “1834u

199U UBIRU 4chand  kh@@ng4chand

flfi?ﬂ‘ h
/ 1

kh@@ng4chan4/, b place alagEbai exclamations “usiidn uy

LRNTRULOETRHELE 44 X2 cat 2 Mx2Ca@/ (Goddess, goddess,

£- 2\
/{3 i ‘\\

.F
‘7 G u.Lf "'-f?‘ (Bl Bill?) Wimne wangdoiaau

goddess, goddess)

(5.9) [8.3 SS 15]

Judy: Bill? © B

man wahts. s@ethin o ‘-".r,_". MMsaot (Damn, when this man

like a panthi€r! @ PN bkt , antS§omething,) 1w ladaiuas (he

is fast as a monkey.)

ST TITON]
p .—"'1.. ..-“y"*f

(A,
In Exarip

\ e NS O i

chuistakenfromthe SitCoOm.StllStdnding, the translation
method used C O the ST expletive and the

ST figure ofspH' h. ll

AU gINTineans.

/haJZ taaj0 weeOlaa0 phuu2chaa10 khon0 nii3 t@@ng2kaan0 ?alraj0/

qmmﬁmu fAATigaY

/khaw3 waj0  jangOkapl ling0/
he fast as monkey
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In the TT, the ST expletive “I swear,” which is used to emphasize that the speaker is
saying the truth, is not translated verbatim into Thai as “dua1u1u” /chan3 saad4baan(/,

but it is replaced with a natural

panther” is not tr \‘v

lgtive “lsinne” /haj2 taajO0/ which literally
. ly, the ST simile “he moves like a
ﬁ eulwawileusuded”  /khaw3
@ with an equivalent Thai

Resis fast as a monkey).

means “let (me) die”

khlvvan2waj4 mvv.
simile “inlaslaiuaegl

1

(5.10) [3.4 TH TT

Alan: ay0e thg caplsg') W B TSg0 LT wiennls Maybe
: { oAl 8¢ [’m your boss!

Kandi: idg8tink¥ bo'ss el R (A stupid boss.)

‘ ..:L !" f"’? ﬁ"l . B
In Example &'10 #whick s tal W wo and a Half Men, the

S L

s theB@

. o el ol
particle. st

translation method useg e use of reduplication and a

LT

ST:

TT: ol V

/caw2tiaaj0

3 | —
boss i” stupid stupid a particle indicatingiﬂiinsult)

ﬂ“ﬁﬂ”’m UNINBINT-

emp is purpose, one of linguistic characteristics commonly found in spoken Thai.

QARSI AR
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5.4.3 The mix of the FAT and the COT
In this study, the translation methods of 14 humorous items (5%) fall

Tybecause while some parts of the TT are

adjusted for naturalness, oralibyRand S ndlng, some other parts are not.
This reflects inconsis enCy in:the, t used by the translators. The

followings are three.examplcs o | translated in this manner.

Josephine Yes MBwaiieseesnn  (This

is*ftlicig ) \ 8,50 GShicious.)
Arthur:  It’s i (That’s a Pink Lady.)
figiie (Rum and laxative.)
L f?.r; i i
In Example @11 ch. ‘is-taken: ells M 7he King of Queens, the

translation method usedfis the ix-of P d COT%because adjustments are only

- I
“e

y o :
made to some unknown wopds*isthe.

LT

ST:
TT:

that |[Bink  Lady

boFi ﬂsﬁﬁm ﬂ@ﬂﬁﬂiﬂnﬂﬁi‘iv@i

slator uses different translation methods for these two words. The word

anslated it e endered as “Fu”
m) ﬁlan i ' dri qT

specific word “Pepto,” which 1s a trademark o laxatlve 1s translated into Thai wit

the COT because it is replaced with the general word “anszuievias”

/jaa0raObaajOth@@ng3/ (laxative). For the word “Pink Lady,” it is not regarded as
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an unknown word in this example because it can be inferred from the context that it

is the name of the cocktail.

(5.12) [3.2 TH9] TT

Berta:  Three beers.and*aibratv fiuldnsan (Three beers and

a horn.)

Really VK en

Kandi: eg ?7) usinanduA ey
bratwurs ,M ©. when I have beer and a
pouTCHRnaan (1 often
""
In Examp 5.7 ) ¥ 1ch isit g“ om t B 1 o and a Half Men, the

By

4§ the, daike o F
J i AW
adjus e-“,:i"'é-.:'l /- no ‘l'x ofd (COT), and the use of

translation method aild CQT Dcause there are the use of

contractions (COW, t

formal word (FAT). It

ST: Really? ﬂ '?'y*
TT: @ r
/ng*é .

that m ‘ wor

Whenever‘lﬂbeer and bratwurst

u apehikaal Eﬂi‘ﬂ M3

when I ﬁlnk beer sausage

mﬂmmmum'mmaﬂ

AU
chan3 cal ch@@p2 phaajdlom0/

I will  often pass gas
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In the TT, the question “really?” is not translated literally into Thai but is replaced
with “H3” /ngan3 rv3/ (Is that so?). The word “Fy 1’ /ngan3/ is a shortened spoken
(like that) and the word ‘5" /rv3/ is a

vigay sentence-ending word used to
4 } use of the COT is that the
@ausage, is translated with

understanding. NeveptClegs# tht o art™ ated,_into Thai with the FAT

form of the word “ahaiu” /jaaggle
shortened spoken form of ‘g™

indicate a yes/no ques
unknown word “bra
a general word “‘l4pzpase
because it is transla lom0/ (to pass gas)

instead of an igf@fmal - _ adally used in speaking.

TT

Larry:  Why? dudueunaa (It’s

Work.)

Dave:  (chuckli g) The A !"sﬂ lalghanue uas (Speaking

I’d say you s e thdt is not polite, Larry.) wadn

this than she is. © R utlanldainduunnndnsa (1I°d say

ou’re

tting’ more out of

e =
In Exayle 5.13, which 1s taken from the sitcom T@. War at Home 11, the
translation metho?u d is the mix of FAT d COT because there are the use of

AUBINYNINGINT
QRSN N

/phuut2 jangOngan3 maj2 sulphaap2 na3
b
speak like that not  polite (aparticle indicating an emphasis) Larry
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ST: I’d say you’re getting more out of this than she is.

X

TT: va i Nai! 6t 37N T
ph@@2 waa2 ngaan uk2 daj2 caakl man0
father  say R ' /l et from it

{47N n91

maak2 k

more

huut2 jangOngan3/
ond, the word “dodu”
L Wy /jaanglnan3/ (like
_ _ “wodefulignimuy uas”
/phuut? jangOngan3 @iaj28ulphaap? fa: : u ing' like that is not polite,
Larry) to indicate g en is. Jast he' ouns ¥ ' “you” are rendered with
“we” /ph@@2/ (fath 7 d—gn” ’ ghild)@respectively to reflect the

relationship between the p8 ® common characteristic of spoken

Thai. However, the exprgs! '_ “H(you’re) are) out of this” is not translated

with the n{)l : e the beneficiary).

It is 1nstea(t Padndn” /ngaan0 nii3
_Il. IF
luuk?2 daj2 caalkel me 1t)

| which is not a natural
om a certain situation
(in this case a sex‘l ionship).

AU HANUNINGDG ..

see that the free translatlonflethod (FRT) is not used at all in the trans tion

% masnsaANIAY

used is the communicative translation or the COT (87%). This means that the

spoken Thai ex“qﬂession when referring to a person benefiting

translators put much greater emphasis on the ST content and style rather than on the

ST form. Nevertheless, as seen in the last section there sometimes is an inconsistency
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in the translation method because some parts of the TT are translated quite faithfully

into Thai with the faithful translation (FAT). This means that sometimes there is no

ﬂ?JEJ’JVIEJVIﬁWEHﬂ?
RIAINTUURITINIA Y
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CHAPTER VI
TRANSLATION PROBLEMS OF SITCOM HUMOR

After the translatiOugr “ZZ/J/ discussed in Chapter 5, the

next step is to exaimine whether the 10ns have perlocutionary

. — . ﬂ‘ =
equivalence to the Egg,;s|5 .k Waleme, as discussed in

the literature review, i iyale igis.obtained when the target text

(TT) allows 1 experienced by the

source text rea d in Chapter 3, the

perlocutionary equi 4 5's j i$1COL C sbe obtained when the Thai

translations ar G 3 T Age Y Saiple of Thai viewers.
[} F' \ ll_l.

Therefore, in ordergo inges ;,;- Nl viGhvers ' Perceplion of the Thai translated

humor, 410 hupétou e the ten'SiicoMigpisodes and converted

gt

into short video clip 8 icms per episode. Ten sets

of questionnaires, eaclilifset ce iffefent sitcom episode, are also

prepared. /
DT, B0 Thai viewers is divided into 10
groups of {:Aeac oup is ask ' grengrsitcom episode and

respond to

As explained in C

{,_l-.‘-lll_l\li’ni ANnaires nerfaininoe o that enicod ﬁer Watching the

whole sitcorm€piso a$Mett video clip of each
ot | ]
humorous itenma d is asked to ratc the degree ol funniness aﬂ"&ach item on a 5-point

rating scale of Ve? funny to not at all funny A_different value is assigned to each

i THIN mm WER1Tg.

U o (D , Q)]
The collected questionnaire data dfe analyzed quantﬁ so as to find aya
q ARG HIIRINYARY

Humorous items are divided into 47 groups according to the 47 humor techniques. In a group, if

there are less than 20 items, all items are selected; but if there are more than 20 items, only 20 items
are randomly selected from that group.
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is at least 2 (corresponding to slightly funny), that particular item is regarded as

funny or perlocutionary-equivalent to the ST item; but if the mean score is less than

2, that particular item is further i hether it is not funny only for the Thai
viewers or it is already not

In order to exam; j&}‘wvmg less-than-2 mean score
from the Thai viewels, & fimn , a sample of American

viewers who are diyj § of :aChegroup is asked to watch five

different sitcom epi e, Seis Ofgguestionnaires pertaining to

, the data are again
analyzed quantitatj i ean h if@s more or less than 2. If

",

the mean scorg bpa f“’ 18, re8arddd as*nny for the American
viewers; but if it i is reghy r innykin thefirst place.

. ! .
béth the Thai and American

410 hu \ litems into three different

(AT |
1) Humor-retained items o -:._._..,...m.rd_E ary-equivalent items)

from the Thai viewers are at least

2) fvalent items)
These are

‘ﬁjns m ﬁﬁThai viewers are less
|
than 2, butithose from the American viewers are at least 2.

3) No-humor 1te‘s

Auginanineng—

humor retained items, th?/ are further examlned if the orlglnal

q RIRIASUURIINY TN

the TT. For the no-humor items, they are excluded from further investigation since

there originally is no humor to be translated into the TT.
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The purpose of the present chapter is to present the findings of these three
categories of humorous items with the focus on the translation problems found in the

this chapter is as follows:
re data

humor-lost items. Therefore, the o

nédeearlier on the previous page
Jhumotghs items are classified

Q0sbumor-lost items (24%),

umor-retai II | items (39%)
items (24%)

fimor items (37%)

3Qr-10

Figure 6.1@1 | 3

This means thﬁnl thaT are originally funny
I ample viewers’ perception whereas the ot l 150 items (37%) fail

to create humor ‘ 1 ly planned by the si producers These 150 items thus

AUHARININGINT ..

distribtions between the humor-r?arned and humor- lost items among all t

9 AINSWUNINTINY

the items whose humor is retained most (83%), whereas those with the intertextual

according to t

incongruity are the items whose humor is retained least (36%).



156

Although the focus of this study is on the translation problems in the humor-

lost items, it is also interesting to give some attention to the 160 humor-retained
skt@d pnes in the study. Therefore, this will be
//ft items and their problems, they

items, which are the successfully,

discussed next in Section 6!

will be discussed later

or-lost | Total Items

NG. of No. of
) items (100

k ms (%) %)

N7 (35%) 48

1) Superiority
2) Incongruity

2.1) Languagedhcon@ruj

2.1.1) Pragnditic fheongruity ! Ak 20 (40%) 7
2.1.2) Linglistill Incongraity ity 423 (39% W 16 (41%) 39
Vel \\

2.2) Non—Langua ncongrmty
V e

2.2.1) Cross-mo .j"::?:"..;..uf_‘.. (83%)

1 (17%) 6

4%,) 5 (26%) 19

{@ 0%) 47

L
 (q1%) 18

a (64%) 11
|
Total 100 (38%) 260

)
AuEIvgnswe s
6.2 The humor-retained items & =3

PR TR

the original humor characteristics and techniques of these items are all retained and

160 (62%)

thus result in the retention of humor in the Thai version. The findings confirm that
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almost all of the 160 items (157 items), their original humor characteristics and

techniques are kept in the TT. Consider Examples 6.1 and 6.2 for instance:

(6.1) [8.1: RB 31] TT

Reba:  No. No. There Semiivle M@Tqmﬁn 1 finulalagiien

ids,)

gplananian (because

BJ: f
‘ll t of control.)
(In the backg ound .‘_ _
Jake: (off scygen) ,’& 3 | hat was Henry.)
Example 6.1, from the itcon _.".1:»".':.1 % all‘n_ score of 2.4 from the Thai

f"'.u"':fa- i

viewers. In this exa ple the “ori actefistic of the ST is the cross-

modal incongruity which i ditory-verbal clash technique. The

clash betweemthe “We 021_? ” and the auditory

element S .M; I:v‘-iiuxrv‘-tv-v.lv‘vz:'-—mIr]_mvvvii_i,r enry iS an out Of
L :
control kid, 1¢'fot 0 . IIL Wwhere the meaning of

the verbal elerﬂt is kept constant 1 THar: il

FI“HEIHWEWI?W g1n73

/heen0r112 plawl khumOmaj2juul na3/

" Heary isnot __ outof control a partié¥&hdicating disagreemet

ol 4 ' ’ " (3 I ¥ Yy | ﬁ N
"1 " : i [} ! ] ] I | " ] ‘ — l%
(6.2) [8.3: SS 49] N [ TT :
Judy:  Well, why don’t you wanna go out  vinlugnliesinesnldiuinas (Why

with him? don’t you wanna go out with him?)



158

Lauren: (talking through a clenched teeth wazinedansuaiinAtans (Because
smile) Well, he’s in the Math Club, he’s in the Math Club) wazmisuniagan
and the Rocket Club. Pleas

your head no. © WA\ . Pad, shake your head no.)

Example 6.2, fromsd ym-Stil] S@ding—{eﬁan score of 2.0 from the
Thai viewers. [n<bli 18 nor

cross-modal incopg 1it'A ghathe visual-verbal clash

head no” and- i N 0 i)t R . , lenched teeth smile,
which suggests . ‘ '
from far awa l il e ‘F inyita " ang Ais thetefore happily asking
" -. she is begging Bill to
IS "»1 shaking his head no. The

;\» ent in the TT because the

refuse the permissio, an (ﬂq /
clash between the®isuag Wnd ve bat cler s als

verbal element is tranglated ,,r-‘:.:"f.i-j‘n OrI
r . i o

rmS{ meaning:

i T ; ;.
ST: Please shake.ye “‘J" '*"ﬁ‘*

na Q B LT W . - B : ..;E ]
E‘. . Il‘-l-‘
ggestlﬂf request)
' 0 ous 1t ith th
e hu 0

s-modal 1 1nc racteristic
Hp the fact
thatq incongruities between the verbal and non-verbal elements in these items are

immediately obvious, as seen in E)‘mples 6.1 and 6. 2 y are so obvious th

AWIRNTN I URTINE) A

humor characteristics transferred into the TT because the findings reveal that three

TT:

As ed earlie

ar it

iteins are perceived as funiy by the Thai viewers despite the fact that their original
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humor characteristics and techniques are missing in the TT. Consider Examples 6.3

and 6.4 for instance:

TT

(6.3) [2.1: WK 13]

Janet: (take picture .@
hand) mmt‘You’gbeen

——
bust

Michael
Janet: T right.)
Wi Yy ln viesouay
v fith a big-breasts young
: Iy, M . aker.)
\ \

Example 6.3, from the @itcom My "E‘: . I" es a mean score of 2.2 from
the Thai viewers. In ise *EW iaft humor characteristic of the

ST is the linguistic incongy ough the alliteration technique.

There is h he .2 he ﬂence “Busted with

busty, bustce — - v

ST: Bustedﬂh busty, buster. il

TT: gnduld 3 i ' Aauay

/g “a‘liu B e sxxpl/
AU IVETIND N

U

though the alliteration of the soufids /b/ and /t/ is lo T meaning js tra
q rredil ifAfar se By Bumdr chdra tﬂfth}'

still retained. This humorous item 1s originally a complex one because it also exhibits
the characteristics of social incongruity and superiority. The social incongruity is

realized through the obscene humor technique as communicated through the word
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“busty,” which is a slang term for a woman with large breasts. The superiority is
realized through the anger technique as expressed through the word “buster,” which
is a slang term for an annoyin wg do not respect. The words “busty” and

“buster” are translated int

breasts young lad}& }0 sxxpl/ (Mr. Painmaker)
respectively. — —-“:‘-J

——

The ThWJ : 7 only able to retain the

obscene humor and. eS| technique of antonym,

x2 saaw4 nom0 too0/ (a big-

technique, still’

humor and anger tg#hnic L the newly ant@hym technique.

(6.4) [3.2: SS 42] TT

Bill: Yeah, we lox iz 1N (Yeah, we love it.) 131

e build a deck?)

Judy: J se, Bill.)
—t =) .
Bil.:  I'm sﬁy. cbu R T3t (I’n]lfrry.) Lsiataat e
please © m‘u (Could we build a deck?)

ﬂe‘u HINYNINEINT-..

ewers In this example, the original humor characteristic of the ST is the

TSRS

ne1gh ors for permission to build a deck close to their property line because she

thinks that it is not the right time to ask them. However, Bill fails to recognize her

intention and takes her words literally as if she is asking him to be more polite by
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using the word “please” in his request for permission. That is why the second time he

asks for permission he says “Can we build a deck, please?” but the word “please”

which is the key word of this itemyi ,71ated the same twice:
ST: Bill, please! $

TT: Hlssney

ST:
TT:
owing politeness)
The first time t sawnes” /daj2prootlthql/
(please) but the second timesItas=tran sla a sefif@nce-ending particle showing

politeness “m5u” /khrap3/ the translation of the key word

“please” results in the log v"’:i or-l;
item is stil@ ) vers prob ) umor technique is
at play ins‘e ique. In the TT,
although Bill seys

i morry) to apologize to
Judy for doin | omething that she does not approve of (asking for permission to

hnique in the TT. However, this

build a deck), he‘t sists on asking for ission from their neighbors “i31s8

fut TN ’iﬂﬁﬂsﬂ:ﬁfﬁ;

s opinion seriously. He unitrstands her 1ntent10n but decides to put h1

T SNTHITTININY

through the translation, it is possible that the visual element such as the characters’
facial expression also plays an important role in maintaining the humorous effect in

the TT. Consider Example 6.5, from Two and a Half Men, for instance:
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(6.5) [7.2: TH 107] ST TT

(Mandi, a beautiful redheaded woman, enters Charlie’s place.

// mm (Chimichanga)

é

Charlie

(to himself) (h

he. Thai viewers. The word
ahknown term to the TT

into Thai and this term

normally does not suggt an Sxual inr ). Howeyer, despite the FAT method,
the TT audience stills 1nd -f -f'{{f'nm,.." y probably because an expression

on Charlie’s face makes it sorobyions:tl he is saying “chimichanga,” he is
o 2R
having dirt ou i

The*Seetion 6.2 has shown us that for th ¢ HUMor=r: ot ,_‘. d items most of the

times their origina ré— ained in the TT as

seen in ExampN: 6.1 and 6.2, B0 0 possible that so imes an item, despite

lacking the 0r1g1 humor characteristics and techniques, can still be funny if the
if it is

AU NS WO

es the humorous effect is retalned not just because of the translation method

t because of the visual element a seen in ExamBIe Aor the next section M 1l

TRl IR

this cha
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6.3 The translation problems of the humor-lost items

As previously mentioned in Section 6.1, there are 100 humor-lost items. For

these items, the American viewet e umor in them but the Thai viewers do
not. The question thereforosasses\wi lems that are responsible for the
loss of humor in thesciigms AN al s reveals three main types of

hdactehistics (15%)
: or characteristics (76%)

h
i

@racteristics (9%)
76%

Figure 6.2: The overall re -:-:‘-7—- 001 Ost items

characteristics Tje ﬂnthe original humor
|

characteristics=afe lost in the following situations: 1) an * with the linguistic

incongruity (the ‘nﬁ. or wordplay technl is translated with the COT; 2) an

uﬂﬁmﬂﬂiﬂﬁﬁnim

word*Clash technique) is translate(hwvlth the COT; 4) an item with the cross- o

q W’Tﬂ MIUITING TN Y
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is mistranslated; and 6) an item is omitted due to the subtitles’ space constraint7.

Therefore, the outline of this section is as follows:
Y
2)
3)
4)
)
6)

the coinage add wogflplay tgchniq g?-‘ ccome in"e TT when they are

: t. The funniness of the

translated with th O Lef us co ;}i'.-g e col

coinage technique de eng g‘ s.;.,e Vi i""';." the normal language, but
= 1

when the ST coing e ig¥transla ji u‘

existing TL word, thefexicatdey ] po

el COT \1 réplacing it with an already-

the TT. This results in the

in Example 6.6.

IA1@191191 ] NN T

:-v
1t turnsjout I have to be a coach

andm: ach so

shé wolves. © for these wil young girls.)

ﬂ 483 Elfm HNINE ﬂ e

and 2.1 from the American viewers. In this example the word ““she-wolves,”
is coined thr: n apnalogical const ct}gn the w h a He-

" As already mentioned in Chapter 2 in the section of audiovisual translation, the subtitles have four
different kinds of constraints: 1) image/subtitle synchronization constraint, 2) oral/written conversion
constraint, 3) space constraint, and 4) time constraint.
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metaphorically to refer to a group of aggressive teenage girls, but in the TT the

coinage “she-wolves” is replaced with an already-existing Thai word.

S \\\W///

/saaw4chaa
wild young/‘w
Because the word - 2 “@=wild young girl) denotes a
Qld young g )

young woma i ind W g, WoIlan having aggressive
behavior, the » transferred to the TT.
However, the wor J/saa haaw0paa N By coinage in Thai and it
does not cony igiflal g oy b aN 8 ogic age girls and female
wolves. ' . Wilich is realized through a

lexical deviati - - aldgy), is lost in the Thai

translation.
Now let us congller t -_:-_:-".:,;..:; e. Eok the humorous items that use
,?’?’E- 4 : L
the wordplay techmque their funn jifes eavily on the manipulation of the
SL linguistic forms. That. ﬁ; 5 a pla; /phrases that are similar in sound
but differ } eV of fhumorous items are
translated it he play on form is

missing and th&x afice, consider Examples

6.7 and 6.8:

gone now. a bee on his watch.) mautlfuiiulil

udn (Now it’s flown away.)
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Example 6.7, from the sitcom The King of Queens, receives a mean score of
1.9 from the Thai viewers and 2.7 from the American viewers. In this example, the

wordplay between “beeyotch” X ¢§ on his watch,” which are pronounced

similarly, is lost in the TT\ f/).\rately translated with the COT.

ST: Dbeeyotch —

TT: Fougdu f’

/tuna0SXxp 1 /o

painmaker

ST: abee on hig

TT:

/phvng2.

bee :
The insulting word ‘@iceyotehE=—=wiich: ally altered from the word
“bitch” is not translated life ato-Th replaced with the Thai insulting
word “Fauau” /tuuaOsxxpdl ‘:'_ make he word “sFauayu” /tuualOsxxpl/
has no & 7 : ng2 k@l bon0
naaOhOkaa(K uistic incongruity,

(6.8) [2.6: RM 33 gy ST (V) TT

Andy: Sure. And then I’d lik‘go join Aiae (Geod.) NN “Unnef o<

RATIRIINERY
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Example 6.8, from the sitcom Everybody Loves Raymond, receives a mean

score of 1.5 from the Thai viewers and 2.0 from the American viewers. In this

2

example, there is a wordplay causg L homonyms between the word “order,

which means a request fongy / word “order” which means a

society of nuns. (In thessiteoMipAgecling, 1t 1s dressed up as a nun as part

of Halloween celebrationy=f-the Ty the @st while the meaning is
translated coneW ~~

ST: order

TT: aawas

ST: Order
TT: dneg
/ni3kaajo/ |

religious group T
y i ag
s

.
The word “order,” referrigg ,{"f‘j quest-fo
“anipas’ /?@ nunciation of the
loanword “t

ink, is translated with a loanword

pfonunciation of the

word “Hinng ﬁk c, : wordplay technique
|
disappears fro e TT, leading to the loss of the original lin:

i ﬂ“ﬂ:ﬂ;ﬁﬂﬂiﬂmﬂiw

the &e presupposition and over-hteralness technlques become unfunny in t

q RN SV ING TR

that serves as a presupposition trigger plays a crucial role in making this technique

stic incongruity.

effective. When the keyword is missing due to the COT, the false presupposition is

not formed; the original humor characteristic thus disappears as shown in Example 6.9.
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(6.9) [3.1: TH 58] ST TT

Kandi: You know, I’m a child of divorce 3lvu veudduiuannisiuue (Do you

J y4know my parents also split up?)
///a (Really?) amangwinlug (How

—ﬂou) ABUNDLUNATULANNU

too, Jake.

Alan: Really? How @

Kandi: . , . 22-4i; BAby-tWO.)
Alan: . . I
re twenty-two.)

Kandi: anal,O0Th @\ 2 wenty=two and a half.) §u
Boy, iV ; [inaullang 22 an (Id
w0 agai ‘ 7 i be twenty-two again.)

'y .
Example 6.9t 0% th&l uﬂn; d HalfMefly receives a mean score of

1.8 from the Thai Vie s a t-..'.;:?:é: 't 1-'\-._ wiewers. In this example, the

word “child” in the s€ntent -*f?f?'rz; jild e to0” serves as a presupposition

trigger that leads Alan and ghe% | ( ien pse that Kandi’s parents split up a

long time agay(sin - a5 a Tittll 1 wevgrit is later revealed

that the p o5 (DpOsition—is=Wiong-because—Kandizs=patents-1 got divorced six

months ago This Emporal scalar implicature
= |

because normaui when people talk about the period of tranron from childhood to

adulthood, it refe?to a many-year period, b r Kandji, it takes only half a year.

AUy Tnenswen 4

’ Wthh has different temporal interpretations for Alan and Kandi,

Qﬁﬁiﬁiﬁlﬁ%‘ AT YEEY
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ST: [I’ma child of divorce too

TT: wa 1 LEINTINGTIL U

/ph@@2 mxx2 chan4 jxxk2thaangOkan0 na3/
father mother / (a particle indicating

an emphasis)

—-‘-— I
The sentence “T’ d i

paraphrased as “‘weu Fnd |y sagsplit up) and the keyword

to be lost in the T'Igbecapfse gh ‘ wo igge R : e khai audience to form the
false presuppoasftion gt Kin . -

With rega to.r s f 1_ l'-\' ‘ gry important to make it
clear that an iem h ] tech ."1_. do¢s not always become

unfunny when beig traf b ' QoI Thell8ss%f humor in this case only

happens when the fory > ghes With the illocutionary force; in

Peech act which is interpreted as a

b g

(6.10) [3.2{

=
(Charlie crossem ih from

Judith: Charhe I want to talk to you. mm VBALIAIEINLRL

ﬂﬂﬂ?ﬂﬂﬂﬁﬂﬁﬁlﬁf

paue (Glad to know.)
Good to know. © @ Q/

(continuing walking up the stairs)

Example 6.10, from the sitcom 7wo ana a Ha If Men, receives a mean score of 1.
from the Thai viewers and 2.4 from the American viewers. In this example, the

sentence “I want to talk to you” is an indirect speech act of directive but it is taken
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literally by Charlie as an assertive. However, the mismatch between the form (a
statement) and the illocutionary force (a request) of this sentence, which is crucial to

the funniness of this item is not r y the TT.

ST: I wantto ta]k t y/

TT: ae

this sentence literall®y. He¢ sp€lls he-1H nar v f and translates it explicitly
as a request Japenoghiiaf jues| ."g"' equently, there is no
mismatch betweegfthe #rmgand the ;},r y force le sentence and Charlie’s

reply “Good to’know; wh g\ § ,, hai, becomes strangely out

of place in the TT#nd tlic origig hich is realized through

the over literalness teg 1qu -—--=~,-=-—é:'

6.3.1.3 The natural i -,"f:

It iﬁ Ung | the
lways the case. Only

However, it iiﬁry s n I-
|
the word clas m that relies on the contrasting lexical patds

ated with the COT.

is found as unfunny

when it is translal‘l Thai with the COT. @i is because the contrasting lexical
(611 [5.6: TH 98] ST

QW‘T ﬁmﬂ ;,m%m:m g

azplftiele (How is that good?)
Chariie:  You finally got Kandi out of the weminlsiuaumeen ldarntiuauls (You

house. © finally got Kandi out of the house.)
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Alan: I didn’t want Kandi out of the duldldeannlfisasenly (I didn’t

house! And I certainly didn’t want ~ want her to leave.) uazfildaennlise
ifg! gelliagfuleindusiog (And I didn’t

her moving in with m 7
\ /jt her moving in with my ex-
Charlie:  Oh, ri@ 09d for ﬁ really?) fuufatusy
me. W 1 __ -‘__ heigit’sseood for me.)

1] e Q .‘/

Example 6.11, 0 ]

eceives a mean score of 1.5

from the Thafcwergfind?. 9 fgbm is example, there is a

(13

he lexical pattern “good

o taind in the TT.

word clash betwe

for...” whichs cru

ST: good for yo

TT: # LA
/dii0 Ixxw3

good  already

ST: d o m .
TT:

/dii0 “ pl

good w1th me

u (H the ra H?ﬂ i: it is not
keptq the translation of “good for you The phrase “good for you” is translated

with the COT as “Audaaz” (That’ food) where both word “you” and thegigiim

ARIRNAINAL RYINHIRY

is realized through the word clash technique, is lost in the TT.
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6.3.1.4 The cross-modal incongruity
It is found that an item with the cross-modal incongruity which is realized

through the auditory-verbal pu egbecomes unfunny when it is translated
with the COT. This is_gsiwii \Vg in the wordplay technique in
Examples 6.7 and 6.8, the &s on the incongruity between
the auditory and ver 1 1ts; Con,jler @r instance:

.;
| B T~

-

Michael (calling f ‘ (Didn’t you say

o)

gomfla get af ha cdjto), ' \y/ou SO

closurg¥ , ; A (Didn’t you say

a get mad?)

v Ooulg let $0?)

(A door is heard losin

Michael There it igff©

FN

5
L]

P

Example 6.12, from the sitcom=tpi¥ifea uds, receives a mean score of 1.9 from

P ¥

the Thai vieyers ang pthis example, there is the

auditory-vegbal pun-between the-word “clos: =plif an end to worries or

concerns, ang Spafis lost in the TT.
closure

HUHININSNINS

il
ﬂ u eart

IRINTAIINITBLINY

[I9-¢

translates it into Thai as a verb “Anla” (to let go). Nevertheless, the pronunciation of
the verb “snla” /taticaj0/ 1s compietely different from the pronunciation of the verb

“close” (to shut something) in Thai: “Un” /pitl/. Thus, the cross-modal incongruity,
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which is realized through the pun or wordplay between the verbal element “closure”

and the auditory element “the sound of the door closing,” is lost in the TT.

\i \/é/ 1stlcs sometimes the original

humor characteristic anslatlon or a mistake in

transferring the M i ider Example 6.13, for

6.3.1.5 Mistranslation
Regardless of

mstance:

(6.13) [1.12: Qi TT

Regina  Yeah, J€ah, @€ ugha c A adn e 08eah, as usual.) Aneuna

new nurse Spital, who Wil €Bhere’s a new nurse at the

'i"' " N .
smart, giiCe, fiinn haspital), naghn 1inin Nensundduy

I - e \
Q\ { e "$vholls Smart, nice, funny.)
Fi K/ L : r . \l i
Oliver:  Yeah, sofinds fike a beft _-:-g___‘? WL ‘lii. nauutladlanyeddu

me. © / ‘@ und§jlike my before photo.)
J o we F ¥
»“"’L 'W

the Thal V U;m -------- owwers In thi e xa] ple the Sentence

Example 6; 3 mﬁ\ score of 0.7 from

“Yeah, sound il

jJ
|
ST:  Yeah, ‘ nds like a before photo to me. ! l
N mmﬁ 2N

ﬂ usInINingIng -

In the ST, Oliver plays with th‘stereotype that s women are usual

qIIRNAIU, INININY

However, because the ST sentence is mistranslated as “ﬁ\mmmumwnfaw,l,ﬂmifamm

“’”

1” (Sounds like my before photo.), the Thai audience is confused about what Oliver

means. The TT makes the Thai audiences think that Oliver is a man who underwent
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cosmetic surgery but they do not understand how Oliver’s before photo is relevant to

the smart nurse. As a result, the original superiority characteristic, which is realized

|/

e TT.
ione aturgewe@tiﬂes are limited to two
lines per screen W 79 charag {Crs«Bagntanjai 2006). When the ST

is very long, the t u.__;"‘-u e ST in order that the

through the stereotype technique

6.3.1.6 The subtitles

-
subtitles fit the spac indes, o itted exhibits the humor

characteristic, i e 108§ of hymioRas Shiew MNE xample 6.14.

(6.14) [3.4: TT

Ray:  So — yofdongfgo cbody a1 Tighen (You can’t go in
A W B \ A\ )
house and g 1n cifeabintets an "Qthelpcoplle s house) udAuFAN

take theifhing and sife B r_,;* (and 0 in their cabinets) wiuwawn

you maniacy® AEEETS 20 puangnatiulallsl (take their things

— and give them out.)

L "m J

[ -f"t— e

Example 6, on eefes a mean score of

1.9 from ti% Phaivicwersand-2.9 fioim the Ain:
maniac!” is afi-nsu
= -
ew; the TT due to the cd space on the scr I! .

ST: So-you (ﬁ1 in somebody’s hous go in their cabinets

ﬂ%ﬁm NENINEINT o

father go around go ?)use other people then search cabinet thelr

ammmmwnmma d

/jipl kh@@ng4 maa0 thilaw2  cxxkl chaawObaan2 maj2 daj2/

e expression “you

but this remark is

entirely omitt

take thing come go around give out folks not can
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The translation of the long sentence “So... out” already occupies the space of two
lines with 24 and 25 characters, there is thus not enough space left for the subtitle of

“you maniac.” As a result, the ori tic incongruity, which is realized through

the insults technique, is lost i

Translation

problems

1. Linguistic ing Loss of humor

Coinage, Wordp characteristics
2. Pragmatic incongifuity ' s of keyn ; Loss of humor
False presuppos; 01_1,‘ , Y373 Lki".,1 1Smatch characteristics

r .

Over literalness — faween@irect

d indirect

acts
3. Loss of humor
Word cl u characteristics

| —

4. Cross-moda!ﬁcongrulty ss of auditc@ Loss of humor
auditory-verbal un Verbal pun characteristics
5 " umor
ristics
6. Su titles’ space - No transﬂ)n Loss of huw

3
L] L] L] ]

ARWAIRIATUUBRIINGTIR S
, ! a i

ble 0.27 Lo 0 UmoOT chardcteriStics 1Y siX types orsituation
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6.3.2 The downgrading of humor characteristics in the TT

The second translation problem of the humor-lost items is the downgrading of

The tr. i i dyifivo Ly , ik from the ST spoken
mode into the TT 1 as sta n th beratifte review, sometimes loss

of meaning o & the wri o1 10 Mk the vocal features of

[ "
the spoken mode. ingfto Tra }, { tockl- 200%205), these vocal features
are called “pardlan w srmally; C ¢ f 3 ~\ ""-.." anguage includes non-
linguistic features | S ' udaess, pt ch, po, fluency, accents, and

voice quality. Speake ur aiveyalh formation about their mood

and attitude: about Whethe arc-angt Sed, nervous, excited, or whatever.

In this study, it is found gh ie-h yinal | acteristics are often downgraded

because o 7777777 éh characteristics of

onsider Examples
6.1510 6.18: =
il |l

(6.15) [3 6: TH 6‘Tﬁ STy = o/ TT

ﬂ TS 1Us.... brilliz = SR 3 @mmnq" Very great.)

QW’]@@%&’@%&%’WWH@&H

8 from the Thai viewers and 2.9 from the American viewers. In this example,

Charlie is being sarcastic when he says “Why it’s... it’s... brilliant!” because he
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actually means that Alan’s plan is stupid, but his sarcastic tone of voice is not

transferred clearly into Thai subtitles.

ST:  Why it’s... it’s... bl \"’y/

great

Since the ST 1s

“wn7” (very

that in the ST it uf hearing ¢ ; ¥ astic Ve e, it is more difficult
: ‘ oM 1o ling the compliment-like

/ . .5 L . . . . .
remark “seanunh” (Wry @reat) A4S @' , gy Pragmatic” incongruity, which is

Vicky:

Vicky: N (Sweetie, you

talk al'ﬁut it? to taUﬂout it?)

“Example 6.16, from the sitcom The War at Home I, receives a mean score of

4 from the Thai viewers.and 2.0 ffom t rigan ers. In this exampl \Y%
q higs n S] Qfﬁs daiighteq Hill n Q\ot p ] omir ilg
q her for breaking up with her boyfriend so when he says “I-I-I do,” he raises his voice

and prolongs the pronunciation of “I”” in order to show his anger and his strong desire
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to criticize Hillary more despite the fact that no one asks for his opinion, but these

vocal features are not transferred into the written subtitles.

S \\\W///

I
The TT is trans i i fhai Wi ' A e vocal features of the ST
are not reflect sequently, the Nl ic incongruity, which
is realized throu : e, in this item becomes

(6.17) [1.13 TT
(Dave picks up thot,tl of winé g réac e [abe l"».H
Dave: ing) hatgad Lotiis . Tng®@ 2001 (Chateau Louis 2001)

‘housa gilagunauaz  (This sounds
. ' .)
Vicky:  cOrrecting him) Chateau Lo _ haleau Louis.)

2

= 2

= |
Exampi”}.ﬂ, from the sitcom 7he War at Home 11, i@eives a mean score of

1.0 from the Thai ‘ewers and 2.0 from the A erican viewers. In this example, Dave

FIUE INEN SN

1at10n) with a condescendln attitude, but this condescending attitude, which

'“ﬁea&ﬁ*fﬁjﬂﬁﬁ“ﬁﬁﬂaﬂ

Chateau Louis
a4
/chxx0 too0 luuO ?it3/
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ST:  Chateau Louis

TT: I
/chaa0  too0  luj0/ \ ///
Although the tran@feregspel

translating “Chat o Thai, VieKS piidescending  attitude is not

communicated thro ten jsubtitles he, Phdisaudience. As a result, the

ent pronunciations when

original superiority d thic ugh the stupidity technique,

in this item is

(6.18) [3.3: W2 38 AN D W

il

i

Vicky: No. He 'nr' e’SJ 1S "1 . \igRne 16 (He’s 16.) 1nels
And she’s w f;._ﬁ i (e ’s just a boy.) uazieaiilu...

Afid she’s...a woman.)

Dave:  Iknow. I agg€e! But you'rc say know.) waiusae (I agree.)

%
)
sinRnazAn (But what you said is

1a1g) 16 (He’s 16.) 1anels
And she’s... (holding han : i jdstd boy.) uavisaiilu..

.. a woman.)

Example %&8 also from the sitcom Zhe War at Home II, receives a mean

ANEINY NINYTS

olde oman so when they say the same sentences “He’s sixteen. He’s just a boy.

RIS

their tone of voice 1s not transferred into the written subtitles
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ST: He’s sixteen. He’s just a boy. And she’s...a woman!

TT: a1g 16 1N N Win g
/khaw4  2@@0ju3 i ’ y cpaw4  jang0 dekl  juul/
he age | 7 still child  still
LA L8R ' %/

/1xx3  th It e
And _she e

i 2 g translates them with
the COT correct ffanis he _ wicen the approving and
disapproving tones igC gAnglot b detgeted in , fign subtitles. Therefore, the
original pragm i g it hich. i )0 T i violating Agreement

Maxim technique, st b nes-les oS\ % Thai audience.

6.3.2.2 The subt' S’ §] =f'_ﬁ,_‘“
Besides the subfitles’ otalfwritte o consflgint, it is found in this study
that the original hufhor b downgraded due to the space

constraint. Consider Exam

(6.19) [1. 2K€23——ST———— '}

A T

Doug: (zncr /o \liwanizn  (She’s pouring
| o
? They just sat down. (then)  coffee for thgm.) wanuuLnatieas

fort

Oh m ’s taking her pad ou They just sat down.) Leantuutuan

f ﬁﬁﬂw NI
q RIBINIRUNTINYIAY

Doug, who is angry that the waitress is taking care of other customers instead of him,

says in anger “Oh my God, she’s taking her pad out. I can’t breathe. I can’t breathe,”
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but some parts of his utterance is not translated into Thai due to the limited space of

the subtitles.

ST: Oh my God, she’ s t

TT: )
/thqu 111 cot]‘ ?

ST: Ican’
TT: <y
/chan3 h
I
Since the transfation Saaylhigiy AEE e gl g She’s taking her pad out. I

can’t breathe.) alg ady akes

translator decides to ot th —:_—------e ------- exclalation “Oh my God” and the
i # .

ters on the screen, the
F | ¢. .
second “I can’t breathe.” T6’s angry emotion may not be as

obvious as that in the iginal superiority characteristic,

which i ref g 7i i the TT.

6.3.2.3 Thelﬂ I]Bj
11
The demingrading of original humor characteristicsts@metimes occurs as a

consequence of u‘l FAT translation m . Consider Examples 6.20 to 6.22
(6.20 [2 2: TH 25] ST

q ‘W”t ﬁiﬁjﬁi iﬁﬁﬁg ﬂfﬂ@ d

about your dinghy.)
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Example 6.20, from the sitcom Two and a Half Men, receives a mean score of

1.8 from the Thai viewers and 3.0 from the American viewers. In this example, the

word “Geun” /rvvaObotl/ (din is a literal FAT translation of the word

“dinghy,” is not accessibM\\

ST:  little dingh

TT: Goun ﬁ"‘_} ‘%

/rvvaObot 1/

dinghy

big boat, by sa Jn’ St 1o @ [ithle ‘dinch Yk owever, because the
translator omits 3 f 1_ ic§ heWiord “Beun” /rvvaObotl/

(dinghy), which refs e e typ ma ‘l,".‘n Byn Thai, some of the Thai
B ¥ hat it is a small boat.
Consequently, they 12 iss-the-an gn allitle dinghy and a small penis,
and thus the original ling i - h is realized through the analogy

technique, is downgradeddhithefhidiktia

i

(6.21) [2.2 q
Alan: Oka}mli she’s WLﬁmzyL:ﬁmﬁn (So what? If
sophisticated. she’s not overly sophisticated.)
Berta; 3 \eaLiaY
ﬁ he’s like
. “ ' ' ' " 7 “two marbles rolling 1n a tin can.)

(4 o QJ
Y WIN N IRHRVIRE AR E
q 1.7 from the Thai viewers and 2.1 from the American viewers. In this example, an
analogy between stupidity and a tin can with two marbles is translated literally with

the FAT, making its meaning not explicit enough for the Thai audiences to understand.
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ST:  She’s two marbles rollin’ around in a tin can.

TT: 58 e gnuAn an
/thgqq0 mvvand4 luuk2 ’ luuk?2/
She like ’ ‘I arble
N g
/kling?2 j&
roll W

Berta says th analogy that there is

nothing much in arbles rolling in a tin

hi s, the Thai audiences have

difficulty unde i : aNS L ‘ el hich downgrades the

(6.22) [5.6: WH2 4 TT

wmimmmmnh (I felt bad

Dave: Look, I felt ‘_ \d of bad-for-givar “:‘5

you a hard time. S&5H or making you upset.) AETinEeAN

little “I"m sorry? st { u’]i‘ﬂﬂIVlE (So I made you

def tojapologize.) 14

20D

T TG RO L\ N s (but it’s

¢ - urranged on nice plates.)

‘Exa plc6.22, fom'the ' , me M, recelves a mean score of

1.0 ﬂom the Thai viewers and 2. Oﬁom the Amerlca wers. In this examp

qIWIRNII, MIINHINY

understand for the TT audience.
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ST: [lordered in a little “I’m sorry” dinner

TT: mm “qalne’ N

(@4thoot2  maal/
dﬁ\\ 7 come

qua

a natural Thai. Its o learfor exphgil CROugHEstis therefore possible that

/phom4  sangl

1 order

The expression “Faq 2/ (dinner “sorry”) is not

the Thai audiences- e of this expression. As a

sensc
result, this takes thgs jon Q1 aslinbetween “vinilaA1” /tham0

y

3k (order dinner). For

this reason, the orij 7 . vhich iz 3d through the word clash
". do hpgrading of the original
: 5 anguage meaning, which
contributes greatl' ) o1 '¢h & tefiiics, is fot al ansferred to the subtitles.
Additionally, the dow : pradi --,—--‘=--.-=—:-: by mogiharacteristics also occurs in
two other situations: a) wh - ar - ffmorous texts are omitted due to the

subtitles’ space constraing,

due to the @ . “ ,,,,,,,

ing is not communicated clearly

H| on ﬂ Translation
' methods outcomes problems
1. Subtitles’ ‘ & FAT/COT @ oss of Downgradlng of
mCan I
2. Subtitles’ space FAT /‘OT Condensagitn, Downgradl
FAT constraint Unclear meaning / Downgrading of

unnatural language humor characteristics

Table 6.3: Downgrading of humor characteristics in three types of situation
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characteristics which are caused b
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The inoperative humor characteristics in the TT
The last translation problem of the humor-lost items is the inoperative humor

Itural differences between the ST and TT.

iterngy therd are 9 j :fn e original humor characteristics
are kept in the TT but bgfauSeio! L _ &s between the ST and the TT,

acteristics retained. It is

found in this stuW = — a-sitmation where an item with

When an iter ' ol S omething unknown in the TT is

translated wit : fieh beeot { , unfunnyadr the Thai audiences.

This frequently o i sing+tlic ‘al . e 1 fligue. Consider Examples

(6.23)

[4: LU TT

Tony:

i

Ha-ha-hd. Hey Be STGED '\* (Bernie, Bernie, Bernie.)

Bernie. Let™ iWResaaiuand (Let’s become

together. Uh, welll B8 ach together.) iuguiu (We

the 1 yiewe
“S ﬁ ,‘the e

| v

Examprle 6.23, from the sitcom Listen up, receives a mean score of 1.0 from

ican .In_this exam an_allusion to
o) st is ranil dfwithithe FAT

beéa‘@ there is no meaning adjustment.

Uy

SN URINYAY

/s@@nOnii2  kapl  chqq0/
Sonny and Cher
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According to www.classicbands.com, Sonny and Cher were American pop-rock duo

during 1960s to 1970s, made up of husband (Sonny) and wife (Cher). Therefore, it is
funny that Tony and Bernie, wh ]
and-wife couple. However, \

Sonny and Cher are,

en, compare themselves to a husband-

/ ces are not likely to know who
_ }ual incongruous comparison
d “%my @nsequenﬂy, the original

intertextual incongruitywWHIch-1s realized hrouSthesalinsion technique, becomes

between “Tony an
inoperative — fails tQ @r€

/AN
7//%9 N

Lydia:  He’s jugifbeegfsofleg esse Ta

(6.24) [4: OP TT

uomaon (Lately it’s been so

Oliver: You dg tt'lt,'

s N
you got highfdre

Cosby? #

1z (You don’t think
Sgause) wddutuuseiamilen

8 i (you got it dressed like

Exa e sitcc sciveg™a mean score of 0.8

ﬁom the Na ﬁig-ng.«—u.u—--—-.u-..—-.v;—.-."g.-m-.—n.u",g.‘.-— 1S example, Ollver

Ly, "t

says that Lyd d B Cosby.” Similar to
Example 6.22,‘H§ill Cosby,” Wi cunknown proper nghe in the TT culture, is
translated into Th?wnh the FAT for there is eanlng adjustment.

ﬂNEJ’JVIEWﬁWEﬂﬂi

ﬁi"ﬂ'm_l

t4bii2/

qmmrﬁ@ aluMIngIae

Please note that the word “Cosby” is misspelt in Thai as “Crosby” (asedi)
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In the sitcom, Lydia’s dog is wearing a Cosby sweater as shown in Figure 6.4, which
according to www.urbandictionary.com, refers to an oversized, hideous looking

sweater with ugly patterns and sl g worn by old men or hipsters with no

taste. The term comes fro ' by Bill Cosby during his 1980°s

Figure 6.4: BilCoshi's s

Nonetheless, sifice t hg '.i_.n;‘: 12 )R ‘&\Q ho Bill Cosby is and what
Cosby’s sweater Ig6ks Mke, % & make a tegextual visual comparison
between Bill Cosby an outy-—Eor- he Opiginal intertextual incongruity,

which is realized through the not operative in the TT culture.

As shown in Exapy ﬂt‘i 23'and 6 ral differences between the ST

i;@' n where an item
—

In conclusion, this chapter reports the findings concerning problems of the

sitcom humor translation. The three main types ot problem found in the study

include:



188

1) The loss of humor characteristics in the TT

2) The downgrading of humor characteristics in the TT

3) The inoperative humo } tics in the TT
In the next chapter, the pos i /% 3 ; ee translation problems will be
discussed in Section§ /}
~— =

AW )
e ;

AUINENINGINg
RINNTUUNINYAY
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CHAPTER VII
DISCUSSION AND CONCLUSION

This chapter sumiftagiZeg,the y y and discusses the findings
in relation to the thre ‘-L_z_j_ & " ¢ hypotheses are formed in

accordance with the ___gefﬁ?r ai

lation mor from English into
s that impede the transfer
arch qugstioh). In order to do that, the

researcher needs to fitg® ungs ics'@t sitcom humor in the ST (the

first research question) so t T - compared to the characteristics of
4 s
humor in the TT. T e to identify the translation

methods 1&_’;
methods hake i
hypotheses forﬁ d in a

g e the translation
10msJ The three research

questions are:
1) The hu?or in English TV situation comedies can be described in terms of

FAUBIVENI WA

translation and free translation.

3) The problems involved‘n translating the lifllapr from English intJlpfai

AR AN AR

of incongruity and the downgrading of incongruity.
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The present chapter therefore starts from giving a summary and discussion on
the characteristics of sitcom humor (7.1), the translation methods of sitcom humor

humor (7.3). Then it proceeds to the

%//16 recommendations for future

(7.2), and the translation problergsy@f sl
|

implications of the stud ]

research (7.5). a\

——
7.1 The charaW

It is hypothesized. oifip

sitcom humor can be

as they.are the two main theories
of humor. To Psis, the b OXayni eslithe ST deriving from
the scripts of ten g&megiCay s: piso gs into consideration the

non-verbal elefents #T thibselfsi true, as it is found

out that the sitcol hugor ¢ "-t_;-;ﬂf;: ,' ‘ rityand incongruity. For the
incongruity charactegisticlf ity catrbe i i ,\-- Mipto two groups: language

incongruity and ngf-lagfuage negx ,4~" nderthe TaBeuage and non-language
ey ;

incongruities, there argieven Varo us type gongtiilly as shown in Table 7.1:
J if / P

-

Humor Characteristie Brief Description

1) Superi‘ —_— ___% of humor
2) Incongriviy’.L h

-

2

2.1.1) Li¥uistic Incongruity Deviations from the “normal language”

AUEANEVINE TS

=
2.1) Languzﬂ$ Incongrt

Non-Language Incongruity

2.2.1) Intertextual Incong‘ity Allusion S

QRIAINIMNAI AN Y

circumstances
2.2.3) Character incongruity Incongruity concerning character’s

identity
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Humor Characteristics Brief Description

2.2.4) Social Incongruity Taboo-breaking humor

gngruity between verbal and non-

evidence of the ciglit chafacgCriftiCs. THEy cx how Sup jority or a certain type
of incongruitil is aclifeved infa Jiu .m ffem, T 78 ca gher would like to suggest
that the relatio@fhip bEtwgt mo: acteri Mhcir humor techniques

can be illustrated agfin F B

' B ff'r
:,Jé
' 47 Jﬁﬁ .
: HNmor ! .-. 43 ract concept

.1' ﬂ{"aﬂr
iy g St

Hun concrete evidence
'y ﬂf

-

1cs ﬂ humor techniques
L]

V)
Figure 7.1: T Jelatl

For instance, a h‘nﬁs item may exhibit Refaracteristic of natural incongruity,

AUBINENTRENT

Kady: (singing off‘ey) . how I won what you are.

QW’] AINTRUNIINGIA Y

We can see that Franklin’s utterance is incongruous with the fact that Kady is an

awful singer. The reality-word clash technique as in Example 7.1 is one of six
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techniques of natural incongruity and it is just one of altogether 47 humor techniques
found in this study. Within each humor characteristic, the 47 humor techniques can

be categorized into groups. For within the linguistic incongruity, there are

four groups of techniquesi® / /,
1t10n, 2) over literalness,

3) violating GYW Vaximssand=dyaiolating Leech’s Politeness

Maxims. The furthe i _ . greliped in each characteristic of

n, 2) phonological deviation, 3)

in the pragmatic incongruity,

As alr i ' otef 4, huh ‘ s phenomenon. This
— | Wwone characteristic if a
combination @#*di 'iﬁ’i Jue t ke, an example below
: ."”‘-,_s_ but also the

characteristics“0f linguis@f incoyig Y, S0Cialli \ ;‘-\ﬁ ity and superiority because
the over literalnes I the 2 ‘ pchniquel thefobscene humor technique
Y yes.

and the stupidity tec Tl e ion.

marina,
£
Kaadi: You have a boat? © "U'

u ~(7.2) [3.2: TH 23]

In" exampie Lan; takes Aian‘s word literally when Alajls actually speaking

ﬁguratwely, making an analogy ﬁtween his penls a boat, and this pOgLay

w*mmwmm nyIAs

suggest that almost all humorous items are complex because the sense of superiority

is alimost always preseit or cimbedded in other humor techniques. For exaimple, we

feel superior to a person being insulted (the insult technique in pragmatic
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incongruity). We feel superior to a person being mimicked (the mimicry technique

in linguistic incongruity). We feel superior to a person saying something nonsensical

superiority is less common or
REROTILY

less important than Mlipor. A humorous item like
Example 7.2.4 fic ineGng Uit “which, [08KS, at humor from the
cognitive perspe ¢ 10T u i ) ) 3 gt humor from the social

perspective, & 0 in us. They can be co-

_____________________________________

Humor technique

.

Figure 7.2: Inﬂgrul & sticsm‘a humorous item

Accordmg‘oﬁle 4.1 in Chapter 4,@hd pragmatic incongruity is the most

FAUHINENINHING -

is mostly realized through the r1d1<‘le and sarcasm tec ques This reﬂects

IRV UARIINYTAY

Since sitcoms are multimodal texts consisting of verbal, visual and auditory

elements, the researcher expected to find humorous items that is based upon the

contrasting relationship or incongruity between those elements. Unfortunately, as
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shown in Table 4.1 in chapter 4, only 2% of the humorous items are found to be

characterized by the cross-modal incongruity, which is mostly realized through the
visual-verbal clash technique. T hgr is also dismayed to find zero examples
of visual-verbal puns or_t / hat we see and what a character

gindl (2004). Nevertheless, the

says, as found in the
researcher finds on em tbt ma udltory-verbal pun or the

which is a newly found

heightening the R y ""‘x, . The characters’ facial
4 8 . ers say something (the
paralanguage) alll 1 ing ¢ ichagacters '\. fc ; ces and contribute to the
humorous effect in al—Fhis—¢ gitcomhumor to be considered as

“multimodal humor” and sCtsthessitcom Apart from the humor in other non-

7.2 The tlt ; .\j

The secet inﬂnich the ST humorous
|

items are tra ed into Thai. The faithful translation (FAJ), the communicative

translation (COT)‘n free translation (F re used as an analytical framework

AUHINHNINEINS: o

to thﬂT form, the COT gives prlofy to the ST content and style, and the FRT 1

q RIS SN NI

(COT), and sometimes the translators may even deviate from the ST meanings in

order to provoke a certain reaction from the TT audience (FRT). Because of these
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reasons, it is hypothesized earlier in the study that the ST humorous items are

translated into Thai using the FAT, COT, and FRT translation methods.
To prove this hypothesis,ythe F I
Thai subtitles of the ten Afn8 an | sit

another, the resear her Setstp- 1 fteTl y ferentiating them: a) the

degree of semarW‘ gree. O rmatiitalness, and c¢) the degree of

orality. Moreover, ' mateediness and orality of the TL

can vary from one p p researche S68hup sub-criteria to be used as

her examines the TT deriving from the

des. Since there is no extensive

Wtranslation methods from one

amlincs the TT according
confirmed because the

FRT is not fou 7 2 met v wehis study.

\ A N

At the ou H, the re . ,xof-__- to find the FRT being

used as a tranSlatio _' v hurmorous, ité: \ hich art restricted by the ST
language and culti - “_'- 1d items 't pe wordplay and allusion
techniques. However _ mdings.sho gdoes M@t turn out to be true. None of

the humorous items with th& 2y anc On techniques are translated with the

FRT. The possible explagal f’ s-for such £ hat:

1) the @s

TL alhﬁ
2) the tra |
are not th‘lﬂhlng to do in transla — their job is to keep the meaning

AdE ANHNTNHNT .

characterlstlcs and technlqlws in the first place consequently, they ha e 1o

RIA AR TNENAY

with the COT method (87%). This is not a surprising finding because as Larson

;ét} int; consequently,
—
ay or think of a new
S Gf‘

tors may have an idea or a feeling that dlsi!J‘tlons of ST meanings

(1998) state, the goal of translators in general is to expiess the ST meaning in the

most natural form of the TL and this is in accordance with the COT translation
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method in the present study. Only 8% of humorous items are translated with the

FAT. This again reflects the fact that the translators put much greater emphasis on

o form. For the other 5% of the humorous

items, they are translated wat the mi C T and FAT. This illustrates the
fact that sometimes thonggis® st umorous item is translated.

in the translation; ' eally 'u\: petlocutionary equivalence

between the i 'F_ - e, résearcher asks the sample of

. . . A F | -". . . .
Thai viewers toglatchiftheffsitconis jand; 0 'the quSstionnaires designed to
i = 'F'- L
. . . r M S =
investigate their perg€ptigh g e tre la

there is a 5-pointfatinglfscale ﬁ at. .

ranging from 0-4 If th€ reg cff.j.ﬁrftiﬁ_

s. In the questionnaires,
funny, equal to the score

byws that a humorous item is

perceived and rated as not fu y-By-the-sampletor Thai viewers (the mean score of that
item is less_than 2) “18” subje deaoain by the sample of the
American ey g at item not funny.

Because if b 7 Mi

humor is not ‘ﬁj for 1 . Hﬁver, if the American
L

viewers see the umor in that item while the Thais do not, thiS then confirms that the

ot funny, then the

humog, is really lo 1“ MR

almqsifga quarter of all"the umorous items (24%).

from the Thais are less than 2 butﬂlose from the A ans are more than

TRINTRIANIINHIAY

between the ST and the TT and the wrong translation method choice. According to

1 thad T, they @mount to

e mean scores of these items

the analysis of translation probleins as discussed i the last chapter, the hypothesis is

proven true. It is found out that one out of three main types of translation problems is
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the inoperative humor characteristic which is caused by the cultural differences
between the ST and the TT. This type of problem occurs when an item with an

unknown term (the allusion te ed with the FAT into the TL.

A

Tony: -ha- BE . i Mimage(Beinic, Bernie, Bernie.)

Consider Example 7.3, for

TT

In this emplé! iths V' bee: ; _4' ie, who are both men
having no talent in @usigl compare-themseives usb@nd-and-wife pop-rock duo
couple, Sonny and Chefl’ Howgyar;ss r‘:‘ 1 viewers do not know who Sonny

and Cher are, they camhot n f?{{"‘;‘ orols comparison between “Tony

and Bernie” and “Sonny a ing the allusion “Sonny and Cher”

with the FA

as g Sonnygand Cher) is not an

appropriatok oice of transtation method that would provoke laughter from the Thai

audience. [v¢hi: €@F by replacing the
— | s
unknown allusm “Sonny and“€he someonc havingJ ilar qualities to them

who are known in he Thai culture. For example, the translator can replace “Sonny

ﬁ%ﬁﬁﬁﬂ HF AR ﬁfﬁ?ﬁ?

rous comparison between the men same-age couple “Tony and Bernie” and

the male female different-age cou “wjuunagnadin” /i1 baaw0 saaw4 a

study are the loss of humor characteristics in the TT and the downgrading of humor

characteristics in the TT. The loss of humor characteristics occur in six types of



situation and the downgrading of humor characteristics occur in three types of

situation as summarized in Table 7.2

198

Translation

problems

2. Pragmati
incongruity: .
presupposition, : ) ot .Q;_j d
literalness | J L ﬁ&' Seh agls

3. Natural
incongruity: Wor"

clash

Cross-modal

. Mistranslafﬁn

=)

FAT / COT Condensation of

QW’]@\‘Iﬂ?ﬂJ@J%ﬁ?VI

oral/written mode paralanguage

constraint meaning

Loss of humor

characteristics

Loss of humor

characteristics

Loss of humor

characteristics

Loss of humor

characteristics

Loss of humor

characteristics

ﬁﬂmﬂaﬁw JR]2

Downgrading of

humor charactMc

pl-lel £

humor characteristics
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Translation Translation Translation

methods outcomes problems

8. FAT constraint Downgrading of

humor characteristics

f linguistic incongruity
which is realized th cAdihst A playsfgenniques. For the coinage
technique, the loss i icf 1 (Y1, 00 en the coinage (lexical

y

ple 7.4, for instance:

(7.4) [2.3: LU l i ﬁ;t n TT

Tony: And gb'w itglirngfout 1 f:" A OUNG L g8 N TuTATan a9t nanil
i .I Sj'lf '!" | %
and coacliSorgé oftiigse little’ . t'%ns out I have to be a coach

she-wo VGS.. 7 oS¢ d young girls.)

The word “‘she-wolves,” w an analogical construction with the

words such as “she-goat” ed into Thai with the COT. It is

replaced V\@ Chai wor awdchaawOpaal/ (a wild
young girl){ aawOpaal/ is not a

coinage in Thﬁe ﬁguage left in the TT.
|
In this case, t ” anslator should use the FRT translation méthod and try to come up

with new TL WOI‘ t its the context of th om or at least try to make the TT

ﬁﬂﬂ“‘m HNINYINT

best make themselves look cute ?d young).

ammnmum'mmaﬂ

WAL 219N] \naw
/saaw4 ?xp3bxw3 aaOromO thvvanl/

girl (slang) emotion  wild
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The word “uduuiia” /?xp3bxw3/ is a slang term which refers to the way in which a

girl tries her best to make herself look cute and young. This is not the meaning

haracters of the girls in the sitcom who try
/ e slang “wauuiia” /?xp3bxw3/ is

anl/ (an aggressive attitude)

originally present in the ST but 1

to look pretty in front of

ether.

for they are not the qualitics of A ersgthat
1 inc_gru' -G ssaicsa humorous item with the

wordplay technique, oVilat i‘-.‘ 1““ Thai with the COT.

(7.5) [2.6: RM 33 il‘. l" ,- \

Angelina:  Can | tgke ygur J_
f . ur order?)
Andy: Sure. Aglfl th uuagnNdngN “dnie’” 189
your Orde ant to join your Order
We the word “order,”

which medns *A4-feduesttor-food-or-drink—and the word_“ofdel” which means a
society of n‘_ rI blance between the
word “ﬂﬂLﬂﬂ§”‘H&@0dqq2 ood order) and the word “Hnn |’ ni3kaaj0/ (a religious
group). Despite t? correct transfer of mea ings, the COT is not an appropriate
ch trgn the free
FE ANUNINIINT

cult For example, since in the sitcom the sexy waitress Angelina is dressed up as

AR Y
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ST:  Sure. And then I’d like to join your Order.

TT: @ AL
/diil0  krap3/
Good

ity which is realized

through the false#fpres mt_ itio d‘f ,g,.{" tSehniques. For the false

ol

presupposition,”the ' 1@8s ‘g agial en a keyword which

serves as a presupposit

» ")»i ed 1 all with the COT. Consider
I W~y \

Example 7.6, for instag@e:

1T

6) [3.1: TH 58

Kandi: \/ “,ﬁ;-..“n——..-g-.......-.--...'V.;-.—=_1......—um.“...u'....... 49 qﬁuuz (DO you

5J i

e

Alan: Rezﬂi ? How old were you'w

darchtsalso split up?)

| —
asise (Reall

Auanginlug (How

¥
a

But you’re twenty-two now. winauilaniiang 22

¢

our nts split up? old were you) maunawdAnianiig
y p?e plit up you) S \
Alarm

But n _’rtwn-t o.)u
UATHEAR Y
A an (I’

~ Boy, what I’d give to be twenty-  geuninnetng Wilanaulileny

two again. © do anything to be twenty-two again.)
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In this example, the word “child” in the sentence “I’m a child of divorce too” is the

keyword which serves as a presupposition trigger that leads Alan and the audience to

presuppose that Kandi’s parents ince she was a little kid. Due to the COT,
the word “child” is missi \ gl sentence “I’m a child of divorce
too” 1is paraphrased @2 mxx2 chand k@@?2

jxxk2thaang0 kan0O rpare‘s alﬁ This causes the false

presupposition te g (el Thercfore, in this case the

translator should tr AT as “aunduAnnnalauannig

f4” so that the keyw: he translation.
ST: I'm a childgf digbred tb.
TT: &u . g f = R '. Wl 19
fchand  ki@@2ffoedd dekietiid 03\ “hx I, xxk2thaangOkan0/

I also n’1“ -_-;-f-'s«v,-'_'. her ' splitup

Next, the loss, af c inca gccugsiwhen an item with the over
literalness technique that -" ¥ between direct and indirect speech

acts 1s translated into Tha xample 7.7, for instance

=
(Charlie crossem ih from

Judith: Charhe I want to talk to you. °T]’1§‘ﬂ VBALIAIEINLRL

ﬂNEJ’JVIEWﬁﬂW 3

(continuing walking up the stairs) o know.)

Good to know. © @ £ Q/

talk to you” literally as an assertive instead of taking it as a request. Due to the COT,
the ST sentence “I want to talk to you” is translated clearly in such a way that there is

no mismatch between the form and the illocutionary force. It leaves no room for
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Charlie to take “vapedqevies” /kn@@4 khujo duaj2 n@@jl/ (I request to talk to
you) as an assertive because the speech act verb “ve” /kh@@4/ (request) is there in

the TT sentence. For this reason eptence “I want to talk to you” should be

translated faithfully with thi \ % T as “dusenpaiuany” (I want to
talk to you). a\ /

ST: Iwant to tollliowoum— &
. f—d
TT: 2u

/chan2

When the tr S fthe STy faith Mas“showmsabove, the mismatch

between the fo ] dcutiona incd, _- the translation. This

. y AR S .
The thir { s$'of natty COnJttlity Which is realized through
the word clash te uch’ 1S\ Je "‘ﬁ"? & wolld clash technique that relies on
the contrasting lexicallibattcruSiiis®¢ ang nto "u,_ a1 with the COT. Consider

Example 7.8, for instahce. &

(7.8) [5.6: T4 98

Charlie:

w1
Alan: Gofjfo (That’s good?)
|
me: | azplfdle is that good?)

Charlie:  You ﬁ‘lm)t Kandi out of the uqﬂﬁﬂﬁmu%ﬂﬂniﬂ@Wnﬁﬂu@u”lﬁ (You

AuEangninaans-

house! And I certainly dfn’t want  want her to leave.) uaziliaannliise

QRISINTUANITNEIAY

wife.)

Gl o o

Charlie:  Oh, right... Okay then, good for datnsa (Oh, really?) fuhufatusy
me. © (Then, it’s good for me.)
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In this example, there is a word clash between “good for you” and “good for me,”

but as can be seen the lexical pattern “good for...” which is crucial to the funniness

of this item is not retained in refore, instead of using the COT, the

translator should opt for th xical pattern “good for...” and

translating the patterg ,

ST:  200d for yol——
TT: @
/dii0

good ndic ating emphasis)

ST: good

TT: # N
/dii0 \
good _.ﬂ
g \
The fourth®prob is they :,.'lc.: of -mod gﬁ inc@ngruity which is realized
through the auditory-y /punfechnique ursivhen the auditory-verbal pun
is translated into Thai with th& :::7:' Example 7.9, for instance.

=

Michael ?JM (Didn’t you say

nna get mad?)

you weren’

uuﬁmmmmm% (Didn’t you say

VI?W“EI’iﬂ‘i

Mi_cm1 . Ther-e it is. © | Halyls (There it is.)
L, 1%

In this example, there is the auditory-verbal pun between the word “closure,
meaning to put an end to worries or concerns, and the off-screen sound “the door

closing” but as can be seen above this pun is lost in the TT. The pronunciation of the



205

[I9¢

word “sAinla” /tatlcajO/ (to let go) is completely different from the pronunciation of
the word “close” (to shut something) in Thai: “iUla” /pitl/. In this case, it is very

difficult for the translator to com

] , agew auditory-verbal pun in Thai because

the translator cannot cha e sound of the door closing) in

the sitcom. And this i Wwhe }fation requires a high level of
; —

creativity from the t

TT

Regina Ye , Yeg ,a, (Ye h, as usual.) Eweung
new nugc at ' ' .,‘ W, ’s a new nurse at the
smart, nice : Al g < M Spiia D e ann 1inin fosunidu

r

Oliver: Yeah, sound# 'f.— .-u.d'rj. 0fc NN nnauklaslanaaaau

me. ©

&

The sentenf

(Sounds like my before photo.)

ST TITON]
T DN
nlated as “Wegiilon

‘ 1 plxxng0 choom4

nrevutlaslongeysn ﬁ
/ (Sounds like my before photo). As a rest

kh@@ng4 ch

confused about W‘t iver means and the st ype technique becomes ineffective

fu SINENTNEMNT -

trans or just needs to be more caraful in analyzing the ST meaning in order to av01d

QW’TﬂQﬂ’iﬂJﬁJW']'JVIFJ']ﬂEJ

The sixth problem is the loss of humor characteristics that occurs when a

the Thai audience is

humorous item is omitted due to the subtitles’ space constraint as in Example 7.11.
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(7.11) [3.4: RM 84] ST TT

Ray: So — you don’t go in somebody’s weriealuruanan (You can’t go in
house and go in their 7 § J jother people’s house) udafugian
take their things* /ﬂgo in their cabinets) U217
you maniac!& : )ﬁﬁmiﬂﬁ (take their things

-——_7!

We can see thatefl insyleft 'y famslated into the TT at all
due to the sub |

incongruity, which i _ Rtdush the o 5 g, is lost in the TT. When

facing with the i ’ : y ra _ _; el decide which part of
the ST is crucial toy : Ang :", fan tat Paki into the TT. For the part
that is not crucia ar Sit'can \ pinstnce, in example 7.9 the
phrase “and go in | ik vhic h i 710t ' crucial , can be omitted to make
room for the translatih of #He¥inSuli nark ¥ou maniac!” which can be

ST:
TT:

ylou@i

WA 91

/ph@t

AU INENINGINS

The seventh translation problem is the downgrading of humor characteristics

t is caused by the subtitles’ oral/writt e con t, This means that t
QIRTTEE R R
q | |

ich’ contributes greatly to the humor characteristics, is not transferred to the

written subtitles. Consider Example 7.12, for instance.
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(7.12) [1.13: WH2 26] ST TT

Dave: (reading) Chateau k wilngda 2001 (Chateau Louis 2001)

(Dave picks up the bottle of wine and reads the label.)
(mispronouncipg

N2

and one._FhiS'Se xpensw

Vicky: (correctmshimy€hdtcau guls @ﬂmhateau Louis.)

aunsugy  (This sounds

This example-is s ® pronounce the word

“Chateau Louis’, e, making Dave looks
like a stupid Iierso i’ condescer ding ' o 1s not communicated
through the wrj Adesulidbe original superiority

characteristic, whi \lechnique, in this item is

downgraded. th . "-'f guage Pl , M translators should try
their best in trans . e%z}a ng 1r~, ’.. ngitb thelsubtitles’ readers. We can
think of the paralanguagt mecanfing 15 88 n :'. al im it information that should be
made explicit verball{ in th ;f;’:-’?ﬁ%lf' fhat, the translators may add some

words or expressions to )’ ﬂu NNk e of the sentence particles which
IJH
can convey Harig ¢ FE instance, Vicky’s

utterance ¢ " i q'ﬁﬁ_: e XDl rk=Cal-De-ttansiated=it o] hal as Loﬂr]ﬂr]u{gr]@ﬁr]

Inqedels” (O & _l co i-'-
i i

ST: Chateau L?IS

HRJELTJ?/’I’@EMTN g1N73

read as Chateau Louis  (a particle indicating

NG

The phrase mmum” /khaw3 ?aan] waa / other people pronounce it...) 1s added to
the translation to make it clear that Vicky is correcting Dave, and the particle “siz”

/jal/ is used in order to make it clear that Vicky thinks of Dave as a stupid or
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uncivilized person. With these adjustments, it is more likely that the TT audience get

the original message or meaning that is conveyed non-verbally through the

/75% the likelihood that the TT audience

bleI'S th@ of humor characteristics

b

les pace Ccon tellthis case, some parts of a

paralanguage in the ST. Thus, 1

will perceive the translat1

The cighth &o

occurring as a res
humorous item areg "-i in the loss of humor

characteristics as in or instance:

(7.13) [1.2: KQ 2 TT

Doug: (incredulo (She’s pouring
The '
Oh my Gog

Ican’tbh athé

for thery PIM.) WANLULNGTRAY

sat down.) LBavELLEWAR

can’t8 red he’s taking her pad out.)

A
‘@ s lainan (I can’t breathe.)

LT
Tl 3, hich ig'realized through the

anger tech 10 ﬁm \( 11180 10110 ¥e oErINn the TT ls not as

In Example

obvious as i
the sentence “I‘Hgn’t breathe™ 15 10
with the subtitles’ ‘ﬁpace constraint problem Lbln this example, the translator can

AUYINBAINGINT.

for Mmslance, needs not to be translated entirely twice in order to emphasis an angry

QWA IR

Oh ¥ od” 1s omitted and

epeated twice in the trat ~‘\ ation. In order to deal



209

ST: Ican’t breathe.
TT: <u el ad a8n WA e

/chan3 haaj4caj0  majZ | okl Ixxw3  woo0j3/
I breathe ' // ady (an impolite particle
\ / , indicating anger)

Finally, is | dowiiorading humor characteristics

¢ of the FAT translation

2

method, the ST meapg#g is garly €ommiin atcand/or the TL does not sound

(7.14) [2.2: TT

Charlie:  Somegt hiear VA i 1318 flafasdanpasningus
your littlg people don’t want to hear

0 "g. yout dinghy.)

The ST in this example is. ;f./ " palogy between “little dinghy” and

“little penig:*yHo - “Jittle int ai with the FAT,

gf small boat), the

with the spectficoword—*Gaua”—/ivva0botl/ (a_specific Lyt

meaning in * i hat““391um” looks like or
: o

d | instead be translated

that it is a typm f small boat. cfore, example sho

with the COT, WE‘I the general and colloq 1 word “Beas” /rvva0 ciwd/ (a tiny

ﬂﬂﬂ?ﬂ&lﬂiﬂﬂ’]ﬂi

11ttle dinghy

QW’]&Q;ﬂ?ﬂJﬂJW]'JVIFJ']ﬂEJ
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Translating “little dinghy” with the general word “393” /rvva0 ciw4/ enables the TT

audience to understand easily that Charlie is ridiculing his brother Alan by

comparing his penis to a tiny boa
In summary, in Sectibs ;

scusses the problems of sitcom
0 the problems. Along the

e the TT is not seen as

2. Loss of linguistic i
coinage, wordplay

3. Loss of’fx

A

4. Loss of naturéll inco e %“
5. Loss of cross-modal incongruity: Use the FRT (requires a high

nﬂranslatlon : ST meamng

I8N NN W”Jk“ﬂsﬁlwl"ﬂ 4

8. Downgrading of humor characteristics due to | Add words/particles conveying

subtitles” oral/written mode constraiit the paralanguage meaning
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Translation problems Possible solutions

9. Downgrading of humor characteristics due to | Use the COT

FAT constraint [ ]

Table 7.3: Possible solut ' /e
It is CGW ¢ Sy e humor-lost items, the
researcher also crs the"hutor-retaine d items.c s which are translated

successfully as lor ips® £/ Ky g.00 to the summary and

discussion of the hfnoralOstfitggs andithom'y ms, Wehean discuss briefly what

has been found out abbut the

The successful tranSlati

According’to the fi dlng ' he s items, their humor is
' N ' \ o
vyt at 1 ™ niedn SCBres from the Thai viewers

. Asfflread 135“ Section’.2

transferred success

are not less than

Chapter 6, the original
humor characteristics#and f" chnig c; of are often retained in the TT.

Nonetheless, the researcher

- _‘.— W e TT, they are still

original humgr che ' ecl : 'e 1‘213
perceived & finny-by-the TTvi ind-this—is-due-to-( :ji
0

complex hus TN
e

e of these items, although their

easons: 1) it is a

; r technique; thus,
. =
while losing 01“1: echnique, other ¢ A 1ques ar I ill retained in the TT,

or2) it is compens ed by a new humor technique in the TT.
oulldy t tains or
ARV
that qﬁrlbutes to the success of humor translation in sitcoms. Normally, when the

FAT is used in translating an unk‘wn term (allusion)fimya humorous item, itl@ e

RPN FUINANHIRSY

communicates meaning to the sitcom viewers. For example, the example (6.5)
“chimichanga” in Chapter 6 shows us that although this word is translated with the

FAT as @#d9in /chi0miOchangOka2/ the Thai audience are still able to laugh at this
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item because the facial expression on the speaker’s face is so obvious that he is
having dirty thoughts (the obscene humor technique). Therefore, sometimes the

sg of the choice of translation method but

humorous effect is retained not ju

e are two different

language inco[lg' i yﬁr
|
types of incongeity: 1) linguistic incongruity, and 2) pragm I

the non-language ﬁ(ﬁrulty, there are five i different types of incongruity: 1)

HUBANERIWEANT

Each of these incongruity c‘?racterlstlcs is reahzed through dlfferent

A WIART S THUT NI

superiority and incongruity has been established — the humor techniques are tangible

incongruity. Within

evidence of the superiority and incongruity concepts. The superiority and

incongruity framework developed in this study provides a systematic approach in
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analyzing the humor characteristics in humorous texts. Thus the framework can be

applied in further research on humor. The results of further research will strengthen

the validation of the framework o i tgvhere it can be improved.
, ings ofthe Siudy / the superiority and incongruity

ty theory and the incongruity

theory should not b Viewedz »- 1 TS, . They compensate each
other looking at h yi inls“When ana zing a humorous item,

it is not an either-orgit®ati gy can) heprand perhaps even heighten

Figure 7.3& e overall result of al - :
V) :

et )
There are 37%M the items that tarrte ate the intended wor. These items also

exhibit humor cha?cterlstlcs and use humor technlques but it is quite interesting to

ﬁﬁdﬂ‘l VEn ﬁ'WH Wﬂ?ﬁf .

‘humorous texts’ do not always perform the intended perlocutionary act of

mor and that the productlon of h or is not the saméfalithe perce tlon of h

the humor & aracterls ics and echhiques. T ey may have something to do Wlth the

viewers or readers of humorous texts such as their educational background, their

social values, their language proficiency or even their emotional state at the time of
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viewing/reading the humorous texts. For example, if they are not in the mood for fun
or jokes, they may not find anything in the sitcoms funny at all. These are some

examples of the variables on th viewers/readers which are beyond the

control of the joke producers: a why some jokes are funny for

ever in the case of sitcoms if

@s item in sitcoms funny,

some people and not fim

most of their target

v [ L -
this may suggesW

offered criteria to

distinguish betw COF-—and \slation. methods. The criteria

3) idioms a o501 Spee ' @ations and expletives, 5)

idsl 4) implicitation, 5)
—r

in ﬁtinguishing the three
|
a

ied as an analytical

terms,

sentence ({} y:

particles, 6&:

translation m

ds. This systematic approach can be

framework in ot‘rﬂhowsual translatlon arch. However, this is just one

Em HANHNINGINT -

it ha een used in the study, the f?mework allows the researcher to work w1

RIAN I AY TINYTAY

research applying this translation method framework will strengthen the validation
of the framework or point out where it can be improved, which part is debatable and

may need to be revised.
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Although this study looks at the methods of translation as a factor

contributing to the success of translated humor, it is important to make it clear that

the methods of translation are nogt ontributory factor. For example, in case
of sitcoms: N\ \ /

1) ahumorous item e tr od may be perceived as funny

body language (visual

2) it may be seeng heca ce do not have enough

backgroun eVioL ied in carlier episodes of the

m,
-

3) it may be se ply*he el \ i“-__- speed of the audience

does not. i gft thedsubfitles;®hus they miss some

important inf§ i it alSor dis heir ‘afkentiOn from images crucial to

7.4.2.1 Translation studiés—
he translators of sitcom humor

aﬂve translation which

According to thesfingdif

conform t@

suits translztl tion problems show

that the COT -1|1'-s| no n:jj:d choice for humor
|
' e cases, the translators may need to dev from the translation

norm by simply fﬁ the ST language f (FAT) or radically departing from

ﬂ:fti YARHNINGINT

deve ing a translation course thahllms to raise the students awareness that a) here

qWIARNTSEN IRTINGINY

deviate from the norm in exchange for the intended perlocutionary effect on the

translation. In

readers.
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Furthermore, the findings on the subtitles’ oral/written mode constraint have

shown that the implicit information conveyed by the paralanguage in the multimodal

discourse like sitcoms should no ed for they can be made explicit as words,

which increase the likelihoQi will be perceived as funny. This

asypedag oLd@faudiovisual translation course

raising the students aAWATCHE -,u th@ean@expliciﬂy communicated
through words W i of thewt 2aflings that deserves attention

"I"'-{ awgthe students’ attention to

the importance ©f un o the' ST ¢ ithe ST meaning.

The findings of this '.f.“ -n--~ = at humor is part of the culture. In
= aw - ¥
order to see something as ""”W hare or understand the cultural

assumpthIL} ~7ho- 7% Commonly SeeH ﬁ e different ethnic
groups of It ——————————————————
thus often beceme

s
nationality is ﬁesented by the Irish, in the United States‘ﬂi‘
Brazil the Portuglfs d in France the Belg (Chiaro 1992: 7.8). For this study,

ﬂuﬂ’m HNTHE o

Solo n, a Quincy Lee Centenn? Professor of Phllosophy and Busmess

q RINIASHINIING T Y

understand other people’s humor, we understand their culture. Therefore, humor

rior or stupid and

1 ih; Britain the underdog
|

is often the Poles, in

would fit nicely as part of the cultural courses such as intercultural communication.
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7.4.2.2 Pragmatics

The findings on the pragmatic incongruity characteristic would provide good

examples on how people delib ating the Conversational Maxims and
Politeness Maxims in ordefk wever, the violations of these
maxims such as insultSyi 2308 C1vi tlon than required can also be

regarded as rude, a -"mvu-:u;, ds onjle c y the participant context.
For example, 1W 7 frame’ or perceive the
situation as ‘real,’ a i asm is likely to be taken
as a personal attack brought into the teaching
of pragmatic role of context in
communication pto account all kinds of
context — culf 1 ;f‘ I eX(S 5 . to avoid sending out
wrong informati_o ipferpgeting th -}- -
{ &
7.4.3 The practi Dlicatiop '] L)

For translation§fpra [ItIOTH eTS,—th Ags humor characteristics and
techniques provide importdht=msights: £ ¥ay the humor is crafted. When the
translators are aware ofithe:
likely to m{}
and Wthh&)
constraint proﬁn ubt :

' | se awareness of the importance of paralanﬁge meaning, which is

usually overlookJ e translators becau ey are not expressed explicitly as

AUE ANENINYANT..

poss e solutions to the translatl? problems found 1n the study. This sho

qWARNT UAMINYTHY

literalness technique that relies on the mismatch between direct and indirect speech

and techniques, they are more
od should be used

the subtitles’ space

s’ oral/written mode

constraint can

acts; the COT with the allusion technique; and the FRT with the wordplay technique.
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7.5 Recommendations for further research

In terms of future research on humor, the paradigm of superiority can be

0 Slin ""-\,,\ mation from the American
of \s, 'II ho come from different
cultural background e _,;.;_’__,._..',...,,' findingd on a) what are the most
prominent features of hunfor=a 3 e differences between humor in

different cultures. Next, asss

in this stu@

s study, 37% of humorous items

'eﬁ' er§ themselves. It is
—
agtors causing these

1 e
humorous ite i

i n:lt)a' a
In add'l||

|
it would also be interesting to investigaté!ula translation of humor
in a sketch com‘yﬂ:h as Comedy Inc h is composed of different short

HUINUNTNHINT

and ﬂreotyplcal therefore their hlimorous effect depends heavily on the audi c ’S

qATEN TINRNNYINY

example, future researchers may look at the translation of humor in other types of
sitcoms such as workplace sitcoms, gay and queer sitcoms or adult animations in

order to find out if they share the same or have different kinds of translation
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problems; or future researchers may look at the translation of sitcoms from other

cultures apart from American such as British or Australia in order to see if there are

A

sjof humor from these cultures and how

on analyzing the successful

rlocutionary equivalence
osdowith the translation methods
Next, future research can add
iy
wescarcher can interview the
iinterview the viewers

amg d, from the interview will

Thai viewers with low

with different degrees of

"Ml of humor is more easily

IS-a-correlal yectigdhe degree of exposure to the

SL and the ability to und - : ¥ 1t is also possible to conduct the

comparison of Thai view

VlGWlng Sl@

of exposure to the SL, and b)
4 find out what kinds
=

uch an obstacle in

es]ﬁ‘gh level of language
|

+he |
]

Moreover ﬁnresearchers may spe lly look at the translation of cross-

cﬂuﬂ?ﬂ HRANHIN i:i;::z

chall ge in the translation 0w1ng‘o the fact that the translators only have c

A ANSUARIINTNY

Additionally, future researchers may investigate the way the comic characters

understanding

proficiency.

i films or TV series are dubbed into Thai. In this case, the translation is still in an
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oral mode, but it is interesting to see the qualities of the voice chosen, the speaking
manner applied, and the social or regional dialects used.

in other multimodal text types such as

Lastly, the study of hum
one-panel cartoons and ¢ % 2150 ifiterés ing. In these texts, the humor is
created through the ua fls lfthough there is no auditory
element like in sitc grapliy or @ and the style of printed

words also convw anguage.

AUINENINGINg
RIAINTUURIINYIAY
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Appendix A: An example of the questionnaires for the Thai viewers
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Appendix B: An example of the questionnaires for the American viewers

Not at all
funny

@ﬁ@@@@@@@@@
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Very funny | Fairly funny | 58UV Not o fanny | gLt A
2| & &)
13 - S
4l B &)
15 ! (0 R R &)
p 2 l‘- i N 8
17 f i 'Q\ o | O
18 " !. -ﬂﬂ___ ‘ &)
19 S
20 S

Demographic In@' ion (Please put a tlc in the box [])

FquEJ’J WETVI?W ﬂ’]ﬂi

you often watch Enghsh 51tc s? [0 Yes EI No
Have you ever watched this sitcom episode before? O Yes No

Thank you.
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Appendix C: The LRU transcription for Thai (Luksaneeyanawin 1993)

rj_{f,
I "#i'




Vowels (Consonant position is indicated by a.)

Thai Symbol Thai Symbol
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Appendix D: Examples of humorous items

(arranged according to the humor techniques)

On the right uppe ta eference number of the humor

}
technique w ] e@ in each example in the
dissertatWﬁ_'J pmbCrelgletepresents the technique

“€chnique ‘unmasking.’

Note:

In the column ‘“Ref i he able térs réptesent the name of the sitcom
epresent the reference

number of gHe itg D B, “KQ 27 means that the

humore#s iteg is-'k ‘fro 'r"__ . Y hANK il of Okeens and it is the 27"

humorous #em iff thy scriptd ,:
The colu “T !

“of

ﬂl. 9 E L ]
| I” (gt chesifem i \-IIII lated with the communicative

od used in that item. For

example,
4 E i .
translation. If th€re i a-mistransla is Mmagked by “mis.”
The column “PE” stand$for-the petlo: Ty equivalent. If it marks “yes,” then

lerred into Thai. If it marks “no,”

ﬂﬂﬂ?ﬂ&lﬂﬁﬂﬂ’]ﬂi
QW’]Mﬂ?ﬂJﬂJW]’JVIFJ’]ﬂEJ
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1.1 Aggression/p.1

No | Ref. No Source Text. .. Target Text ™ PE
1 |KQ 27 | Mary: (to Doug) Oh, so neWyou g iEingl '\ Bl N Ta1L1A90 COT | yes
with me? '
Doug: No, I'm not doing-2Mything
Mary: (stepping closer) | meg
2 KQ 40 Mary: Oh, and one other th‘i (Ie in |n d “ " . MRNE) L@mqm?{ﬂqu AURZTAUNG COoT yes
earnest) I'm off righ®howgo W be nuwn
outside in the parking lotgfvhele m gonna gu
you like adeer. © ¥ N )
n oy
.{ A AR :
3 | RB 37 | Reba: I’ll give you till the count’of threb2Ohe = =™ P auns 3 i, COT | vyes

BJ: Reba, we need to talk about this{= _..J E J @qﬂﬂﬁuﬁ;@qﬁ

Reba: Two... ‘.}

BJ: Okay, I’'m not at

Reba: Three. -

(Reba slaps BJ on the butt.) © p dl

BJ: (in amazement) Did yaif '| ﬁépank me? @mnu«aumm

(Reba slaps BJ on

NUNINENT

MR TN NN Y




No | Ref. No Source Text M
1 | KQ 23 | Doug: (incredulous) She's*¥0uring ‘M
They just sat down. (t ‘
taking her pad o MIF
breathe. © ﬁ
2 | OP 35 | Oliver: You know when L
my couch. This is not
3 | WK 17 | Michael: Look, I've done nothln_g .
Janet: Oh, you've done plent§ wroifo
You've been cheating on mé'with tis=ptetur
4 | WK 19 | Janet: But, | didn't find any other picturES=etaH=ye

Michael: (clearing throat) I

Janet:

245
1.2 Anger/p.1
Target Text ™ | PE
wanLiaiias wevduuduan | COT | no
gaspuLulayney Tlildnmadw | FAT | no
¢ “k\ oz liin COT | vyes
mm \_“. 8 ks Aosuenlagudiangilil
i 11 iugt eunnuauduies gulresusileglvud | COT | yes

other little old friends of Michael
Danny's pictur Rob ;
all those picturgs-at;Michae

d... (clearing throa
might have thrown thoge away.

¢ 1
8167 A &

= g1wantiuedvu luida

QW’] ANt A A

fj

nenae
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1.3 Difficulties / p.1

No | Ref. No Source Text m N N Target Text T™ | PE
1 | KQ 54 |Doug: But whatever | do=*otta gé It fé luse ' fgu@qmﬁuﬁmmmﬁlﬁm mix no
can only go fullbore fgg#b “
Then | gotta finish«#® figh
2 | OP 38 | (Stewart has to move his tiny phe e ba COT | yes
between his mouth and his eaf®o spgé
Stewart:  (on the phone) HeIIo :
time. ©
3 |whl 30 | Dave: All right. Let me tell ygh so lething' -uuf' /»“‘ W ) R - COT | vyes
gonna get you something tq ake ings go p \.’ 0 B 1 g y
more smoothly. And in thémeg g T BTnE e
don’t touch it for a week foka v’
Mike: A week?! ©
4 |whl 78 | (Vicky and Dave are inthé_' I COT | vyes
Mike: (off screen, yelt
Vicky: (to Dave) Was thz:@like. M
(Upstairs hallway, Vicky knocks'on Mike's door.) d
Vicky: Mike, honey, are you‘< mn Hluaslsulan
Mike: (off sci SO

ammmmummmaﬂ
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1.4 Disappointment / p.1

No | Ref.No Source Text ‘M‘““--.‘ Target Text ™ PE
1 |RM 87 [Frank:  What? What? WereSfou sawifig sHey s o, L 137 TLN 9@ einaLvse COT | no
something? ' \
Ray: Yes! © As a matte®T fa
Debra: Alright, Ray, alright.
Ray: The things, Debra® Ve e
2 | RM 97 | Ray: (taking something o\ of hi ,.OCk E&,‘g r COT | vyes
Debra: What’s the matter? ﬁ" ” |
Ray: (unwrapping it) Chocolate J§© z
3 |wh2 43 | (Hillary chuckles as she lifts her leg up in froRte COT | vyes

webcam to show them off.)
Hillary:  (on monitor) A

Dave:

—
Hillary:  (on monitor) And#yx/ I’d like to

Dave

: (prou imself) He
Hillary:  (on manit r) Jessi

t th
(chuckling) (e 'h (
the best gift I’Vt

Huh.

person who’s respofisible for me having the

most beautiful boots I‘iworld I%

Q\W’]ﬁ\?ﬂ’iﬂm‘l&']'mmﬂﬁl
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1.5 Embarrassment / p.1

No | Ref. No Source Text. . Target Text ™ PE
1 |OP 36 | Oliver: (on the phone) 1’11708 email#ft tg Jw. @K\ " gL 9 walshpsndetiedewseiian § | COT | yes
Bye. (to Stewart) | nevegiet tis '
phone. It has so map§fTeatyp€
small...
(A phone rings.)
Oliver: There it is again.
Stewart:  You know what? I thisk thg s. C. & ”' o
il
(Stewart takes his tiny phone out of S pogket'and.sho
to Oliver.) © / : SR
Oliver: My God. That thing’s tinys, (o7 . 0 oI
Stewart:  Yeah, a patient bought it back froTA-Japan. -t Btenauananndiu wednaTudluedwinannge
' think it’s the smallest phone ma :::, ;:.-;E 77 '
Oliver: | hate my stupid one &
2 | OP 82 | (Off screen, we hearadoorkl 4 .‘ J COT | vyes
Regina:  Ahwell, sounds Iikj‘-jour umwﬁ@ iananly
Oliver: That was your girl. ﬁummmmqmn
(Off screen, we hear a_door closm!an)

qmmnmium"mmé’ ]




No

Ref. No
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1.5 Embarrassment / p.2

Source Text g . ~ Mo, 1arget Text

SS 20

™

PE

Terry: Well, Chris is in the*special &P progrs
Bill: (condescending) Oh,J
Fella. ©

Chris: Uh, actually AP standg#for A# o == N b W b N3N e A RA NN AR
Placement. We get.@@llege AR
(Judy rubs Bill's head.)

i [ s \ L
Judy: (condescending) That’s thefSam§ pu o NPT A TR A e
Brian’s in, Big Fella. © #& & ¥ \ " a3
# # ¥
h AT AR

CoT

yes

] y - T —

ﬂumwﬂmwmm
mmnwummmaﬂ




No

Ref. No
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1.6 Irritation / p.1

Source Text B Target Text

LU 8

™

PE

I was, uh, not talkifif aba

Mickey:  And you yelled at gag*that

(cutting Mlckeyoff)Y 0 waht g v‘-

you right now? © ll;
(7]

opP 7

Benjamin: Oh for god sake, you

Oliver: Who’s sweatier?

Benjamin: Stopit! ©

CoT

no

competition out of g¥erytlfingj You’ ;
ridiculous. You’re both#fvea &.\ a4

SS 84

Shelly:

CcoT

no

He’s good for her, and despiteA (IR0, 2 faui300 wavauenaliAnetnell usiisaindniu

might think, she’s good

A L)

And who are \WeJosiane
who wanna besgde

all people must r
two... living in yourfhouse... © Being Who
you are... © you kno&v, gay.

¥

i |

P11 2 AL T1B8NaFaeTi wan

- L @ oA @
\mﬁ'. ae/lutivuand Wuetenaoui...
||

CoT

yes

ARIANTUUNIINYAY
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1.7 Knowing another’s game / p.1

No | Ref.No Source Text % .“Hﬁ_“__‘ Target Text ™ PE
1 [TH 1 [Bertar  You'reup early. | COT | yes
Charlie: WCH, it’s a beauti 1y, 31 1AL ANSI el
sleeping.
Berta: Must’ve got to bed eafty thg
Charlie: I guess. :
Berta: Well, you know wha 5 Ffiwda s ldiauguning seae
early to rise, makes'a may
and can’t get laid, huh?4®
2 | WK 16 | Michael: You're being irrational. OUKNOW W 3r‘. qm\] LL@z’é‘ﬁquLmJ CoT yes
Janet: What?
Michael: What are you doing... i3 a0
stuff? &n ﬁ\
Janet: Oh, no, no, no,;AC;ACYouWilLaotHlipthe i atianatanneasfotii< .
script © and make/this h
:'.-.'I :
B m— | - : A
3 |WK 22 | (Janet exits. Michael picks up=He picture and looks at it. COT | vyes

He drops the picture when Janet‘ar to yell.)

alge 9

QRN TUNRINEIAY
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1.8 Lame excuse / p.1

No | Ref. No Source Text. Target Text ™ PE
1 |OP 51 |Lydia:  Thisdog has gained"six po N Sauslismeiy Aunuderey | MIX no
divorce. No wonder he s A y o
. , e prunusimianlénsen Indda
likes me. You’re sguffing ” \ 0
sausage. Halloween is egfhingfo s'nevel IR WA e Kl SuaaugpTasada L
gonna fit into his pirgi#*su A s
Stewart:  That is a harsh accusatiQsf, Ly# -
Lydia: Stewart, you’re holdi#% me# ol NI
Stewart:  How do you know that I t ] ng-it - LT NOR3 s 7
up? ' :
Stewart:  (to a lady sitting at the next bIe handing the-
meat to her) Madame, youf’ past{d ﬂf’
2 | TH 56 | Alan: Jake, what are we gonna do? Y g_ff';’f" ally = /. - NSk NN NLAS CoT yes
fallen behind this Y (
Jake: I know. I think 1 "‘§""""""““""“7'77‘*77 """" AT NN AL ﬁﬂmiwhﬁm%ﬂﬂﬁmum%’u
divorce. © t i

i I

ﬂummmwmnﬁ
Q»W'mmmum'mmw
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1.9 Repartee / p.1

No | Ref. No Source Text g . larget Text ™ PE
1 |RB 17 | Reba: Jake, didn’t I tell yot youuefh pHave A\ ML e g liiavealutinly | COT | yes
in the house? \ : N
Jake: But what if we’re a cke
Reba: What if | tan your hidg#© = b, e 1qna
Jake: Then I can fight you off g W= 5 guaadTuul
2 | TH 55 | Alan: So, in other words, »o epafey ~ Sl 5L COT | vyes
Jake: You can’t prepare for -‘ ! s MO ) WU saa ULy lldas 18 leas

ﬂﬂEl'JVIEWIiWEI'Iﬂﬁ
mmnmnmmmw
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1.10 Repetition / p.1

No | Ref. No Source Text. Target Text ™ PE
1 | OP 46 | (Stewart has to move his tiny phofe ba COT | vyes
his mouth and his ear to speak andi€ten
Stewart: (on the phone) HeM®. Say#lga
time. ©
(Two scenes later...) - -
Stewart:  (on the phone) I'll call@fou Back#fSay agaiii. AN unazinsnauAuuy
No. I'll call you bacld?®© l i -
v ,* # ﬂL )
2 | OP 67 | Oliver: Comic books are so lang€. \\Wifen d 1en see ' p1NNTRWA Tufudaiiuass du CcoT no
this, it’s like umm what’s thifit stuffithets ik

‘ 01T e < LT Wi e Sunuvan g
Benjamin:  Kryptonite. =

Oliver: AAAAhhhh.....You just flunl .ffi_"f,;,ﬂ st.

© .
(Many scenes later...) @

Oliver: Hey, I'm glad tL
Unless umm... A
remember what’s t
repels superman?
my: | have no idea.

Mﬂ%ﬁl')ﬂﬁl‘ﬂﬁ%'ﬁﬂﬁ

lldle. ﬂﬂ ' o
& arlsvn DFUNUNNANAIUE
, errr, that stuft tha W B R

9 HEAT Wanann... Lﬂfl FITWENENH

a»mmnmum'mmw




No

Ref. No
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1.11 Retaliation / p.1

Source Te_zgtf-‘- - . larget Text

SS 53

™

PE

Bill Chris, we’d be happ$10 Lot oL - 0 W o Tilguiasiaeiu
to the movies together., AN -
Chris: Great.

Lauren:  Yeah, and guess what%

091 az1HiRa1 50 wiraiysiae 1a

CoT

Is gonna give us like#ffty l3
money. © Right, Daddy@* .

yes

ﬂﬂﬂ’)"ﬂﬂ“ﬂimﬂﬂﬁ

maemmummmaﬂ
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1.12 Stereotype / p.1

No | Ref. No Source Text. . Target Text ™ PE
1 |OP 43 | Regina: Benis not gonna fal¥0r ong#o! : N\ Biiashu Wiuunfaeasavsen mis no
self- centered boobciclg '
Oliver: And you can do be#€r?
Regina:  Yeah, Yeah, as usual gfherej§ » 1 0qvaiTisn. flaanm 1h3n Sensund
the hospital, who’s##fhart
Oliver: Yeah, sounds like a befibre g R o Tosn s
2 |RB 14 | Brock: We, are going to a day sg.. | COT | vyes
Van: (laughing) Yeah, right. Wel are'we” WEakt | TACHIRRIAHIEK
gonna do, get our nails dopé
Brock:  Yeah. Manicure, pedicure, mass L 6138 LA Wam lnBeanadiudn “anndnegang
it, “The Gentleman’s Fanc 75 7 .
| Y. ..-=‘" ..-*.r e,
Van: (reluctant) Uh, M ' er H., 1 know this @ﬂﬂﬂuﬂ@ﬂummﬁuﬁuﬁmm

question’s a littl
uh, are you gay~

A

ﬂummmwmnﬁ
Q\W']ﬁﬁﬂ'ﬁﬂ.llm'l'lﬂﬂ']ﬂﬁl
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NN =
— T = 1.13 Stupidity / p.1
No | Ref.No Source Text W N Target Text ™ | PE
1 TH 16 | Alan: I do. You’re, you® aying if Kandi wi \ _ A LALL qﬂmq@%ﬁﬁ’ YA COT yes
to move in here it woulg®be g :
disaster of epic pr@®rtions
Charlie:  Exactly.
Alan: So | guess now wetlld begél ba U gsie e <ol M:uening dnisentfiitun 3
she’s been 11V1ng here § M ﬂ M‘ﬂ‘
2 | TH 20| Alan: Your couch. Jake spillegfgrage jufice :‘f r;' / Atk Q@i un densfeuiiuda ufasus | COT | yes
summer and | had it refiphoj§tered. A% ~24
) y A , .
Charlie:  Last summer? Ak Lidrd ST uda e
Alan: Yeah, it was gone for almost afief . | gliiNaudau wefaduduniiuau A
and I had a bet ap how la take
to notice. Q&
Berta: | had fifty buc
i)
3 |wh2 26 | (Dave picks up the bottle of W'iqp ~|' COT | no
Dave: (reading) Chateau e‘&r (mispronouncing), wrlngas 2001 Tagunauss
two thousand and on nounds expensive.
Vicky: (corre

ARIANTAUNNIINIAY
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2.1 Alliteration / p.1

No | Ref. No Source Text_ m A —‘ Target Text ™ PE
1 |WK 13 |Janet. (take picture fromWBchaglp@hgAa)/ s is} "\ b Vo Wime e Thuco 1 COT | yes
evidence. You've beepglisteg
Michael:  Busted? . l
Janet: That's right. Busted W B L a10u TR Nesuay

chest), buster. © 4

ﬂﬂﬂ’)"ﬂﬂ“ﬂiﬂﬂ']ﬂﬁ
maemmummmaﬂ
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— = - . 2.2 Analogy / p.1
No | Ref. No Source Text W N Target Text ™ | PE
1 | OP 14 | Oliver:  What are you guys*#0ing here? A\ COT | vyes
Lydia: Hmm, It’s your fathg*S wegk w 0T Gio 17 017 Lailaee Ui

requested we do the hangétf dé ' S N

Last time his little gighfrieng gl nlszs gqﬁiuiuaﬁgumﬂ CIEY

door wearing a Kig#no s ) W

practically see her littlg S
2 | RM 45 | Robert: Guy in my squad, W thr \r ' La 890 197038199, 1N SR N A0e S 1 COoT yes

academy together. Had @ gre B . \ 1] e

got fixed. Was never te sadle. » r 141 AIE \ Al lUmeu nnetglitausy

What do you mean? y (e : . (8

Robert:  Well, let’s just say, after the .,,#;.1.“;7'—“7 ik i vdein wnRiToymn... Fouasiuign
trouble — salutlnq the captaina©=t
Y

3 | TH 11 Okay, so she’sig m-[r—--;;-------- ----- —_— | A@ih FAT no

Sophisticated? She’s % 4n nﬁi‘msﬂum:ﬂm

around in a tin can=¢ ]I]]
4 TH 25 | Charlie: (Off screen) Hey, ey, (Alan and Kandi ﬁu@umﬂu@ﬁqnﬁq Lﬁ‘@m‘@umm@qquuv FAT no

notice Charlie Watch ) Hey, heyI

Some

dingh

ammmmummmaﬂ
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2.3 Coinage / p.1

- Target Text

No | Ref. No Source Text
1 |LU 23| Tony: These are not girls=Fiese g
training. That means thg
aggressive, they rejil8
turns out | have to try a
little she-wolves. ©
2 | SS 62 |Bill Hey, neighbors!
Terry: Oh, hi, Bill.
Bill: Yeah, | was, | was just §

AdAR Mo Wl

Py of
*"f . H‘I L1
I f‘wr o <k o "'-N
ﬁ\, 4 _, A ¥

attl 0 With
Lauren and Chris. Those A ee 11oh - . B - o, G
gettm along great WhO “’ s, ; R 14018 Wm@mmmﬂummwuumm ARAILTIN
you could become our Iesblans-
that the correct term?

T GAgnluna3y

r o \I\ I = Y o v v
“ ‘ﬂ_* & PEINLIE ‘\ ATA ammqummﬂmmmn BRKGEIRN

™ PE
« i dEinvin denaiielalls COT | no
' Bl 710 Pavilsundufosniiulia

COT | vyes

ﬂumvmmwmm

ammmmummmw
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2.4 Mimicry / p.1

No | Ref. No Source Text g . o, |arget Text ™ PE

1 |RB 26 |BJ: Ree, Ree, Ree, Ba, B Ba, B Behavs RN N Mo 0 1 adhie COT | vyes
Reba: You’re ba, ba, ba, ba b, . ;

2 | RB 32| (Inthe background we hear some COT | vyes

Jake:

Reba:

(off screen) Henry did it. 40

Tell your puppet to get¥s
bro, broom. ©

Wil 1315, 130 Iinenasn

AUEINENINYINI
ARaNNIAlMInde
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2.5 Personification / p.1

No | Ref. No Source Text NN .“Hﬁ_“__‘ Target Text ™™ | PE
1 |RM 20 | Debra:  Well, there is anothef option’ youl k | COT | yes
Ray: Well, what, what? ‘
Debra: We discussed it. Little gfip ‘ 3 - laaz
Ray: Hey, hey! © Ow! 6! \Watch ¥ <nd: 33 3 -T‘L. TR G
talk, huh? He can hear : A X
2 | RM 25 | Debra: I’m sure we can rea Y T \, aanuiiuinela inlupusasaulion COT | no
arrangement. Why don’ o' distuss 1#? ¢ "
3 |RM 56 | Debra:  These are things? Whooh#Whati§withal o Tamlduse 0 luilAdugaanauia v COT | yes
fancy colors?
Ray: Well, I mean, it’s — it’s Hallg L e 3uieaiaeNuAIRNage 7
to dress up, toqﬁ v’y Q
4 |wh2 8 | Vicky: Oh! This one is|p r quu%%wnuiqﬂ” FAT no
course. _1 ad |
Dave: Oh, come on, VICH}{ \Wine KnoWs*exae e ann ’Lqu“’;!ggfﬂm%uwﬁuuﬁiw Na39%anfi
much you apprecuate'lt. © In fact, vodkaand . .. o O
tequila are startin’ to jealous. © ﬂnu Lm'mﬂmwm”mm

ARIANTUUNIINYAY
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2.6 Wordplay / p.1

No | Ref. No Source Text Target Text ™ PE
1 | KQ 25| Mary: Did you say sometfig? COT | no
Doug: (a bit startled) Huh
Mary: What did you call me?
Doug: | didn't call you any@ifing.
Mary: Oh, you didn't call me T T e
thought | heard, "beeyétch§f © A X
Doug: No, no, no. | was telling @ty f : \ﬁ pudn NTEaNT NN Aoy
bee on his watch. © (toPeag ’ \ \
2 LU 10 Tony: You know, if you put |n Yt thi €6 for Oi “ AN ﬂqugﬁ'ﬂﬂ?:qufiqm@qﬁwﬂngg\]ﬁ@ﬁy@jﬂqg CoT no
field that you put into playing the= -
be a much better player. © . ___‘,,,yr' .-*'J g LBIat
Megan:  You know, tha he d rd i’ 1 1370 Lo e
play that keepsyme: off of drugs . :@
|
3 | RM 33 | Angelina: Can | take your-orter? CoT no
|
Andy: Sure. And then I’ d*mlie to join Naﬂqmﬁqé&iﬂﬁ‘ﬁﬂqﬂ” m@qgmﬁqg
4 SS 6 | Bill: Hey, uh, let’s leave tl"o good note, you L NANTUA | 08z auﬁl\@quqmuuqqeﬁg CoT yes
know, B e ha = - Bl1c o
Ed:

ARIAINTUUNIINGIAY
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3.1 False presupposition / p.1

No | Ref. No Source Text g Target Text ™ PE
1 |[TH 58 | Kandi:  You know, I'm a chitd of div6rce oo, W\ 5T e Mt e e COT | no
Alan: Really? How old weggs® ‘ ARUNE LUANLANTUY
split up?
Kandi: Twenty-two. .
Alan: But you’re twenty- wo ngw. . ‘ ’ r&-’
Kandi:  Twenty-two and a half© B8 Ml 1ilsnaslilane 22 &n

i “: e‘-l' /
to be twenty-two again. @ l ‘:,-fﬁ; .

ﬂumwﬂmwmm

mmmmnm'mmaﬂ
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3.2 Over literalness / p.1

No | Ref. No Source Text. % .“Hﬁ_“__‘ Target Text ™ PE
1 [ss 42]Bil: Yeah, we love it. Cafftve byifll g.deg R T COT | yes
Judy: Bill, please!
Bill: I’'m sorry. Can we build
2 |TH 9 | Berta: Three beers and a bratw al ' ' ;5_‘ 0158 AusuAnanasluLm LA mix no
into a French horn. © :
Kandi: Really? Whenever Ifhave § QL0815 1N sen SuazTalaneas
just fart a lot. ©
3 | TH 23| Alan: Ah, boy, am | thirsty. . - COT | yes
Kandi: That’s ‘cause you sweat so muc ufing sex T 00an ez neuiliindiu
Alan: Hey, I may not have the bigges ﬂff. -"-Jr'f.a;&:f_ 3 '”meﬁqmluvh wst Ll lmsminssi@ersvin
marina, but nob@ro A 2, €
Kandi: You have a boat&
= ~:~'m
4 | TH 44 | (Charlie crosses in from the kitﬁﬂan to the sta .L‘ﬂ COT | no
Judith: Charlie, I want to talk ?you °]j A aaAtALLaE
Charlie: (contm

Q\W’]ﬁ\?ﬂ’iﬂm‘l&']'mmﬂﬁl
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3.2 Over literalness / p.2

Ref. No Source Text N .. Target Text T™ | PE

COT | vyes

whl 56 | (In the kitchen, Vicky is standing Dy the
and Vicky turns toward him.)

Vicky: I don’t even know*¥here 46 s - &0l Waz Tadaa 7 0me lvun

Dave: Okay, um, you washgl’11 d¥
i

AUEINENINYINI
ARaNNIAlMInde
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No | Ref. No Source Text : ‘M‘““--.‘ Target Text ™ | PE
1 | OP 45 | (Lydia carries her dog Monty-#t0 a 18 CcoT no
Waitress: Sorry Dr.Barnes, wggon’t g _‘ 1 ldeuan e guadinan
Lydia: Just pretend I'm blindg® | 2 AT : iBig.. Ay
2 | TH 61 | Charlie:  And speaking of out, whi€n’s ug@@n”l,mg‘j‘@”[,m% FAT no
Alan: You don’t have to \
Charlie:  Because? f J VSN
Alan: | have a plan. ' \ 0
Charlie: ~ Alan, if history has taughus afilfgh Birnakieeiaamsndn aacls:lnari fiuss sl
both those statements cannot be tre=s
3 |wh2 38 | Vicky: No. He’s sixte CcoT no

He’ s S a
woman! &;3 e

Dave: I know. I agreel Bt

(same words, be
He’s just a boy! \ﬁﬂshe S..

front of chest) a waian! ©

' Wifﬂ)ﬂgl: wazigaLiiu.. Eueq

]

audefin w1ene 16 s

ﬂummmwmm
Q»W'mmmummmaﬂ
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3.3 Violating Agreement Maxim / p.2

Target Text

™

PE

fadliigns W Danuvise Tdendh vue Aoy

% e = v =
eyN| 3 @ﬂﬂﬂ%‘ﬂqﬂ@l

No | Ref. No Source Text g
4 | WK 32 | Michael:  Are you gonna le Justd
Come on, Doc. You'reg@guy
understand my pQa*of vigh
Dr. You mean, like a frieng®
Mason: F
Michael:  Yes.
Dr. Well, I've got a newséflas ' ,
Mason: not your friend. ©

o o
fauenn walaildinaunn

CoT

yes

ﬂumwﬂmwmm
mmnwummmaﬂ
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\ | /
= s 3.4 Insult/p.1
No | Ref. No Source T_gxt Target Text ™ PE
1 | LU 16 | Mitch: Anyway, yesterday e Ao nuldny wadiundnanmnieean | COT no
me, | realized that yo 2
want to thank yO n. Jl 4 NN YRUADNLUVAUUINLNEAN
such an obnoxious ass4& 'I
2 |RM 84 |Frank:  Yeah, so what? / ' COT | no
Ray: So — you don’t go ingomelodylfs hous x‘n" 171l W 1500 vBnesunifisanan
in their cabinets and takefiheigthingsiano l'
‘em out, you maniac! @F : ]
3 |[RM 89 [Frank:  Tdon't get it. What's the bi deal®e 1 e larfuwiinuun COT | vyes
Robert:  What's the big deal? ‘
(Robert whispers something in Frankss e 2o e
Frank:  (to Raymond ape-ebra) You are sick, € ) | g)
4 | TH 79 | Alan: Maybe that’s becalls ukaune Aol COoT yes
11
Kandi: A stupid, stinky br.\g © ’aﬁmwia’j Uz m;

ﬂummmwmnﬁ
Q»W'mmmum'mmw
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3.5Ridicule /p.1

No

Ref. No

Source Text.

™

PE

LU 24

Bernie:  Did you ever think=tfat thegsfo

Bernie:  No, really, think abgift i

be with the girls?

That’s absurd.

more cooperative'with §
respected. Someone viit

sport, you know. Sqiffebogy

KE
like a soccer player than E@'ﬂf“ g

~ll'4 oA dajez = =Y o o
Ao a N 5 T AuTuilandusin

= M LA o A
NNNWINUURNATINNBNUAUNNIN

FAT

no

LU 27

¥ " el v ¥ a ' & o
All right, you knOWW at? You are '.CJfL £l AITIAS ‘% qunu weeAganguige wsiuelaBan

your league here. You maj o;,"u,s‘ men, but o Ay
you don’t know girls. They’d e ":':':‘f..‘.-ﬁ ‘ v

Bernie: s that so? _H,:_J 7% ..“'"

You’d be a skelet®y
[ Ya

COoT

yes

RB 49

Like a bird thatiwal s,

Brock! Brock! © =
Alright, okay Van.l y, hey, hey.

CoT

yes

SS 51

Lauren:

Dad, I'm gnl ﬁfteen.‘_n‘

COoT

yes

ARIANTUNNIINGIAY
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- = - | 3.6 Sarcasm / p.1
No | Ref.No Source Text W N Target Text ™ | PE
1 |RM 12 Nice going. © AL ey COT | no
Debra:  What’s that supposedg® me; - L
That means, running outgdt the’ sttt Mayto? \ . aanliiae
go. © R
2 RM 67 | Marie: Frank, — Frank, — give ] - cl AAUBUNT B BIN1F3T uumquju COoT yes
need them. -- It’s for i€ childref! Plecas ("
e ;’f nalaine et wnaRdd Sud
come on. I don’t hav® eno@ith -nc - .\ ,
being foolish. Please — 1 86n’t r---!@' 1R N ALARAA A9 11UWFN9ANFRA3 I TRIAITE I
candy! -- You think tha#'s sq 1ffere i g_v‘“
who you really are? © & 7
. B MR AT T | .
3 | TH 63 I found her a job. Within a few woeks she’ll be 91958 anldfenise Lﬁ@ﬁ@gﬁﬁumqﬁ@@:ﬁqmq COoT no
able to afford her own place andss 1 ko B s X
have to depend on me anyam )l L M RUTIRENLN
Charlie:  Where is she V\Q’
Ah, she’s gom*
Charlie:  That’s your plan? n
4 |whl 63 Omar, hey, Vanessa letyme in. Thisis, um,a  Taun3 enuadn1fusdinun fiw.. fhuwanquasann | COT | yes
beautiful house you gi¥sdiaue here.
Omar:  Yeah :
baseméni

ARIAINTAUNNIINGIAY
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3.7 Violating Modesty Maxim / p.1

No | Ref.No Source Text N ~ . Target Text T™ | PE
1 | TH 40 | Charlie:  (proudly to himself* here Mf‘fﬂ \ | COT | no
for Space Mountain. & \
2 |whl 11 | Dave: I'm telling you, he’s waif togf€xperier 9’\ A0 T Afha 98 A Fve COT | vyes
her. - A\ .
Vicky:  How do you know#hat?
Dave: Because she thinks hgffé 1 Laziananurauiing pubiney

kids have sex. | kné
cool kid. ©

ﬂumwﬂmwmm
mmnwummmaﬂ
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Sy

- ‘. - 3.8 Hyperbole / p.1

Ref. No Source Text Mm\\ Target Text ™ | PE

minute of every day preteng

OP 58 | Lydia: God forbid. This d¢6€ should £ l Yl ﬂ &y qﬂnﬂ,mqu LAUR AgNRuLas COoT yes
e |
J'"-

Stewart) Ooh Mopis hilrge 1o, GRS FuA0 duavanuliiuniengs

about a pot roast? | kn ﬂrﬂ' . ﬂ‘i‘ﬁ A ‘ 8 5unulvalan
your paw down youghroaifand vé
this all over again#®

RM 18 | Ray: I don’t even like to by¥ the D I ;n\ g ﬂsﬁy’] éqﬁqﬂuﬁuﬁuﬂu%u@q e COoT yes
if there’s a lady cashier

Like, hey, hey, guess wiit I 1
later? Maybe. If I can/@et allithe kids\torsleepi g . AN T 7 dinuenld uasfinanduniiy

3 o g0 TR00L Tl AT

= a di’ o 1
Bl avann MeAInanninnazniazls T

SS 79 | Judy: But this is bigger than all of us..& Jﬂﬁfﬂﬂd%iﬁnﬂﬂu anyfisagesauusicnuiuly | COT | yes
you two get married, and yg 4
doctor going toCuye te ,
Lauren says to «Qﬁg_;_uu_ﬂ_— 5 th SAL N atifinunlanaduazaiy
home and watch The

And you’re like %

people die. © m :

o A 0y o o
bl 11N BIALNN mm"l,ﬂiﬂmimmmm LA

‘. ¥ k4
NANARAUNATERTLFABDIANE

Ry

99U ualfiag COT | yes

D
23
=

WK 2 | Janet: Uh, when | was your ?e | didn't have the aauusagwingn wdliilanaliuew
luxury of Ieeplng all aﬂvas up at five

JR:

ARIANTANNIINYAY
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\ | /
- : e 3.9 Lie/p.1
No | Ref.No Source Text o 0 .“Hﬁ_“__‘ Target Text ™ PE
1 | KQ 44 | Carrie: What are you doin§? Go | ' ' COT | no
Holly: But I'm not done hgiing
Carrie: Hey, help yourself 1 na i) TN Y i W [vievuanes mEisagn 7
over there. | mean4#€ wa ‘ﬁﬂmm A N
e/ /(N ¢
2 | RB 44 | (Reba sees the broken picture fraifie.) & 0l COT | vyes
Reba: What happened to my gittu f —é o sougilveusl
Cheyenne: Jake broke it. © ‘ - ¥
-;_r..r..rm
3 | whl 59 | (Inthe kitchen/family room) B COT | yes

Vicky: That doesn’t excuse what YO ::F_La}' Y ou neec i 'mmqlué\aﬁ@mﬁﬁ Qmﬁ@wﬂ‘iﬂnwﬁmﬁlﬁu
to apologize tqﬂllar omar: L’:

Dave: Okay, first o h."-:u-TurumT-.Eaauu_‘,‘“m..-A..A..,ﬂ....A..,;..sw AT LA
Hillary. h 4

(Flashback, Dave is standing ifro e

Dave: Come on, honey ‘”hgou re not gonna hold tt e Qﬂﬂﬁ@%ﬂtﬂj‘ﬁwfﬁ] iCHETHY
against me. Are you?

(Hillary slams her bedroom doorﬁ fiSface.) ©

e URLEY
QRN TUNRINEIAY
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39 Lie/p.2

No

Ref. No

Source Text g : ~ o, larget Text

™

PE

wh2 51

(Vicky sticks her nose in the gia8S of it

suit.)

Vicky:

Dave:

Vicky:

Dave:

Mm, wonderful. :
(overlapping) Mm. J€s.

You can almost detect tiie rig
(sniff) and the historyg#hat e
(sniff) Can you smeffit2 #Ff

b Fel5ara uaztsesRmaninidaauy

SnausTulv

Yeah, | can smell it. @

FAT

no

ﬂumwﬂmwmm
mmnwummmaﬂ
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3.10 Violating Quantity Maxim / p.1

No | Ref. No Source Text. .. Target Text ™ | PE
1SS 1 |Ed: Hey, 1 just came ov T sa . COT | yes
Bill: Good-bye. ©
Ed: Aren’t you gonna wish g#C gofd If st e 117 111199
Bill:  Goodluck. ©® W\ N
r
2 | TH 54 | Jake: We had a surprise test today. - COT | vyes
Alan: And? '
Jake: | was really surprised. ©

AUEINENINYINI
ARaNNIAlMInde
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No | Ref. No Source Text NN . Hh‘““--.‘ Target Text Notes
1 [RM 38 |Ray: Alright. I'm getttin™® vasggtt | They are no-
_ humor items
Andy: Vasectomy? (both Thai
Ray: Um-hmm. and American
: mean scores
Andy: What rhymes wit are lower
than 2.)
2 |RM 40 | Robert: You’re getting a vasgto
Ray: Come on. .
Angelina: Vasectomy? Very coutrageqlis, Raymend: = 4 MNAL LIENBUG
Ray: Thank you, Sister. it - L AL
Andy: There once was a man from Schenectady. il o0
Hah? © BTN
[ Y
3 | SS 30| Terry: Well, thanks fot.coming by. When we’re s AT Ve o T i atinuia
settled in, let’stl ge A. J
Judy: Well, what about thid wce L R I
you over for a barbegue. il
Bill: Don’t get your hopes up for a deck, though. It i lifiedeslfiueaiy
ain’t there, © ‘
Terry: (conf

U INYNTNYINS
QRN TUNRINEIAY
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Source Text N N Target Text

No | Ref. No ™ PE
1 | OP 88 | Benjamin: Just do me a favor®And y i " TN Faaundnunagniindateaiulas e CoT yes
any kind of commitmeg#t to g'hefore %
tell me how to liye#my li
(Benjamin is about to leave the ag
Oliver: Ben, wait. Which. Mo fenaylymse
2 | TH 49 | Charlie:  (to Judith) Look. L dén’t dean S0 WA N TR YOI s COT | no
I’'m tired of talking to ygi. &
(He closes the door on her and cragges gif.)
3 |whl 74 | Vicky: (disgusted sound) Dave, ca f ,,"-“‘“'“"F“; | o i‘@"j’}@]ﬂvl,j\i@']_l’]ﬂsl@ﬂ%l: FAT no
upset?
(Vicky sits down by Hillary and hugs her.) ﬂ”
Vicky: Oh, sweetie, you want tQ_takkealy aona D9l
(Hillary sniffs under V|ck@
Dave: I-1-1 do. © t
- .
4 |whl 76 |Hillary:  Dad?! All right, W really wan . i @mﬂ’érﬁqq I COT | yes
Dave: Yeah.
HiIIary: Tay 1uw@@u
notr
Dave: Oh. ( alsan

ammmmummmaﬂ
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\ | /
- = e 4. Allusion / p.1
No | Ref.No Source Text. % .“Hﬁ_“__‘ Target Text ™ PE
1 |LU 75 | Tony: Ha-ha-ha. Hey, Berfife, Be MRl T e fusng wiludyiugeud | FAT | no
coach the team togethgg®Uh
like, uh, Sonny andé®her. &
2 |OP 16 |Oliver:  Monty, what’s with ghe swes @R 108y qmﬁﬁyﬂﬁu@ﬁ’émsﬁn FAT no
blazer at the clean€Ts?
Lydia: Oh don’t make fun @Fhi . 7 1 HIGERLTY widereasuliifngila
the dumps. 1 got him songé toyé ﬁlg W
up. He’s just been so dgPress@d lately. ¥ -
‘ S~y .
Oliver:  You don’t think that it’s be Ause you-gothim: 2 Wil W9zl U LA ilaulia Asaadl
dressed like Bill Coshy? W  #latadants = 4
e
3 |RB 36 | Reba: Get out! PR O COT | yes
BJ: What? @ /
Reba: Get out, and tal& fHaviuliFne
— ja
m jli
4 1SS 11 |Judy: And on St. Patrick®s Day, dad’s gonna show ™ uasviaazuansliiitldusums wisadivnlugnliees | FAT | no
you why you shouldn’tdrink. © o
- L
. F 1 N T T
5 |TH 6 | Berta: (to Kane ae. ® | ; FAT no

ARIANTUUNIINYAY
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5.1 Absurdity / p.1

No | Ref.No Source Text .“Hﬁ_“__‘ Target Text ™ PE
1 | KQ 34 | Arthur: Ah, Josephine, hep€ yo - , o nuAsE e UYWL e mix no
complimentary buffe
Josephine: Yes, (re: drink)-afd thi
Arthur: It's a Pink Lady --r
2 |RM 70 | Frank: Hey, you still got thegfaked'c COT | vyes
Ray: Yeah, but it’s all Erambffd
Frank: I don’t mind. ©
3 | TH 78 | Charlie: So, how was work? © J - d;‘ ’ ¥ (ﬂ,qﬁqq COT | no
Kandl Horl‘lble All he dld was bOS§ LHe- Y\ LmﬂLﬂ’]LLﬁig\iﬁumaﬂm ﬁqd ﬁqﬂl/u M
(mimicking Alan) “Do thiss€dg ha
@ r
L0 T L)
4 |WK 46 | Todd: Yeah, that’s just4j ujml,widfu udndulddneiman COT | yes
came home eaft-. ot de . e o
her SiSter. NOW. . ,S the g A mﬁ@rﬁ@Wu’mwmun@um’nmmqum
home early. And gonna try and blame that  u&aunleupaubgliine aatinlalvs lalus <) 7
on me? She was trippin’, right? Right?
R’ © 8 d Qv

ARIANTUUNIINYAY
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5.2 Discrepant awareness / p.1

No | Ref. No Source TexL . - Target Text ™ PE

1 | RM 85| Frank: It’s Halloween. You*ootta g Miﬂfm . ‘h 9 mfa ZNV]Lmﬂﬁ]@\jﬂ’]ﬁ‘ COoT yes
they want. ©

2 |wh2 54 | (Vicky and Dave take a sip of wine. mix no

Vicky:

Dave:

(practically havinggh org
Mmmm! Mmm! Mm! Q! Al
©

Yeah, yeah,Iaml‘ ?*‘ Lmn AIHULAE

©

AUEINENINYINI
ARaNNIAlMInde
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5.3 Misunderstanding / p.1

No | Ref.No Source Text W N Target Text ™ | PE
1 | RB 47 | Brock: Hey you know whatfyou St dhllig "\ TP R COT | vyes
me Brock. N
Van: Really?
Brock: Yeah.
Van: Well | guess | couf] try gifat. ”Lm U%ha agRanuas
Sounds weird. \
Brock: (chuckling) You’ll g€t usg
Van: No, | mean you have a
2 |whl 38 | Dave: Hey, Larry. Here, come ogi¥barbeey with me ' NPT COT | vyes
(faadanis
Larry: Why?
Dave: Because it’s something we cg ,.F:,. 0" g, gt : .-" TAaisinsanriuli
Larry: Oh. Am | being plinis | "
| )
3 | wh2 46 | Dave: Okay, well loo ] _M‘u y af y el e zu mix no
this on the down-1es e
mother’s not exactﬂ hrllled abou . mfmﬂ@f e
spending time with*Kathy.
Larry: Why? It’s charity WO‘ n ;Jul,ﬂmquﬂm@

qmmnﬁﬂimwﬁnma" 1
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5.4 Reality-word clash / p.1

No | Ref. No Source Text : : ‘M‘““--.‘ Target Text ™ | PE
1 |SS 37 |Chris: Can | meet her? COT | vyes
Brian: Yeah, | guess. (callipg®ou
Lauren:  (off screen, screa'ming paC
Brian: (yelling) Come he
Lauren:  (off screen, screamingg¥ack
Brian: (yelling back) Just Io it!
Lauren:  (off screen, screaming), od ou’re s 1«;» o."{-
Chris: She sounds nice. © AT
2 |SS 87 |Judy: II; s not like hangin” out WlthL P ﬁ;ﬁ'f 95A1IfLnaLsY Az 1iinng Tuwewifisun 167 | COT | yes
gonna undo S|xteen yea at-parent

(Shelly laughs. Then, a ve
Lauren. Chris is carrying

Chris: Hey, guys! Guess
idea.
(Lauren gigles.)

Chris: I sold m

Y ‘--.lll_h'bllu\-l.-hllllt
m" 'I.I . C
-

Wt? aul %) miuﬁmmﬁmﬂmmﬂ
L]

1 al dy
NULABNUY WNHAY

ARIANTUUNIINYIAY
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5.4 Reality-word clash / p.2

No | Ref. No Source TexI- :
3 | WK 11 | (Franklin plays the piano as Kady sings®)
Kady: (singing in an ordi
what you are.
Franklin:  You sing like an angg
4 | WK 24 | Aretha:  (singing beautifully) \When

you bad wrong, my,g@€ar b
went away. Don't you kn@w.
my head hanging down nd'
loving you.
Franklin: (to Claire and JR.) See wii8
terrible. ©

Wl s MuiaAi... penn.. wazlEhisandn

\PRES L5RYIEILAN

. Target Text ™ PE
L“""'-.._
COT | vyes
Wil 9T Lae
a1 AL LALSe NN WFARIWALED COT | vyes

ﬂumvmmwmm
ammmmummmw




285

5.5 Violating expectation / p.1

Ref. No Source Text ™ PE
SS 4 | Bill How are you? COT | vyes
Ed: I’'m moving to Hawzai e T URnIa U laatau lUisAWn
vacations, you knéWw? A o e e
vacations. The other nif ﬁﬁ wlUnneasalume el pawd
me somewhere [’vgfficve ﬂ E m b
her to a men’s room. @ l \
‘LJ F, | I\n L
whl 8 [Hillary:  What do you want, Dad? (ﬂ s ke COT | yes
Dave: Oh, do you have to do, Uﬁ'ﬂ & do l‘i')" My ile T Lo wtadugname
the middle of my living oo
Hillary:  Fine. Taye, let’s go to y dro __,- : bl (U 919 U 991U
: ; f’ :’; s i
WK 6 |JR.: (laughing) Ah, the cat, mama, caf-yot-see-t? [0l ual fngtasnlnw COT | vyes
. y. .J. s o I_l
Janet: Keep laughing, baby, baldne istie cditary. piay aniee vindnuuziilunsaniug
JR.: (stop laughing) Mate @ _ Q
WK 52 | Michael:  First of all, this COT | vyes
(Janet chops the sausage agalw ©
Michael: And, uh... I’m not gonna tolerate... nualainu.
(Janet chops the sause ate </
Michael:  ...me ’}\ oo ¢ m&@ijﬂ ﬁ
have, @ | |

ammmmummmaﬂ
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\ | /
. : ' 5.6 Word clash / p.1

No | Ref. No Source Text. : : Hh‘““--.‘ Target Text ™ PE
1 |SS 74 Yeah, here’s the thif®. A.. apbarg ' ‘ R 1 TaarumesiAngy aaisuinliaza | COT | yes

and Terry think that Lau#€n’s #bad i LR AN ALAG LI

on Chris. They dopa#¥ant J

anymore. A D

(angry) They don’t thiffk Laffregf's good__ Rraha O L+ g v S ugnTneian Sulnsous ae

enough for their sof? | regént tifatW aure, cal L 1%

see who ever she wantsgénd ! R R e

otherwise. - Y}

If we don’t break ‘em up, gFe Ighe. Ao 11T LsdiadTaLade

(straining) She’s a preti# girlshe’1l ' pe.aelaldluunsan

her feet. © ‘ -

.'I J‘Jﬂ _Idl{ -

2 | TH 98 | Charlie:  Well, good for you. “ COT | no

Good for me? How is this go@ ﬂ,"‘:?s v 85157l

Charlie:  You finally got@' mw%

[ didn’t want Kek . f JLL@:ﬁiﬁJ@ﬂqniﬁLﬁﬂ?ﬂwiﬂaq

certainly didn’t wa :

ex-wife! Il | .|.

Charlie:  Oh, right... Okay then¥ood for me. © dawsn AusuRARUSY
° o s

AU ININTNYINT
ARIANTUUNIINYAY
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\ ‘ | /
A 5.6 Word clash / p.2
No | Ref. No Source Text Target Text ™ PE
3 | wh2 48 | (Inthe dining room, Vicky is stting a mix no
table is set with a table cloth, cang
crystal, etc. Dave approache
Dave: Look, I felt kind of bagffor g a atilediediums
t&ﬁfﬁ Soc;flhrgf (Iigoy |llt ' dered ﬂé | i Gorthn “1elne’ 17 ususAgaL
little “I’m sorry” dinn .ﬂ H M}-’: ‘ .
plates. “ s
4 | WK 61 | Michael: Yeah. | have to perforgla c@femony. s 1+ COT | yes

) ] 1k g:"

Janet: What kind of ceremony?, :
. | Vet
(Michael burns the picture of Sharon.) — =z -

Janet: Oh, Michael. £ E—-:'?-.«r.““”.
Michael:  Yep. @ -
Janet: You didn't havt
Michael:  Really? (:L T
Janet: No. yeah. Yeah yeudlid. Go on. © 1ol Arubinain ot l

(Michael tosses the ::rning pictufe ifitethe fireplace.) Y ']_ﬂﬁ
QRN TUNRINEIAY
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6.1 Eccentricity / p.1

No | Ref. No Source Text g N w, larget Text ™ PE
1 |OP 50 | Lydia: You’re stuffing ht € asi ﬁ dhoed | .. s o mauldngan Inddaladundn waziu COT | yes
Halloween is coming ag#'he gMmefef gbnnadfit WH A, Su S, .
into his pirate suit @ :
2 | OP 96 | (Monty jumps to Lydia.) COT | vyes

Stewart:

Lydia:

You see who he came tgFHefoves Memmny:  Adha o v R 313NN

Oh, oh, oh come on#fby. Mct’soct outoFHe gl AW 1R N i sihdlazavsangeluliise
Mama’s gonna buy you g ' \

ﬂUEl’JVIEWIiWEI'Iﬂﬁ

ARaNNIAlMInde
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6.2 Role-reversal / p.1

No | Ref. No Source Text ™ PE
1 | TH 76 | Kandi: Well, I wanted to&ffow FAT no
chimichanga.
If you didn’t know®vhat 3 i Ao Preliloo L wanaudannvinlag
order it? —
Kandi: ‘Cause it’s fun to
2 | WK 54 | Franklin: There's only one thing'miss avents it’ 11,1 B ponandugaeesld COT | yes
from being absolutély fahiflo o \
Michael: And what's that? | prlaim |
Franklin:  The feminine touch of you ady |t 7 nﬂ@ fannssenansle
Michael:  Yeah, well, that's a touch’I'm -ff-’:u-'--r--n- - R 1501 s ATl anunu
receiving for quite a while. © _
Franklin: Wanna talk about it? My.shot 4212 lugeaanuenaidn ussluafung
small, but they/re'§t Z }
= ==l
3 | WK 55 | Franklin:  Women are e P LI COT | vyes
Michael: ~ Mm-hmm. ij ‘a,
Franklin: And I’m sure that®™rs. Kyle feels threatened mmm’lﬂrqufuﬁq Aselad JAnuANAUALTNA
and | seetlt by that pgtuze Wthh 'm Mmﬂfa Sansuniladn st lesanagasegu
Michael: Ki | Gid are : : ‘ jWHf]ﬂﬁ

ARIANTAUNNIINIAY
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6.3 Unmasking / p.1

No | Ref. No Source Text Target Text ™ PE
1 | KQ 61 | Holly: (noticing new iter C3 ganaillaaniinmed lvumungy CoT yes
Where's all the stuff th#t' pj :
Carrie: (covering) Oh, |48t replgCeds féwWfiteras: Bui WG W T i Tl e reainee]
this is still basically y@r vigiog - AR
Holly: No, no. Nothing gi#fminegs i Z
Carrie: (mock surprise) Huh' A
Holly: (realizing) Wait, y6u did t S n.\ 16 s e feusy AnuuAReanssnd
taste. You just wanted
Carrie: It's a big van, Holly. © '
2 | OP 22 | Oliver: Are you gonna let me in” e i audin T s COT | vyes
Benjamin:  Actually, I...I wasn’t expectig ,'f‘i ou’here s0° douneazanFanail
early .. : vl |
Oliver: You deVII Y ot a little sweet action goi Wi sivad Tl 1glun

Benjamin: Yeah, so, if you
Ted:

on in here, do

\J

. | | 10 oV v
Ben, get in here. M do and Gandalf are Wi 139181 TlsTn | wpdnindslamefiunmnasn

kicking some major Nosgool ass. ©

MR TN NN Y




No | Ref. No Source Text
3 | SS 69 |Bill: (gasp) And after aH®Judy g
you. We welcome youg® the
with a beautiful b€ of y
Shelly: (cutting Bill off) We fo#
bushes! ©
Bill: Then this is thoroughlyg#mb
day! ©
4 | WK 40 | Janet: (laughing) A nurse, Migifa
Michael: A nurse.
Janet: (laughing) Like that timeXou i
up like a nurse!
Michael:  Yeah.
(Janet hits Michael.) © @
Michael:  Ow! t h
Janet: Here | am thinkindWe pla

nurse, when we'rexeally playing Michael and

Sharon? Now | realize;why you was chasing
me around with that tRerdi@meter. ©

291

6.3 Unmasking / p.2

Target Text ™ PE
0 ﬁyﬁﬂﬁwmﬂqm adeuiunanans | COT | yes

), Tty b VRPNV Tl
COT | vyes

1 )
—

o dl k% [~3 1 (1 a
UneuNa nuwiiauiiluluae

o e 9/“
NUTAIIY NURUTL

g o A | o
990 i lupnudeilsanlanandu

MR TN NN Y




\\M 7// 292
NN =
- b : 6.4 Wickedness / p.1
No | Ref.No Source Text ™ PE
1 | KQ 12 | Carrie: I'm going to Lowe*®and 3 T 8g Andisaanaeannlian COT | no
want to come along. "
Holly: (caught off guargyi¥ie?
Carrie: Ya!
Holly: (remembering) Q¥ actyglly N9 TN AL
my great grandmothergt thg . A
Carrie: Your great grandmggfier? you " 6l Moo Wl v el udag vinuanlalls
went, she won't refhemb ,:..;T(g'
2 | RB 40 | Cheyenne: Jake, have you seen e s ~? Elizabeth brol R Lﬁ’ﬂL 9 lun adtdsnnsauglaeusunn COT | yes
mom’s picture frame ang@¥he $80nad about vui 0y
| = /. Ly nnBealan i dusdusazfiaglagnne
the lamp, I know she’s gonna freak @
Jake: So tell her Henry broke it. Th —"'5;75_ g AUANR Suieefvindsiu
LRI,
Cheyenne: What?
\]ake: Yeah [ brOk "ﬂ— al ey tOOK-tHEtatl - uN Tt L LY lﬂ%ﬂuLLin‘UU’Wﬂ LL@Q
Sweet. ® | \ XJ
3 |whl 67 | Dave: The next thing you know, SB0RNT L1770 F naBpduiasu venlfian fu | COT | yes
Westbrook Counfgy Club. Sweetie, I'm telling . ” o Al
.. mu@uumﬂuﬁu a9sanaan ummmqmm NNUQN
you it’s the Promlset‘and No waiting to tee R
off. Fresh lemonade %t é&@hy hole. There’s a 189919 wonldFesanadiog Suldszunidala
Snag t n B al Yol
It’s t T §ystes. . e
achi CdeSar.

ARIAINTAUUNIINIAY
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7.1 Human waste humor / p.1

No | Ref. No Source Text. o 0 .“Hﬁ_“__‘ Target Text ™ PE
1 |RB 25 | (BJis wearing a glove puppet. | COT | yes
Reba: (to a puppet) You siy > W% i TN 109150 P
2 | RB 45 | Brock: Hey, so you did the r:r ":c.‘ il mix yes
was that? % @
Van: Oh man, it was terrific v 17 o
Brock:  Yeah. ' ' % ,uﬁ"é;
Van: Hey. did you know if ygiff pas§fgas inymil M“; il NasldnaiAnnu ndiazaas
bubble takes like forever t ach thelsuirface
Y V EEEG
3 TH 64 | Charlie: Alan, vou ever hear the expres51 AN1HFNIN @gqmj\muuu@qpnuqumqmﬁuu COoT no
where you eat”? Well, yoy
droppin’ plunkies™all o
4 | TH 89 | Charlie:  Wow. You just B CoT no
o .
v '!'

ﬂummmwmm
Q»W'mmmummmaﬂ
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\ | /
- E m— 7.2 Obscene humor / p.1
No | Ref.No Source Tex - .“Hﬁ_“__‘ Target Text ™ PE
1 | OP 40 |Regina: (re:agirlina pheto) Gog r 15 lariudeadni COT | no
stand up with those thif0s?

Oliver: Why does she nee®to? @
2 | TH 107 | (Mandi, a beautiful redheadedoma FAT | yes

place. Charlie covertly sizes her ug

Charlie:  (to himself) (having difty

Chimichanga. © 4

3 |whl 26 | Dave: Mike, um, have you bgeh, COT | yes

Mike: Uh, yes. (embarrassed I‘ )

Dave: Like a lot? “ — T A0eLTD

Mike: Are you asking me if I'm chgg -:;?._, » ‘. o unn flufadasluamse

Dave: No... are you? @k i

@ il
Mike: Yeah. © t
il i

4 | WK 29 | Michael: | only kept it bqulH Sharon Lﬂuﬁmmg%uﬂuﬁ@uﬁq COoT Yyes

Janet: Oh! Does this look I}e anold friend to you?  prudnilgilewitewin sz

(Janet gives Dr. pigtuge.

Mason: M ny. ‘ ‘

ARIANTAUUNIINYIAY
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8.1 Auditory-verbal clash / p.1

Target T
= arget Text

™ PE
1 | KQ 50| Arthur: What are we suppe$€d to g 19, 15 u Fuwuizany COT | vyes
thousand dollars! NG
Barksdale: | have a little cash*fi the g# vPRusn duaylludiian
Arthur: Okay. Hurry.
(Barksdale goes out the back door. After >
car start and drive quickly away.) &
2 RB 31 | Reba: No. No. There’s awhol WOLLe 'l““ VIR fe1Lsin mﬂuhj@;gimﬂu NI L T CoT yes
control kids, because pifentgfdon’t t¢
no. '
BJ: Well Henry is not out of g8ntrg ;‘r'\'{{-ﬁf‘;

(In the background we hear something fall ap
I ﬂ?
Jake: (off screen) He

p&dld £

ﬂummmwmm
ammnmummmm




296

8.2 Auditory-verbal pun/p.1

No | Ref. No Source Text Target Text ™ PE
1 [WK 44| Janet: Let me just... baby=€an yq = WAL T o lsvinloefiAmin ez ey COT | no
was that made her so sp#€ial ¢ \ \ N
is some closure. That*s it. \
Michael:  That’s all? You just negd clogurg? — AN finsi1nsinlase
Janet: Yeah. That’s all th#€'1s al t.'. /i | :

(After Michael explains why Shar,

is SO

him, Janet becomes even more upset. e
at Michael, leaves the living room ai# I

Michael:  (calling out) I thought §fouy

(A door is heard closing off screen.)

il Tnuanidnazsnla
mad. What happened to ¢l

Michael: Thereitis. ©

ﬂumvmmwmm
ammmmummmw
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8.3 Visual-verbal clash / p.1

No | Ref. No Source Text M 3 Target Text ™ PE
1 | SS 15 | Judy: Well, if we're gontt® M! !’g Y R e @nadan COT | yes
only got one shot so [\ o N RS 050 019 inan 1N TugesTiuile
people carefully. D rus 3
We gotta give ‘em a dg M _f _-E_Lm AW ™ N
(Judy hears the door open. Wheh she \
front door is swinging open. Bill i AM,
Judy: Bill? © Bill? © | sy, reAuieannsezls et
something, he moves likgfa p
g s A
2 SS 49 JUdy: Well, Why don’t you wanngeo ou, "t?*‘ﬁ'i‘- 15 lugnt “;; Tnaanlliunas CoT yes
Lauren:  (talking through a clenchéd r’rr:rWIr 1RYTNINATUAFAIANT WAZTHINTINATIA WodIe
he’s in the Math Club, and the Rocket€lub=—= '
Please shake your head no. ©: 5_*'_,..-*? 27 ,t
3 | WK 51 | Michael: Jay, ’m glad ‘g B ‘H..._-...-.“.-m..-.._-.....\....——uv. Mlumaﬁ faf:_i']qﬁlﬂqg‘q:;woq COoT yes

dinner, as you §

ou | d” o 2 d'
. - 32N LAZINTINALNILINULNG
I’m the king o % -

home to lay down the
listen, and you’re na listen good.

L

law. Noways ‘ 1ﬂ:ﬁa§’ﬂ'ﬁmmmxﬁﬂﬁﬁﬁqﬂ

(Janet reveals a butcher’s knlfe aﬁﬁvs a sausage with @
great force. |\/|ICh 18 eIMOB B 10

qmmmﬂiuwﬁnmﬁ’ ]
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